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This paper explores the different ways in which the five surviving ‘ideal’
Greek novels approached the problem of conveying to their readers the aural
elements of the scenes and events they described and narrated. I take it that
the typical mode of ‘consumption’ of an imperial Greek novel was reading —
sometimes aloud, sometimes silently, often or almost always by a solitary
reader, closeted with a papyrus roll or with a codex in some room, courtyard
or hortus conclusus, or perhaps occasionally in some outdoor locus amoe-
nus. Modern readers of our extant novels will recall that only in Achilles
Tatius do we have a scene in which a book is being read, and that there the
reader, Clitophon, does so while perambulating the courtyard off which the
door to Leucippe’s room leads (1,6). There may have been occasions when
an individual or a small group was read to by a slave, and perhaps there were
even reading circles in communities where literacy was low,' though we
have no firm evidence for this phenomenon. Whereas audiences of longer-
standing performance genres — rhapsodic performances of hexameter poetry,
solo and choral performances of melic poetry, sympotic recitations of iamboi
and epigrams, and of course the various dramatic genres — could be
prompted to recreate in their imagination sound effects in the performances
that they heard, an imperial Greek reader had to work entirely from lines of
letters in columns on a roll or codex — lines in which words were not divided
and in which there was usually little or no punctuation.

The reader’s task will not necessarily have been facilitated by the fact
that some of writers and readers of the novels will have been trained in an

! For arguments in favour of this practice see Higg 1994; for some arguments against,
Bowie 1996, 95-100.

Authors, Authority, and Interpreters in the Ancient Novel, 60—82
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oral performance medium — that of epideictic and symbouleutic rhetoric —
and indeed may themselves have actually performed as epideictic sophists.
For in doing this they will have been trained to privilege the re-creation of
the visual, deploying well-honed techniques of ecphrasis. Imperial Greek
handbooks of rhetoric clearly identify the purpose of an ecphrasis. ‘Ecphra-
sis is a descriptive account bringing what is shown vividly before one’s vi-
sion” (Mdyoc mepmynpotikds dvapydec O Syv dyov 1O dnioduevov).” The
whole issue was well discussed by Shadi Bartsch.’ She compared the remark
of a late second-century rhetor ‘for putting thoughts into words ought virtu-
ally to contrive the effect of vision though the medium of hearing’ (<1 yop
™y Epunvelay 310 tig drofic oyédov v Sy pmyavacdar),’ and that of
Nicolaus of Myra that ecphrasis ought to make the audience into spectators.’
Alongside vividity is set the ability to move the audience. Despite this focus
in rhetorical education upon recreating in words what the audience is asked
to visualise, we can also see how in different ways novelists developed a
corresponding procedure of re-creation for their readers of what — if they had
been actors in the narrative — they would have been able to hear.

Chariton

The earliest of our extant novelists, Chariton, handles lively scenes involving
spectacle and sound in a way that does not depart significantly from the nar-
rative tradition that descends through historiography from Homer. The het-
ero-diegetic narrative is regularly punctuated by speeches, and less often by
monologues, and the reader of an ancient book was at liberty to imagine in
silent reading or to represent in reading aloud the various tones that might
appropriately and conventionally match the characters’ emotions, arguments
and words. But there are no signals to suggest that the aural quality of such
speeches was a feature to which Chariton expected his readers to give spe-
cial emphasis.

So too with descriptions of spectacle where there is a distinct sound or
aural component. Chariton offers us several such spectacles, all or most of

2 Theon 118,6 = Patillon 66.

3 Bartsch 1989, chapter 4 entitled ‘Spectacles’.
4 Hermogenes 2,16 Spengel.

> 3,491 Spengel.
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which ancient rhetoric would have classified as an ecphrasis. His recipe
regularly involves drawing attention briefly to sounds but not taking any
special steps to re-create them for our viewing ears. Thus in the first assem-
bly at Syracuse, where Hermocrates is brought under pressure to agree to the
marriage of his daughter Callirhoe to Chaereas, Chariton quotes (verbatim,
we are to understand) what the demos shouted (8p6a):

KoAOg ‘Eppokpdng, péyac orpatnyds, odle Xapéav. 10010 TpdhTov TV
Tpomaimv. N TOMG puvnotedetor Tovg ydpovg ofjuepov OAMA®Y d&imv.
(1,1,11)

Handsome is Hermocrates! Mighty is our general! Save Chaereas! This
will be the finest of your spoils of victory! The city plays suitor for the
marriage today of those who are worthy of each other.

We find similar acclamations later, for example at Callirhoe’s wedding to the
Milesian nabob Dionysius:

Tdvteg odv GvePdnoay ‘1) Appodit yausl’. (3,2,17)
So all shouted out: ‘The bride is Aphrodite.’

Such brief descriptions of sounds are understandably especially prominent in
Chariton’s accounts of processions. Thus at Callirhoe’s first wedding (to
Chaereas) we read that the wedding hymn was sung throughout the city:

vpévatog f§deto kotd micav TV mOAYV, peotal ai POHOL OTEQAVQYV,
Aapmddov, Eppaiveto to tpdhupa otve kol pipoic. (1,1,13)

The wedding hymn was sung throughout the whole city, the streets were
filled with garlands and torches, the porches streamed with wine and per-
fumes.

The pendant scene of Callirhoe’s funeral has corresponding sound effects:

to0tov (sc 0 mARbog ) 8¢ Opnvodviov pdhota Xopdog Mkodeto.
(1,6,5)

And when these uttered lamentations Chaereas’ voice was heard above
them all.
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Likewise, when a crowd accompanies Callirhoe to the temple of Aphrodite
and Dionysius has prayed to the goddess, the crowd ‘followed up his prayer
with pious utterances’ (étnueiunce o mAidog, 3,8,5).°

Another context in which Chariton punctuates his narrative with crowd
noises is that of the trial in Book 6 which must decide whether Callirhoe is to
go to Dionysius or Mithridates. The supporters of each shout ‘You are the
better man. You are the winner’ (o0 kpeittov. oV vikgc, 6,2,2). This is fol-
lowed up by a description of a thirty-day period of public festivity in which
the role of music is picked out:

adAOG fyetl kol oOpryE ékedddet kai gdovtog Nkoveto pérog. (6,2,4)
A pipe rang out and a pan-pipe trilled and there was heard the song of a
man singing.

Earlier too, at the party which Dionysius has thrown to entertain leading
citizens in a characteristic act of euergetism, and at which Chaereas’ letter to
Callirhoe is produced, we get a bare descriptive hint that music was just
beginning:

101 8€ mov kai adAog VeEBEyyeTo Kal 8t MSTig NKoveTo néNog. (4,5,7)
And a pipe must just have been beginning to raise its voice and a song
could be heard being chanted.

Of course this is only a selection of passages where readers encounter spo-
ken or sung words, or music produced by instruments. In all cases, however,
Chariton communicates these phenomena with considerable economy. This
contrasts with a much less restrained presentation of visual aspects. To take
an extreme case — Chariton’s only extended ecphrasis of material objects’ —
consider his account of the Persian king setting off to hunt in the hope of
distracting himself from his passion for Callirhoe:

/ \ ¥ s ’ /, 3 S A ¢ /
TAVTOV 0€ Oviev a&lofedtomv SMPENESTOTOS NV OVTAV O PacIAEVG.
kofficto yop Tmne Nicaip xadiiote xai peyiot® ypdocov Eyovtt
yohvdv, ypdoea 88 @dlapo kol TpopeTOTdo Kol TPOoTEPVIOIAL.

/ \ ’ / \ \ & /. \ A
noppupav d¢ Nueiecto Tuplav - 10 8¢ Veacua Bafviaviov - kol Tiapay

® For crowds in Chariton cf. Billault 1996, 116 and Kaimio 1996, 60.
7In 7,2 there is a shorter description of the island city of Tyre.
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vokvOwoPoagf, ypvccov 8¢ dkwvdknv vrelwopévog dVo  dxovtag
gkpdrel, kol @apétpo kai TOEoV aOT® TapiptnTo, Inpdv Epyov
noAvteréotatov. kabfioto 8¢ coPapdc, &ott yap Bov "Epwtog <t0>
pLdkoopov. H0eke 8¢ péoog vmd KoAlippdng opabfivan, kol 810 Thig
noAewg amdong £Elwv mepifleney € mov kakelivn Ogdtor TV TopmAV.
toxéog 08 &vemhiodn ta dpn Podviwv, Béovimv, KuvdV DAUGGOHVIOV,
mnov ypepetilopévov, pdv Elavvouévov. (6,4,1-2)

Whereas they were all a sight worth seeing, the most striking of them
was the King. For he was seated on the biggest and most handsome Ni-
saean horse, which had a golden bit, and golden cheek-pieces and front-
lets and breastplates. He was dressed in a cloak of Tyrian purple — the
cloth had been woven in Babylon — and a turban dyed the colour of hya-
cinth, he had a golden sword in his belt and two spears in his hand, and
slung at his side were a quiver and bow, a most extravagant piece of
Chinese craftsmanship. He sat proudly on his mount, for love of orna-
ment is a special feature of Eros. He wanted to be seen by Callirhoe sur-
rounded by his retinue, and as he made his way out through the whole
city he looked around to see if by chance she too was watching the pro-
cession. Soon the mountains were filled with people shouting and run-
ning, dogs barking, horses neighing, beasts being pursued.

Chariton’s attention to magnificent and costly armour falls into a tradition
again going back to Homer, but here it is combined with some lexicographi-
cally signalled intertextuality® and exotic name-dropping. If we ask why here
he has gone beyond his practice in the novel hitherto, he may give us the
answer in a phrase that can be read self-reflexively: £ott yap (610v "Epmtog
<10> @iMdkoopov. A liking for kdopog is a characteristic of ‘Eros’, that is of
the erotic narrative one strand of whose pedigree Chariton here allusively
traces back to Xenophon’s Cyropaideia, albeit he is pioneering the form of
the novel into which he has drawn it.” Within this ornamentation, however,

8 The repetition of the epithet ‘golden’ (xpboeov), the frontlets and breastplates
(mpopetonidio. kol tpoctepvidiay) and the epithets ‘worth seeing’ (d&100edtwv) and ‘dyed
the colour of hyacinth’ (oxwOwoBagf) all evoke a single passage in Xenophon’s ac-
count of the love of Abradatas and Pantheia, Cyropaideia 6,4,1-4: here it is the helmet-
plume of Abradatas that is ‘dyed the colour of hyacinth’ (boxivOwvopaefq).

° This too recalls but reworks Cyropaideia 6,4,4, where Abradatas asks Pantheia if she has
cut up her finery (xdéopov) in order to make his armour, to which she replies: ‘not my
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attention to the visual greatly outbalances representation of the aural, so that
what might be heard is conveyed in just a few words: °‘shout-
ing...barking...neighing’ (Bodvtwv...0AaccovImV. .. ypepetilopévmv).

Xenophon of Ephesus

Xenophon of Ephesus merits less discussion. His look-alike narrative open-
ing of his Anthia and Habrocomes does indeed have a full-scale procession
(moumn) from the city to the temple of Artemis. The procession is described
in detail to paint an opulent backdrop for the handsome Habrocomes, who
leads the ephebes, and the dazzling Anthia, who leads the Tap6évou:

So the procession filed past — the sacred objects, the torches, the baskets
and the incense; then horses, dogs, hunting equipment...some for war,
most for peace. And each of the girls was dressed as if to receive a lover.
Anthias led the line of girls...Anthia’s beauty was an object of wonder,
far surpassing the other girls’. She was fourteen, her beauty was bur-
geoning, still more enhanced by the adornment of her dress. Her hair was
golden — a little of it plaited, but most hanging loose and blowing in the
wind. Her eyes were quick; she had the bright glance of a young girl yet
the austere look of a virgin. She wore a purple tunic down to the knee,
fastened with a girdle and falling loose over her arms, with a fawnskin
over it, a quiver attached, and arrows for weapons; she carried javelins
and was followed by dogs...And so on this occasion too the crowd gave
a cheer when they saw her (dvefdnoe 10 mAfifog) and there was a whole
clamour of exclamations from the spectators (koi foav mowkidat Topd
1dV Beopévov poval): some were amazed and said it was the goddess in
person; some that it was someone else made by the goddess in her own
image. But all prayed and prostrated themselves and congratulated her
parents. ‘The beautiful Anthia’ was the cry on all the spectators’ lips (qv
d¢ Swapdnrog toig Bewpévorg drnacty “AvOia kaln’). When the crowd of
girls came past, no one said anything but ‘Anthia!” (Av6ia). But when
handsome Habrocomes came in turn with the ephebes, then, although the
spectacle of the women had been a lovely sight, everyone forgot about

most valuable adornment, to be sure...for you will be my greatest adornment’ (ua Af,
£on 1 [dvOeia, okovv tdv ye mielotov dEov. od yap Epotye...uéyiotog kdopog £on).
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them and transferred their gaze to him and were smitten at the sight.
‘Handsome Habrocomes!” they exclaimed. ‘Incomparable image of a
handsome god!” (kalod pipnua 0eod). And at this point some added
‘What a match Habrocomes and Anthia would make!” (olog &v yduog
yévorro APpokdpov kol Aveiag)."

Here Xenophon makes similar moves to Chariton in picking out verbatim the
exclamations of the spectating crowd (cf. Chariton 1,1,11, discussed
above).'' But whereas Chariton was describing a civic assembly, Xenophon
describes a religious procession, yet gives no hint that in this seven-stade
procession a single musical note was sounded — the participants in the pro-
cession itself seem to be imprisoned in a silent film. This is at first sight
surprising: if Xenophon had been intent on recreating a classical procession,
one would have expected him to have it sing a paean or prosodion, or at
least a something more broadly described as a Uuvog. If he was drawing on
his personal knowledge of Ephesus in the first century A.D., he should have
known of the Duv@doi who seem to have been attached to the cult of Artemis
from at least as early as the reign of Tiberius.'? On the other hand it is possi-
ble that these Duvpdoi sang only inside the temple precinct, and it does in-
deed seem that the elaborate procession set up by C.Vibius Salutaris in A.D.
104 involved the carrying of statues around the city without any accompany-
ing singing."? Perhaps Ephesian readers would, after all, think Xenophon was
getting it right. I am more inclined to think, however, that Xenophon simply
displays less imagination in recreating festive situations than Chariton,'
True, elsewhere he does note the singing of the wedding-song (Vuévoiog): at
Anthia’s much-desired wedding to Habrocomes — ‘they led the girl into the
bedchamber with torches, singing the wedding-song, and following it with
utterances of good omen’ (iyov v képnV &ic TOV Odhapov petd Aapmddwv,
TOV Vuévatov gdovreg, Emevgnuodvreg, 1,8,1, recalled at 3,6,2) — and again at

19 Xenophon 1,2,4-8 (trans. Anderson in Reardon 1989, adapted).

! The signature exclamation ‘Anthia’ ( ‘Av6ic) is uttered again by Habrocomes himself in
the final scene of the couple’s reunion at 5,15,2. Less vivid is Xenophon’s description,
without quotation, of bustle and shouting at 1,10,4.

12 picard 1922, Rogers 1991, 55.

13 See Rogers 1991.

!4 We may also observe the oddity that the ferocious dogs with whom Anthia is shut up in a
trench at 4,6 seem at no point to bark. Contrast the barking dogs at Chariton 6,4,2
(above) and Longus 2,13.4.
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her forced marriage to Perilaus — ‘they struck up the wedding song’
(Gvevpnunoav tov vuévatov, Xenophon 3,6,1 cf. 3,5,3). But the wedding-
song (Vuévaog) is so central a part of a Greek wedding that it demands to be
mentioned (and is sometimes metonymic for the whole ceremony): it is not
surprising that once introduced it leads Xenophon to convey its singing with
the terms ddovteg and dveveriuncav.

Achilles Tatius

Achilles Tatius plays more creatively with this fopos of the wedding-song
(dpévarog): in Melite’s fantasies of her union at sea with Clitophon she ex-
claims:

AMyvpov 8¢ cupilel mepl ToVG KAAOVG Kol TO TVEDUO. £OL HEV DUEVALOV
dyew dokel T TOV Avépomv aviquota. (5,16,5)

the wind, as it whistles through the rigging, sounds to my ears like the
pipe picking out the notes of the wedding melody.

This passage in itself shows Achilles’ eye for new twists in old rope."” So
too do his two scenes of citharodic song: in reading these we must remember
that in the first and second centuries A.D. the citharode was the most highly
regarded of all performing artists, being rewarded more highly with money
and statues by cities and emperors and receiving the highest level of mone-
tary prizes at qy®dvec povoucoi. Achilles describes two such performances,
and in both cases leaves his reader quite uncertain about the nature of the
tune or the actual words of the song.

First, during the dinner and symposium at which Clitophon’s passion for
Leucippe develops, one of his father’s young slaves

nolg Epyeton kiBdpav apuocduevog, tod matpdc oikétng, kol Yikals TO
TpMTOV STva&og Tolg xEPOL TAG XOPdAG EKPOVE. Kal TL Kol KPOLUATIOV
vrolyfvog vroyifupilovst Toig daktdrolg, petd TodTo Tdn Td TARKTP®
T0G X0pdag Expove kai OAyov doov kibapicag cuviide Tolg Kpovpact: TO
8¢ qopa v ATOAMoV neppdpevoc eevyovsay TV Adevny Kol didkmv

15 Achilles Tatius also plays with the fopos of the lament (0pfivoc) being sung instead of the
wedding song (buévarog) at 1,13,5; 3,10,5; 5,11,2.
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dua kol péAov katorapBdvely, kai ywvouévn @utov 1 kOpn, Kol
ATEAAOV TO GUTOV GTEQOVOVLEVOC. '

entered and tuned a lyre. For a while he simply strummed the chords, his
bare hands playing idly over the strings; then, as his fingers caressed the
instrument, a melody gradually emerged. He began to use a pick on the
strings and after playing a while he added lyrics to the melody. The song
was Apollo’s complaint at Daphne’s running away from him, his pursu-
ing and almost capturing, how she was transformed into a tree and he
wove her leaves into a wreath for himself.

Achilles Tatius presents us with different types of sound, and when describ-
ing the movement of the boy’s fingers and the notes they generate he teas-
ingly uses the regular term for a vocal sound, ‘whispering,” droy19vpilovot
t01g daktdrolg. The writer’s attention to several details in the performance
helps a reader to re-create a sense of the musical event that cannot be trans-
mitted in writing.

Second, we hear (or rather we may think we hear, but in fact do not hear)

Leucippe herself singing in a sequence prominently placed at the beginning
of Book 2:

1 8¢ mpdtov pev Noev ‘Opfpov TV Tpdg OV Aéovia T0D cvdg pdymv,
gmertd Tt kol TG GmoAfic povong Ellyonve. PdSov yap Emvel 1O dopa. &
TIG TOG Kapmog the @Ofg mepiehav @OV Eleyev appoviag tov Adyov,
obtog Qv elyev 6 Adyog ‘el Tolg dvOeowv fiPekev O Zedg EmBsivon
Baciréa, tO pddov av tdV aviéwv EPacileve. yfic dott kdopog, PLTAV
ayldiopo, 0@OaAUOG AvBéwv, Aeudvog €pvbnpa, KAAAOG GoTpdmToV.
gpwtog mvéel, Appoditny mpoevel, e0ddect OALOIG KOG, EDKIVATOLG
TeTdAo1g Tpued, TO TETOAOV T® Ze@bpm yeAd.” 1) név tadta Ndev, &yod 58
£80kovV 10 pddov Emi TV yebwv avthic <idelv>, g &l TI¢ Thg KdAvkog
10 TEPLPEPES £l TV 10D oTdpaTOC EKAEtce poperiv.'

First she sang Homer’s passage about the boar fighting the lion,'® then a
more lyrical song in praise of the rose. The gist of the song, in plain lan-
guage, without the modulations of the music, would be as follows. ‘If

'S Achilles Tatius 1,5,4—6 (trans. Winkler in Reardon 1989).

17 Achilles Tatius 2,1,2-4 (trans. Winkler in Reardon 1989).
18 Tliad 16,823-826.
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Zeus had wanted to place one flower as king over all the rest, the rose
would reign supreme: jewel of the earth, a prodigy among plants, most
precious of all flowers, the meadow’s blush, a stunning moment of
beauty, the fragrance of Eros, invitation to Aphrodite; the rose luxuriates
in fragrant petals, surrounded by the most delicate leaves, that ripple
laughter as the West wind strokes them.” While she sang, I indulged the
fantasy of her lips as a rose whose cup was reshaped in the form of a
mouth.

In this virtuoso sequence Achilles Tatius produces a snappy sophistic
énowvog of a rose while at he same time he parodies the style of his near-
contemporary the poet and citharode Mesomedes.'’ He explicitly draws our
attention to his text’s inability to reproduce the music, and in compensation
moves from the highly metaphorical and therefore mostly non-visual lan-
guage of the &rawog (dyAdiopa 0@Oarudg Epvinua nvéel koud TpLea YeAd)
to an intensely visual and sexually charged close-up of Leucippe’s rose-like
and — we must assume — constantly moving mouth. Achilles Tatius has dis-
played how powerfully the words on the page can evoke the object of the
gaze, while conceding their inability to convey the quality of sounds.

Longus

The varying levels of alertness to sound prompted by Longus’ text are well
brought out by its different handling of the pan-pipe (cdpry§) — the instru-
ment whose inventor, Pan, and paradigmatic players, herdsfolk, are central to
the story, and whose music is used to underscore various aspects of the cou-
ple’s relation to their universe. Pan-pipes first appear as soundless dedica-
tions in the cave of the nymphs (1,4,3). Next, whereas Chloe’s childish
games include making a cricket-cage, those of Daphnis include making a
pan-pipe by cutting, boring and sticking together reeds, and then playing it
until nightfall (1,10,2): noise that we, like Daphis, take for granted. Soon
Chloe, in love, wonders if Daphnis’ pan-pipe is the cause of his attraction,
plays them herself in the hope of becoming attractive too, and wishes she
could become Daphnis’ pan-pipe so that he would blow into her (1,13.,4;

1 On Mesomedes cf. Bowie 1990, 85-89.
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1,14,2-3): here the power of the pan-pipe’s music is hinted at, but since we
know that Chloe’s diagnosis is wrong, the precise quality of that music mat-
ters little. This is also true of Dorcon’s gift of a pan-pipe to Daphnis (1,15,2),
of Daphnis’ abandonment of his pan-pipe when smitten by desire (1,17,4;
1,18,2), and of Daphnis’ giving Chloe a music lesson in playing the pan-pipe
with the aim of transmitting a kiss to her via the instrument (1,24,4). The
next chapter reminds us that pan-piping is a constant background to the cou-
ple’s play (1,25,1), but reflection on the different sounds a pan-pipe might
make comes only when pirates have kidnapped Daphnis and beaten up Dor-
con: Dorcon has trained his cows to respond to his pan-pipe’s music, and if
Chloe uses the pan-pipe he now gives her to play the tune that Dorcon once
taught Daphnis, and he her, his cows will react — as indeed they do, capsiz-
ing the pirate boat when Chloe plays the pan-pipe as loudly as she can
(1,29,2-1,30,2).

Book 1, then, has introduced the notions that pan-pipes can make their
player attractive (false), and that they can be played especially loudly, and
can evoke responses from herded animals (true). These ideas are re-run early
in Book 2. Philetas’ pan-piping, like Dorcon’s, was able to control his cattle
(2,3,2) but was unable to win him Amaryllis (2,7,6, cf. 2,5,3). Longus now
adds the important idea that the pan-pipe (cdpry§) is specially linked to Pan:
it is to Pan that Philetas used to play (2,3,2). After the couple’s encounter
with Philetas we read nothing of pan-pipes for almost half the book: kissing
has replaced playing the pan-pipe as the couple’s mode of communication.
They reappear in a major role when the Methymnaeans abduct Chloe: Daph-
nis finds her abandoned pan-pipe (2,21,2) and mentions her dedication of a
pan-pipe (Dorcon’s?) in his angry outburst to the Nymphs (2,22,1). The
Nymphs assure him of Pan’s aid (2,23,2-5), and that by the next day they
will again be herding and pan-piping together — their shared musical activity
is paired with and given equal importance in their lives with herding (xoi
vepnoete kKowifj kal cupioete kKo, 2,23,5). When Daphnis runs to pray to
Pan and vows to sacrifice a billy-goat, we read (for the first time) that the
cult-statue of Pan represents him holding a pan-pipe (2,24,2).

This sets the scene for the terror inflicted by Pan on the Methymnaean
admiral and his men. They hear strange nocturnal noises — ‘a thud could be
heard of oar upon waves’ (ktonog 8¢ fkodeto POOLOg KOTAV, 2,25,4) — and
then an eery and apparently invisible pan-pipe is heard the next day:
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nroveto 64 Tig Kol VEp Thg Opbiov métpag Thg VO TV dkpav cVpryyog
MX0G, GALG ovk Etepmev d¢ odpry, dpdPet 8¢ Todg drodoviag Mg
ocoATyE. (2,26,3)

And there began also to be heard, over the the beetling crag below the
headland, a sort of pan-pipe noise; but it did not instill pleasure like a

pan-pipe, but instilled panic into those who heard it, like a war-trumpet.

Pan appears to the admiral in a dream, assuring him he will not escape the
pan-pipe that caused their panic (tiv cOpryya v vudc tapdéacav) with
Chloe and her flock on his ship (2,27,2). Ultimately, once Chloe is released
and back on land, the terrifying pan-pipe is succeeded by one that is peaceful
and pastoral and that leads Chloe’s flock from the ships and then guides both
them and Chloe home:

oOpryyog Mxog MKoveTo mAMv &k TAHG TéTpag, OVKETL MOAEMIKOG Kol
oPepOc GALG ToevikOG Kal 0log gic vopmv fyeiton moviov. .. (2,28,3)
The noise of a pan-pipe again began to be heard from the crag, no longer
martial and panicking but pastoral and of the sort that leads flocks to
their grazing...

OV 8¢ alydv kol TdV TpoPdrev Myelto cOpryyog Mxog {d1oTog Kol TOV
cvprrtova EPhemev ovdels, dote To molpuvia kol ai alyeg mponesay dpa
Kol évépovto tepmduevol T péret. (2,29,3)

The goats and the sheep were led by a most pleasant noise of a pan-pipe,
and the piper was seen by nobody, so that the flocks of sheep and the
goats moved forward together and stopped to graze all at the same time,
taking pleasure in the tune.

Chloe’s account of her adventure to Daphnis includes mention of ‘both kinds
of pan-piping, the warlike and the peaceful’ (ta ocvpiocpata dpedrtepa,
2,30,3). We now know, then, that pan-pipes’ music may differ not only in
loudness but in ethos. Longus soon encourages us to form more precise
ideas. At the party celebrating Chloe’s rescue Philetas boasts that he is sec-
ond only to Pan in piping (2,32,3); encouraged to play at Pan’s feast the
instrument Pan likes (2,33,1) Philetas finds Daphnis’ boy-size pan-pipe in-
adequate to his great art, and sends his son Tityrus off for his own. During
this interlude Lamon tells the myth of Pan and Syrinx, to some extent ‘ex-
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plaining’ the element of violence in one mode of pan-piping. Tityrus returns
with Philetas’ ‘mighty instrument with mighty pipes’ (uéyo dpyavov kai
aOA®V peydimv, 2,35,1). The party can now enjoy a performance by old
Philetas on his mighty syrinx, and in describing this performance Longus
does indeed zoom in on sound-quality:

aADV dv TiIc @NON cuvavAdvIeV drkovely, TocodTOV Txel TO clptyua.
kot OAlyov 8¢ tfic Plog dpuipdv €ig 10 tepmvdTepOV PETEPoALe TO HELOG
Kol macav tégvny Emdeikvipevoc edbvopiog HOVGIKAC Eovplitey olov
Bodv Gyéhn mpémov, olov oimoMe mpdopopov, olov moipvoig @idov.
tepmvov v 10 moviov, péya 10 Podv, &Y 10 alydv. Shog mdoog
oOpryyag pia odpryé éuproaro. (2,35,3-4)

you might think you were listening to several pipes piping together, so
strong was the sound of his pan-pipe. Gradually reducing his force,
Philetas changed the tune to a sweeter sound and displayed every kind of
skill in musical herdsmanship: he played pan-pipe music of the sort that
fitted a herd of cows, of the sort that suited a herd of goats, of the sort
that flocks of sheep would love. Pleasant was the one for flocks of sheep,
loud was the one for cows, shrill was the one for goats. Altogether that
single set of pan-pipes imitated all the pan-pipes that there are.

This passage develops the idea that the pan-pipe can produce different sorts
of music, and encourages us to speculate (perhaps using our own experience
of pan-pipes to cash-out the bare epithets tepavov...uéya...0&0) what these
different types ‘really’ sound like. A few lines later Longus takes us through
a similar exercise when the couple mime the story of Syrinx in a ballet: when
Chloe, miming Syrinx, flees to the woodland,

Adovig 8¢ AaPmv v dnta cdpryya TV peydAnv £60pioe YoEPOV MG
Ep@dVv, EpoTIKOV 0¢ Telbwv, dvakintikov og Emlntdv. (2,37,3)

Daphnis took Philetas’ mighty pan-pipe and piped a tune of lament like
one experiencing desire, a tune of desire like one trying to persuade, a
tune of recalling like one repeatedly seeking.

We emerge from these two performances with an awareness that pan-pipe
music has different tunes with different effects, and that a set of tunes to
command animals is balanced by a set addressed to human objects of desire.
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The remaining chapters re-emphasise that dual role of music in the couple’s
daily life, guiding their animals and (like kisses) expressing their feelings for
each other (2,38).

The winter near the start of Book 3 silences the pan-pipes just as it sepa-
rates the couple (3,4,3) so that their resumption of piping in spring symbol-
ises their return to a shared life (3,12,4). That makes Lycaenion’s gift of a
pan-pipe to Daphnis especially underhand (3,15,3), but we are reassured
when Daphnis, once again at Chloe’s side, gives his pan-piping an important
place in their shared life in the scene preceding the tale of Echo (3,21-22).
Here Longus uses a different device to invite us to concentrate on the quality
of musical sounds — Chloe is puzzled by the bay’s echo of sailors’ songs
(hence Daphnis’ tale of Echo); Daphnis on the other hand tries to remember
how the songs went so as to rework them as tunes for his pan-pipe:

Kol €nepdtd tva Stcmcachol TV Gopdtov ¢ Yévolto Thig ovptyyog
wéAn. (3,22,1)

And he tried to retain some of the songs so that they might become tunes
for his pan-pipe.

Daphnis’ effort to remember what readers have not even been allowed to
hear forces our attention on their inaccessibility. It may also be a mis-en-
abyme for the claimed activity of the Longan narrator, who had to remember
(we must assume) the exposition of the painting in the grove of the Nymphs
in order that his labour might turn it into a four-book narrative (pr. 3).

The pan-pipe reverts from a minor role in Book 3 to a major role in Book
4, and its first appearance re-opens the issue of how the reader is to interpret
brief and imprecise clues to the quality of sounds. That is surely the point of
Longus’ phraseology in his description of Pan playing his pan-pipes that
figures in one of the Dionysiac paintings in the temple of Dionysos in Dio-
nysophanes’ luxurious park:

00d¢ 6 Iav quéinto, ékabileto 8¢ kal antog cvpilov &ml métpag Gpotov
gvd180vTL KooV UELOG KOl TOIG TATOLUEVOLS Kol TOILG YOPELOVGUIC.
(4,3,2)

Nor was Pan neglected, but he too sat playing his pan-pipes on a rock,
like somebody providing a common tune both for the grape-tramplers
and for the dancers.
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In this description of a painting — which uniquely in Longus’ narrative might
in principle be exactly what the narrator saw in the paintings in the Nymphs’
grove — Longus is circumspect: Pan’s piping was like (3powov) that of some-
body using his music to help the two groups to leap and dance in time.** We
as readers are left to decide whether that interpretation of 4,3,2 is the right
one. Equally, this phraseology reminds us that when we encountered other
sounds in the text that were not so circumspectly described, we should con-
clude (given our knowledge of the preface) that much of the narrative as a
whole must have been supplied by the narrator.

That is surely the case for a passage later in Book 4 which reworks on
the plane of actions what 4,3,2 has introduced on the plane of artistic repre-
sentation, at the same time echoing elements in the performances of Philetas
at 2,35 and of Daphnis on Philetas’ pan-pipe at 2,37,3. Daphnis’ real mother
wants to test the claim of his foster-father Lamon that Daphnis has made his
goats ‘musical’ (povoukdc), so Daphnis arranges his audience as if in a thea-
tre and

oTag VIO TH ENYR Kai &k mg nnpag mv csoplyya npomuwag TpATAL uev
OMyov évémvevoa, kol ol mysg gomoav ToC KeQOALG Gpdueval. elta
dvémvevoe 10 véov, kol ol oiysg &vépovio vevodusvar kdtm. omdig
AMyvpov &védmke, kal aOpdar katekhidnoav. éovpioé Tt kol 0EL péloc, ai
8¢ domep Adxov mpooidvtog eic v VANV kotépuyov. pet OAlyov
avakAntikov £pBéyEato, kol £Eelfodoar tfig VAng minoiov adtod t@dv
1od@V cuvédpapov. (4,15,2-3)

standing beneath the oak tree and taking out his pan-pipe from his wallet
first of all he blew into it gently, and the goats lifted up their heads and
stood still; then he blew into it the ‘grazing tune’, and the goats put their
heads down and began to graze; then again he gave them a clear, pure
note, and all together they lay down; and he also piped some sort of shrill
tune, and as if a wolf were approaching they fled into the woodland; after
a little while he sounded the ‘recall’ tune, and they came out of the
woodland and ran together close to his feet.

Mention of the ‘recall’ tune (GvaxAntikiv) ties this description to that of
Daphnis’ piping during the pantomine of Syrinx. Readers can now perform a
daipeoic and construct a stemma of pan-pipe music. Pan’s own intervention

2 For the verb cf. 4,15,2, Heliodorus 5,14.
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established a broad division between the polemical and pastoral (moAepikdg
...mouevikog, 2,28,3). Within the pastoral there are tunes for humans and
tunes for animals. Tunes for humans can be contributions to the success and
pleasure of group activity — grape-pressing or dancing — or can be a lover’s
reactions to an individual (desiring, persuading, recalling). Tunes for animals
are not simply subdivided, as Philetas’ playing might have suggested, into
tunes for different types of beast: a sub-division similar to that in the lover’s
tunes also classifies different types of command to cows (1,30,1-2) or goats
(4,15,2-3). This taxonomy may well induce readers to imagine that by 4,15
they have a good understanding of the complexities of pan-pipe music: yet as
4,3,2 warned them, the few descriptive terms offered by the text leave them
to make a huge leap of faith.

In reaching any overall interpretation of that text a reader is likely (and
certainly well advised) to revert to the preface, where it is claimed that the
whole narrative is based on the explication of a painting offered to the narra-
tor by an interpreter (§&nyntc): a painting would inevitably fail to convey
sounds, and any interpretation or narrative based on a painting would be
more likely to privilege the visual over the aural than would a narrative
based on autopsy or imagination. The few places where Longus does offer
his readers some detail on sounds therefore raise epistemological issues:
those elements in Longus’ narrative that are such as could be depicted can be
supposed to rest on the secure evidence of the painting, whereas details con-
cerning the quality or intensity of sounds must have been supplied either by
the ‘interpreter’ or by the narrator. Longus will have been well aware of the
tradition of ecphrasis of works of art (going back to the Homeric description
of Achilles’ shield in //iad Book 18,483—-602) and of the games that might be
played by an artist in words when conveying — or refusing to convey — musi-
cal and other sounds implied by a scene depicted.

The remaining pan-piping of Daphnis and Chloe is almost in parenthesis:
Gnathon fantasises about listening to Daphnis’ pan-pipe and being herded by
him (he has elided its erotic and herding modes, 4,16,3); Daphnis and Chloe
each plays his/her pan-pipe for the last time before dedicating it respectively
to Pan (4,26,3) and to the Nymphs (4,32,3—4). Finally we read of Philetas’
piping at the rustic wedding-party and unnamed pan-pipers escorting the
couple to their bed-chamber as part of a sequence of noise effects in which
Longus seems to be challenging the reader to reconstruct his sound-track:
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0 pgv Mdev ola ddovor Oepiloviec, 6 8¢ Fokomte T &ml Anvoic
okoppota. PNtag €ovplos, Adupmg nvAnoce, Apvog kol Adpwov
opyfoovto...(4,38,3)

One man began to sing the sort of thing reapers sing, another began to
utter the taunts that are taunted at the wine-pressings. Philetas played the
pan-pipe, Lampis played the pipe, Dryas and Lamon danced...

Our reading of early iambic texts may help us to guess at the ‘taunts that are
taunted at the wine-pressings,” and scholars contemporary with Longus were
interested in reaping songs:*' but again the music of the pan-pipe remains
elusive. So too the last noise we hear in the work, the bizarrely described
wedding-song: in the climactic scene at the end of Book 4 we are offered a
wedding-song (Opévoiog) — as we are by all our other novelists — but one in
which Longus stresses that the music is harsh and rustic:

ndvteg avTovg mopémepmov i TOv Odhapov, ol pév cupittoveg, ol 8¢
avhoDVTEC, of 8¢ dadag peydhag dvicyovrec. kol &mel mAjcIov Mooy TV
Bupdv Ndov okAnpd kol dmnvel T Qovii koddmep Tplaivalg YAV
avappnyvoveg oy vuévarov ddovrec. (4,40,1-2)

Everyone escorted them to the bed-chamber, some playing pan-pipes,
others playing pipes, and others holding huge torches aloft. And when
they were near the door they began to sing in a harsh and forbidding
voice, as if breaking up the ground with tridents, not singing a wedding
song.

This is not the place to argue about this scene’s contribution to our interpre-
tation of the novel. For my purposes, however, it stands alongside several
other scenes where the close attention to aural effects, contrasting with the
‘white’ sound in much of Longus’ text, prompts readers to ask questions
about the quality of the sounds described by the text they are reading. The
comparison with ‘people breaking up the ground with tridents,” which might
be expected to illuminate, of course sheds no light at all.

2! Longus’ near contemporary Pollux was interested in a reaping song called Lityerses (Pollux
4,54) named after a Lityerses son of Midas, cf. Apollodorus FGrH 244 F149 (quoted by the
scholia on Theoc. 10,41-2d).
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Heliodorus

There are several places in Heliodorus where his handling of scenes involv-
ing both sounds and spectacle falls within the spectrum we have already
encountered in earlier novels — for example the wedding of his couple Chari-
cleia and Theagenes in Book 10. But one scene is strikingly and interestingly
different from anything before. During Calasiris’ long narrative to Cnemon
setting out for him (and for the novel’s readers) the story of who Charicleia
and Theagenes are, how they met and why they are now in Egypt, Helio-
dorus offers us an extended and vivid description of the four-year religious
pilgrimage (Bewpio) of Aenianes, Thessalians from Hypata, to Delphi in
order to offer sacrifice at the tomb of Neoptolemus (cf. 2,34). Their arrival
interrupts the story that Calasiris himself has been hearing from Charicles
(Charicleia’s foster-father at Delphi) of how it happened that he brought
Charicleia from the frontier of Ethiopia to Delphi. When Charicleia’s two
surrogate fathers make their way to the precinct to observe the arrival of the
religious pilgrimage (Oswpin), Heliodorus serves us two tasters of what is
shortly to come: first we are offered a close-up of the handsome Theagenes:

Axiieldv T td Svil avémv kol Tpog ékelvov 10 PAéupa kai to epdvnua
avepépv: 0pHOg TOV adyéva Kol GO ToD PETONOL THV KOUNV Tpog TO
Spbov  avoyoutiCov, M Pigc &v mayyedig Ovpod kol ol puktipeg
ghevBépog OV Gépo  clomvéovieg, O0@OOAUOC obm® pev  xopomdg
YOPOTAOTEPOV 88 HEAOVOUEVOS, coPapdv Te Ao KOl OVK GVEPAGTOV
BrAémmv, olov Baldoong Gmd Kkdpatog elg yodjvny dptt Asavopévng.
(2,35,1)

who really did have something redolent of Achilles about him in his ex-
pression and dignity. He carried his head erect, and had a mane of hair
swept back from his forehead, his nose proclaimed his courage by the
defiant flaring of his nostrils; his eyes were not quite slate blue but more
black tinged with blue, with gaze that was awesome and yet not unattrac-
tive, rather like the sea when its swelling billows subside, and a smooth
calm begins to spread across the surface.*

Second, the great set-piece description of the procession in the festival at
Delphi, narrated by Calasiris to Cnemon, also stresses the visual, as we

2 Heliodorus 2,35,1 (trans. Morgan in Reardon 1989).
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might expect of a subject which was noted as suitable for ecphrasis by the
rhetor Nicolaus of Myra.”® Heliodorus gives us clear guidance on how we
should react. In the opening words of Book 3 Calasiris makes a brief allusion
to a procession: ‘When the procession and the whole sacrificial ceremony
had been completed’ (énel 8¢ 1 woumn kol 1 coumdg Evaylopuodg £teléodn) —
Cnemon stops him excitedly, saying:

Kol unv ovk &tedéodn, mdrep, vméhofev 6 Kvipwv. gugé yodv obmw
Beatnv 0 60¢ éméotnoe Adyog AN €ic mhoav VrepBoAny fTTnuévov Thig
dkpodosw¢ kol ovtonthcal omeddovia v moviyvply, Gomep KaTdmy
goptiic fkovta, T0 T0d Adyov, Tapatpéyels Opod te avoi&og kail Aoag T
Béatpov. (3,1,1)

But in fact it has not been completed, Father, interrupted Cnemon. Your
account has not yet made me, for one, a spectator. I am completely in the
grip of your performance and am eager to see with my own eyes, but you
rush on past me like a late arrival at a festival, lifting and dropping the
curtain in one movement.

Thus prompted, Calasiris describes the procession. Shortly he describes two
choruses of Thessalian girls, one of which sings a hymn to Peleus and Thetis
(3,2,1-2). He is about to move on when Cnemon again interrupts, demand-
ing to hear the hymn and criticising Calasiris as having given only a visual
picture:

i Kvijuov, &pn 6 Kvijumv, mdhv ydp pe tdv Peltiotov dnootepeic, @
ndtep, avTdV pot TOV Vuvov ov diepyouevoc, domep Beatnv pudvov tdv
KOTOL TNV oMMV GAX 0Oyl dkpoatnyv kabicac. (3,2,3)

‘What do you mean “Knemon”?’, interrupted Knemon. ‘For a second
time, Father, you are trying to cheat me of the best part of the story by
not giving me all the details of the hymn. It is as if you had given me a
seat where I could only be a spectator of the procession, but not an audi-
tor.’

Not only is Heliodorus focusing our attention on the virtuosity of his own
hymnic composition which he now proceeds to give us (3,2,4), but he is
playing a complicit game with his rhetorically trained readers. They will

2 Rhetores Graeci 3,492 Spengel.
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have observed, as have modern scholars, that Heliodorus’ technique, much
more often than that of his predecessors, is to present his readers with visual
images.”* They know too that the goal of ecphrasis is traditionally the more
difficult one of rendering a visual image in words, and that what Cnemon
asks for is a prima facie easier task, simply rendering sung words on a writ-
ten page. But is it an easier task? Only if ‘the details of the hymn’ are limited
to the text, but not if they are to be extended to include its musical setting.
As is inevitable, of course, what follows in Heliodorus’ manuscripts, and
presumably in his own autograph copy, when Calasiris agrees to let Cnemon
‘hear’ the hymn, is no more than a text:

dcovotg dv, ¥pn 6 Kakdopic, Enediimep obto cot gilov. eiye yap mdé
oG 1| OM.

mVv Oéty deldm, ypvooibeipa LTy,

Nnpéog abavdtav givorioo kdpav

mVv Adg évveoin TInAéa ynuopévnv

™V GO dydatay dpetépav Hopiny

a TOv Sovpopavi Tév T "Apea TTOAEU®Y
‘EAMGS0C dotepomay dEétexey Aaydvmv

dlov AyiAAfia, T0d kK E0g 00paviov,

1@ Vo [Mhppa tékev maida Neomtdiepov
nepoémoly Tpdov, puoimoiy Aovody.
koig fpog dpt Neomtdrepe,

SABie TTuh1ddt viv ybovi kevbdpeve,

8éxyvoco & edpevémv tdvde Bunmodiny,

AV & amépuke 8£0¢ AUETEPAC TOMOC,

Ty Oétv deidm, ypvooideipa Oétwv. (3,2,4)
You may hear, since that is what you want. The song went something
like this:

Of Thetis I sing, golden-locked Thetis,
immortal daughter of Nereus, lord of the brine,
who married Peleus at the behest of Zeus,

2% Cf. the succinct assessment of Morgan 1996, 439: ‘In general terms, there is a movement

away from telling to showing, from diegesis to mimesis; this is one aspect of the work’s
explicit theatricality. The omniscient author abstracts himself from most of the text, and
the reader is often presented with a visual description of what an observer of an imagi-
nary scene might have seen.’
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the glory of the brine, our own Paphian goddess.

He of the mad spear, the War-god of wars,

the lightning bolt of Hellas, was born from her loins,
Godlike Achilles, whose renown reached heaven,

to whom Pyrrha bore their son Neoptolemos,
city-sacker for the Trojans, city-saver for the Greeks.
Be gracious to us, hero Neoptolemos,

blessed one now buried in Pythian soil,

and receive with favour this sacrifice,

and ward off all fear from our city.

Of Thetis I sing, golden-locked Thetis.

This gambit of Heliodorus places him ahead of his novelistic predecessors,
at least so far as is known to us. No earlier novelist had so explicitly drawn
attention to the problems of communicating a musical performance through
the medium of a written text, and certainly none had adopted Heliodorus’
solution — full quotation. Is it, then, simply one of the many sophisticated
ways in which his multifarious originality tweaks the tradition? Perhaps not:
for we can be almost certain where he is getting the idea from — Philostratus’
Heroicus, a work of ca. A.D. 214 on which Heliodorus’ brief ecphrasis of
Theagenes in Book 2 had also drawn.”> There the vintner in the Thracian
Chersonese who is telling the temporarily landbound Phoenician about the
afterlife of Trojan heroes reports a hymn sung to Thetis by pilgrims to the
dwelling-place and hero-cult of Achilles on White Island in the Black Sea:

Oét kvavéa, Ot Inkela,

\ / o / e\ 2 / ~
TOV PEYQV 0 TEKEG VIOV AytAAEa [ToD].
Ovara pév doov edoig fiveyke,
Tpoia Adye, odc & Goov abavdtov
vevedc naig Eomace, [Idvtog Eyet.
Baive mpog aimdv TOVdE KOAVOV
net Ay éwg Eumupa

~ % / \ /7
Botv’ adakputog peta Oscoaiiag,
Ot xvavéa, Oét TInheia

25 Compare 2,35,1 with Philostratus Heroicus 19,5: Morgan in Reardon, 1989, 408 n. 75 sug-
gests that both texts ‘reflect a well-known work of art,” but even if this were so the verbal
proximity seems to me to point to the use of one author by the other.
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Dark blue Thetis, Thetis wife of Peleus,

who gave birth to your mighty son, Achilles:

his portion that mortal nature produced

was allotted to Troy, but that portion which your son
drew from your immortal ancestry inhabits the Black Sea.
Come to this steep hill

to the burnt offerings for Achilles,

come without tears together with Thessaly,

dark blue Thetis, Thetis wife of Peleus.”

It is ironic that the very author who was the first we know to have uttered a
depreciatory comment on the novels”’ provided the genre with new way of
handling ‘listening’ and of blending its treatment with that of ‘viewing.’

Conclusions

The ways in which the five novels diverge one from another are not surpris-
ing when compared with the ways in which modern scholarship has found
their other techniques to differ. Chariton seems well aware of the effect that
can be achieved by briefly-sketched sound effects: but such brief sketches
are all we get, with no hint of problematisation. Xenophon seems almost
wholly unconcerned to communicate sound-effects at all. In Achilles Tatius
elaborate rhetoric and sometimes striking imagery is offered in compensa-
tion for what seems to be conceded as the incapacity of words to render
sound on the page. Both Longus and Heliodorus in different ways force their
readers to perpend the problem, and each offers them a different solution —
that of Heliodorus a striking advance on anything in the earlier novels. It
looks like a story of technical progress. I have not discussed surviving frag-
mentary texts, but nothing I have found in them would suggest a different
story. Of course a new papyrus of a novel might require a different recon-
struction, but unless or until such a papyrus is published the sort of technical

progress I have been claiming seems to fit the phenomena.*®

%6 Philostratus Heroicus 53 = 68,1-9 De Lannoy.

27 Letter 66, to Chariton.

8 A version of this paper was delivered to a conference on ‘Viewing and listening’ at the
University of Crete, Rethymnon, in May 2004. I am grateful to Lucia Athanassaki and
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