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Tragic palimpsests: The reception of Euripides in Ovid’s Metamorphoses

Abstract

The subject of this dissertation is the reception of Euripidean tragedy in Ovid’s Metamorphoses.
In Chapter 1 I offer a general survey of the afterlife of Euripidean drama in the major mediating
intertexts between Euripides and Ovid, namely Hellenistic poetry, Roman Republican tragedy,
and Virgil’s Aeneid, as well as a review of the pervasive presence of the Greek tragedian in the
Ovidian corpus. Chapter 2 focuses on the reception of Euripides’ Bacchae in the
Metamorphoses. The starting point of my analysis is Ovid’s epic rewriting of the Euripidean play
in the Pentheus episode. Next, I argue that Ovid makes use of the allusive technique of
“fragmentation”, in the sense that he grafts elements of the Bacchae in the narratives of the
Minyads and Orpheus. The final section examines Ovid’s portrayal of Procne, Medea, and
Byblis as maenads and their evocation of the Virgilian Bacchants Dido and Amata. In Chapter 3
I begin by investigating Ovid’s intertextual engagement with Euripides’ Medea in the Medea
narrative of Book 7, which is read as an epicized “mega-tragedy” encompassing the Colchian’s
entire mythical career. In the second part of the chapter I discuss the Roman poet’s reworking of
the Euripidean tragedy in other episodes of the Metamorphoses and argue that Procne, Althaea,
and Deianira constitute “refractions” of Euripides’ Medea. Chapter 4 examines Ovid’s epic
refashioning of Euripides’ Hecuba, which he merges with Virgil’s alternative variant of the
Polydorus myth in Aeneid 3. The Roman poet reshapes the main plot components of the Greek

play, but also makes subtle allusions to the Virgilian version of the story. Chapter 5 is devoted to



the episode of Virbius in Metamorphoses 15. Ovid produces a novel version of the myth by
melding together his Euripidean model with Virgilian and Sophoclean intertexts. The Roman
poet adapts Virgil’s Virbius story in Aeneid 7 by altering its context from a catalogue of Latin
warriors into an exchange between Virbius and the nymph Egeria. Moreover, the Ovidian
narrative draws on Euripides’ two Hippolytus plays, the extant Hippolytos Stephanephoros and

the fragmentary Hippolytos Kalyptomenos, as well as on Sophocles’ Phaedra.
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Introduction

The subject of this dissertation is the reception of the tragedies of Euripides in Ovid’s
Metamorphoses. The goal of the study is to explore and illuminate the various aspects of
Euripidean drama appropriated by the Ovidian epic, such as themes, structural parallels,
narrative technique, rhetoric, characterization, scenic allusions, and verbal echoes. Scholars have
treated some of the facets of this intertextual relationship, but there has not been hitherto a full
examination of the topic. The originality of this dissertation lies in a systematic, comprehensive,
and in-depth investigation of the multiple ways in which the Metamorphoses converses
intertextually with Euripidean tragedy.

There have been several studies on the reworking of individual Euripidean plays in the
Metamorphoses. Tragedies that have been examined include Medea, Bacchae, Hippolytus,
Hecuba, Phaethon, Meleager, and Iphigenia among the Taurians. The most comprehensive
treatment of the issue to the present is Dan Curley’s monograph Tragedy in Ovid: theater,
metatheater, and the transformation of a genre based on his dissertation on the same topic." The
study explores Ovid’s evolving intertextual engagement with the tragic genre in the course of his
poetic career. The point of departure of his analysis is Ovid’s lost tragedy Medea and its
relationship with Roman Republican drama. He then investigates the appropriation of tragic
elements in Ovid’s elegiac epistles, the Heroides. The remainder of the book focuses on aspects
of the epicization of tragedy in the Metamorphoses. In particular, he examines the epic’s
reshaping of tragic space and time and its reworking of dramatic soliloquys in the episodes of

Medea, Hercules, and Hecuba. Another area of investigation is the intratextual dialogue between

' Curley 2013; Curley 1999.



Ovidian “tragic” heroines of the Metamorphoses, namely Iphigenia and Polyxena and Medea and
Deianira, as well as between the epic Deianira and her elegiac counterpart in Heroides 9. He
concludes with an overall assessment of Ovid as a tragic poet of the Augustan period and of his
mediating role between Virgil and Seneca. My dissertation derives valuable insights and
methodological principles from Curley’s work, but I make a more comprehensive and
methodical analysis of Ovid’s reception of Euripides in particular in the Metamorphoses by
investigating his appropriation of major plays, both extant (Bacchae, Medea, Hecuba,
Hippolytus, Alcestis) and fragmentary (Peliades, Aegeus, Meleager, Hippolytos Kalyptomenos).
Another seminal study focusing on this topic is David Larmour’s article “Tragic
contaminatio in Ovid’s Metamorphoses”.> Larmour employs the term “contaminatio” to describe
Ovid’s intertextual method of transposing elements from a mythical story and incorporating them
into a different episode of the Metamorphoses. He analyzes this allusive technique by examining
three case studies: Procne, Philomela (Book 6), and Scylla (Book 8). He argues that Procne’s
murder of her son Itys recalls Medea’s infanticide, Philomela’s rape and mutilation by Tereus is
reminiscent of Iphigenia’s sacrifice, and Scylla’s forbidden passion for Minos evokes Phaedra’s
illicit love for Hippolytus. In my own methodological approach I replace the negatively charged
term “contaminatio” with the neutral term “fragmentation”, which I will explain below. Finally,
it is worth noting the significant article by Ingo Gildenhard and Andrew Zissos entitled
“‘Somatic economies’: tragic bodies and poetic design in Ovid's Metamorphoses”, which
explores the merging of tragic elements with Ovidian style, the epic genre, and Roman culture in

the Metamorphoses.’

2 Larmour 1990.

3 Gildenhard/Zissos 1999.



The first step of my analysis is to detect and distinguish Euripidean from non-Euripidean
sources appropriated by Ovid in the episode under examination. Next, I investigate the various
allusive techniques employed by the Roman poet in his engagement with his tragic predecessor.
The first type is intertextual conflation, namely the organic blending of Ovid’s models, which
can be divided into two subcategories. The first subdivision is the mingling of Euripidean
material with a pre-Euripidean source. For example, Ovid embeds the myth of Dionysus and the
Tyrrhenian pirates drawn from the Homeric Hymn to Dionysus in the story of Pentheus modeled
on Euripides’ Bacchae. The second subgroup is the fusion of a Euripidean intertext with one or
more intermediate sources, such as Hellenistic poetry, Roman Republican tragedy, or Virgil’s
Aeneid. A special type of this intertextual method is the so-called “double” or “window
allusion”, whereby Ovid alludes simultaneously to the Euripidean model and the mediating
intertext which in turn echoes the Greek original. A representative example of this type of
intertextual conflation is Ovid’s young Medea in Colchis in Metamorphoses 7, who evokes at the
same time the protagonist of Euripides” Medea and the Colchian maiden of Argonautica 3, who
in turn recalls her tragic predecessor.

Ovid has a penchant for melding Euripidean tragedy with Virgilian intertexts. The story
of Hippolytus-Virbius in Metamorphoses 15 is an amalgamation of the messenger speech of
Euripides’ Hippolytus relating Hippolytus’ fatal chariot ride and Virgil’s narrative recounting
Hippolytus® resurrection and deification as Virbius in Aeneid 7. Furthermore, the miniature
tragedy of Hecuba in Book 13 constitutes a rewriting of Euripides’ Hecuba and at the same time
evokes Virgil’s story of Polydorus in Aeneid 3. Another author whom Ovid frequently fuses with
Euripidean material is Sophocles. The episode of Tereus, Procne, and Philomela in Book 6 is

modeled on Sophocles’ Tereus of which only fragments survive, but also engages intertextually



with Euripides’ Medea, in that Ovid’s depiction of Procne as infanticide is reminiscent of the
character portrayal of the Euripidean protagonist. In an analogous fashion the Hercules and
Deianira episode in Metamorphoses 9 draws on Sophocles’ Women of Trachis as its primary
model, but at the same time Deianira’s contemplation of vengeance against her erotic adversary,
which has no precedent in the Sophoclean play, recalls the revenge plot of Euripides’ Medea
against the Corinthian princess. In some cases, however, the fragmentary condition of the source
material renders Quellenforschung particularly problematic. For instance, whereas it is possible
to investigate the dialogue between the narrative of Hippolytus-Virbius and its Euripidean and
Virgilian intertexts, the examination of the Ovidian episode’s intertextual engagement with
Sophocles’ Phaedra is hindered by the survival of scant fragments of the play.

The second type of allusive method is intratextual conflation, which can be defined as the
transposition of motifs, themes, characters, etc. from one Ovidian story to another. Ovid often
transfers elements from one mythical episode and weaves them into another, thus creating multi-
layered narratives. We can distinguish two subgroups of intratextual conflation. The first consists
in the blending of a story recounted in another Ovidian work with a Metamorphoses narrative.
This kind of intratextual relationship is most often found between the Heroides and the
Metamorphoses. For example, Heroides 12, Medea’s letter to Jason, which draws on both the
Euripidean and Apollonian versions of Medea, functions as an intratext of the Medea narrative in
Metamorphoses 7. The second subcategory of intratextual conflation is the transferal of
elements from one episode of the Metamorphoses to another. An illustrative case is the account
of Hippolytus’ death and deification in Book 15, which echoes concurrently Pentheus’

dismemberment in Book 3 and Hercules’ demise and apotheosis in Book 9.

* The authorship of Heroides 12 is a controversial issue with exponents both in favor (Hinds 1993) and against
(Knox 1986) its authenticity.



The third type of allusive technique utilized by Ovid is “fragmentation”, a term which
refers to the dismantling of a Euripidean play down to its constituent elements (e.g. episodes,
characters, speeches, themes, etc.), which are then refashioned and incorporated into different
stories in the Metamorphoses. For instance, it will be argued that Ovid reworks the Bacchae
primarily in the story of Pentheus in Book 3 and at the same time transplants certain aspects of
the Euripidean tragedy into the episodes of the Minyads in Book 4 and the death of Orpheus in
Book 10. A special kind of “fragmentation” on the level of characterization is the so-called
“refraction”, namely the portrayal of an Ovidian figure not as mere double of a Euripidean
character, but as his/her distorted reflection. For example, I will contend that the Ovidian
heroines Procne, Althaea, and Deianira are depicted not as mirror images of Euripides’ Medea,
but as her graded variants.

The outline of my dissertation can be summarized as follows. In Chapter 1 I offer a
general survey of the afterlife of Euripidean drama in the major mediating intertexts between
Euripides and Ovid, namely Hellenistic poetry, Roman Republican tragedy, and Virgil’s Aeneid,
as well as a review of the pervasive presence of the Greek tragedian in the Ovidian corpus.
Chapter 2 focuses on the reception of Euripides’ Bacchae in the Metamorphoses. The starting
point of my analysis is Ovid’s epic rewriting of the Euripidean play in the Pentheus episode
which he conflated with the Homeric Hymn to Dionysus and Theocritus’ Idyll 26. Next, I argue
that Ovid makes use of the allusive technique of “fragmentation”, in the sense that he grafts
elements of the Bacchae in the narratives of the Minyads and Orpheus. For instance, the
description of Orpheus’ sparagmos recalls the dismemberment of the Euripidean Pentheus. The
final section examines Ovid’s portrayal of Procne, Medea, and Byblis as maenads and their

evocation of the Virgilian Bacchants Dido and Amata.



In Chapter 3 I begin by investigating Ovid’s intertextual engagement with Euripides’
Medea in the Medea narrative of Book 7, which is read as an epicized “mega-tragedy”
encompassing the Colchian’s entire mythical career and fusing together material drawn from
Euripides (Medea, Peliades, Aegeus), Apollonius (Argonautica 3), and Virgil (Aeneid). I contend
that the appropriation of the Greek play consists in amplifying its marginal elements (e.g. the
murder of Pelias) into full-blown narratives and conversely compressing radically the central
story of the drama, namely the events at Corinth, thereby rendering it a peripheral narrative. In
the second part of the chapter I discuss the Roman poet’s reworking of the Euripidean tragedy in
other episodes of the Metamorphoses and argue that Procne, Althaea, and Deianira constitute
“refractions” of Euripides’ Medea.

Chapter 4 examines Ovid’s epic refashioning of Euripides’ Hecuba, which he merges
with Virgil’s alternative variant of the Polydorus myth in Aeneid 3. The Roman poet reshapes the
main plot components of the Greek play, namely the murder of Polydorus, the epiphany of
Achilles’ ghost, the sacrifice of Polyxena, Hecuba’s vengeance on Polymestor, and the Trojan
queen’s canine metamorphosis, but at the same time he makes subtle allusions to the Virgilian
version of the story. Chapter 5 is devoted to the episode of Hippolytus-Virbius in
Metamorphoses 15, which relates Hippolytus’ death followed by his restoration to life by
Aesculapius and his transportation to Italy by Diana, who transforms him into the god Virbius. It
will be argued that Ovid produces a novel version of the myth by melding together his
Euripidean model with Virgilian and Sophoclean intertexts. To begin with, the Roman poet
adapts Virgil’s Virbius story in Aeneid 7 by altering its context from a catalogue of Latin
warriors into an exchange between Virbius and the nymph Egeria. Moreover, the Ovidian

narrative draws on Euripides’ two Hippolytus plays, the extant Hippolytos Stephanephoros



(HippS) and the fragmentary Hippolytos Kalyptomenos (HippK). The messenger speech of HippS
relating Hippolytus’ chariot disaster is converted into Virbius’ posthumous account of his own
violent death. Moreover, I will contend that the prologue and epilogue of Virbius’ speech

constitute a creative rewriting of Artemis’ epilogue speech as dea ex machina in HippS.



Chapter 1

The shadow of Euripides

1.1 The Euripidean afterlife in Hellenistic poetry and Roman Republican tragedy

The first section of this chapter consists in a synoptic overview of the afterlife of Euripides in
Hellenistic poetry, Roman Republican tragedy, and Virgil’s Aeneid, which constitute the most
important intermediate texts between Euripides and Ovid. The significance of this survey lies in
the fact that Ovid often blends his sources by alluding not only to Euripides but also to a
mediating author, who is in turn echoing the Greek tragedian. He thereby creates a complex
nexus of intertextual relationships, which offer rich material for analysis and interpretation.
Euripides’ successful Nachleben in the Hellenistic period can be illustrated by many
types of evidence.” He was unarguably the most popular of the three great Attic tragedians in the
post-classical era, since his plays were most often revived in dramatic re-performances of the 4™
and 3™ centuries BC. Euripides’ favorable reception among theatre audiences is attributed to
various aspects of his dramaturgy, such as the choice of subject-matter, formal innovations
(speeches filled with aphorisms, dialectical arguments, rhetorical digressions) and dramatic
technique (pathetic events, elaborate and suspenseful plots, use of theatrical devices).®
Euripidean dramas were also the most preferred subject-matter in south Italian vase-paintings
greatly surpassing those of other tragedians. Papyri containing text of his plays, which were

discovered in Greco-Roman Egypt, are far greater in number than those of any other dramatist

> Bing 2011, 201.

® Tedeschi 2002, 97-98.



demonstrating that he was the most widely read Greek poet in Hellenistic times, outdone only by
Homer. Another indicator of Euripides’ popularity are the numerous narrative hypotheses of his
plays, which outnumber the synopses of other tragedians. Finally, Euripides is along with Homer
the two authors, whose works were most frequently used in the ancient school texts of
Hellenistic Egypt, eclipsing by far Aeschylus and Sophocles.’

Euripides’ appeal to theater audiences, vase-painters, readers, and school masters is
matched by his significant influence on Hellenistic poetry ranging from heroic epic and tragedy
to comedy and epyllion. Several features of his dramaturgy, such as aetiology, rhetoric,
preoccupation with domestic detail and humble characters, incisive psychological portraits
through dramatic monologues, and mixture of tragic and comic elements,” were appropriated by
Hellenistic poets. Although there are several studies on Euripides’ reception in individual poetic
texts, there is to the present no comprehensive study of Hellenistic poetry’s debt to the Greek
tragedian.

First and foremost, the Euripidean heritage is conspicuous in drama, namely Hellenistic
tragedy and New Comedy. The textual evidence for Hellenistic tragedy is unfortunately very
scarce, consisting mainly of fragments quoted by later authors, brief scenes preserved on
papyrus, some interpolated scenes of Euripides’ Iphigenia in Aulis and the pseudo-Euripidean
Rhesus. One significant feature of Hellenistic tragedy is the promotion of a single scene over the
entire play attested by various tendencies, such as anthologizing, namely copying and/or

performing small parts of plays (e.g. messenger speeches), the performance of famous dramatic

7 Wissmann 2010, 63.

¥ Hunter/Fantuzzi 2004, 426: “It may be argued that in the later stages of his career, Euripides consciously sought to
break down the barriers between comedy and tragedy (cf. Ion, Helen, IT)”.



monologues by virtuoso actors, and the declining significance of the role of the chorus.” These
trends can also be found in Ovid’s Metamorphoses, where there is a predilection for
incorporating individual dramatic scenes in the epic narrative, primarily tragic soliloquies and
messenger speeches.

The most famous Hellenistic tragic text is Lycophron’s Alexandra. It consists of a single
speech, where a slave reports to Priam the obscure prophecies pronounced by Cassandra, when
Paris departed on his inauspicious voyage to Sparta. It is essentially a messenger-speech
extended to the length of an entire tragedy (1474 lines). Alexandra is not a tragedy in the
“classical” sense of the word, since it does not adhere to tragedy’s formal criteria, such as
dialogue, choral odes, etc. and does not represent characters in action, which contradicts
Aristotle’s definition of tragedy.'® It contains, however, tragic elements at the levels of theme,
meter, structure, and diction."' The main tragic sources of Lycophron’s poem are Aeschylus’
Agamemnon and Euripides’ Trojan Women,'* both of which feature an ecstatic Cassandra
delivering riddling predictions, such as Agamemnon’s murder at the hands of Clytemnestra. '

An intriguing Hellenistic quasi-dramatic text of unknown authorship is Megara, a
conversation between Heracles’ wife Megara and his mother Alcmene located temporally after
Heracles has murdered his sons and is away performing the twelve labors in atonement for his
crime. Megara displays a mixture of dramatic and epic elements, since it has the form of a tragic

dialogue, but it is written in hexameters and the two speeches are separated by a brief comment

° Hunter/Fantuzzi 2004, 436.

' Cusset 2002-2003, 140.

" For tragic elements in Alexandra see Cusset 2002-2003.
"2 Cusset 2002-2003, 141-142.

" For echoes of Euripides’ Helen in Alexandra see Gigante/Lanzara 2010.
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by a third person epic narrator. Other tragic features include the extended dirge of the two
women recalling a tragic threnos and Alcmene’s prophetic dream foreshadowing the death of
Heracles, which is reminiscent of Hecuba’s dream in Euripides’ homonymous play anticipating
the death of Polydorus.14 The main source of Megara is Euripides’ Heracles, which dramatizes
the maddened Heracles’ killing of his wife and children after the completion of his labors.
Moreover, the dialogue between another wife of Heracles, Iole, and his mother, Alcmena, in
Book 9 of the Metamorphoses bears reminiscences of Megara. Both Alexandra and Megara can
be characterized as epic-tragic hybrids, since the former is a dramatic form (iambic trimeter,
messenger speech) on an epic scale (1474 lines) and treating epic subject-matter, while the latter
is an epic form (hexameter, epic narrator) consisting of a dramatic dialogue and reduced to the
size of a scene of tragedy (ca. 200 lines)."” This Hellenistic experimentation with the boundaries
between epic and tragedy may have been one of the precursors for Ovid’s innovative epic-tragic
genre-crossing in the Metamorphoses.

The best-preserved specimen of Hellenistic drama is Ezekiel’s Exagoge written perhaps
by a Hellenized Jew in Alexandria in the 2" century B.C. It is a dramatization of the flight of the
Jews from Egypt under the guidance of Moses and is modeled on the Septuagint, the Greek
translation of the Hebrew scriptures. Though the subject-matter of Exagoge is non-Greek it
derives from Attic tragedy and especially from Euripides many formal and linguistic elements.
Its meter is an attempted revival of the Euripidean metrical form,'® it contains an explanatory

prologue in the style of Euripides as well as messenger speeches recounting off-stage events,

4 Ambiihl 2010, 164.
15 Hunter/Fantuzzi 2004, 440.

1S Hunter/Fantuzzi 2004, 436.

11



while the love triangle between Moses, Sepphorah, and Chum is reminiscent of late Euripidean
dramas, such as Helen."”

Euripides’ plays, especially the late ones, exert a pervasive influence on New Comedy,
whose principal representative is Menander. The Euripidean inheritance can be detected in all
aspects of Menander’s comedies including plot, structure, characterization, and narrative devices
and motifs, such as the expository prologue, the recognition scene, the messenger speech, the
refuge at altars and the use of the ekykklema.18 Another aspect of Euripidean reception is
Menander’s appropriation of tragic language and style.'” The playwright often has his characters
employ tragic diction and even make quotations from tragedy in utterly comic situations
resulting in a ludicrous incongruity, which parodies both the high tragic genre and the
affectations of the comic characters.”” Many of these Euripidean features are indirectly inherited
by the Roman comedy of Plautus and Terence through Menander, who functions as an
intermediate model between the Greek tragedian and the Roman comic playwrights.”’

Callimachus displays familiarity with Euripidean tragedy. The great Alexandrian scholar
and poet was the first to produce a work consisting entirely of aetia, namely stories explaining
the origin of a place-name, cult practice, local custom, etc. thus creating with his Aetia a new
poetic genre. Euripides is the most significant forerunner of Callimachus and of Hellenistic

poetry in general in the cultivation of aetiology. Out of the three Attic tragedians he is the one to

7 Gutzwiller 2007, 123.

'8 Hunter/Fantuzzi 2004, 426-430.
19 See Katsouris 1975.

*° Hunter/Fantuzzi 2004, 427.

2 Rosato 2005, 9.
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have incorporated aetia in his dramas most consistently, since he frequently ends his tragedies
with an aetion linking the mythical heroic past with the Athenian historical present.?

Euripidean dramatic technique may have been one of the formative influences for the
development of Callimachean poetics. In the prologue of his Aetia, where the poet responds to
the literary polemic of the Telchines against his poetry, he presents Apollo as instructing him to
make his sacrificial victim “full of fat”, but keep his Muse AentaAéa, an adjective designating a
poetry that is slender, well-wrought and refined. This figurative imagery recalls the agon
between Aeschylus and Euripides in Aristophanes’ Frogs, where the two playwrights debate
about the nature of tragic diction. Euripides charges his predecessor with imbuing his dramas
with garrulous grandiloquence, which he was compelled to eliminate by putting tragedy on a
thinning diet (Frogs 939-44).> Moreover, whereas in Aristophanes Aeschylus’ “heavy” topics
outweigh Euripides’ “light” ones, in Callimachus the situation is inverted, since the shorter and
thus lighter poem outweighs the longer, heavier one.>* Therefore, the artistic contest between
Euripides as the representative of a new and refined poetry and Aeschylus as the exponent of an
older, bombastic one is transformed in the beginning of the Aetia into the clash between
Callimachus’ short and polished poems and the long, verbose poems extolled by his critics.

The Aristophanian criticism of Euripides in the Frogs indicates some further areas in
which the tragedian was a precursor of Hellenistic poetic traits.”> The playwright is censured for

his representation of heroic figures and specifically for depicting heroes in unheroic

*? For a history of aetiology in ancient Greek literature see Harder 2012, 24-26.
* Hunter/Fantuzzi 2004, 70.

* See Acosta-Hughes (2010, 87) for further echoes of the artistic duel between Aeschylus and Euripides in the
opening of Callimachus’ Aetia.

* Acosta-Hughes 2010, 88-89.
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circumstances (e.g. Menelaus in Helen and Telephus in the homonymous play as exiles in rags)
and for portraying heroines as overwhelmed by illicit passions (e.g. Phaedra and Stheneboea).
This innovative Euripidean characterization anticipates similar Hellenistic tendencies: in
Callimachus’ Hecale Theseus is offered hospitality by the old woman Hecale in his way to
subdue the bull of Marathon, in Theocritus Idyll 24 Heracles is presented as a baby in his cradle,
while in Apollonius’ Argonautica Medea is overcome by her erotic desire for Jason. Another
charge leveled against Euripides concerns his engagement with the domestic world and humble
characters. Euripides gives a speaking role to various anonymous slaves (e.g. in Helen) and
confers a significant part in the plot on figures of low social status, such as the farmer in Electra
and Phaedra’s nurse in Hippolytus. An attention to domestic detail is a trademark feature of
Hellenistic poetry (e.g. Apollonius’ similes with homely subject-matter) and characters, such as
Callimachus’ Hecale and Molorchus and Theocritus’ Simathea are somewhat reminiscent of
their Euripidean antecedents.

Although the fragmentary state of Hecale does not permit us to construct a full picture of
Callimachus’ sources, we can nevertheless detect in it some Euripidean echoes. The opening of
Hecale, which recounts Theseus’ initial arrival in Athens and Medea’s unsuccessful attempt to
poison him, draws on Euripides’ Aegeus. More specifically, the fragments of Hecale point to a
suspenseful recognition scene, where Aegeus saves his son’s life in the nick of time by
recognizing his true identity by means of tokens. This episode had undoubtedly been dramatized
in Aegeus. Ovid also recounts this scene in Metamorphoses 7 (404-424) and he may make a
double allusion to the Euripidean original and the Hellenistic intermediate model. Moreover, the

tragedy may have reported Theseus’ fight with the bull of Marathon in a messenger speech.?

%6 Hutchinson 1988, 61.

14



Callimachus may be alluding to such a tragic messenger report by having Theseus send a
messenger to announce to his father his subjugation of the bull.

Another Euripidean drama evoked in Hecale is Hecuba. The fall of Hecale from
prosperity to poverty and the loss of her husband and sons are reminiscent of the fate of the epic
and tragic queen Hecuba, who passed from sovereignty and opulence to wretched servitude and
was bereaved of Priam and her many sons.”’ Furthermore, Hecale’s wish that she could plunge
thorns into the eyes of her son’s murderer, Cercyon, while he was alive, and eat them raw recalls
not only the epic Hecuba, who wished that she could eat the liver of Achilles, the slayer of her
son Hector (Hom. Il. 24.212f.), but also the tragic queen who had pins thrust in the eyes of
Polymestor, the killer of her son Polydorus (Eur. Hec. 1 169f.).28

Apollonius’ epicization of tragedy in the Argonautica constitutes a seminal model for the
appropriation of tragic material in the epics of both Virgil and Ovid.*” Tragic monodies and long
monologues, which are a signal feature of Euripidean dramaturgy and whose main function is to
provide detailed psychological characterization, prefigure the soliloquies of later elegiac and
hexameter poetry, such as those of Acontius in Callimachus’ Aetia and Simaetha in Theocritus’
Idyll 2.*° The most telling Hellenistic example of character adumbration by means of a
monologue is Apollonius’ psychological portrait of Medea in the Argonautica, which draws on
the characterization of Euripidean heroines. In particular, Medea’s agonized soliloquy at
Argonautica 3.771-801 over whether or not to provide aid to Jason echoes the Euripidean

Medea’s tormented monologue (1021-1055), where she contemplates whether to murder her

" Hutchinson 1988, 58-59.
2 Hunter/Fantuzzi 2004, 199.
» Hardie 1997, 323.

* Acosta-Hughes 2010, 89.
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children vacillating between her desire for vengeance against Jason and her maternal love for her
sons.”' Tt has been suggested that both Euripides and Apollonius employ the innovative
technique of “interior monologue™ in order to portray Medea in a favorable and sympathetic light
by providing access to the inner workings of her psyche and the heart-wrenching dilemma that
tortures her.*

The Apollonian Medea’s dilemma, however, though equally painful is of a different
nature, since she is alternating between her passion for Jason and her sense of shame inextricably
linked with her piety towards her father and her country. It thus recalls the inner struggle of
another Euripidean heroine, Phaedra, who experiences the conflict between her desire (§pwg) for
her stepson Hippolytus and her shame (aid@®c) for betraying her husband and children.”® Medea
faces another quandary, namely whether to kill herself, so as to avoid emotional pain and
disgrace, or stay alive and resist her passion, which is also reminiscent of the Euripidean
Phaedra’s consideration of suicide as a means of escape from dishonor. The distinguishing
difference between the two heroines is that Medea, unlike Phaedra, does not fulfill her suicidal
plan.34

Apollonius portrays Medea as a dual personality: she is partly a naive “helper-maiden”
infatuated with a handsome stranger and thus strongly reminiscent of the Homeric Nausicaa and

partly a potent witch capable of betraying her father and country.” The dark side of her

personality functions as a “prequel” of the Euripidean Medea, since it serves to explain her later

*! Barkhuizen 1979, 47; Gutzwiller 2007, 80-81.
32 See Papadopoulou 1997.

3 Hunter 1989, vv. 766-769; Clauss 1997, 161.
* Hunter 1989, vv. 811-816; Clauss 1997, 164.

3 Gutzwiller 2007, 79.
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actions. In particular, when Jason is considering surrendering her to the Colchians in exchange
for keeping the Golden Fleece she bitterly rebukes him with a scathing speech. This scene
prefigures Medea’s animosity and verbal assault against Jason in the Euripidean drama for
deserting her in order to marry the Corinthian princess.36 Furthermore, the murder of Apsyrtus
prefigures the killing of Medea’s children in Euripides’ play and the cunning lies with which she
brings about her brother’s demise anticipate her guileful plotting of the deaths of Creon and his
daughter in Medea.’” More specifically, Medea’s allurement of Apsyrtus to an ambush by
offering him various gifts, among which is a cloak given by Hypsipyle to Jason, looks
disturbingly ahead to the Euripidean Medea’s dispatch of a poisoned robe and crown as wedding
gifts to the Corinthian princess.”® The fatal wedding presents that Medea will give to Creon’s
daughter are also foreshadowed by the simile at 4.167-170, where Jason carrying the Golden
Fleece is compared to a prospective young bride holding her wedding dress, as well as by the
marriage gifts Medea and Jason receive at their own wedding from the Phaeacian women
(4.1189-1191).39 Other character traits that Apollonius’ Medea shares with her Euripidean
counterpart are the powerful instinct of self-preservation and her rhetorical skill. The former is
illustrated in the Argonautica by her decision to follow the Argonauts in flight, and in Medea by
her securing of a refuge in Athens, while the latter is manifest in her entreaty of Circe and Arete

in the epic and her supplication of Creon in the tragedy.*’

% Dyck 1989, 459; Kohnken 2010, 143.
*7 Hunter 1987, 130-131.

¥ Dyck 1989, 460.

¥ See Knight 1991.

* Dyck 1989, 456-457.
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One of Apollonius’ major divergences from Euripides in terms of the representation of
Medea, however, is the emphasis on her magical powers, an aspect of her character, which is
largely suppressed in the Euripidean play.' Whereas in Euripides Medea’s magic skills are
demonstrated only by the poisoned crown and robe that she sends to the Corinthian princess, in
the Argonautica she performs multiple feats of sorcery, such as the dark magic ritual in honor of
Hecate, the provision of magic drugs to Jason to protect him from the bulls of Ares, the lulling to
sleep of the serpent guarding the Fleece, and the destruction of Talos, the bronze giant of Crete.
In conclusion, the two works shed light on each other: the Argonautica presents the first seeds of
the tragic action in Medea, while the Euripidean play looks back to the events of the epic and
invests them with anticipatory dramatic irony.** As we will see in chapter 3, Ovid’s Medea is a
conflation of her Euripidean and Apollonian antecedents, since she is portrayed successively as a
young maiden in love, a powerful sorceress, a crafty manipulator of others, and an infanticide.

Theocritus’ Idyll 26, subtitled Afjvar 7] Bakyat, can be generically defined as an epyllion
with a hymnic ending. The poem is an illustrative example of Hellenistic reworking of a classical
tragedy, namely Euripides’ Bacchae.” Tt is essentially a rewriting of the play’s second
messenger speech, which recounts the dismemberment of king Pentheus by the Theban maenads
on Mt. Cithaeron.** The epyllion contains many reminiscences of as well as departures from the

Euripidean tragedy, the latter of which point to Theocritus’ allusive technique of oppositio in

*! Hunter 1987, 130.
42
Hunter 1989, 18-19.
* For the intertextual relationship between the Bacchae and Idyll 26 see Cairns 1992 and Cusset, 1997, 2001.

* Cusset (1997, 457) notes that Theocritus blends in his narrative elements from the first and second messenger
speech of Euripides’ play, both of which describe scenes of bacchic frenzy.
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.. . 45 . ..
imitando or “correction”.”™ Theocritus relates the same sequence of events as Euripides, namely

Pentheus’ spying of the secret rites of the Bacchants followed by his discovery and sparagmos.
His narrative, however, is substantially more condensed than the Euripidean messenger report,
being one third in length.

The epyllion evokes the language and imagery of the Bacchae, but at the same time
diverges from the play in many ways. First of all, Theocritus alters the setting of the scene.
Whereas in the Bacchae the maenads conduct their rites in a mountain glen encircled by fir trees,
in Idyll 26 they are found in a clear meadow in the mountains and while the Euripidean Pentheus
mounts a fir tree in order to spy on the Bacchants, his Theocritean counterpart beholds the
Dionysiac rites from a steep rock concealing himself behind a mastic bush.*® The Alexandrian
poet also adds to his description ritual elements, which are absent in the tragedy, namely the
foundation of altars by the maenads in honor of Dionysus and Semele and the dedication of
sacred objects. An important divergence from the Bacchae concerns the role of Dionysus.
Whereas in Euripides Dionysus plays an active part in the events leading to Pentheus’ death, in
Theocritus the god’s intervention is indirect and is left to the reader to infer it. More specifically,
whereas Pentheus in the Bacchae is lured by Dionysus into a death trap, the Theocritean
Pentheus goes to face the Bacchants alone and the god does not participate directly in the events.
The only implicit display of his power is the madness, which he inspires in the maenads causing
them to dismember Pentheus.

Theocritus elevates in his account the role played by Autonoe. Whereas in the Bacchae

she is grouped with the other Bacchants and none of her words or actions receives special

* Cairns (1992, 5, 7-9) attributes many of the Euripidean echoes not to Theocritus’ deliberate reworking of the
Bacchae, but to a common Dionysiac ritual source.

4 Cusset 1997, 463-464.
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mention, in Theocritus Autonoe is the one who catches sight of Pentheus, she rallies her sisters
with her shouts, and she is the first to be filled with Bacchic frenzy.47 Moreover, unlike the
Theocritean Pentheus who addresses his mother Agave in supplication, the Theocritean hero
engages in a brief dialogue with his aunt Autonoe. Theocritus introduces further innovations in
the description of Pentheus’ discovery by the maenads. Pentheus flees in fear from the maenads,
whereas in the Bacchae there is no pursuit, since the Theban king is trapped upon the fir tree and
cannot escape. Moreover, while the Euripidean Pentheus is perceived by the maddened
Bacchants as a wild animal, in Theocritus he is recognized as human, evidenced by the fact that
he engages in dialogue with Autonoe.*”® The Hellenistic poet also diverges from his tragic model
in various details of the description of Pentheus’ dismemberment. For example, whereas in the
Bacchae Agave tears off the arm and shoulder of Pentheus, in Idyll 26 she decapitates him and
the tearing off of the shoulder is attributed to Ino instead.*’

Finally, Theocritus’ most remarkable novelty is the substitution of a hymnic ending for
the gnomic conclusion of the Euripidean messenger speech. The messenger closed his report
with the apothegm that moderation and reverence to the gods are the supreme human virtues.
The implicit moral of his statement is that mortals should respect the gods otherwise they will
suffer the fate of Pentheus. The narrator of Idyll 26 addresses an envoi to Dionysus, Semele, and
her sisters and offers a much more direct moral claiming that impious mortals are punished by
the gods, while the reverent ones are rewarded. What is particularly striking in the poem’s

conclusion is the total absence of tragic pathos and empathy. The hymnic voice expresses utter

4T Cusset 1997, 465.
8 Cusset 1997, 466.

4 Cusset 1997, 467.

20



indifference to the Theban king’s suffering and eulogizes Dionysus and the daughters of Cadmus
for exacting a just penalty from Pentheus. These sentiments contrast sharply with the exodos of
the Bacchae, where Agave laments the death of her son and Cadmus exerts criticism on
Dionysus for the severity of the punishment inflicted on his grandson. As we shall see in Chapter
3, Ovid in his own reworking of Pentheus’ dismemberment blends the Euripidean and
Theocritean versions of the scene by means of intertextual conflation and at certain points, where
he diverges from Euripides, he follows Theocritus instead.

Roman Republican tragedy constitutes a fusion of elements derived from classical Greek
tragedy, Hellenistic tragedy, and Italic performance traditions,” made compatible with Roman
social and political ideology.”’ Republican tragedians were inclined to appropriate the
mythological subject-matter, plots, and structure of 5™-century tragedy, but in terms of
performance practices and dramatic devices aiming at astonishment, such as melodramatic plots,
special effects, and the depiction of protagonists as everyday individuals, they followed the
trends found in late Euripides and Hellenistic tragedy.”> Moreover, the Roman tragic playwrights
assimilated features from New Comedy, which had in turn drawn them from the late Euripidean
dramas. Such features include recognition scenes, plots with spectacular reversals and happy
endings, characters of low social rank, the resolution of crises on the human level, and the
accentuation of the role of Tyche in mortal affairs over divine intervention.” Despite the

extremely fragmentary state of Republican tragedy, the exploration of its surviving remains can

59 Manuwald 2011, 139.

> For an analysis of the reception of Greek tragedy in the Roman Republican theater at the levels of social and
political ideology see Gildenhard 2010.

52 Manuwald 2011, 140.

33 Manuwald 2011, 317, 347.
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shed light on the intertextual dialogue between Euripides and Ovid. The tragedians who will be
discussed in this study are Ennius, Pacuvius, and Accius, since they are not only profoundly
indebted to the Greek dramatist,”* but are also important sources for the Metamorphoses and thus
constitute intermediate models between the two authors.” The titles and fragments of the three
tragedians attest to their penchant for basing many of their plays on Euripides.56

Given that these playwrights succeeded each other chronologically, by examining the
fragments of their dramas we can gain an understanding of the evolution of the handling of
Greek tragic material in the course of the Republican period. More specifically, later Roman
playwrights generally tend to write more independently from their Greek models. This
development can be illustrated by the treatment of the Medea myth in a number of Republican
tragedies.”” Ennius modeled his Medea Exul closely on Euripides, sometimes translating fairly
exactly, but often adapting freely.5 ® He preserved the structure of the Greek drama, while making
alterations in order to modify the play for a Roman audience.”” Pacuvius composed the sequel
tragedy Medus, which was either his own innovation based on some mythological source or a
Roman version of a lost Hellenistic play. Finally, Accius in his play Medea sive Argonautae did

not draw on a dramatic source, but an epic one, namely Apollonius’ Argonautica 4. Ovid in the

>* For the Euripidean influence on Ennius’ Medea and Accius’ Bacchae see Rosato 2005.
> For the reception of Roman Republican drama in Ovid see D’ Anna 1959, Currie 1981.
% Ennius: Alexander, Andromacha Aechmalotis, Athamas, Andromeda, Hecuba, Iphigenia, Medea Exul.
Pacuvius: Antiopa, Iliona, Medus, Pentheus, Periboea, Protesilaus.
Accius: Andromeda, Bacchae, Meleager, Philoctetes, Medea sive Argonautae, Phoenician Women, Telephus.
* Manuwald 2011, 289.

% Ennius also likely wrote another Medea dramatizing the events in Athens after her flight from Corinth and
probably based on Euripides’ Aegeus.

% Currie 1981, 2708.
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Metamorphoses masterfully combines all these techniques in narrating the various tales of the
Medea myth: he draws on Euripidean material (Medea, Peliades, Aegeus), epic sources
(Apollonius Argonautica 3) as well as Hellenistic models (Callimachus Hecale). Therefore a
gradual progression towards an increasing creative freedom can be detected in Roman
Republican tragedy. From Ennius, who employs Euripides as his tragic source par excellence
and adheres closely to the Euripidean originals,60 we pass to Pacuvius, who composes sequels to
(Medeus) or variants on (Iliona) Euripidean tragedies, which are markedly independent from

them,®!

and finally to Accius, who creatively conflates his tragic predecessors (Philoctetes) or
produces innovative dramatizations of mythical subject-matter drawn from Homer and non-

. . . . 2
dramatic sources, which have no dramatic antecedents (Persis, Agamemnondae, Astyanax).6

1.2 Virgil’s Euripides

The scholarship on the reception of Greek tragedy in the Aeneid has a long tradition. There are
several studies on the Virgilian epic’s appropriation of the tragic genre in general and of
Euripidean drama in particular.”> The tragic voice of the Aeneid has been often viewed as
challenging and clashing with the poem’s epic voice. This opposition can be concretized as an
antagonism between the female and male gender and ultimately as “a conflict between the

Aeneid’s function as a public panegyric of Roman history and the valuation to be given to the

50 Rosato 2005, 8.
%' Boyle 2006 , 88.
62 Boyle 2006, 112.

% Some representative studies are: Fenik 1960, Zarker 1969, Konig 1970, Poschl 1978, Lyne 1987, Hardie 1991,
1997, Hughes 1995, Swanepoel 1995, Panoussi 1998.
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private experience of loss and grief”.** The “tragic” in the Aeneid focuses on the psychological
state and moral impasses of the characters while constantly questioning and problematizing
Aeneas’ epic mission. Virgil is a particularly significant link between Euripides and Ovid for two
main reasons. First, the Aeneid constitutes an immediate Roman paradigm for Ovid’s epicization
of tragic subject matter and second, many Virgilian episodes appropriating Euripidean material,
such as those of Hippolytus and Polydorus, are echoed in the Metamorphoses and expanded into
longer narratives.

The most renowned tragic episode of the Aeneid is the story of Dido, which has been
labelled as a “tragic epyllion”, whose protagonist experiences a sudden peripeteia (“reversal’)
from utter happiness to extreme emotional suffering ultimately resulting in suicide.”S A
Euripidean heroine that functions as a significant model for the characterization of Dido is
Medea. The Carthaginian queen contemplating vengeance on Aeneas in Aeneid 4 by murdering
his son Ascanius after her abandonment by the Trojan hero echoes Medea, who commits
infanticide in order to avenge herself on Jason for deserting her for another woman.®® It has also
been suggested that Dido in Aeneid 1 reflects the Corinthian princess in Euripides’ Medea.®’
Venus sends to Dido her son Cupid disguised as Ascanius and bearing various gifts, including a
robe and a crown. This scene recalls Medea’s dispatch of her two sons to the Corinthian princess
carrying poisoned gifts, namely a robe and a crown. Medea’s envenomed presents cause the

Corinthian princess to burn to death, while Cupid’s fiery embrace causes Dido to figuratively

% Hardie 1997, 312.

% Heinze 1993, 251-8, 370-3. For the “tragedy” of Dido see also Quinn 1963, Wlosok 1976, Harrison 1989,
Fernandelli 2002, and Schiesaro 2008.

% Collard 1975.

7 Baraz 2009.
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burn with love for Aeneas, a passion which will eventually lead to her suicide. As we will see in
chapter 3, Ovid follows the precedent of the Virgilian Dido in the use of this allusive technique
by attributing to many of his female characters features of the Euripidean Medea. Procne and
Althaea, who commit infanticide for the sake of vengeance and experience inner conflict
expressed through a dramatic soliloquy echo the words and deeds of Euripides’ heroine.
Moreover, Deianira’s desire for revenge against her erotic rival, Iole, recalls Medea’s vengeful
rage against the Corinthian princess.

The Bacchae constitutes a significant Euripidean intertext for the Aeneid. Many instances
of Bacchic frenzy can be found in the Virgilian epic, ranging from ritual enactment to
metaphorical irnagery.68 More specifically, Amata, Dido, the Sibyl, and Helen are all depicted as
figurative Bacchants or pseudo-maenads. Upon hearing the news of Aeneas’ departure Dido is
likened to a bacchant, a comparison which metaphorically demonstrates her frenzied state of
mind: unable to fulfill her erotic passion, Dido feels an uncontrollable wrath, which is expressed
as maenadic violence and is turned against her lover, since she contemplates dismembering
Aeneas. Moreover, Dido in her dreams views herself as Pentheus persecuted by the Furies, a
simile which alludes explicitly to the Bacchae. Byblis’ portrayal as a figurative Bacchant in
Metamorphoses 9 after her rejection by Caunus recalls the characterization of Dido as a maenad.
The shade of Deiphobus in Aeneid 6 recounts to Aeneas that Helen orchestrated a fake Bacchic
ritual in order to help the Greeks sack Troy and in the same book the Sibyl’s prophetic ecstasy
and divine possession by Apollo is portrayed as maenadic frenzy. Finally, the frenzied Amata in
Aeneid 7, in order to obstruct her daughter’s marriage to Aeneas, hides Lavinia in the woods

proclaiming her a maenad and conducts a counterfeit Bacchic revel. As we will see in chapter 2,

8 Krummen 2004, Panoussi 2009, 115-144.
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Procne’s disguise as a maenad and participation in a pseudo-Bacchic ritual in order to rescue her
sister Philomela in Book 6 of the Metamorphoses alludes to the forged Bacchic rites of Amata in
the Aeneid.

The scene of Amata’s madness also evokes another Euripidean tragedy, Heracles.” Juno
sends the Fury Allecto to inspire Amata with infernal madness veiled as Bacchic frenzy, so as to
instigate the war between the Latins and Trojans, a scene which recalls the Euripidean drama,
where Hera dispatches Iris and the chthonic deity Lyssa to fill Heracles with infernal fury
resembling Bacchic madness, in order to murder his wife and children. Another allusion to
Heracles can be found in Aeneid 5, where Juno sends Iris to madden the Trojan women so that
they burn Aeneas’ fleet. The Ovidian episode in Metamorphoses 4, where Juno dispatches the
Fury Tisiphone to madden Athamas and Ino so that they murder their sons, echoes by means of
double allusion the Euripidean tragedy and the Allecto-Amata scene in Aeneid 7.

Euripides’ Hippolytus is a drama extensively reworked in the Aeneid. Virgil alludes
explicitly to Euripides in the catalogue of Italian warriors Aeneid 7, where he presents Virbius
the son of the deified Hippolytus and briefly outlines the tragic fate of the Euripidean hero.
Servius notes that Virgil derived from Callimachus’ Aetia (fr. 190) this aetiological story of
Hippolytus® transferal to Italy and his identification with the Italian deity Virbius intended to
explain a local taboo on horses.”’ As we will see in chapter 5, in Metamorphoses 15 Hippolytus
transformed into the god Virbius recounts the story of his fatal chariot ride to the mourning
nymph Egeria, a scene which blends by means of intertextual conflation the messenger speech of

the Euripidean drama with the Virgilian vignette on Virbius. Moreover, it has been argued that

% Reckford 1961, Zarker 1969, Burzacchini 2002.

"0 Horsfall 2000, 494-495.
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the meeting of Aeneas and Venus in Aeneid 1 reenacts the prologue of the drama.”' The goddess
appears to her son disguised as a virgin huntress and Aeneas actually mistakes her for one of
Diana’s nymphs or for the goddess herself. The scene has a metatheatrical dimension, since
Venus wears tragic buskins (cothurni) and recounts to Aeneas Dido’s background story, a
narrative which has the same structural function as Aphrodite’s prologue in the Hippolytus,
where she relates to the audience the events preceding the play. Moreover, it has been suggested
that the disguise of Venus as Diana may function as a conflation of the appearance of Aphrodite
in the Euripidean prologue and the epiphany of Artemis as dea ex machina in the exodos.”
Furthermore, Venus diverges from her Euripidean counterpart in her attitude towards honor.
Aphrodite claims in the play’s opening that she rejoices in being honored by mortals and thus she
will punish Hippolytus, because he spurns her worship by not participating in sex and marriage.
In marked contrast to Aphrodite’s views, when Aeneas promises to offer sacrifices to the
disguised Venus’ altar if she assists him, she replies that she hardly deems herself worthy of such
honors. Finally, a significant affinity between Hippolytus and Aeneas is their similar conception
of god-mortal relationship. When Aeneas recognizes Venus, he reproaches her for deceiving him
and complains that he cannot clasp her hand and engage in an honest discussion with her, namely
he cannot have a more intimate relationship with her. This criticism leveled against Venus
evokes Hippolytus’ protests in the play’s prologue about not being able to have a closer
relationship with his patroness goddess Artemis, since he can hear her voice, but she remains
invisible to him. Similarly Aeneas can hear Venus talking to him, but cannot see her in her true

form, because she has assumed the guise of a virgin huntress.

" Harrison 1972-1973, Reckford 1995-1996.

"2 Hardie 1997, 322.
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The Virgilian Dido possesses traits of both Hippolytus, in that she has taken an oath of
eternal chastity after Sychaeus’ death, and of Phaedra, in that she experiences an internal struggle
between her desire for Aeneas and her loyalty to her dead husband. Dido yields to her desire for
Aeneas when she goes out in the wild thus fulfilling Phaedra’s fantasy of hunting in the
mountains.”” The Aeneid’s evocation of Hippolytus takes the form of a ring composition, since
just as the encounter of Venus and her son in Book 1 recalls the opening of the play, the episode
of Camilla’s death in Book 11 is a reworking of the play’s exodos. Diana’s narrative about the
childhood of Camilla has the same function as Venus’ retrospective account about Dido’s past
and is thus reminiscent of the prologue speech in Hippolytus. Moreover, Diana’s portrayal of
Camilla reveals the many common features that the Volscian princess shares with Hippolytus.
They are both virgin hunters exclusively devoted to Artemis/Diana and both have affinities with
Amazons, since Camilla recalls Amazon warriors, such as Penthesilea, and Hippolytus’ mother
was an Amazon. Hippolytus expresses his ardent devoutness to Artemis by dedicating a garland
as a votive offering to her in the prologue of the Euripidean drama, while in Diana’s story
Camilla’s father Metabus dedicated his daughter and a spear as votive offerings to Diana in order
to save her life. As a result Hippolytus and Camilla are the most beloved human devotees of the
goddess of hunting.” Despite the goddess’ great fondness of them, however, she is unable to
prevent their death. Diana declares that she will send her attendant nymph Opis to destroy
whoever dares to kill her protégé in order to avenge her death. These words explicitly allude to

the threat uttered by Artemis at the end of Euripides’ tragedy, where she states that she will kill

3 Hardie 1997, 322.

"* La Penna 1988, 233.
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Aphrodite’s favorite (probably Adonis) as revenge for the death of Hippolytus.” Furthermore,
both the Euripidean Artemis and Opis describe the vengeance exacted for Hippolytus’ and
Camilla’s death respectively as an honor to them and in both texts the goddess of hunting
bestows posthumous honors on her beloved mortal: Artemis will establish a premarital ritual in
Troezen in honor of Hippolytus, while Diana will offer herself burial to Camilla in her country.
Finally, Camilla’s last words to her fellow warrior Acca, whom she treats as her sister, echo the
final utterances of the dying Hippolytus to his father Theseus. The Hippolytean characteristics of
Camilla (chastity, hunting, devotion to Diana, etc.) are also shared by many Ovidian characters,
such as Daphne, Callisto, and Pomona.

The Virgilian epic also draws extensively on Euripides’ Trojan plays. The prologue of the
Trojan Women, where Athena asks Poseidon to wreck the Greek ships on their voyage home in
order to take vengeance on them for Ajax’ rape of Cassandra, is evoked in the opening of the
Aeneid, where Juno remembers that Minerva had sated her thirst for revenge by sinking the
Greek fleet and thus following her example she induces Aeolus to unleash a storm against the
Trojan ships sailing to Italy in retribution for the Judgment of Paris and so that Rome, the rival of
Carthage, may not be founded.”® The Euripidean prologue is again echoed and inverted in Aeneid
5, where Venus assuming the role of the Euripidean Athena persuades Poseidon not to destroy,
but protect the Trojan fleet.”” As we will see in chapter 2, Ovid evokes by means of double
allusion both the Euripidean and Virgilian intertexts by having Juno in Metamorphoses 4

mentally rehearse Bacchus’ vengeance on Pentheus, a recollection which spurs her to pursue her
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own vengeance against Ino and Athamas by sending the Fury Tisiphone to inspire them with
frenzy, so that they kill their offspring.

The scene in Aeneid 5 where Juno sends Iris, disguised as a Trojan woman, Beroe, to
incite the women to furor, so that they burn the Trojan ships, has been shown to reflect the
Trojan Women at the levels of thought, diction, and imagery. Virgil’s Trojan women, who are
represented mourning in a desolate beach next to a fleet resemble Euripides’ captive Trojan
women, who are depicted in the same situation and this affinity is strengthened by their common
hatred for the ships and the sea.’s Moreover, Iris/Beroe claims that she saw in her dream
Cassandra giving her a torch and asking her to burn the Trojan ships, an image which recalls the
Euripidean Cassandra’s emergence from the women’s tents brandishing a torch towards the
Greek ships and singing an ill-omened wedding song for her forthcoming “marriage” with
Agamemnon.”” Finally, after the Trojan women have set fire to the ships the messenger Eumelus
goes to report to the Trojan men what has happened. This scene may allude to the episode in the
Euripidean play, where the messenger Talthybius sees smoke coming from the Trojan tents and
suspects that the Trojan women have set fire on their own quarters.

Euripides’ Hecuba is reworked at the opening of Aeneid 3, where Aeneas hears the voice
of the ghost of Polydorus, the son of Priam, who was treacherously murdered by the Thracian
king Polymestor.* The shade asks Aeneas for a proper burial and the Trojans perform his funeral
rites. Furthermore, Virgil employs the technique of “fragmentation” in that he transposes

elements from the Polydorus episode to the story of Sychaeus in Aeneid 1. Polymestor and
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Pygmalion murder Polydorus and Sychaeus respectively out of their greed for gold and both
attempt to conceal their crime from the victim’s relatives, namely Hecuba and Dido. Just as the
ghost of Polydorus appears in Hecuba’s sleep so as to warn her of Polymestor’s treachery, the
shade of Sychaeus appears in Dido’s dream in order to reveal to her Pygmalion’s abominable
deed. Finally, the ghost of Sychaeus urges Dido to sail to Libya in order to protect her from
Pygmalion and discloses to her the location of a hidden treasure in order to aid her in her voyage.
This scene fuses and transforms two different Euripidean episodes: Priam’s dispatch of
Polydorus to Thrace with treasure in order to save him from the Greeks and Hecuba’s false
revelation to Polymestor of the site of a concealed treasure trove so as to lure him into a death
trap. As we will see in chapter 5, Ovid’s version of the story of Hecuba, Polyxena, and Polydorus
in Metamorphoses 13 blends by means of intertextual conflation Euripides’ Hecuba with Virgil’s
Polydorus episode.

Aeneas’ meeting with Andromache in Buthrotum in Aeneid 3 bears clear reminiscences
of Euripides’ Andromache.®’ Andromache recounts to Aeneas the ambush and murder of Pyrrhus
by Orestes, which is dramatized in the second half of the Euripidean play. Furthermore, the
Virgilian description of Pyrrhus’ invasion into Priam’s palace and his butchering of the Trojan
king in Aeneid 2 alludes to and “corrects” the Euripidean messenger speech recounting the
ambush and slaughter of Neoptolemus by Orestes and the Delphians. Euripides portrays
Neoptolemus in very positive terms. He lets his grandfather Peleus rule Thessaly instead of
usurping the throne for himself and he goes to Delphi to ask pardon from Apollo for his previous
insult to the god, when he asked from him satisfaction for the killing of his father Achilles.

Although he visits Apollo’s temple as a repenting worshipper, he is treacherously ambushed and
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killed by the Delphians, who have been deceived by Orestes’ false accusations against
Neoptolemus. The Virgilian Pyrrhus, on the other hand, is depicted as wicked and sacrilegious,
since he impiously slaughters Priam on the altar of Zeus Herkeios, where he has found refuge as
a suppliant.

Virgil’s Sinon episode is particularly rich in Euripidean intertexts. Sinon’s arrival to Troy
as captive of a group of herdsmen, who bring him bound to Priam, echoes by means of double
allusion Euripides’ Alexander and its Latin adaptation by Ennius, where herdsmen similarly
bring Alexander/Paris in fetters to the Trojan king.®* Both heroes come before Priam under a
false identity: Paris is thought by everyone (including himself) to be a slave, but is really the son
of the Trojan king, while Sinon assumes the guise of an exile, but in reality is a Greek spy
intending to deceive the Trojans. Moreover, both Paris and Sinon are ominous figures, since they
are instrumental in Troy’s destruction. Paris persuades Priam to allow him to participate in the
athletic games, which leads to the revelation of his true identity and the reunion with his family.
This development will have disastrous consequences for Troy, since he is going to cause the
Trojan war and ultimately the downfall of his city by abducting Helen. Sinon deceives Priam and
the Trojans into bringing the Wooden Horse into the city, a decision which will result in Troy’s
fall.

Sinon’s tale about Palamedes by means of which he induces the Trojans to spare his life
and accept him as one of their own is modeled on Euripides’ Philoctetes. The Virgilian Sinon
functions as the alter ego of the Euripidean Odysseus. Both have a mission, which if successful,
will eventually lead to Troy’s destruction. More specifically, Odysseus sails to Lemnos in order

to retrieve the bow of Heracles from Philoctetes, since according to a prophecy Troy would not
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fall without it. Sinon’s objective is to persuade the Trojans to bring the Wooden Horse into the
city, which leads to the fall of the city. Moreover, both employ cunning and treachery in order to
achieve their goal. Just as Odysseus has his appearance transformed by Athena and pretends to
be an outcast from the Greeks, Sinon assumes the false identity of a Greek exile. The disguised
Odysseus recounts to Philoctetes the counterfeit story that “Odysseus” plotted the death of
Palamedes and afterwards attempted to destroy the disguised Odysseus, who he provoked his
enmity by protesting about Palamedes’ death, but he managed to escape. Virgil reworks this false
tale and puts it into the mouth of Sinon, who asserts that, after Ulysses contrived the killing of
Palamedes, he also devised the sacrifice of Sinon, because he threatened to take revenge on him,
but he miraculously escaped.®” Both Sinon and Odysseus ultimately succeed in gaining their
victims’ sympathy and confidence by professing to have suffered the hatred and abuse of
“Odysseus”.*

Sinon’s account concerning Palamedes may also contain some allusions to Euripides’
Palamedes. Sinon pretends to be a relative of Palamedes, namely his cousin, a role that
corresponds to that of Oeax in the Euripidean play, who is Palamedes’ brother. Oeax informs
Palamedes’ father Nauplius about his son’s death and at the end of the play he comes to the
Greek camp and threatens to take revenge on the Greeks. This scene may be echoed in the
Virgilian text, where Sinon claims that he threatened to take vengeance on Ulysses for the death
of Palamedes. Furthermore, just as Odysseus attempts to kill Oeax, but he manages to escape and
possibly transforms into a sea deity, similarly his Virgilian counterpart plots the sacrifice of

Sinon, who also succeeds in escaping death. Therefore, the Virgil’s Sinon may be combining the
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roles of Euripides’ Oeax and Nauplius. It has also been observed that Sinon’s cunning is
reminiscent of Odysseus’ trickery against Palamedes, since just as Odysseus presents a forged
letter as evidence for Palamedes’ guilt and accompanies it with a false accusation of treason,
which brings about his death, Sinon “produces” the Wooden Horse and attaches to it a deceptive
tale, which leads to the fall of Troy.*

Sinon’s story about his alleged sacrifice is reminiscent of Euripides’ Iphigenia in Aulis.
Sinon falsely alleges that Ulysses plotted his “sacrifice”, so that the adverse winds, which
averted the return of the Greek fleet to their homeland, would become favorable. He managed,
however, to miraculously escape from the Greeks in the nick of time. This tale echoes the
Euripidean tragedy, where Iphigenia is about to be sacrificed by Ulysses’ ruse, so that the
opposing winds in Aulis would abate and Greek fleet would sail to Troy, but she is saved at the
last moment by the divine intervention of Artemis, who replaces her with a deer. Thus Sinon
usurps the role of Iphigenia as a sacrificial victim, which narrowly escapes death. Furthermore,
the Virgilian Calchas, who is instrumental in the scheme to kill Sinon, is compelled by Ulysses
to reveal to the Greek assembly the forged prophecy dictating the sacrifice of Sinon, something
that seals his fate. This scene may allude to the first episode of IA, where Agamemnon says that
he is forced to sacrifice Iphigenia, because he is afraid that either Calchas or Odysseus, who are
privy to the secret prophecy about Iphigenia’s sacrifice, are going to reveal it to the Greek army,
who will demand the sacrifice and turn to violence against Agamemnon and Menelaus if they try
to prevent it.

Finally, what has not been observed by scholars is that Sinon’s narrative concerning the

theft of the Palladium and the Wooden Horse evokes Euripides’ Iphigenia among the Taurians.
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Iphigenia and Sinon use deception to achieve their goal: Iphigenia tricks king Thoas, in order to
escape with her brother Orestes, while Sinon dupes the Trojans, so as to bring the Wooden Horse
into Troy. The connective link between the two scenes is that both Iphigenia and Sinon recount a
false story concerning the polluted statue of a goddess. More specifically, Iphigenia asserts that
the statue of Artemis has been defiled by Orestes and Pylades, because they have committed
matricide, and that she must bring it to the shore in order to purify it. Sinon alleges that the
Wooden Horse is a votive offering to Minerva, in order to appease her wrath, since Odysseus and
Diomedes stole the Palladium from her temple and polluted it with their defiling hands. He then
urges the Trojans to bring the Horse into Troy falsely claiming that, if they admit it into their
city, it will render them invincible and they will invade and conquer Greece. Furthermore,
Iphigenia describes the supernatural effects of the statue’s aversion to the polluted strangers: the
statue moves from its place and closes its eyes. Similarly Sinon claims that Minerva’s anger was
manifested by uncanny signs, namely the sweating of the Palladium, earthquake, flashing light,
and appearance of the goddess herself. Finally, both Iphigenia and Sinon try to win the trust of
their victims, Thoas and the Trojans respectively, by professing loathing for their enemies:
Iphigenia pretends that she hates all Greeks because they sacrificed her and similarly Sinon
feigns enmity for the Greeks because of their attempt to “sacrifice” him. Therefore, just as
Iphigenia manages to escape from Thoas by persuading him to let her take the “polluted” statue
of Artemis to the beach for cleansing, Sinon tricks the Trojans into bringing the Wooden Horse
inside the city by presenting it as a votive offering in atonement for the “polluted” statue of
Minerva. The Judgment of Arms, which opens Book 13 of the Metamorphoses, contains

allusions to Virgil’s Sinon episode and through the filter of the Virgilian intertext it echoes
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multiple Euripidean tragedies, such as Palamedes, Philoctetes, Scyrians, Telephus, and Iphigenia
in Aulis.

Last but not least, the encounter between Aeneas and Helen in Aeneid 2 is highly
evocative of Euripides’ Orestes.®® After witnessing the slaughter of Priam by Pyrrhus, Aeneas
catches sight of Helen and feels a burning desire to kill her, so as to take vengeance on her for
causing the downfall of Troy. This scene recalls Pylades’ plan in the Euripidean tragedy that he
and Orestes murder Helen in order to avenge themselves on Menelaus for not supporting them in
the Argive assembly, which decreed Orestes and Electra’s death sentence. Moreover, just as the
Euripidean Helen is hiding inside Agamemnon’s place in order to avoid the public outcry against
her for being the cause of the Trojan war, her Virgilian counterpart conceals herself in Vesta’s
shrine inside the palace of Priam fearing the retribution of both Greeks and Trojans. Finally,
Venus’ intervention, which prevents Aeneas from murdering Helen echoes Apollo’s epiphany in

Orestes, who snatches Helen away from her killers and proclaims her deification.

1.3 Euripidean tragedy and the Ovidian corpus

The final section comprises a brief survey of the appropriation of Euripidean drama by Ovid
throughout his poetic career. The Metamorphoses is the Ovidian work which engages in the most
complex and rich intertextual dialogue with Euripidean tragedy, but the numerous allusions to
Euripides in Ovid’s other works reflect his life-long preoccupation with the Greek tragedian. In
the Amores the most explicit instances of the Ovid’s engagement with tragedy are found in the

first and last elegy of Book 3. In the metapoetic Amores 3.1 the personified Tragedy and Elegy
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appear in Ovid’s dream and vie with one another each claiming him as her own poet. Ovid
decides to remain an elegiac poet, but only for a little while. In elegy 3.15 he finally bids
farewell to elegy and embraces tragedy, claiming that Bacchus has inspired him by hitting him
on the head with a thyrsus. This poem foreshadows Ovid’s composition of his only tragedy
Medea, which was modeled on Euripides’ homonymous drama and of which only two lines
survive.!” Furthermore, in Amores 2.14 (29-34) Ovid cites Medea and Procne as mythological
paradigms of infanticide and he will later treat these two tragic mothers in detail in Books 6 and
7 of the Metamorphoses.

The Heroides are a collection of love letters and thus the genres to which it mainly
belongs are love elegy and epistolography. It also draws, however, on epic and tragedy as
sources of mythological subject-matter and is particularly indebted to the tragic mode of
dramatic monologue. The collection contains a number of epistles that rework Euripidean
intertexts, namely Phaedra’s letter to Hippolytus (Heroides 4),*® Hypsipyle’s letter to Jason
(Heroides 6), Canace’s letter to Macareus (Heroides 11),* Medea’s letter to Jason (Heroides
12),”° and Laodamia’s letter to Protesilaus (Heroides 13), whose models are Hippolytus, Medea,
Aeolus, Medea, and Protesilaus respectively. These epistles constitute very signigficant
mediating intratexts for the Metamorphoses in its intertextual dialogue with Euripides and will
be discussed in detail in the relevant chapters. More specifically, the letters of Medea and
Hypsipyle to Jason with their conflation of the Euripidean and Apollonian Medea will be

analyzed in relation to the representation of Medea in Metamorphoses 7. Byblis’ incestuous love
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for her brother alludes to both Euripides’ Aeolus and the Ovidian epistle of Canace to Macareus.
Finally, Ovid’s portrayal of the illicit passions of Scylla, Byblis, and Myrrha blends elements
from Euripides’ Hippolytus and the letter of Phaedra to Hippolytus.

In the Ars Amatoria and the Remedia Amoris Euripidean echoes can be detected in poetic
catalogues in accordance with the didactic nature of the works. In Ars 1.283-342 a list of women
with violent and unnatural passions comprises the characters of Medea, Pasiphae, Aerope, and
Phaedra, all well-known heroines of the Euripidean dramas Medea, Cretans, Cretan Women, and
Hippolytus respectively. Conversely, in Ars 3.7-28 a catalogue of women loyal to their husbands
includes Laodameia, Alcestis, and Evadne, who are central female characters in Euripides’
Protesilaus, Alcestis, and Suppliant Women. Finally, in Remedia 55-68 a list of women, whose
fatal erotic passions could have been healed by the poet, contains again Medea, Pasiphae, and
Phaedra.

In the Fasti there are few but interesting traces of Euripides. The history of animal
sacrifice in Fasti 1.349-456 includes the story of the substitution of a deer for Iphigenia as a
sacrificial victim, a story dramatized in Euripides’ Iphigenia in Aulis. In Fasti 2.35-46 Ovid
treats the subject of purification from the pollution of murder and cites as examples Peleus,
Medea, and Alcmaeon’s murder of their kin and their later purification, stories which are
dramatized in the homonymous Euripidean plays. In Fasti 5.303-311, a series of mythological
exempla illustrating mortal negligence of the gods and subsequent divine punishment, comprises
the hybris of Oeneus and Agamemnon towards Artemis and Hippolytus’ outrage towards Venus,
stories which were recounted in Euripides’ Meleager, Iphigenia in Aulis and Hippolytus
respectively. Ovid narrates the story of Athamas and Ino’s madness in Fasti 6.483-528,

probably drawing on Euripides’ Ino as one of his sources. Finally, in Fasti 6.733-768 we find
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accounts of Hippolytus’ death and resurrection by Aesculapius and of Glaucus’ revival by
Polyidus, which was dramatized in Euripides’ lost Polyidus.

The most conspicuous case of Euripidean reception in Ovid’s exile works is found in
Epistula Ex Ponto 3.2, where the poet compares his loyal friendship with Cotta to that of Orestes
and Pylades and then proceeds to recount a highly condensed elegiac version of Euripides’
Iphigenia among the Taurians.”’ Furthermore, Ovid briefly returns to the figure of Medea in
Tristia 3.9, where he recounts Medea’s gruesome dismemberment of Apsyrtus as an aetion
explaining the name of his place of exile, Tomi (from Greek tépve ‘to cut’). Ovid significantly
follows the tragic version of the story alluded to in Euripides’ Medea and according to which
Medea kills her brother and not the Apollonian version in Argonautica 4, where Jason is the
murderer of Apsyrtus. These associations of Ovid’s site of relegation with Euripidean intertexts
convert it into a truly ‘tragic’ landscape and thus render his exile poetry more genuinely tragic
than Euripides’ work itself.”*

Finally, it will be useful to identify and categorize the tragic elements appropriated by
Ovid in the Metamorphoses. Curley divides the “tragic code”, namely the coherent system of
rules that define the tragic genre, in three sub-codes: the formal, narrative, and functional code.”
Following in part Curley’s classification I distinguish four categories of tragic elements in the
Ovidian epic. The first category comprises narrative elements, namely mythical subject-matter
and tragic plot patterns. The second group encompasses dramatic devices and concepts, such as

pathos, dramatic irony, Aristotelian notions (anagnorisis, peripeteia, hamartia, aporia) and
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rhetorical elements (apostrophe, paradox, a fortiori examples, and arguments from probability).
The third category contains metatheatrical elements, that is self-referential markers which signal
the performative and theatrical aspects of Ovid’s narrative. One such metatheatrical pointer is the
simile in Book 3 comparing the sown men emerging from the earth to the figures depicted on the
stage curtain, which rise from the ground, when the curtain is raised (11 1—14).94

Finally, the fourth group consists of formal elements, namely dramatic setting and
conventional components of a tragedy, such as prologue speech, deus ex machina, dramatic
soliloquy, messenger report, choral lyric, and agon. The tragic messenger speech with its third
person narrative and use of epic diction and imagery is the dramatic component that bears the
closest affinity to epic and thus it is very frequently incorporated in the Metamorphoses. In some
cases a messenger speech is reconfigured as epic narrative. The accounts of Pentheus’
dismemberment, Polyxena’s sacrifice, and Polymestor’s blinding are indicative examples of
Ovid’s epic rewriting of the tragic messenger’s report. Often, however, an epic narrative is
explicitly signaled as a messenger speech, as in the cases of Acoetes’ story to Pentheus in Book
3, Onetus’ report to Peleus in Book 11, and Hippolytus’ narrative to Egeria in Book 15, which
bear clear reminiscences of Euripidean messenger speeches.” Another dramatic element, which
is appropriated and transformed by the Ovidian epic, is choral lyric. The story of Cadmus in
Metamorphoses 3.1-137 echoes the second stasimon of the Phoenician Women (638-675), which
recounts Cadmus’ founding of Thebes, the killing of Ares’ serpent, and the sowing of the

serpent’s teeth.”® Moreover, the choral song in IT about Alcyone’s lament for Ceyx (1089-95) is
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expanded by Ovid into a long narrative on Ceyx and Alcyone that takes up the second half of
Book 11 (410-748).”” The impact of the Euripidean monologue is manifest in many dramatic
soliloquies of the Metamorphoses, such as those of Medea, Scylla, Althaea, Byblis, and Myrrha.
An example of a deus ex machina can be found in Metamorphoses 3, where Cadmus having slain
Ares’ serpent hears the voice of Minerva foretelling his future transformation into a serpent (97-
98), a prediction which evokes Dionysus’ prophesy to Cadmus as deus ex machina at the end of
Euripides’ Bacchae (1330).%® Finally, a characteristically Euripidean dramatic component is the
rhetorical agon. In the Metamorphoses such an agon is found in Book 13, namely the Judgment
for Achilles’ arms. Agonistic features can also be found in the artistic contests of the Pierids with

the Muses in Book 5 and of Minerva with Arachne in Book 6.
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Chapter 2

Liber adest: Dionysiac epiphany and maenadic frenzy

The central focus of this chapter is the reception of the Bacchae in the Metamorphoses. The
Euripidean tragedy’s pervasive presence throughout Ovid’s “Thebaid” (3.1-4.603), which traces
the rise and fall of the house of Cadmus, is evidenced not only by its extensive reworking in the
Pentheus episode (3.511-733), but also by the fact that many marginal stories of the drama are
developed in the Ovidian epic into full-fledged narratives. Cadmus’ foundation of Thebes and his
creation of the spartoi opening the third book (3.1-137) are mentioned by the Euripidean Tiresias
(170-172) and the play’s chorus (264, 538-544) respectively.” After killing Ares’ serpent
Cadmus hears the disembodied voice of Minerva predicting his future transformation into a
snake (3.97-98), a divination which recalls Dionysus’ prophesy to Cadmus as deus ex machina in
the exodos of the Bacchae (1330-1332).100 Ovid in fact brings his Theban cycle to its conclusion
with a detailed account of the metamorphosis of Cadmus and Harmonia into serpents (4.563-
603).

Another story, which is only alluded to in the Euripidean play, but becomes an
autonomous narrative in the Metamorphoses, is that of Actaeon (3.138-252). In the first episode
Cadmus reminds Pentheus of the tragic fate of his cousin as a cautionary exemplum, so that he
may cease his hybris towards Dionysus: Actaeon boasted that he was superior to Artemis in

hunting and thus he was punished by the goddess by being devoured by his owns hounds (337-

% Keith has observed (2002a, 263) that the Ovidian account of Cadmus’ founding of Thebes, his slaying of Ares’
serpent, and the sowing of its teeth evokes the second stasimon of Euripides’ Phoenician Women (638-675).
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341)."°! Ovid, on the other hand, drawing on Athena’s prophecy of Actaecon’s doom in
Callimachus’ Bath of Pallas (107-118) as his primary source alters the type of Actaeon’s
offense, since Diana punishes the young hunter for accidentally stumbling on her while bathing
by transforming him into a stag and he is soon afterwards torn to pieces by his dogs. Moreover,
as we shall see in the next section, Ovid following his Euripidean and Callimachean models
weaves together the story of Actaeon with that of Pentheus, another Theban youth who suffers
dismemberment for his outrage towards a divinity. Finally, the story of Semele recounted by
Ovid immediately after that of Actaeon (3.253-325) is often cited in the drama. For example,
Dionysus in the prologue recalls at the sight of his mother’s tomb the incineration of Semele by
Zeus’ thunder brought about by the plot of Hera (1-9).

The appropriation of the Bacchae will be examined in three episodes of the Ovidian epic:
Pentheus (3.511-733), the daughters of Minyas (4.1-415), and Orpheus (11.1-84). The story of
the Theban king’s impious resistance to Bacchus leading to his dismemberment by the maenads
draws on Euripides’ play as its main source in terms of structure, themes, scenic evocations, and
verbal reminiscences. At the same time Ovid fuses his Euripidean model with other texts through
intertextual conflation: the embedded narrative of the Tyrrhenian sailors is modeled on the
Homeric Hymn to Dionysus; the description of Pentheus’ dismemberment assimilates elements
from Theocritus’ Idyll 26; finally, many scenes of the narrative echo episodes of the Aeneid to
the effect that Ovid’s characters are reminiscent of multiple Virgilian figures.

Ovid also makes use of the allusive technique of “fragmentation”, namely the
dismantling of a Euripidean play down to its basic elements and their transposition to various

episodes in the Metamorphoses. In particular, he transplants aspects of the Bacchae into the tales

1%V A further reference to Actaeon is found at the end of the drama, where Cadmus informs Agave that she and her
fellow maenads dismembered Pentheus at the same place, where his cousin was rent by his dogs (1291).
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of the Minyads and Orpheus, which like the Pentheus story involve a human hybris towards
Bacchus incurring divine retribution: the daughters of Minyas spurn the god by refusing to take
part in his festival and are consequently metamorphosed into bats, while the Thracian maenads
are transformed into oak trees for impiously murdering Orpheus, who is Bacchus’ priest. The
Roman poet grafts into the Minyads story features of the Bacchae that he did not previously
incorporate in the Pentheus episode. As we shall see, Euripidean echoes can be detected in the
description of the Minyads’ hybris, in the Bacchic hymn sung by the Theban female
worshippers, as well as in the god’s epiphany to the impious sisters. Moreover, there is indirect
reception of Euripides through intratextual conflation, in that Ovid transfers many elements from
his own Pentheus narrative into the tale of the Minyads.

The primary intertext for the narrative of Orpheus’ death (11.1-84) is Virgil’s Georgics
(4.453-527). Ovid, however, often deviates from his Roman predecessor evoking Euripides
instead. I will attempt to demonstrate that the description of Orpheus’ sparagmos blends by
means of intertextual conflation the Virgilian account of the bard’s demise with Euripides’
Bacchae, which relates the dismemberment of another victim of maenadic furor. More
specifically, Ovid appropriates elements from the play’s second stasimon and its two messenger
speeches through “fragmentation” and at the same time inserts into the Orpheus episode aspects
from his own Pentheus narrative by means of intratextual conflation. The final section of the
chapter explores Ovid’s depiction of Procne, Medea, and Byblis as “maenads” echoing the

Virgilian portrayal of Dido and Amata as “Bacchants”.
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2.1 Pentheus

The Pentheus narrative, which concludes the third book of the Metamorphoses (511-733),
engages with a great variety of intertexts.'”> Ovid’s primary source is Euripides’ Bacchae, which
dramatizes the conflict between Dionysus and the king of Thebes. The Roman poet signals his
dialogue with the Greek tragedian through thematic affinities, structural parallels, scenic
allusions, and verbal echoes. Euripides’ own model was Aeschylus’ Pentheus, of which survives
only a single line, so that it is impossible to know whether Ovid himself appropriated any
elements from it.'” The epic poet blends the Euripidean play with other literary antecedents by
means of intertextual conflation and at the same time introduces his own innovations, thus
creating a highly original and multifaceted narrative. The other main Greek intertexts of the
Ovidian episode are the Homeric Hymn to Dionysus, upon which is patterned Acoetes’ story
about Bacchus and the Tyrrhenian sailors, and Theocritus’ Idyll 26 entitled Afjvan 1| Baxyot, an
epyllion with hymnic conclusion, which is evoked in the scene of Pentheus’ dismemberment.
The question of Ovid’s sources in the Pentheus story is further complicated if we take
into account that apart from the aforementioned Greek predecessors he may also have derived
material from two Roman Republican tragedies, namely Pacuvius’ Pentheus (or Bacchae) and
Accius’ Bacchae, which in turn drew on Euripides’ drama. The scant remains of these dramas,
however, do not permit us to draw any safe inferences about the extent of Ovid’s debt to them.
Nineteen fragments survive from Accius’ play, while the only attestations to the existence of the

Pacuvian drama, from which not a single fragment is extant, are offered by Servius and Servius

102 Recent treatments of the episode include James 1991-1993, Feldherr 1997, Keith 2002a, Janan 2004, 2009, and
McNamara 2010.

103 Radt 1985, 298-299.
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auctus, both of whom mention that in Pacuvius’ tragedy Pentheus was seized with madness (ad
Aen. 4.469). Servius auctus offers a summary of the Pentheus myth, in which it is not Bacchus
himself, but his attendant Acoetes, who is imprisoned by the Theban king. It has been suggested
that this synopsis reflects the plot of Pacuvius’ Pentheus and that Ovid assumed the character of
Acoetes from the Republican play. Other scholars have noted, however, that Servius auctus’
abridgement does not include the motif of Pentheus’ frenzy attributed to the Pacuvian drama and
that it evokes closely the language and content of the Metamorphoses narrative thus arguing that
it is in fact based on the Ovidian treatment of myth.'*

Last but not least, another significant Roman intertext is Virgil’s Aeneid, a work with
which the Metamorphoses engages in a complex and ceaseless intertextual dialogue. The
frequent verbal reminiscences, thematic echoes, and scenic evocations of the Aeneid reveal the
constant lurking presence of a Virgilian subtext in Ovid’s Pentheus episode. In particular, the
opening scene between Pentheus and Tiresias evokes Pyrrhus’ encounter with Priam and Turnus’
confrontation with Allecto; Pentheus’ harangue to the Thebans recalls Laocoon’s speech to the
Trojans and Turnus’ patriotic exhortations to the Rutulians; Acoetes’ cunning deception of the
Theban king echoes Sinon’s trickery of the Trojans; the Theban king’s impiety towards the gods
and penchant for torture make him resemble Mezentius; Pentheus’ portrayal as a fierce war horse
is reminiscent of Turnus’ march to battle and Dido’s depiction as a frenzied Bacchant; finally,
Agave’s slaughter of Pentheus reenacts Pyrrhus’ murder of king Priam.

Therefore, Ovid employs both types of intertextual conflation, in that he merges
Euripides’ Bacchae with pre-Euripidean material (Homeric Hymn to Dionysus) as well as with

Hellenistic and Roman intermediate models (Theocritus, Pacuvius, Accius, and Virgil). The

104 For a discussion of this question see Schierl 2006, 419-420.
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second type involves the use of the so-called “double allusion”, whereby Ovid evokes the
Euripidean drama both directly and indirectly through the Hellenistic and Roman intertexts,
which may in turn echo the Greek original. The Ovidian narrative thus emerges as an intricate
palimpsest of intertexts bearing the poet’s own seal. The Pentheus story falls into four scenes,
each of which corresponds to an episode or combination of episodes of Euripides’ Bacchae. In
the opening scene (3.511-527) the seer Tiresias is mocked by Pentheus and predicts the Theban
king’s deadly fate. This encounter fuses elements from Dionysus’ prologue (1-63) and the first
episode (170-369) of the Euripidean drama, where Pentheus and the prophet engage in an agon-
like debate on the worship of Dionysus. Furthermore, as we shall see, the confrontation between
Tiresias and the Theban king reenacts the clash between Oedipus and the seer in Sophocles’
Oedipus Tyrannus (300-462), while Tiresias’ prophecy to Pentheus about his coming doom is
highly reminiscent of Athena’s prediction concerning Actaeon’s fate in Callimachus’ Bath of
Pallas (107-120). The second scene (3.528-571) consists of Pentheus’ harangue to the Theban
people, whereby he vainly attempts to persuade them to reject the Bacchic cult and take up arms
against the god. This speech blends features from the Theban king’s diatribe against Dionysus in
the first episode of Euripides’ play (215-247) and his mustering of the Theban troops for an
expedition against the Bacchants in the fourth episode (778-786). In the third scene (3.572-700)
Acoetes, an attendant of the god, is brought in fetters before Pentheus and recounts the story of
Bacchus and the Tyrrhenian sailors. This scene constitutes a conflation of the second episode of
the Bacchae (434-518), where Pentheus questions and imprisons the captured Lydian stranger,
and the first messenger speech, in which a herdsman relates to Pentheus how he and his fellow
shepherds tried unsuccessfully to capture Agave (677-774). Ovid has ingeniously replaced this

report with the inserted narrative of the Tyrrhenian sailors based on the Homeric hymn to the
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effect that Acoetes plays simultaneously the roles of the Homeric helmsman, the Lydian
stranger, and the Euripidean herdsman. Finally, the fourth scene (3.701-733), in which the epic
narrator recounts the dismemberment of Pentheus by the Bacchants, is modeled on the play’s
second messenger speech (1024-1152) and at the same time incorporates elements from

Theocritus’ Idyll 26.

2.1.1 An unheeded prophecy

The Pentheus episode opens with the confrontation between the prophet Tiresias and the Theban
king. Although the seer is esteemed by everyone, Pentheus alone spurns his prophetic powers
and cruelly taunts him about his blindness. Tiresias replies by pronouncing a dire prophecy of
Pentheus’ imminent death at the hands of the Bacchants.

Pentheus is depicted in a negative light from the very outset, echoing his Euripidean
counterpart. He is characterized as “scoffer of the gods” (3.514 contemptor superum), a
designation which corresponds to that of the Euripidean Pentheus as Oeopdyoc (“god fighter”)
(45 B¢ Oeopoyet Té kot £pg).'? Tt has also been observed that this description of Pentheus makes
him resemble Mezentius, who is branded in the Aeneid as a “scorner of the gods” (7.648
contemptor divum, 8.7 contemptor deum).'® This implicit comparison to the Virgilian tyrant
serves to portray the Theban king as an oppressive and godless autocrat. Ovid’s depiction of
Pentheus as an aggressive, militarist, masculine, and patriotic despot until his very downfall

constitutes a significant deviation from Euripides, where the Theban king undergoes a

105 Bsmer 1969, v. 3.513; Barchiesi 2007, v. 3.514.

106 Bsmer 1969, v. 3.513; Anderson 1997, v. 3.514; Barchiesi 2007, v. 3.514.

48



transformation from tyrannical sovereign to disguised maenad completely under Dionysus’
control.'"’

Ovid’s portrayal of Tiresias is much more traditional than that of Euripides.'® The Greek
tragedian diverges from the customary depiction of the seer by downplaying his standard
prophetic role and transposing the knowledge of the future from the diviner to Dionysus himself
in the prologue. Ovid, on the other hand, conforms to the typical presentation of Tiresias in other
tragedies as the seer par excellence. Pentheus’ mockery of Tiresias’ prophetic utterings may
indirectly recall the Euripidean hero’s insolent derision towards his grandfather Cadmus when he
sees him dressed in Bacchic apparel.'” But neither Pentheus’ polemic against Tiresias’ prophetic
abilities nor his taunting of the seer’s blindness (3.515-516), which both belong to the tragic
topos of the conflict between tyrant and prophet, have any precedent in Euripides. Ovid’s
immediate model both for Pentheus’ taunts and for Tiresias’ prophetic response is Sophocles’
Oedipus Tyrannus (370-376, 413, 447-462), where another Theban king, who disputes Tiresias’
power of divination and mocks his blindness, is eventually punished with blindness himself not
only mental, like Pentheus, but also physical.''°

Tiresias responds to Pentheus’ insults by uttering an ominous prophecy: Bacchus will
soon arrive in Thebes, but the Theban king will not honor him and thus will be dismembered by

his female kin (3.517-528). The seer replies sarcastically to the king’s taunts about his blindness

by opening his prediction with the comment that Pentheus would be blessed if he also was

' Barchiesi 2007, 208.
'% Barchiesi 2007, vv. 3.511-512.
1% Met. 3.513-514 praesagaque ridet verba senis; Ba. 249-251 6p® matépa € PNTPOC THS EHAG, TOADV

véhwv, vapnkt Poxysvovt', 322-323 &yam (i.e. Tiresias) uév ovv ki Kadpog, v ov Stoyehdic, Kioodt T épeyouscda
K01 YOPELOOLLEY.

10 Barchiesi 2007, vv. 3.515-525.
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deprived of his sight, so that he would not behold the Bacchic rites and closing it with the ironic
remark that Pentheus will lament the fact that Tiresias despite his blindness has “seen” too well
what will happen to him. This prophecy not only sketches with precision the sequence of events
leading to Pentheus’ death, namely his rejection of Bacchus, beholding of the forbidden Bacchic
rites, and dismemberment by his female relatives, but also introduces the theme of sight and
viewing which is integral to Euripides’ Bacchae and to the third book of the Metamorphoses as a
whole. Tiresias is physically blind but possesses keen mental vision, whereas Pentheus can
physically see but is mentally and morally blind. This contrast between physical and mental
blindness is appropriated from the conflict between Oedipus and Tiresias in Sophocles’ OT (370-
376, 413, 454).

The prophetic nature of Tiresias’ words is stressed by specific markers (3.519 auguror,
524 eveniet), by the repeated use of the future tense (3.522 spargere, 523 foedabis, 524
dignabere, 525 quereris) and even more significantly by the omniscient narrator’s confirmation
that the oracle will be fulfilled (3.527). By putting this fatal prophecy into the mouth of Tiresias,
Ovid once again follows Sophocles and diverges from the Euripidean model. Whereas in the OT
Tiresias utters a riddling, yet accurate prophecy of Oedipus’ fate (447-462), in the Bacchae the
seer pronounces a markedly un-prophetic warning to Cadmus to beware lest Pentheus bring woe
to his royal house, a warning deriving not from his prophetic skills but simply from his

observation of the facts.'!!

The Euripidean Tiresias’ admonition to Cadmus is thus transformed
by Ovid under the influence of Sophocles into a prediction addressed to Pentheus himself. It has

been argued that in this way the Ovidian Pentheus is depicted as even more rash and blind than

""" Ba. 367-369 Ilevledg &' dmog i mévlog sicoiost d6potg / toig coiot, Kadue: pavrikiit pév od Aéywm, / toig
TPAYLOCY OE" HAPO YOp HDPOG AEYEL.
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his Euripidean predecessor, since he disregards a sinister prediction of a seer whose prophetic
abilities have recently been confirmed by the fate of Narcissus.''?

What has not been observed, however, is that the Ovidian Tiresias’ prophecy may also
implicitly reflect the words of Dionysus himself in the prologue of the Bacchae. The god says
that Pentheus disputes his divine status and proclaims that he will demonstrate his divinity to the
entire city of Thebes (45-48). This statement can be viewed as a cryptic foretelling that Dionysus
is going to punish the Theban king for disrespecting him. Furthermore, the god announces that if
the Thebans attempt to capture his maenads by force, he will lead an army of Bacchants against
them (50-52), a threat that is never realized in the drama.''® The speech of the Ovidian Tiresias,
on the other hand, unlike the riddling and misleading predictions of Dionysus, explicitly
prophesies that Pentheus will outrage Bacchus and will consequently be torn limb from limb by
the maenads (3.521-523). Pentheus reacts instantly and vehemently to Tiresias’ divination by
pushing him out of the way in the middle of his speech (3.526). This violent response obliquely
evokes the attitude of the Euripidean Pentheus, who in order to take vengeance on Tiresias for
teaching Cadmus the Bacchic rites orders his men to pry up his seat of prophecy with crowbars
and overturn it (345-351).""* The Ovidian Pentheus, who physically abuses the seer, is thus
portrayed as even more savage than his Euripidean predecessor, who wants to punish Tiresias by
destroying his oracle.

Another significant intertext for the Tiresias-Pentheus scene is Callimachus’ Bath of

Pallas. The tales of Pentheus and his cousin Actaeon are closely interwoven by Ovid in

"2 Barchiesi 2007, vv. 3.511-512.
'3 Seaford (2001, 153-154) argues that these lines may reflect the traditional story of Pentheus, according to which
the Theban army engaged in an armed conflict with the maenads and was defeated, so that the astonishment of the

audience will be greater when Euripides deviates from it.

14 Barchiesi 2007, v. 3.526.
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adherence to Euripides’ Bacchae and the various interconnections between them will be
examined in detail later in this section. Their most significant affinity is that both stories deal
with the theme of a mortal beholding a taboo sight and subsequently suffering punishment in the
form of dismemberment. Just as Actaeon views Artemis bathing naked and is punished by the
goddess by being metamorphosed into a stag and consumed by his own hunting dogs, similarly
Pentheus’ viewing of the forbidden Bacchic rites leads to his sparagmos by the maenads. Ovid
treats the story of Actaeon early in Metamorphoses 3 (138-252) drawing on the Callimachean
hymn as his primary model. Below I will argue, however, that the Roman poet engages with his
Hellenistic source in a more complex manner by utilizing the allusive technique of
“fragmentation”, which, as we have seen, he also frequently uses in his appropriation of
Euripides. Exploiting the many parallels between the two narratives Ovid transfers elements
from one story to the other. In particular, Athena’s prophecy to her attendant Chariclo
concerning Actaeon’s impending doom is not included by the poet in own version of the myth,
but is instead transposed to the Pentheus episode and transformed into Tiresias’ prediction to the
Theban king describing his imminent tragic fate.

Ovid calls attention to his allusion of the Callimachean intertext by means of overt verbal
reminiscences. After Tiresias is blinded by Athena for accidentally seeing her bathing, the
goddess reveals to his lamenting mother Chariclo that Actaeon’s parents, Aristaeus and Autonoe,
will one day pray that their son might also be inflicted with blindness by Artemis for witnessing
her bath instead of being devoured by his hounds (107-115). The goddess stresses the mildness
of Tiresias’ punishment in comparison to that of Actaeon through rhetorical hyperbole, claiming

that Autonoe will call Chariclo the most blessed of women for retrieving her son merely blind,
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whereas she will have to collect her own son’s remains from the wilderness.''> Ovid explicitly
evokes his Hellenistic antecedent by having his Tiresias assert that Pentheus would be fortunate
if he were also blind like him, so that he would not behold the prohibited Bacchic rites, which
would result in his being torn to pieces by the maenads.''® Hence, just as in Callimachus
Tiresias’ loss of vision is presented by Athena as a much more blissful state than Actaeon’s
future sparagmos, likewise in Ovid Tiresias deems his own blindness as preferable to Pentheus’
eyesight, which will ultimately bring about the Theban king’s dismemberment. It as if the
Ovidian Tiresias has heard the Callimachean Athena’s prophecy about Actacon and now delivers
an analogous prediction to Pentheus (!). What is more, both texts offer a similar description of
the Theban youths’ transgression and punishment. Athena foretells that Actacon will become the
feast of his own dogs after inadvertently beholding Artemis’ bath and Autonoe will afterwards
perform the sad duty of assembling her son’s scattered bones from the mountain thickets.''” In
analogous manner Tiresias prophesies that Pentheus’ viewing of the secret Bacchic rites and
refusal to afford honor to Dionysus will lead to his gruesome fate: he will be dismembered by the
maenads, his limbs will be scattered everywhere, and his mother and aunts as well as the whole
forest will be smeared with his blood."®

The essential difference between the two scenes concerns the function of the prophecy in
its respective context. Athena employs the mythological exemplum of Actaeon, in order to offer

consolation to Chariclo, who is lamenting for the blindness that has been visited on her son.

11 5 r s 1 v s . e 2 1 5 \ ~Q ,
SH. 5.117-118 dABiotav &' £péet o€ kai edaimva yevésOon / £& dpémv dhadv maid' dmodeEapévay.

" Met. 3.517-525 'quam felix esses, si tu quoque luminis huius / orbus' ait 'fieres, ne Bacchica sacra uideres.

11 < ’ 5 SOVA » r I r 5 5 v N .
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'8 Met. 3.518 Bacchica sacra uideres, 523-524 mille lacer spargere locis et sanguine siluas / foedabis matremque
tuam matrisque sorores.
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More specifically, the goddess aims to comfort her favorite attendant for Tiresias’ punishment by
rhetorically juxtaposing it with the much more severe penalty that will be suffered by Actaeon in
the near future. On the contrary, Tiresias’ prediction to Pentheus has a mocking character in
response to the Theban king’s insolent derision towards the seer’s blindness and prophetic
utterings. The prophet sarcastically comments that Pentheus would be lucky if he shared his
blindness, so as to avoid seeing the secret Bacchic rites. The contrasting tone of the two speeches
is particularly manifest in their denouement. Athena concludes her prophecy by asking her
attendant not to “whimper”, because as a favor to her she will confer on Tiresias many honorary
gifts, such as the power of prophecy, longevity, and immortal fame, in order to compensate for
the deprivation of his sight.119 Tiresias, on the other hand, ends his pronouncement by
sardonically predicting that Pentheus will soon lament the fact that the seer has “seen” too well
his future despite his blindness.'*’

The encounter of the Theban king and the prophet apart from conversing with tragic and
Hellenistic intertexts is also evocative of the confrontation between Turnus and Allecto in the
Virgilian epic (7.406-474). The Fury, who is bent on kindling war between the Trojans and the
Italians, takes on the guise of Calybe, Juno’s aged priestess, and visits the Rutulian prince in his
sleep exhorting him to take up arms against Latinus for bestowing the throne and his promised
bride, Lavinia, to the foreign intruder, Aeneas. Turnus, however, derides the old seer and
haughtily rejects her counsel causing the enraged Allecto to assume her true form and inspire
him with infernal frenzy, so that he may violate the peace and wage war against the Trojans. To

begin with, just as the diviner Tiresias warns Pentheus to show piety towards Bacchus, likewise

"9 H.5.119 & &tapa, T pi Tt pvdpeo” Tdde yap GAAa / Ted yaptv €€ Enébev moAY pevedvt yépa.

120 Met. 3.524-525 eueniet; neque enim dignabere numen honore, / meque sub his tenebris nimium uidisse quereris.
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the seer Calybe urges Turnus to take military action against the Trojans. In both cases the
prophet’s old age is indicated by their hoary hair.'*' Furthermore, the two young heroes display
an analogous scornful attitude towards the seers: Pentheus taunts Tiresias for his blindness and
mocks his powers of divination echoing the arrogant derision of Turnus towards Calybe’s
senility and prophetic utterings.122

Finally, Ovid transforms Allecto’s furious reaction to Turnus’ contemptuous dismissal of
her advice into Pentheus’ violent response towards the sarcastic prediction of Tiresias. The
wrathful Fury reveals her fiendish shape and while the faltering Turnus is trying to address her,
she pushes him back.'” In an analogous manner the infuriated Pentheus thrusts Tiresias aside,

whilst the prophet is still speaking.'**

The affinity between Allecto and Pentheus is also
illustrated by their serpentine associations: the Fury’s hair is entwined with hissing snakes, while
the Theban king traces his ancestry from the spartoi (“sown men’’), who sprang from the teeth of
Mars’ serpent sown by Cadmus (3.531 anguigenae), and more specifically he is the son of
Echion (3.513 Echionides, 526 Echione natus), whose name literally means “viper-man”.'*

The Pentheus-Tiresias scene is also reminiscent of another Virgilian episode: the

confrontation between Pyrrhus and Priam in Aeneid 2. First of all, both heroes bear an affinity

with serpents, which reflects their savage, impious, and bestial nature: the Greek warrior is

12 Met. 3.516 ille movens albentia tempora canis; Aen. 7.417-418 induit albos / cum uitta crinis.

122 Met. 3.513-516 spernit... /... Pentheus praesagaque ridet / verba senis tenebrasque et cladem lucis ademptae /
obicit; Aen. 7.435-436 Hic iuuenis uatem inridens sic orsa uicissim / ore refert, 440-442 sed te uicta situ uerique
effeta senectus, / 0 mater, curis nequiquam exercet, et arma / regum inter falsa uatem formidine ludit.

123 Aen. 7.448-450 tantaque se facies aperit; tum flammea torquens / lumina cunctantem et quaerentem dicere plura /
reppulit.

124 Met. 3.526 talia dicentem proturbat.

12> Aen. 7.447 tot Erinys sibilat hydris, 450 geminos erexit crinibus anguis.
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compared to a snake, which having just risen from hibernation and sloughed off its skin is
gleaming in the sun (2.471-475), and, as we saw earlier, the Theban king owes his serpentine
origins to the Sown men in general and to his father Echion in particular. What is more, the epic
simile in which the angry Pentheus is compared to a torrent, which becomes violent when it
meets with impediments, evokes both the monstrous serpent of Mars described as a swollen river
and the raging Pyrrhus likened to an overflowing river overcoming all obstacles in its path.'*®
Barchiesi remarks that the personal note (sic ego) of the Ovidian simile is unusual not only for
epic poetry in general, but even for the subjective and unconventional style of Ovid himself. He
also notes that the formula vidi ipse, which is used by Ovid to introduce the simile, is
appropriated from the internal narrator Aeneas, who employs it, however, in order to signal the
resumption of the main action.'”” Thus the furious Pentheus recalls Pyrrhus, while the Ovidian
epic voice is reminiscent of the eye-witness narrator Aeneas.

The exchange between Pentheus and Tiresias alludes to the dialogue of Priam and
Pyrrhus. The connective link between the two scenes is the theme of blood pollution. The old
Trojan king prays that the gods may punish Pyrrhus for killing his son Polites before his eyes and
thus “polluting” with murder his paternal sight.'*® In addition, Pyrrhus later drags Priam through
his son’s blood thereby literally polluting him.'** Priam’s curse will eventually be fulfilled, since

Pyrrhus will suffer a punishment fitting to his crime: he will be butchered by Orestes on

126 Met. 3.568-571 sic ego torrentem...vidi; / at quacumque trabes obstructaque saxa tenebant, / spumeus et fervens
et ab obice saevior ibat; Met. 3.79-80 impete nunc vasto ceu concitus imbribus amnis / fertur et obstantis proturbat
pectore silvas (see Hardie 1990, 225); Aen. 2.496-499 non sic, aggeribus ruptis cum spumeus amnis / exiit
oppositasque euicit gurgite moles, / fertur in arua furens cumulo camposque per omnis / cum stabulis armenta trahit
(See Barchiesi 2007, vv. 3.568-571).

127 Aen. 2.499-500 uidi ipse furentem / caede Neoptolemum [...] (See Barchiesi 2007, vv. 3.568-571).

128 Aen. 2.538-539 qui nati coram me cernere letum / fecisti et patrios foedasti funere uultus.

12 Aen. 2.551 traxit et in multo lapsantem sanguine nati.
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Achilles’ tomb thus defiling his own father with his blood."** In Ovid Tiresias prophesies that
Pentheus is going to be punished by Bacchus for outraging him: he will be dismembered by the
Bacchants and pollute with his blood his female relatives. ! Thus, Pentheus, who defiles with
his gore his mother’s hands, echoes both Polites, whose bloody murder taints his father Priam,
and Pyrrhus, who sullies his father’s tomb by being slaughtered on it. Furthermore, Tiresias’
prophecy of Pentheus’ dire fate is reminiscent of Priam’s prayer for Pyrrhus’ punishment.
Finally, the impetuosity of Pentheus and Pyrrhus is reflected in the way that they both interrupt
speech with sudden and violent action. Pyrrhus ends his speech by ordering Priam to die and
while still saying this he drags him to the altar and slaughters him."”* Likewise Pentheus
interrupts Tiresias in mid-speech and pushes him out of the way.'”> The Theban king’s violent
action also recalls the ferocity of Mars’ serpent at the beginning of Book 3, which levels the trees

that are in its way.]34

This implicit comparison of Pentheus with Pyrrhus and Mars’ serpent
serves to portray him as a wrathful, hybristic, and savage character.

To recapitulate, the opening encounter between the Theban king and the seer appropriates
and reworks elements from various other tragic, hymnic, and epic confrontations: Euripides’

Pentheus and Tiresias, Sophocles’ Oedipus and Tiresias, Callimachus’ Athena and Chariclo, and

finally Virgil’s Turnus-Allecto and Pyrrhus-Priam scenes.

19 Aen. 3.332 excipit incautum patriasque obtruncat ad aras.

B Met. 3.522-523 mille lacer spargere locis et sanguine silvas / foedabis matremque tuam matrisque sorores.

132 Aen. 2.550-551 “nunc morere”. hoc dicens altaria ad ipsa trementem / traxit.

133 Met. 3.526 talia dicentem proturbat Echione natus.

¥ Met. 3.80 obstantis proturbat pectore silvas (See James 1991-1993, 87).
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2.1.2 An unsuccessful harangue

The second scene (3.527-571) begins with the advent of Bacchus in Thebes (3.528 Liber adest),
which introduces the theme of epiphany and recalls the god’s proclamation of his own arrival in
the prologue of the Bacchae (1-2 fjko ... / Atbvvocog, 5 ndpsmt).l35 Pentheus delivers a harangue
to the entire population of Thebes, in which he reviles Bacchus and his eastern followers as
effeminate and morally depraved and attempts to rouse the men of Thebes to arms against the
foreign intruder. His speech meets, however, with utter failure and he furiously orders his
servants to capture the leader of the Bacchants, who poses as a divinity.

In the Metamorphoses the entire population of the city, men and women, young and old,
common folk and nobles, rush to participate in the new rites (3.528-530), a picture which
diverges from the situation in the Bacchae. In the Euripidean play the female population of
Thebes have been maddened by the god and forced to participate in his worship (26-40), while
the only Theban men who are willing to take part in the Bacchic rites are the aged Tiresias and
Cadmus (195-196).]36 Thus, whereas in Euripides it is almost exclusively Theban women who
worship the god and they do this under the sway of divinely inspired frenzy, in Ovid the Theban
worshippers of Bacchus belong to both sexes, all age groups, and every social class and they join
the rites of their own accord. This voluntary and collective acceptance of Bacchus is an Ovidian
departure from his Greek model and its function is to sharpen the focus on Pentheus’ hybris,

since he is presented as the only individual in Thebes who opposes the god. This isolation of the

135 Keith 2002a, 264. See also Barchiesi 2007, v. 3.528. Bomer (1969, v. 3.528) fails to make the connection
between Met. 3.528 and Ba. 1.

1% Both the Euripidean and the Ovidian Dionysus are accompanied by a group of Bacchants, who are his loyal
attendants and worshippers, but these are of eastern origin and clearly distinguished from the Theban maenads.
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impious Pentheus from his reverent subjects has been emphasized from the very opening of the
narrative, where he is the only one who mocks Tiresias’ prophecies and scorns the gods (3.313
ex omnibus unus). Furthermore, in the Bacchae it is not only Pentheus who resists Dionysus, but
also the sisters of Semele, namely Agave, Autonoe, and Ino, who impiously dispute his divinity
and thus the god punishes them by maddening them and compelling them to join his worship
(26-34)."*” Ovid, on the other hand, entirely suppresses the irreverence of Cadmus’ daughters
and makes Pentheus the sole Oeopdyog, thereby amplifying his outrage.138

Pentheus reacts instantly and violently to this civic acceptance of Bacchus by delivering a
speech to the Theban populace. This speech is an Ovidian innovation, since in Euripides the
Theban king never publicly addresses his subjects. Barchiesi has acutely observed that Eteocles’
harangue to the Thebans in Aeschylus’ Seven against Thebes (10-20) constitutes a likely model
for Pentheus’ speech in terms of the patriotic exhortation to fight for one’s homeland, the
reference to a siege, and the distinction between the different age groups of Theban men."” I will
argue, however, that a more immediate source for the Theban king’s harangue may be found in
the fourth episode of the Bacchae. Pentheus has just been informed by the herdsman that the
maenads have assaulted some nearby villages and utterly defeated the country folk in armed
conflict (748-764). He immediately gives orders that the Theban troops be marshaled so that he
might lead them in a campaign against the Bacchants (778-786). This brief declaration of war is
reworked and developed by Ovid into a full-blown patriotic martial speech (3.531-563). His

Pentheus compares the arrival of the Bacchic cult in Thebes to a military invasion and spurs the

137 Barchiesi 2007, vv. 3.701-733.

138 As we shall see in the next section, Ovid transposes instead the motif of a trio of sisters, who reject the divine
status of Bacchus, to the story of the Minyads (4.1-415), which follows directly after that of Pentheus (see Keith
2010, 195).

139 Barchiesi 2007, vv. 3.540-541.
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Theban men to repel Bacchus and his followers and defend their homeland.'*® Both the
Euripidean and the Ovidian Pentheus stress the utter disgrace that the Theban warriors will suffer
if they are defeated by women.'*' Moreover, in both cases Pentheus’ plan to undertake military
action against the Bacchants proves to be futile. In Euripides the Theban king is thwarted by
Dionysus, who disguised as the Lydian stranger convinces him instead of attacking the maenads
to camouflage himself as a Bacchant and spy on them (809-842). In Ovid, on the other hand, it is
the Theban people who oppose Pentheus’ desire to wage war against Bacchus. This is first
implied in a parenthesis in his speech, in which he asks them to move out of his way, so that he
can expose the forged nature of Bacchic worship (3.557 (modo vos absistite)). The Theban
resistance is made explicit, when members of the royal family rebuke Pentheus and attempt to
curb his enmity towards the god (3.564-565).

In his attempt to exhort the Thebans to demonstrate their military prowess, Pentheus

invokes their descent from the teeth of Mars’ serpent sown by Cadmus.'*?

Micaela Janan argues
that Pentheus rhetorically distorts reality by rehabilitating the monstrous serpent of Mars, which
killed many of Cadmus’ companions and almost prevented the foundation of Thebes, as a hyper-

masculine and nationalistic symbol of Thebanness.'*> What is more, this laudatory and proud

reference to the Thebans’ lineage from Mars’ serpent echoes and reverses the chorus’ words in

140 Met. 3.539-540 Tyron [...] nunc sinitis sine Marte capi, 553 Thebae capientur, 546-548 [...] pro fama vincite
vestra! / [...] pellite molles / et patrium retinete decus!.

41 Ba. 778-779 1idn 168" &yyde dote mhp vpdmteTon / HBpropa Boxydv, woyog éc “EAMvac péyag, 785-786 ob yap
GAN' vmepPaiiet Tade, / €l TPOC YVVaIKGY TEIGOMEGD' & Thoyouev; Met. 3.534-537 quos non bellicus ensis, / non
tuba terruerit, non strictis agmina telis, / femineae voces ...vincant?.

2 Met. 3.531 anguigenae, proles Mavortia, 543-545 este, precor, memores, qua sitis stirpe creati, illiusque

animos...sumite serpentis!. For the significance of Pentheus’ descent from Agenor, Cadmus, and Mars’ serpent see
James 1991-1993 and Janan 2004, 2009.

143 Janan 2009, 194-197.
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144 The Asian Bacchants claim that Pentheus has

the second stasimon of the Bacchae (519-575).
revealed his chthonic origin through his father Echion (“viper-man”) and his descent from the
serpent of Mars by imprisoning the Lydian stranger and intending to put the Bacchants into
chains.'” They characterize him a “savage-looking monster” (541 aypiwnodv tépac) and compare
him to the giants who rebelled against the gods and were also earthborn like the Thebans.'*
Finally, the chorus summon Dionysus to descend from Olympus and put an end to Pentheus’
hybris (553-555). Thus the chorus’ polemical reference to Pentheus’ serpentine origin,
illustrative of his impious and bestial nature, is rhetorically transformed by the Ovidian Pentheus
into an exultant commemoration of the Thebans’ descent from Mars’ serpent, which is raised to
the level of a patriotic emblem bearing connotations of autochthony and military prowess.
Pentheus’ speech in the Metamorphoses also contains multiple allusions to the debate of
Pentheus with Tiresias and Cadmus in the first episode of Bacchae (170-369). Just as the Theban
king in Euripides attempts to persuade his grandfather and the seer not to accept the cult of
Dionysus, the Ovidian Pentheus’ speech is designed to induce the Thebans to reject Bacchic
worship. Tiresias calls Pentheus mad for opposing Dionysus, a reproach which is evoked and
inverted by Ovid, since his Pentheus opens his speech by wondering what frenzy has possessed

the Thebans to make them welcome Bacchus.'*’ In addition, both the Euripidean and the Ovidian

Pentheus revile the Bacchants in analogous terms. The maenads are accused of participating in

"% Barchiesi 2007, vv. 3.543-545: “pud sembrare bizzarra l'insistenza patriottica sulla discendenza dai denti del
drago e dalla terra, ma in tragedia greca non mancano tentativi di valorizzare in questo senso l'eredita degli Spartoi,
in termini di autoctonia e marziale orgoglio, anche se rimane sempre possibile I'implicazione alternativa, brutalita e
istinto fratricida (cfr. Euripide Bacch. 537-44).”

15 Ba. 537-538 avagpaivet x06viov / yévog Ekpic ye SpaKovToC.

14 Ba. 542 @oviov &' dote yiyavt avtinalov Oeoic.

7 Ba. 326-327 paivin yap ¢ dhyiota, kodte @opudxolg / dixn Adpoig dv odt évev todtov vosov, 359 uéumvag
1on, kol wpiv £€eotdg @pevdv; Met. 3.531-532 'quis furor [...] vestras / attonuit mentes?.
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fake religious rites,'** indulging in excessive wine drinking149 and engaging in sexual
wantonness.' "

Pentheus’ tirade against Bacchus also echoes the Euripidean hero’s invective against the
Lydian stranger, who is in fact Dionysus in disguise (215-247). In both cases the god is charged
with introducing an effeminate, counterfeit, and morally depraved cult. The Lydian stranger is
characterized as a wizard and sorcerer, while the Ovidian Pentheus claims that the Bacchic rites
are nothing but magic deceptions.15 ! The stranger is portrayed as having fragrant locks, while in
the Metamorphoses the Theban king refers to Bacchus’ hair as soaked in myrrh.'** In both cases
the scented hair is mocked as a sign of eastern luxury and effeminacy.'”” Finally, just as the
Euripidean Pentheus declares that he will put an end to the Bacchic rites promoted by the Lydian
stranger and to his false assertions that Dionysus is a god and a son of Zeus (240-243), likewise
his Ovidian counterpart claims that he will compel Bacchus to confess his counterfeit paternity
and the forged nature of his worship (3.557-558)."%* Finally, Tiresias in Euripides in his attempt

to convince Pentheus of Dionysus’ divinity cites a list of his special powers, one of which is his

ability to madden and panic troops before battle (302-305). This statement may be echoed and

'8 Ba. 217-218 yvvoikag fpiv ddpat skhelomévar / mhootdiot Bokysiotow, 224 mpoéeacty pev d¢ 81 povadag
Bvookoovg; Met. 3.534 fraudes (See Bomer 1969, v. 3.534; Barchiesi 2007, v. 3.534).

99 Ba. 221-222 mMipeic 8¢ Bidooic év pécototy iotavar / kpatiipag; Met. 3.536 mota insania vino.

130 Ba. 222-223 gy &' dAhoo' eic Epnuiav / mrdocovoav dvaic dpoévav dmmpetelv; Met. 3.537 obscenique
greges (See Bomer 1969, v. 3.537).

51 Ba. 234 yomg énandoc; Met. 3.534 magicae fraudes (See Bomer 1969, v. 3.534; Barchiesi 2007, v. 3.534).
132 Ba. 235 EavBoiot Pootpiyototy eboopog kounv; Met. 3.555 madidus murra crinis.

153 Barchiesi 2007, vv. 3.555-556.

154 Bomer 1969, v. 3.558.
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inverted by the Ovidian Pentheus who calls Bacchus an “unwarlike boy” (3.553) and refuses to
be terrified by him.'

Pentheus’ speech also evokes and reworks various scenes from the Aeneid. To begin
with, the Theban king’s nationalistic harangue to the Thebans urging them to fight against
Bacchus and his followers recalls Turnus’ patriotic exhortation to the Rutulians to march to war
against the Trojans and the Latins reported by the epic narrator in free indirect speech (7.467-
474). The Rutulian prince orders the choicest young warriors to take up arms and defend their
homeland by repelling the enemy from their borders.”® In an analogous manner Pentheus
rebukes the young Thebans for replacing their arms with Bacchic paraphernalia and spurs them
to drive away the foreign intruders and thus preserve their fatherland’s glory."’ There also,
however, essential differences between the two scenes. Whereas the devout Turnus invokes the
gods to bear witness to his martial vows, the impious Pentheus scorns the gods collectively.158
Moreover, the two speeches meet with a diametrically opposite reception. The Rutulian warriors
inspired by their leader’s fiery speech eagerly goad each other to prepare for battle.””” The
Theban royal family, on the contrary, reprimand Pentheus for his harangue and attempt to
restrain his belligerence against Bacchus.'® The allusion to the Virgilian model is signaled by

means of an overt intertextual pointer. Virgil enumerates the different reasons why the Rutulian

135 Met. 3.561 Penthea terrebit cum totis advena Thebis? (See Bomer 1969, v. 3.553)

1% Aen. 7.467-469 ergo iter ad regem polluta pace Latinum / indicit primis iuuenum et iubet arma parari, / tutari
Italiam, detrudere finibus hostem.

"7 Met. 3.540-542 vosne, acrior aetas / 0 iuuenes, propiorque meae, quos arma tenere, / non thyrsos, galeaque tegi,
non fronde decebat?, 547-548 uos pellite molles / et patrium retinete decus.

138 Aen. 7.471 diuosque in uota uocauit; Met. 3.514 contemptor superum.
139 Aen. 7.472 certatim sese Rutuli exhortantur in arma.

1% Met. 3.565 corripiunt dictis frustraque inhibere laborant.

63



soldiers were stirred by their commander’s speech (i.e. his preeminent youth and beauty, his
royal ancestry, and his military exploits) by employing the deictic pronoun hunc in triple

161

anaphora.” Ovid appropriates the triple hunc, but ironically imparts on it the exactly reverse

function: it now serves to emphasize the censure of Pentheus’ speech by his relatives (1).'*

The harangue of the Theban king to his people may also allude to another Virgilian
episode: Laocoon’s speech to the Trojans (Aen. 2.40-56). The two scenes have an analogous
setting: Laocoon delivers an ardent speech to the Trojans attempting to persuade them to distrust
the Greeks and not bring the Wooden Horse into the city, while Pentheus fervently addresses the
Theban people aiming to induce them to reject the Bacchic cult and wage war against Bacchus
and his retinue. The two speakers stress that the city is in danger of falling at the hands of a
foreign invader if the citizens do not heed their advice. Both Laocoon and Pentheus fail,
however, to convince their audience and are ultimately punished for their outrage towards a
divinity. Laocoon is slain by the twin serpents for his sacrilegious wounding of the Wooden
Horse, which is a votive offering to Minerva, while Pentheus is dismembered by the Bacchants
due to his impious resistance to Bacchus.

The thematic affinities between the two scenes are underscored by verbal echoes of the
Virgilian epic. The festive celebration of the Bacchic rites in Thebes upon the advent of the god,
may recall the jubilant worship of the gods by the ignorant Trojans during the last day of their

city.163 Both Laocoon and Pentheus address a throng of people (Aen. 2.39, Met. 3.530 vulgus)

and open their speeches with a series of four rhetorical questions both wondering what madness

1" Aen. 7.473-474 hunc decus egregium formae mouet atque iuuentae, / hunc ataui reges, hunc claris dextera factis.

162 Met. 3.564-565 hunc auus, hunc Athamas, hunc cetera turba suorum / corripiunt dictis.

163 Met. 3.528-530 [...] festisque fremunt ululatibus agri / [...] ad sacra feruntur; Aen. 2.248-249 nos delubra deum
miseri, quibus ultimus esset / ille dies, festa uelamus fronde per urbem.
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has caused the citizens to be blind to the peril that they are facing.164 Furthermore, just as the
Trojan priest warns his fellow citizens about the notorious cunning treachery of the Greeks,
similarly the Theban king brands the Bacchic rites as nothing more than magic trickery.165
Pentheus’ preference that Thebes be conquered by armed men and military engines rather than
be shamefully sacked by the unwarlike Bacchus may evoke Laocoon’ fear that either Greek
warriors are hiding inside the Horse, or that it is a siege engine.166 In other words, Pentheus’
predilection for an imaginary military invasion of Thebes is reminiscent of Laocoon’s suspicions
of an imminent Greek capture of Troy, which are soon to be fulfilled. Moreover, Pentheus’ proud
assertion that the Thebans have always been fearless before an army in battle array may echo the
description of the Greeks’ invasion of Troy, where the soldiers block the narrow streets of the
city with their swords ready for slaughter.'®” Finally, Pentheus’ reference to the role of fate in the
future survival of Thebes may allude to Aeneas’ lament that if fate had not been unfavorable,
Troy would not have fallen.'®®

All these Ovidian allusions to the Virgilian intertext are on another level deeply ironic
because of the implicit divergences between the two scenes. Whereas the jovial celebrations of

the Trojans are quickly followed by the sack of their city, the revels of the Thebans do not

164 Aen. 2.42 gquae tanta insania?; Met. 3.531-532 quis furor...vestras attonuit mentes?. Mcnamara (2010, 178) also
remarks that the opening of Pentheus’ speech is reminiscent of Laocoon’s.

195 Aen. 2.43-44 aut ulla putatis / dona carere dolis Danaum; Met. 3.534 magicae frauds.

1% Met. 3.549-550 utinam tormenta virique / moenia diruerent, ferrumque ignisque sonarent!; Aen. 2.45 aut hoc
inclusi ligno occultantur Achiui, / aut haec in nostros fabricata est machina muros. Barchiesi (2007, vv. 3.548-550)
points out the tragic irony of Pentheus’ wish that Thebes would be conquered by an army, given that the city is
proverbial in myth for being besieged and destroyed in tragedies about the Seven or the Epigonoi (Aesch. Seven
against Thebes, Eur. Phoenician Women, Suppliant Women).

167 Met. 3.535 non tuba terruerit, non strictis agmina telis; Aen. 2.333-334 stat ferri acies mucrone corusco / stricta,
parata neci.

18 Met. 3.348-349 si fata vetabant / stare diu Thebas; Aen. 2.54 si fata deum, si mens non laeua fuisset, 56 Troiaque
nunc staret.
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foreshadow their own destruction, but that of Pentheus. What is more, the identity and
characterization of the two speakers is diametrically different: Laocoon is a devout priest of
Poseidon, while Pentheus is a godless despot, who opposes Bacchus’ worship. Laocoon’s
warning to the Trojans about the real danger of a military assault by the Greeks contrasts sharply
with Pentheus’ admonition to the Thebans about the imagined threat of a religious “invasion” by
Bacchus. Consequently the Trojan’s disbelief towards Laocoon’s speech leads to the downfall of
their city, whereas the Theban’s opposition to Pentheus’ harangue saves them from Bacchus’
retribution. Moreover, unlike the impious Pentheus, who is justly punished by Bacchus for his
hybris, Laocoon is the innocent victim of Minerva’s cruel and unfair vengeance, since what he
“wounded” with his spear was not in fact a votive offering to the goddess, but a contraption of
the Greeks to bring about the fall of Troy. A final difference between the two heroes, which may
not be coincidental, is that while Laocoon is killed by the twin serpents, Pentheus is repeatedly
connected with Mars’ serpent through his descent from the Sown men as well as through the
comparison of his uncontrollable rage to that of the beast. In terms of Virgilian characters one
could argue that Pentheus in this scene is a “Mezentius” or a “Pyrrhus” in the guise of a
“Laocoon”.

The oblique connection of the Thebans with the Trojans as the recipients of the speeches
of Pentheus and Laocoon respectively is reinforced by means of verbal reminiscences of the
Aeneid. Pentheus reminds the elders of Thebes of their voyage from Tyre to Greece, which
reflects that of the Trojans from their fallen city to Italy.'® Furthermore, the Theban king refers
to their foundation of a “new Tyre”, namely Thebes, which becomes the new seat for their exiled

household gods echoing the Trojans’ foundation of a “new Troy”, that is Rome, where they place

1% Met. 3.538 longa per aequora vecti; Aen. 1.376 diuersa per aequora uectos (See Anderson 1997, vv. 3.538-540;
Barchiesi 2007, v. 3.358).
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their own banished Penates.'” Ovid’s Thebans recall not only Virgil’s Trojans, who are the
proto-Romans, but also Romans themselves.'”' Pentheus characterizes the Thebans as “offspring
of Mars”, because they sprang from the teeth of Mars’ serpent sown by Cadmus (3.531 proles
Mavortia). The Romans are also Mars’ descendants, since the founder of Rome, Romulus, was

the progeny of Mars and Iia.'”

In fact the epithet Mavortius invariably refers to Rome and Ovid
is the only Latin poet to describe another city with it.'”

Further affinities between the Thebans and the Trojans can be found in Pentheus’ diatribe
against Bacchus. The Theban king rhetorically depicts the Theban opposition to the Bacchic cult
as a clash between masculine bellicosity and unwarlike effeminacy. This polemic against the
eastern Bacchus and his followers by the autochthonous Pentheus (3.351 anguigenae) echoes the
invective leveled against the orientalism of Aeneas and his Trojans by their indigenous enemies

in the Virgilian epic.'™

In particular, Pentheus’ mocking enumeration of the musical
accompaniments of the Bacchic thiasus (cymbals, flutes, tambourines, female singing) is highly
reminiscent of the tirade launched by a native Italian warrior, Numanus Remulus, against the
Trojans in the Aeneid, who derisively accuses them of eastern emasculation, sloth, and luxury

and lists the musical accoutrements of the effeminate worship of Cybele (pipe, tambourines, and

boxwood flute) in which he claims that the Trojans participate.'”” In addition, the Theban king’s

179 Met. 3.549 hac Tyron, hac profugos posuistis sede penates; Aen. 1.2 Italiam fato profugus ...uenit, 1.68 Ilium in
Italiam portans uictosque penatis (See Anderson 1997, v. 3.539; Barchiesi 2007, v. 3.538).

"I For the implicit association of Thebes with Rome pervading Book 3 of the Metamorphoses, see Hardie 1990 (esp.

p. 225).

172 Aen. 1.276-277 Romulus [...] Mauortia condet / moenia.

'3 Barchiesi 2007, v. 3.531; see also Anderson 1997, vv. 3.351-352.
' Barchiesi 2007, v. 3.555-556.

175 Met. 3.532-537 aerane tantum/ aere repulsa valent et adunco tibia cornu / [...] femineae voces / [...] inania
tympana vincant?; Aen. 9.617-620 o uere Phrygiae, neque enim Phryges, ite per alta / Dindyma, ubi adsuetis
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scornful reference to Bacchus’ luxurious purple garments embroidered with gold evokes
Numanus’ description of the Trojans’ clothes embroidered with saffron and shining with
purple.'’® Finally, Pentheus’ taunt about Bacchus’ hair soaked in myrrh recalls both Iarbas’
disdainful portrayal of Aeneas as a new “Paris”, whose hair is dripping with perfume and
Turnus’ sneering description of Aeneas’ hair as drenched in myrrh.'”’

The Theban king’s monologue ends with a command to his slaves to capture the leader of
the maenads, who poses as the god Bacchus (3.362-363). These words recall the Euripidean
Pentheus’ orders to his servants to track down and apprehend the Lydian stranger (352-357)."®
Ovid highlights the allusion to the Bacchae by means of striking verbal reminiscences.'” The

Theban king’s speech to his people is entirely unsuccessful and he is reproached for his

irreverence by Cadmus, Athamas and the other members of the court, who strive in vain to check

biforem dat tibia cantum. / tympana uos buxusque uocat Berecyntia Matris / Idaeae (See Barchiesi (2007, vv. 3.532-
533), who remarks that the cults of Bacchus and Cybele were already merged in Attic tragedy through religious
syncretism (see particularly Eur. Ba. 58-9, 78-82, 123-4)).

' Met. 3.556 purpuraque et pictis intextum vestibus aurum; Aen. 9.614 uobis picta croco et fulgenti murice uestis.
Pentheus’ reproachful portrayal of Bacchus as “unwarlike boy”, who prefers a luxurious and effeminate lifestyle to
warlike activities (3.553-556 at nunc a puero Thebae capientur inermi, / quem neque bella iuuant nec tela nec usus
equorum, / sed madidus murra crinis mollesque corona / purpuraque et pictis intextum uestibus aurum) is also
analogous to the censure exerted against the god in Horace’s hymn to Bacchus, where he is considered by his critics
as more suited for peaceful pastimes, such as dancing and games, than for the field of battle (C. 2.19.25-27
quamquam choreis aptior et iocis / ludoque dictus non sat idoneus / pugnae ferebari).

77 Met. 355 madidus murra crinis; Aen. 4.215-217 et nunc ille Paris cum semiuiro comitatu,/ Maeonia mentum
mitra crinemque madentem /subnexus; Aen. 12.99-100 semiuiri Phrygis [...] crinis / [...] murraque madentis (See
Anderson 1997, vv. 3.553-556). See also Barchiesi (2007, vv. 3.555-556), who notes that Pentheus follows here the
anti-oriental ideology, which pervades Roman culture and literature, but is overcome in the Aeneid through the
merging of the Trojans with the native Italians into the Romans, which reflects the unification of East and West.

78 Bomer 1969, v. 3.562.
1 jte...ite~ oteiyoves, advena~Eévov, attrahite huc vinctum~déopiov mopevoate dedbpo. Barchiesi (2007, v. 3.562)
notes the subtle irony of the repeated command ite...ite in that it picks up the ritual formula of the chorus in the
parodos of the Bacchae (83 ite Pdxyoun, fte Paxyor), but is put into the mouth of Bacchus’ mortal adversary, who
wishes to quell the god’s cult.
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his fury (3.565-566).'*° This negative reception of Pentheus’ harangue reflects the opposition of
Tiresias and Cadmus to the king’s tirade against Dionysus by means of arguments and
admonitions in the first episode of the Bacchae (170-369).

In conclusion, Pentheus’ address to the Thebans is an Ovidian invention, which
reworks various scenes from the Bacchae, namely the debate of the Theban king with Tiresias
and Cadmus on the Bacchic cult in the first episode, the chorus’ denunciation of Pentheus’
serpentine descent in the second stasimon, and the Theban king’s call to arms in the fourth
episode. Ovid, moreover, blends by means of intertextual conflation the Euripidean material with
multiple Virgilian intertexts: Turnus’ martial exhortations to the Rutulians, Laocoon’s speech to
the Trojans, and the invectives of larbas, Numanus Remulus, and Turnus against the orientalism

of Aeneas and his men.

2.1.3 A premeditated digression

Ovid’s source for the story of the Tyrrhenian sailors, who abduct Bacchus and are punished by
the god by being transformed into dolphins, is not Euripides’ Bacchae, but the Homeric Hymn to
Dionysus.'® The Roman poet inserts the tale in the main narrative by ingeniously putting it into
the mouth of the ship’s helmsman, who is anonymous in the hymn, but in the Metamorphoses is

182

called Acoetes. *~ The narrative frame of the story, however, namely Acoetes’ capture,

'8 Tarrant (1995, 64) has acutely noted the overwhelming tendency of the speeches in the Metamorphoses to fail.
He argues that Ovid presents the ‘procedures of formal argument’ not to represent their use and effect within the
poetry, but to place rhetorical argument at an ironic distance from the emotions expressed by the speaker.

'8! Buripides was also familiar with the myth of the Tyrrhenian pirates, since he mentions it in the prologue of his
Cyclops (11-12 énei yap "Hpa oot yévog Tuponvikov / ANetdv Endpoey, dg 00n0ging pakpay).

82 For a comparative analysis of the myth of Dionysus and the Tyrrhenian sailors in the Homeric hymn, Ovid,
Nonnus, and other sources see James 1975.

69



interrogation, and escape, is based on the Euripidean play, where Dionysus disguised as the
Lydian stranger is likewise captured and questioned by Pentheus, but manages to escape from
incarceration.'® Furthermore, Ovid opens the next book of the Metamorphoses with his own
hymn to Bacchus (4.11-31), which, as we shall see in the next section, has many affinities with
the Pentheus narrative. Most importantly, the poet also interweaves in the hymn the stories of
Pentheus and the Tyrrhenian sailors.'™

The question of Acoetes’ identity, namely whether or not he can be identified with
Bacchus, has been the subject of considerable critical debate and remains controversial. Franz
Bomer is in favor of the identification of the helmsman with the god, arguing that just as
Dionysus disguises himself as the Lydian stranger in the Bacchae, similarly Bacchus appears in
the guise of his pious attendant Acoetes. Moreover, he considers the parallel between Dionysus’
escape from Pentheus’ prison and Acoetes’ miraculous release from captivity as a clear
indication that Bacchus and Acoetes are one and the same person. On the other hand, he
acknowledges as an argument for the opposite view the fact that none of Acoetes’ words and
actions suggest that he is or could be Bacchus and concludes that there is no definite proof for
either interpretation.185 William Anderson, on the contrary, maintains that Acoetes is merely the
god’s devotee and spokesman and that Bacchus plays no active role in the story. He cites as

evidence that fact that Acoetes recounts a cautionary tale to the Theban king, which if heeded,

could save him, whereas the Lydian stranger in Euripides deceives Pentheus and lures him to his

183 Barchiesi 2007, vv. 3.572-700.

18 Met. 4.22-24 Penthea tu, venerande, bipenniferumque Lycurgum / sacrilegos mactas, Tyrrhenaque mittis in
aequor / corpora. Ovid combines the myths of Pentheus and the Tyrrhenian pirates in the context of another hymn to
Bacchus in Fasti 3.721-724 (tu quoque Thebanae mala praeda tacebere matris, / inque tuum furiis acte Lycurge

genus. / ecce libet subitos pisces Tyrrhenaque monstra dicere).

185 Bomer 1969, vv. 3.577-700.
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. 186
demise.'®

Finally, according to Alessandro Barchiesi, modern criticism has justifiably assumed
that Acoetes is in reality Bacchus. He suggests two solutions to the conundrum: while Ovid does
not explicitly identify Acoetes with Bacchus, he surely relies on his readers to make this
identification themselves, or he leaves the issue open, so as to draw attention to the strong unity
between the god and his followers as well as to his capacity to create illusions that mortals
cannot perceive.187 Below I will argue that, although Ovid makes no direct identification of
Acoetes with Bacchus, there are compelling clues in the text that Acoetes is actually the god in
disguise. Furthermore, I will attempt to demonstrate that Acoetes plays simultaneously the roles
of the Lydian stranger and the Euripidean herdsman, who delivers to Pentheus the first
messenger speech (677-774).

A strong hint corroborating the identification of Acoetes with the god can be found in
Acoetes’ oath about the truth of his report of the god’s miracles. He swears by Bacchus himself
because, as he claims, no other god is more present among mortals.'® This assertion echoes the
words of the Lydian stranger, who maintains that Dionysus being close at hand is witnessing his
priest’s sufferings.'® The Euripidean Pentheus asks where Dionysus is, because he cannot see

him and the Lydian stranger replies that the god is with him, but he is not visible to the king due

to his impiety."” Similarly in Ovid Pentheus asks his servants where Bacchus is, but they

18 Anderson 1997, 389, vv. 3.574-576.
187 Barchiesi 2007, vv. 3.572-700.

18 Met. 3.658-660 per tibi nunc ipsum (nec enim praesentior illo / est deus) adiuro, tam me tibi vera referre / quam
veri maiora fide.

1% Ba. 500 kol viv & maoym mAnciov mopodv opdi (See Barchiesi 2007, vv. 3.658-660). Herter (1980, 119) also notes
the verbal echo, but asserts that Acoetes is merely an attendant of Bacchus and not the god in disguise.

%0 Ba. 501-502 ITe. xai mod 'otiv; o0 yap Qavepdg dupaciv ' éuoic. / At map' épois od &' doefiic avtdg v ovK
glcopdic.
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respond that they did not see him.""

Hence, in both texts there is dramatic irony in that although
Pentheus has before him Bacchus in disguise (Acoetes, Lydian Stranger) he is too “blind” and
irreverent to perceive his divinity.

The Acoetes episode begins with the return of Pentheus’ servants leading the captured
Acoetes (574-576), a scene which mirrors the stage entrance of the servants in Euripides, who
bring the bound Lydian stranger (434-440). Both Acoetes and the Lydian stranger have their
hands tied and in both scenes the disguised Bacchus is fearless and absolutely calm, a sign of his
divine nature. The servant reports that the Lydian stranger neither attempted to run away nor did
he turn pale in fear, but asked them smiling to lead him in fetters to Pentheus (436-440) and
likewise Acoetes replies fearlessly to Pentheus’ threatening questions (582). An explicit
intertextual marker indicating the affinity between the two characters is found in Pentheus’
harangue to the Thebans, where he characterizes the leader of the Bacchants (i.e. Acoetes) as a
“foreigner” thus echoing the Euripidean Pentheus’ description of the Lydian stranger.'*?

Commentators have observed that the arrival of Acoetes also evokes the advent of the
captured Sinon in Aeneid 2.'”? Both characters are brought before a sovereign by humble figures
(herdsmen and servants respectively) with their hands tied behind their back. Barchiesi remarks
that the story of Sinon is a characteristic example of how a defenseless prisoner can bring about

194

by means of the persuasive force of his speech the downfall of an entire city. " Below I will

argue that Acoetes’ resemblance to Sinon is not superficial, but has deeper connotations. First,

91 Met. 3.572-573 Bacchus ubi esset, / quaerenti domino Bacchum_vidisse negarunt.

12 Met. 3.561 Penthea terrebit cum totis aduena Thebis?; Ba. 233-234 Aéyovot 8' &g Tig eioeMiAvde Eévog, / [...]
Avdiag amo xBovog (See Bomer 1969, v. 3.562).

193 Met. 3.572 ecce cruentati redeunt [...], 575 et tradunt manibus post terga ligatis; Aen. 2.57 ecce, manus iuuenem
interea post terga reuinctum (See Bomer 1969, v. 3.575; Anderson 1997, v. 3.575; Barchiesi 2007, v. 3.575).

194 Barchiesi 2007, v. 3.575.
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both heroes have assumed a false identity: Sinon is pretending to be a cousin of Palamedes, who
has deserted the Greeks, while Acoetes is actually Bacchus, who has taken on a mortal
camouflage. They both deliberately let themselves be captured by their enemies, so that their
deception will be more convincing.195 Moreover, each of them recounts a cunning tale, which
has disastrous repercussions for their audience. Sinon persuades the Trojans by means of his
counterfeit story to bring the Wooden Horse into their city, an action which will directly lead to
the fall of Troy. Acoetes’ story fails in its ostensible purpose, namely to induce Pentheus to cease
his hybris against the god and embrace Bacchic worship. As we shall see, however, his
loquacious and digressive narrative is actually designed to bring about the opposite effect,
namely Pentheus’ ruin, by heightening the king’s impatience and wrath, so that he may march
against the Bacchants.

Another piece of evidence corroborating the resemblance between Sinon and Acoetes can
be found in Pentheus’ harangue, in which he sarcastically asks the Theban men, who have in the
past been fearless in battle, whether they are now to be defeated by the magic trickery of
Bacchus.'”® This rhetorical question evokes Aeneas’ sorrowful remark that the Trojans, who
proved impregnable to the formidable Greek military forces, were eventually captured by
Sinon’s cunning treachery.'”’ Indeed Bacchus will appear in the next scene in the human guise of
Acoetes and destroy Pentheus by means of his crafty tale, just as Sinon brought about the sack of

Troy through his lies.

1% Aen. 2.59-61 qui se ignotum uenientibus ultro, / hoc ipsum ut strueret Troiamque aperiret Achiuis, / obtulerat.

19 Met. 3.532-537 ‘[...] tantum / [...]Jualent / [...]magicae fraudes, ut quos non bellicus ensis, / non tuba terruerit,
non strictis agmina telis, / femineae uoces et mota insania uino obscenique greges et inania tympana uincant?.

7 Aen. 2.195-198 talibus insidiis periurique arte Sinonis / credita res, captique dolis lacrimisque coactis / quos
neque Tydides nec Larisaeus Achilles / non anni domuere decem, non mille carinae. Mcnamara (2010, 179, n. 26)
notes the correspondence between the rhetorical constructions of Pentheus and Aeneas, but does not draw any
connections between Acoetes/Bacchus and Sinon.
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A closer examination of the two heroes’ portrayal reveals further affinities between them.
Sinon may initially seem to differ from Acoetes in that he looks at the Trojans in agitation and
recounts his tale trembling in fear, while his Ovidian counterpart responds intrepidly to
Pentheus’ death threats.'”® Sinon’s dread, however, is a mere pretense, since he is actually

confident in his valor and ready to die if his stratagem fails.'”

What is more, just as Sinon
invokes the stars to bear witness that he will truthfully reveal to the Trojans the plans of the
Greeks, in an analogous manner Acoetes swears by Bacchus himself that his account of the god’s
epiphany is genuine.”” Both oaths are fraudulent, although in a different way: Sinon conceals his
deceitful story by means of a false pledge of honesty, while Acoetes relates a true tale taking,
however, a disingenuous vow, in that being the god in disguise he swears in his own name.

It has been noted that both Acoetes and Sinon offer autobiographical information about
their humble origins with special reference to their father’s poverty, probably with the intention

201 What has not been observed, however, is that

of winning the sympathy of their audience.
Acoetes’ wondrous escape from Pentheus’ prison mirrors the “escape” of Sinon from sacrifice at
the hands of the Greeks. While the implements for Sinon’s sacrifice (salted meal and fillets) are

being prepared, he miraculously bursts his bonds and runs away.’”® Similarly while the

instruments of Acoetes’ torment (iron tools and fire) are being made ready, his chains slip from

%% Aen. 2.67-28 turbatus... / ...oculis Phrygia agmina circumspexit, 108 prosequitur pavitans; Met. 3.582 metu
vacuus.

199" Aen. 2.108 ficto pectore fatur, 61-62 fidens animi atque in utrumque paratus, / seu uersare dolos seu certae
occumbere morti.

20 Aen. 2.154-155 uos, aeterni ignes, et non uiolabile uestrum / testor numen; Met. 3.658-660 per tibi nunc ipsum
[...] adiuro, tam me tibi vera referre [...].

2 Met. 3.586 pauper et ipse fuit [...]; Aen. 2.87 pauper in arma pater primis huc misit ab annis (See Hardie 1990,
231).

202 (2.132-234 mihi sacra parari / et salsae fruges et circum tempora uittae. eripui, fateor, leto me et uincula rupi.
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his hands of their own accord and he escapes.203 The distinguishing difference of the two scenes
is that whereas Acoetes’ release from torture is a genuine manifestation of Bacchus’ divine
power, Sinon’s liberation from death is a fiction concocted by himself in order to stir the pity of
the Trojans.

Philip Hardie has posed the question whether the Lydian stranger could be one of the

models for Virgil’s Sinon.”*

I believe that there are reasonable grounds for arguing that the
crafty Sinon has strong affinities with Euripides’ character. Many of the correspondences noted
above between Acoetes and the Lydian stranger can also be detected between Sinon and the
Euripidean figure. First of all, both have assumed a counterfeit identity and intentionally let
themselves be arrested and led with their hands bound to Pentheus and Priam respectively. What
is more, just as the Lydian stranger deceives Pentheus and leads him to his destruction at the
hands of the Bacchants, likewise Sinon causes the fall of Troy by means of his forged story.
Finally, the Lydian stranger and the Bacchants’ supernatural escape from Pentheus’ prison is
evoked by Sinon’s miraculous “liberation” from sacrifice (2.132-134).

An important piece of evidence in support of the connection between the two characters
is afforded by an extant fragment from Accius’ Bacchae, which describes the Lydian stranger’s
capture by Pentheus’ servants.’”> On the one hand, Accius’ description evokes the parallel scene

of the Euripidean play (436-440): in both situations the Lydian stranger deliberately stays ready

at hand for the servants to arrest him smiling with confidence.’” On the other hand, the Accian

23 Met. 3.697-700 [...] dum crudelia iussae / instrumenta necis ferrumque ignesque parantur, / [...] lapsasque
lacertis/ sponte sua fama est nullo solvente catenas.

2% Hardie 1990, 231.
% Dangel 1995, fr. 8.

26 Ba. 436-437 6 ONp &' 68' Muiv Tpaog 00 dméomacey / QUYL mOS', GAL’ Edwkev ovk Gkmv ¥épag, 439-440 yEAGV
8¢ kol 6glv kamayew gpieto / Eueve Te, TOLUOV guTpensg molobevog; Dangel, fr. 8 praesens praesto irridens leniter.
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fragment is directly echoed by Virgil’s picture of the apprehension of Sinon by the Trojan
shepherds: in either case the hero offers himself to be captured of his own accord.”"” If Virgil has
indeed fashioned the figure of Sinon by assimilating elements from the Lydian stranger, it
follows that Ovid evokes the Bacchae by means of double allusion, that is both directly and
indirectly through the intermediate model of the Aeneid, which in turn alludes to the Greek play.

The affinity between Acoetes and Sinon is also corroborated by the fact that in the
preceding scene Pentheus was reminiscent of Laocoon. The conflict between Laocoon and
Sinon, the former trying to warn his people against Greek treachery and avert the fall of his city,
the latter attempting to dupe the Trojans into dragging the fatal Wooden Horse into Troy is
reenacted in the confrontation between Pentheus, who aims to induce the Thebans to reject the
Bacchic cult, and Acoetes, whose objective is to bring about the destruction of the Theban king.
The implication of Acoetes’ association with Sinon, both of whom employ trickery to achieve
their goal, is that it presents Acoetes as a cunning character and thus functions as another
argument in favor of the thesis that he is actually a mortal guise for Bacchus.

The clash between Laocoon and Sinon is reworked by Ovid not only in the macro-
narrative of Pentheus, but also in the micro-narrative of Acoetes’ story. In a reversal of roles,
Acoetes, who advises the Tyrrhenian sailors against abducting the disguised Bacchus and
bringing him on board the ship, plays now the role of Laocoon, who attempts to dissuade the
Trojans from conveying the Horse into their city. In either case the audience proves heedless of
the warning and suffers the consequences: the Tyrrhenian sailors are punished by the god for
their impiety by being transformed into dolphins, while the Trojans see their city razed to the

ground. The link between Acoetes and Laocoon is confirmed by verbal reminiscences of the

7 Dangel, fr. 8 nobis stupefactis sese ultro ostentum obtulit; Aen. 2.59-61 qui se ignotum uenientibus ultro, / hoc
ipsum ut strueret Troiamque aperiret Achiuis, obtulerat.
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Virgilian text. Laocoon is uncertain what kind of trickery lies behind the Horse, but he is sure
that it is some sort of Greek stratagem.zo8 Likewise Acoetes is doubtful which divinity hides
inside the boy, but he is convinced that a god is indeed concealed in it.** Bacchus, who
camouflages himself as an effeminate boy, thus recalls the Wooden Horse, which bears inside it
the Greek warriors, in that they are both a deceptive medium of destruction for the Tyrrhenian
sailors and the Trojans respectively. The disguised god is also reminiscent of the crafty Sinon,
since each of them takes on a counterfeit identity (exiled Greek, defenseless boy) and destroys
his enemies by means of cunning trickery. Bacchus sheds feigned tears in order to evoke the
sympathy of the sailors, echoing Sinon’s crocodile tears similarly aimed to make the Trojans
take pity on him.*"

The Tyrrhenian sailors may ultimately suffer a grim fate like the Trojans, but they are
initially reminiscent of the Greeks of Aeneid 2. To begin with, both the Greeks and the sailors are
fraudulent: the former surreptitiously invade Troy by concealing themselves inside the Horse,
while the latter try to trick the disguised god by falsely promising that they will convey him to
Naxos, whereas their secret plan is to kidnap him. Ovid indicates the Tyrrhenian sailors’
resemblance to the Greeks through verbal echoes. In particular, the catalogue of the Greek
warriors hiding inside the Wooden Horse is evoked by the catalogue of the Tyrrhenian sailors.
The Greeks are said to glide down the Horse by means of a lowered rope and likewise the

Ovidian Dictys is characterized as being the swiftest in sliding down a rope.*'' Furthermore, the

208 Aen. 2.248-249 aut aliquis latet error; equo ne credite, Teucri. / quidquid id est [...].
29 Met. 3.611-613 [....] quod numen in isto / corpore sit, dubito; sed corpore numen in isto est! / quisquis es [...].

219 Met. 3.652 flenti similis, 656-657 lacrimas manus impia nostras / ridet; Aen. 2.145 His lacrimis uitam damus,
196 lacrimis. . .coactis.

' Aen. 2.262 demissum lapsi per funem; Met. 3.616 prensoque rudente relabi.
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last of the Greek catalogue is Epeus and similarly Ovid makes Epopeus the last of his list of
sailors, whose name sonically recalls that of Epeus. Both characters have a leading role in their
groups, in that Epeus is the inventor of the Horse, while Epopeus maintains the rowing rhythm of
the oarsmen and uplifts their spirits.212 Finally, just as the Greeks exit the Horse and stealthily
attack Troy, which is said to be “buried in sleep and wine”, in an analogous fashion the
Tyrrhenian sailors abduct the disguised Bacchus, who pretends to be “heavy with wine and
sleep”.?"* To sum up, although the perfidious Tyrrhenian sailors at first resemble Virgil’s Greeks
and their “victim”, the disguised Bacchus, assumes the part of the Trojans, this situation is later
ironically inverted. The sailors recall the ruined Trojans, since they are outwitted and punished
by the guileful god, who plays simultaneously the roles of the Wooden Horse and Sinon.
Pentheus’ interrogation of Acoetes is a reworking of the Theban king’s questioning of the
Lydian stranger in the Bacchae. In both scenes the prisoner is asked about his country of origin
and he replies that his homeland is Lydia.214 Furthermore, just as Pentheus asks the Lydian
stranger how he became initiated in the Dionysiac mysteries, likewise his Ovidian counterpart
inquires why Acoetes participates in the rites of Bacchus.?" Finally, Acoetes’ miraculous escape
from Pentheus’ prison evokes the Lydian stranger’s release from captivity (591-637) and even
more closely the supernatural liberation of the Euripidean Bacchants (443-450).2'® The multiple

verbal echoes of the Bacchae demonstrate that Ovid fashioned this scene having Euripides’ play

212 Aen. 2.264 doli fabricator Epeos; Met. 3.619 animorum hortator Epopeus.

213 Aen. 2.265 inuadunt urbem somno uinoque sepultam; Met. 3.608 mero somnoque gravis [...] videtur.

214 Ba. 460 mpdtov piv odv pot Aékov dotic €1 yévog; Met. 3.579 ede [...] patriam; Ba. 464 Avdia 8¢ pot matpic;

Met. 3.583 patria Maeonia est (See Barchiesi 2007, v. 3.580).

215 Ba. 465-466 Tle. moBev 8¢ tedetdc 1408 dyeg &g EAMGSa; / Al Advvooc adtodg | eicépno’, 6 t0d Abg; Met.
3.580-581 ede [...] morisque novi cur sacra frequentes.

26 Barchiesi 2007, vv. 3.699-700.
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in mind. Both the Bacchants and Acoetes are snatched away and confined in the palace prison.217
In either case, however, the bonds are miraculously removed from their limbs of their own
accord and the prison gates open with nobody unlocking them.”"® Ovid highlights his dialogue
with Euripides by means of a clear intertextual marker. The epic narrator states that Acoetes’
supernatural escape is conveyed to Pentheus through rumor or report (3.700 fama est), an
expression which generally functions as an “Alexandrian footnote” drawing the reader’s
attention to Ovid’s allusion to Euripides and in particular echoes the scene in the Bacchae, where
a servant reports to the Theban king the Bacchants’ liberation from bondage (443-450).

Acoetes’ tale has been inserted by Ovid as an embedded story in the main narrative of
Pentheus and serves several functions within its narrative frame. One obvious reason why Ovid
chose to incorporate this myth pertains to the essential nature of the Metamorphoses: it is a poem
recounting stories of transformation. The Bacchae did not offer Ovid many instances of physical
metamorphosis, since the only transformations in the play are Dionysus’ assumption of a human
form and Pentheus’ dismemberment, which constitutes a perverted kind of metamorphosis. Thus
the Roman poet decided to embed the story of Bacchus and the Tyrrhenian pirates in the
Pentheus episode, since it relates the physical transformation of the sailors into dolphins and also
because, like the Euripidean play, it constitutes a resistance myth, where mortal outrage against a
divinity is duly punished.

The story of the impious sailors’ punishment by Bacchus may on one level be interpreted

as a cautionary mythological exemplum intended to persuade Pentheus not to commit outrage

217 Ba. 443-444 ¢ &' ad ob Phiyag elploac, Gg cuvipracac/ kédnoag &v deopoiot mavdfpov otéyng; Met. 3.696-697
protinus abstractus solidis Tyrrhenus Acoetes/ clauditur in tectis.

218 Ba. 444 avtopata &' avtoic deopd dteAbon moddv; Met. 3.699-700 sponte sua [...] lapsasque lacertis [...] catenas;
Ba. 448 Aidég T dvijka B0petp' dvev Bvnriic yepdc; Met. 3.699-700 patuisse fores [...] nullo solvente) (See Bomer
1969, v. 3.699).
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against the god, lest he also suffer divine retribution. Acoetes’ admonitory tale, however, is
entirely unsuccessful, since Pentheus storms off to Mt. Cithaeron in order to confront the
Bacchants. In fact, the Theban king sentences Acoetes to death intending to make an example
out of him for the Thebans, so that they may not embrace the Bacchic worship.”" Tronically,
however, Pentheus’ own doom at the hands of the maenads serves as an example for the Theban
women, who warned by his fate celebrate piously the new cult of Bacchus.**’ Similarly Acoetes
became a devout participant in the Bacchic rites after bearing witness to the exemplary
punishment inflicted on the Tyrrhenian sailors by the god.””' The only exemplum that Pentheus
admires and wishes to follow is that of Acrisius, the king of Argos, who also opposed the
introduction of the Bacchic cult into his city (3.550-560). Pentheus’ emulation of a wrong role
model is illustrated by the fact that they are both punished by Bacchus and just as Acrisius is said
in Book 4 to have repented his outrage against the god, similarly Pentheus regrets his hybris.***
On another level, however, Acoetes, that is Bacchus in disguise, may aim to produce the
opposite effect with his narrative. Below I will argue that Acoetes’ speech has the covert purpose
of enraging Pentheus to such an extent that he may go alone to challenge the maenads, a course
of action, which will ultimately lead to his demise. In the Bacchae the Lydian stranger exploits
Pentheus’ voyeuristic curiosity to witness the Bacchic rites, in order to lure him to his downfall.
He persuades him to dress up as a maenad and go secretly to spy on the Bacchants on Mt.

Cithaeron, where he becomes the victim of a gruesome dismemberment (810-861). Ovid,

19 Met. 3.579-580 o periture tuaque aliis documenta dature / morte.
220 Met. 3.732-733 talibus exemplis monitae nova sacra frequentant (See Anderson 1997, vv. 3.732-733).
221

Met. 3.691 accessi sacris Baccheaque sacra frequent.

222 Met. 3.718 iam se damnantem, iam se peccasse fatentem; Met. 4.613-614 tam violasse deum [...] paenitet; (See
Mcnamara 2010, 189).
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however, has omitted from his version of the myth Pentheus’ desire to behold the maenads
conducting their mystic rites as well as his effeminate disguise as a Bacchant. The Roman poet
has instead portrayed the Theban king as a hyper-masculine and belligerent character, whose
chief trait is uncontrollable wrath, a trademark feature of the heroes of martial epic.223 Thus, as 1
will attempt to show, Acoetes/Bacchus capitalizes on Pentheus’ irascible character by recounting
a story specially designed to infuriate him, so that he may make the mistake of confronting the
Bacchants.

Pentheus’ hot-tempered personality is manifest throughout the narrative. His rashness is
already shown in the opening encounter with Tiresias, where he violently pushes the seer aside,
while the latter is still spealking.224 His impatience is also reflected by his command to his
servants to capture the leader of the Bacchants without the slightest delay.”®® The Theban king’s
impetuousness and irritability evokes not only that of his Euripidean predecessor, but also of the
proverbially reckless and wrathful Turnus.”*® Ovid’s detailed description of Pentheus’ rage
reveals further affinities with the Virgilian Turnus. After Pentheus’ harangue the epic narrator
describes the endeavors of Cadmus, Athamas, and other members of the royal family to check
the king’s hostility towards Bacchus. They bring about the opposite result, however, since

Pentheus’ rage is exacerbated by their warnings and reproaches.*”’ This description may recall

3 Barchiesi (2007, vv. 3.706-707) notes that the theme of Pentheus’ anger is significant in the central part of the
Bacchae, namely the conflict between the Theban king and the Lydian stranger (647, 670-671, 794-795), but
disappears in the final segment of the play, where Pentheus is inspired by the god with madness and falls entirely
under his spell.

22 Met. 3.526 talia dicentem proturbat Echione natus.

25 Met. 3.562-563 ‘ite citi ... ite ducemque / attrahite huc uinctum! iussis mora segnis abesto’.

226 Ba. 670-671 Ay. 10 yap 160¢ G0V TV Epev@Y d£dotk’, Bvas, / kol TodEBVpOV Kai O Pacthikdv Aiav, 789 Tle.
0UK okvely 6¢l'; Aen. 10.380 nec Turnum segnis retinet mora (See Barchiesi 2007, v. 3.563).

7 Met. 3.565-567 corripiunt dictis frustraque inhibere laborant. / acrior admonitu est inritaturque retenta / et crescit
rabies remoraminaque ipsa nocebant.
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the Virgilian scene, where Turnus’ wrath is intensified by Latinus’ attempts to prevent him from
fighting Aeneas.”?® Moreover, the narrator throws the Theban king’s fury into relief by means of
an epic simile, where he compares him with a torrent, which upon meeting any obstacles seethes
and courses violently.”” We saw earlier how Pentheus evokes through this simile the Virgilian
Pyrrhus and Mars’ serpent at the beginning of Metamorphoses 3. He is also reminiscent,
however, of Turnus who, after Allecto has visited him in his dream and inspired him with rage
and war frenzy, is likened to bubbling water in a boiling cauldron.”*’

This portrayal of Pentheus alerts the reader to the fact that even the slightest delay and
hindrance is fuel for the king’s fiery temper. Thus when the captured Acoetes is brought before
him Pentheus fixes a wrathful and terrible gaze on him and addresses him in only three lines
instantly condemning him to death and scarcely able to postpone his execution (3.577-581).
Acoetes, however, goes on to explain why he participates in the Bacchic rites by recounting a
long and rambling story full of irrelevant digressions, the kind of story calculated to incense the
hasty and irascible king, so that he falls into the deadly trap of challenging the maenads. Joanne
McNamara has argued that Acoetes’ long-winding and digressive narrative may on the surface
seem to frustrate the narrative momentum of the story, but in fact it ironically propels the action
by heightening the impatience and wrath of Pentheus, so that he rushes to confront the

Bacchants. She does not, however, attribute to Acoetes a deliberate intention to cause Pentheus’

frustration, which will ultimately lead to his demise.”

% Aen. 12.45-46 [...] haudquaquam dictis violentia Turni / flectitur; exsuperat magis aegrescitque medendo.

2 Met. 3.567-571 crescit rabies, [...] / (sic ego torrentem, [...] / [...] decurrere uidi; / at quacumque trabes
obstructaque saxa tenebant / spumeus et feruens et ab obice saeuior ibat).

20 Aen. 7.461-462 saeuit amor ferri et scelerata insania belli, / ira super, 464-465 exsultantque aestu latices, furit
intus aquai / fumidus atque alte spumis exuberat amnis.

B! McNamara 2010, 291.
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Acoetes begins his narrative with an entirely extraneous section of twelve lines, where he
gives autobiographical information about his birth and upbringing (584-596). He then recounts in
minute detail his ship’s voyage to Delos (597-604), during which his shipmates stumble upon
and kidnap the disguised Bacchus presumably aiming either to get ransom or sell him into
slavery (605-607). Ovid’s description of Bacchus’ physical appearance diverges from the
Homeric Hymn to Dionysus, since he portrays the god as a young boy with feminine
characteristics and heavy with sleep and wine, whereas in the hymn Dionysus resembles a youth
at the threshold of manhood.”* Acoetes thus presents to Pentheus the picture of a defenseless,
effeminate, and hedonistic Bacchus, which corresponds to the king’s own scornful preconception
of the god as an unwarlike boy with scented hair, decked with garlands, and dressed in luxurious
clothes (3.553-556), which in turn echoes the Euripidean Pentheus’ description of the Lydian
Stranger as emasculated and sybaritic (235-236). I believe that Acoetes has deliberately depicted
Bacchus as an unthreatening and feeble figure, so that Pentheus would not be terrified by the
god, but would feel the same derision for him that he expressed earlier in his speech to the
Thebans.

Acoetes introduces Bacchus’ epiphany with an oath that he will relate events which are
genuine despite sounding incredible (658-660). This very statement, however, ironically draws
Pentheus’ attention to the implausible nature of the following account and disposes him towards
disbelieving it. Bacchus’ epiphany consists entirely of miraculous and bizarre elements:
immobilization of the ship in mid-water, ivy and grape clusters entwining the oars and sails, and
phantoms of tigers, lynxes, and panthers (660-671). While Ovid follows the Homeric hymn in

the description of the floral miracles, he pointedly diverges from his model in the depiction of

2 Met. 3.607-608 virginea puerum [...] forma. / ille mero somnoque gravis; H. Dion. 3-4 venvin avdpi goucig /
TpebNpn.
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the animal apparitions. In the hymn Dionysus himself transforms into a real lion, which roars and
gazes threateningly at the pirates (44-45, 47-48). The god also creates a bear, which rises
menacingly against the pirates and there is no indication in the text that it is a phantom (46-47).
Then Dionysus in his lion shape leaps upon the captain and kills him (50-51), while the rest of
the crew dive into the sea to save themselves (50-52). In Ovid, on the contrary, Bacchus remains
in human form and takes no aggressive action against the sailors, while the exotic animals that
appear around him are explicitly said to be insubstantial phantasms (668 simulacra [...] inania),
which lie passively posing no threaten to the sailors (669 iacent). Finally, whereas in the hymn
the pirates desert the ship in terror (50 ékmAnyévtec), in Ovid there is uncertainty whether they
leap into the sea out of fear or madness.”> Therefore, while in the Homeric hymn Dionysus’
epiphany is terrifying and deadly, in Ovid the god’s appearance is depicted as unthreatening and
non-violent. The description is tailored to the objective of Acoetes’ narrative, that is to relate a
story that will not frighten and warn Pentheus, but exasperate him.

The final portion of Acoetes’ story consists of the transformation of the sailors by
Bacchus into dolphins. In antithesis to the Homeric hymn, where the metamorphosis of the
pirates is described in just half a line (53 dehoiveg 6 éyévovto), Ovid devotes to it sixteen lines
(671-686). The form of punishment inflicted on the impious sailors is not at all frightening and
the tone of the narration is lighthearted with many touches of humor. Acoetes first focuses on
four individual cases of metamorphosis. When Medon begins to transform, his shipmate Lycabas
mocks him, but while speaking he himself starts to turn into a dolphin (671-675). Libys tries in
vain to ply the oars, but he sees his own hands shrinking into fins, while an anonymous sailor

comically attempts to take hold of the ropes, but finds that he has no hands anymore (676-680).

23 Met. 3.670-671 exsiluere viri, sive hoc insania fecit / sive timor.
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Acoetes concludes his description with the playful picture of the group of dolphins frolicking in
the water and blowing spray from their nostrils (683-686). Hence, the humorous penalty that the
sailors suffer and the amusing way it is described do not aim to caution and inspire fear in
Pentheus, but to irritate and infuriate him.

Pentheus’ response to Acoetes’ speech reveals that the disguised god has accomplished
his goal of enraging the Theban king. The exasperated Pentheus exclaims that Acoetes has
subjected him to his long-winded and digressive speech, so as to diminish the intensity of his
wrath by means of delay, which is a highly ironic statement given that the aim of Acoetes’ story

is exactly the opposite.234

The Theban king immediately sentences Acoetes to death by torture
and the language of his command indicates haste and impatience.”> The Ovidian Pentheus’
condemnation of Acoetes to torment and execution serves to portray him as more cruel and
sadistic than his Euripidean counterpart, who only imprisons the Lydian stranger. In fact, the
Theban king is reminiscent here of another savage and ruthless sovereign, namely Mezentius.
Just as the Virgilian tyrant inflicts abominable torments and executions on his own people,
similarly the ferocious Pentheus orders that Acoetes be tortured and killed.>® What is more, a

striking similarity between the two situations is that Mezentius commits these monstrous crimes

against his Tuscan subjects, who have a Lydian descent and likewise the Tyrrhenian Acoetes is

24 Met. 3.692-693 ‘Praebuimus longis’ Pentheus ‘ambagibus aures,” / inquit ‘ut ira mora vires absumere posset’.
Professor Richard Tarrant has pointed out to me that if we accept the alternative reading assumere (instead of
absumere), which is preserved in many manuscripts, then we can make an entirely different interpretation of the
scene: Pentheus deliberately subjects himself to Acoetes’ verbose story, so as to increase his anger by means of the
postponement.

25 Met. 3.694 praecipitem, famuli, rapite hunc [...] .
236 Aen. 8.485-488 mortua quin etiam iungebat corpora uiuis / componens manibusque manus atque oribus ora, /

tormenti genus, et sanie taboque fluentis / complexu in misero longa sic morte necabat; Met. 3.694-695 cruciataque
diris / corpora tormentis Stygiae demittite nocti!.
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of Lydian nationality.”’ Acoetes’ miraculous escape (3.697-700) is the last straw for Pentheus’
patience, who goes alone to Mt. Cithaeron to confront the Bacchants and the songs of the
maenads heard from afar serve to incense the king’s fury even further. His emotional turmoil is
reflected by an epic simile, where he is compared to a war horse which becomes eager for battle
when it hears the signal of the trumpeter (3.702-707). Thus, every event in the narrative is
designed to trigger Pentheus’ anger: the Thebans’ opposition to their king, Acoetes’ garrulous
story and his supernatural escape, even the Bacchants’ ritual cries.

Acoetes’ narrative also functions as a tragic messenger’s report and actually plays the
same structural role as the first messenger speech in the Bacchae (677-774). A herdsman reports
to Pentheus the failed attempt of the shepherds to kidnap Agave, which causes the maenads to
retaliate by routing the shepherds, dismembering their cattle, and attacking the nearby villages.
The enraged country folk engage in battle with the Bacchants, but are utterly defeated by them.
In either case the Theban king hears a humble character (a shepherd and a helmsman
respectively) relating a story where an outrage towards Bacchus or his followers is duly
punished. The nature of the hybris is the same in both stories, since in Euripides it consists in an
abortive attempt to capture Agave, one of the leaders of the Bacchants, while in Ovid it is an
unsuccessful effort to abduct the disguised Bacchus himself. Furthermore, just as the shepherd
describes in detail the wondrous deeds performed by the Bacchants (breast feeding of wild
animals, creation of springs of water, milk, wine, and honey, etc.), similarly Acoetes gives a full
account of the god’s miracles during his epiphany to the Tyrrhenian sailors (floral miracles,
phantoms of wild animals, etc.) and both of these descriptions serve to illustrate the divine power

of Bacchus. Finally, the depiction of the servants who bring the arrested Acoetes to Pentheus as

>7 Aen. 8.479-480 urbis Agyllinae sedes, ubi Lydia quondam / gens, bello praeclara, iugis insedit Etruscis; Met.
3.583 patria Maeonia est, 696 Tyrrhenus Acoetes.
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bloodied implying that they engaged in fighting with the Bacchants, may echo the shepherd’s
messenger speech, where the rustics who confront the maenads in battle are wounded and routed
by them.**®

Both speeches fail to caution Pentheus and induce him to show piety to the god. The
essential difference, however, between them is that whereas the Euripidean shepherd aims to
persuade the Theban king to cease his opposition to Dionysus, Acoetes’ purpose is precisely to
be ineffectual in convincing Pentheus to embrace the Bacchic cult. In particular, the herdsman
relates that whereas the weapons of the peasants were unable to harm the Bacchants, who were
supernaturally protected by Dionysus, the maenads injured them with their thyrsi and turned
them to flight. This account clearly reveals to Pentheus the superhuman strength and invincibility
of the Bacchants and consequently the certainty of failure of a military campaign against them.
Thus it constitutes a very effective warning to the Theban king, who is planning to launch an
assault against the maenads. Acoetes’ speech, on the other hand, with its narration of Bacchus’
floral miracles, simulacra of animals, and transformation of men into dolphins is entirely
unsuitable for demonstrating to Pentheus the terrifying power of Bacchus, so that he might show
reverence towards his godhead.

The shepherd’s speech also contains explicit admonitions and promptings to the Theban
king not to fight against Dionysus. After he describes the wondrous deeds performed by the
Bacchants, he comments that if Pentheus had been present and witnessed these miracles, he
would have recognized Dionysus’ divinity and prayed to him (712-713). Moreover, after his
report of the maenads’ victory over the rustics, he concludes his speech by urging Pentheus to

welcome Dionysus into the city (769-774). Acoetes, on the contrary, addresses no warnings or

% Met. 3.572 ecce cruentati redeunt; Ba. 763-764 keivar 8¢ Bdpcovg sEavigicot yepdv / ETponudtilov KimevdTiiov
puyiiL
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exhortations to the Theban king to show respect to Bacchus and closes his narrative by simply
stating that after the god’s punishment of the Tyrrhenian sailors he joined his worship (3.691).
This marked divergence from the Euripidean model is another indication that Acoetes’ speech is
not intended to persuade Pentheus to acknowledge Bacchus’ divine status and participate in his
cult, but enrage him so that he might confront the Bacchants and meet his death at their hands.

The embedded story of Acoetes serves an additional function: it mirrors in multiple ways
the main narrative of Pentheus. First of all, the devout Acoetes’ resistance to the Tyrrhenian
sailors echoes the opposition of the pious Thebans (e.g. Tiresias, Cadmus, Athamas) to Pentheus.
The Thebans’ censure of Pentheus’ impiety towards Bacchus only aggravates his wrath (3.564-
567) and in analogous manner when Acoetes, who is both the captain and helmsman of the ship,
tries to prevent his crew from kidnapping Bacchus, the infuriated Lycabas attempts to hurl him
into the sea (3.621-629). In the Hymn to Dionysus, on the other hand, the captain simply rebukes
the devout helmsman, when he asks his shipmates to release the god (25-27). Thus Ovid diverges
from the Homeric hymn so that Acoetes’ embedded tale may reflect the frame narrative.
Moreover, Opheltes accuses Acoetes of frenzy, when the latter follows Bacchus’ request to bring
him to Naxos, thus evoking Pentheus’ characterization of the Thebans as mad due to their wish
to worship Bacchus.”

One important link between the inserted story of Acoetes and its narrative frame is
Bacchus’ use of deception. Just as the god appears to Pentheus disguised as the powerless
Acoetes and lets himself be bound in fetters by his servants, likewise the god presents himself to
the sailors in the guise of a defenseless boy and allows them to capture him. The camouflaged

god’s divine nature is perceived by none of the sailors apart from Acoetes (3.609-614) and

>

29 Met. 3.641-642 “quid facis, o demens? quis te furor,” inquit Opheltes/ “persequitur?”’; Met. 3.531-532 ‘quis
furor, anguigenae, proles Mavortia, vestras attonuit mentes?’ (See Mcnamara 2010, 178).
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likewise Pentheus does not realize that Acoetes is actually the god in human form. Ovid lays
particular emphasis on Bacchus’ cunning in Acoetes’ tale. His trickery is evident from his first
appearance in the story: having assumed the shape of an effeminate boy, he is led along by
Opheltes acting as if awakened from a drunken slumber and pretending to be reeling and hardly
able to follow the sailor.”*” The feigning of drunkenness is particularly fitting for the god of
intoxication and he actually simulates the behavior of one of his typical companions, old Silenus,
who appears in the hymn to Bacchus opening Book 4 as inebriated and supporting his tottering
limbs with a staff.?*' When the crew loudly applauds Lycabas’ attempt to throw Acoetes
overboard for opposing their plans, the god pretends to shake off his drunken torpor due to the
clamor and, affecting ignorance, asks them how he ended up on their ship and where they are

planning to take him.**?

What is more, after the sailors steer the ship towards a different
destination than the one they promised to take him, namely Naxos, Bacchus mockingly pretends
that he has belatedly realized their scheme and, faking tears, he complains of their “cruel
deception”.**

This portrayal of Bacchus as fraudulent and crafty is modeled on Euripides’ Bacchae,
where Dionysus disguised as the Lydian stranger lets himself be captured by Pentheus’ men and
cunningly entices the Theban king into spying the maenads, so as to destroy him. The Dionysus

of the Homeric hymn, on the other hand, is not represented as treacherous. From the very start he

provides the pirates with a clear sign of his divinity by miraculously removing the fetters from

20 Met. 3.607-609 virginea puerum ducit per litora forma. / ille mero somnoque gravis titubare videtur / vixque
sequi.

1 Met. 4.26-27 quique senex ferula titubantis ebrius artus / sustinet.

2 Met. 3.630-631 veluti clamore solutus/ sit sopor atque mero redeant in pectora sensus.

3 Met. 3.650-655 tum deus inludens, tamquam modo denique fraudem / senserit, e puppi pontum prospectat adunca
/ et flenti similis [...].
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his limbs (13-14) and unlike the Ovidian Bacchus, who creates illusory phantoms of wild
animals, the Homeric Dionysus engenders a real bear and transforms himself into a living and
breathing lion. In conclusion, the wily trickery employed by the disguised Bacchus against the
Tyrrhenian sailors in the micro-narrative alerts the reader to the fact that in the macro-narrative
the god is deceiving Pentheus as well in the guise of Acoetes.

Another correspondence between Acoetes’ story and the narrative frame is that the
Tyrrhenian sailors are portrayed being as hybristic and obstinate as Pentheus. The sailors are
repeatedly characterized as an impious lot and they laugh at the tears of Acoetes and Bacchus.”**
Similarly the Theban king scorns the gods and ridicules Tiresias’ prophecies.”*> The alter ego of
Pentheus among the Tyrrhenian sailors is Lycabas, since the chief trait of both heroes is frenzied
anger and they both attempt unsuccessfully to dispatch Acoetes, who opposes their plans:
Pentheus sentences him to death by torture, while Lycabas tries to hurl him off the ship.246 Ovid
underscores the affinity of the two scenes by making the figurative language of Pentheus’ orders
recall Lycabas’ actions. The Theban king commands his servants to snatch Acoetes and cast him
headlong to the underworld river Styx, echoing Lycabas, who grabs Acoetes by the throat and
tries to throw him into the sea.**’ Another shared characteristic of Pentheus and Lycabas is their
impiety, which is illustrated by the fact that they both reflect the Virgilian Mezentius. We saw
earlier how the characterization of the Theban king as contemptor superum (3.514) is

reminiscent of Virgil’s despot. Lycabas is said to have been banished from an Etruscan city as

24 Met. 3.629 impia turba 656 lacrimas manus impia nostras/ridet.

5 Met. 3.514 contemptor superum Pentheus praesagaque ridet.

26 Met. 3.623 (Lycabas) furit audacissimus, 567 (Pentheus) crescit rabies, 577-570 adspicit ...oculis, quos ira
tremendos fecerat 707 recanduit ira.

7 Met. 3. 694-695 praecipitem, famuli, rapite hunc cruciataque diris / corpora tormentis Stygiae demittite nocti!,
626-627 iuvenali guttura pugno / rupit et excussum misisset in aequora.
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punishment for murder recalling the oppressive Mezentius, who is exiled by the Etruscan people
because of his atrocious crimes against them.>**

Pentheus and the sailors also display the same degree of stubbornness in their outrage
towards Bacchus. The god initiates his epiphany by supernaturally immobilizing the Tyrrhenian
ship. The sailors, however, do not cease their rowing, but even unfurl the sails and ply their oars
with increased effort.**’ In an analogous fashion Pentheus, despite the opposition of the Thebans
and the miraculous escape of Acoetes attesting Bacchus’ great power, persists in his struggle
against the god and marches to Mt. Cithaeron to confront the Bacchants.”” The obstinate
reaction of the Ovidian sailors towards Bacchus’ epiphany contrasts sharply with the response of
the sailors to the miracles performed by Dionysus in the Homeric Hymn, who ask the helmsman
to bring the ship to shore, so as to release the god.25 ! Therefore, Ovid deviates from the hymn in
order to parallel Pentheus’ obdurate irreverence to Bacchus with that of the sailors. Another
manifestation of the sailors’ stubbornness is found in the scene of metamorphosis. While Libys is
trying to ply the oars that resist him, his arms transform into fins.** Likewise Pentheus, who
becomes more enraged by the admonitions of the Thebans, is likened to a torrent, which
becomes more violent when it meets with obstacles.”” The figurative image of the river made

more savage by the barriers in its path is thus transformed into the literal picture of the sailors

rowing their ship with redoubled struggle when it is immobilized by Bacchus. Hence, both

% Met. 3.624-625 Tusca pulsus ab urbe / exilium dira poenam pro caede luebat (See Barchiesi 2007, vv. 3.623-625.
9 Met. 3.662-663 illi admirantes remorum in verbere perstant/ velaque deducunt geminaque ope currere temptant.
20 Met. 3.701-702 perstat Echionides, nec iam iubet ire, sed ipse vadit, ubi electus facienda ad sacra Cithaeron.

1 H. Dion. 42-44 [...] oi 82 i80vtec/ Vi #dn 10T £merta kuPepviTnV Ekélevoy yij mekdav: [...] .

252

Met. 3.676-677 at Libys obstantis dum vult obvertere remos, / in spatium resilire manus breve vidit.

23 Met. 3.568-571 sic ego torrentem, qua nil obstabat eunti, / lenius et modico strepitu decurrere vidi; / at
quacumque trabes obstructaque saxa tenebant, / spumeus et fervens et ab obice saevior ibat.
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Pentheus and the sailors’ obstinate impiety towards Bacchus is intensified when it meets with
opposition and they are equally punished for their outrage.

Finally, the penalty that the Tyrrhenian sailors suffer for their hybris towards Bacchus,
namely their transformation into dolphins, is recounted in a lighthearted and humorous manner,
but it also has sinister overtones in that it implicitly foreshadows the punishment inflicted on
Pentheus for his outrage against the god, that is his dismemberment by the Bacchants. When
Bacchus pretends to discover the sailors’ malicious plan to abduct him, he complains that the
deception of a defenseless boy by a group of men is an inglorious act.”* This scene is echoed
and reversed in the description of Pentheus’ death. The band of Bacchants rush against the
helpless Pentheus seeing him as a wild boar and after they dismember him the frenzied Agave
exclaims that his slaughter is a triumph for them.”> In both scenes there is pointed dramatic
irony, since in Acoetes’ story the apparent victim (Bacchus in disguise) will prove to be the
avenging punisher, while in the main narrative the intruding wild beast (Pentheus) is actually a
powerless prey.

Another ominous anticipation of Pentheus’ death is found in the scene of the sailors’
metamorphosis. An anonymous sailor attempts to grasp a rope, but he suddenly realizes that he
has no arms anymore and that his body has become limbless.”® This comic description of the
sailor’s transformation into a dolphin is evoked in a perverse manner in the scene of Pentheus’

sparagmos. Pentheus tries to raise his arms in supplication to his mother, but he discovers that

2% Met. 3.654-655 “quo merui poenam facto? quae gloria vestra est, / si puerum iuvenes, si multi fallitis unum?””.

255 Met. 3.715-716 ruit omnis in unum / turba furens, 728 clamat: ‘io comites, opus hoc victoria nostra est!’.

26 Met. 3.679-681 alter ad intortos cupiens dare bracchia funes / bracchia non habuit truncoque repandus in undas
corpore desiluit.
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d.?®” The humorous transformation of the

they have been torn off and that his body is mutilate
sailor, who loses his arms, because they have turned into fins, thus prefigures the grotesque
“metamorphosis” of Pentheus, who is deprived of his arms by the frenzied Bacchants.”®® The
striking verbal parallels between the two scenes illustrate that Ovid fashioned the amusing scene
of the sailor’s transformation in such a way as to portend the tragic description of Pentheus’
death.”

To recapitulate, Ovid composes the Acoetes episode by mingling by means of
intertextual conflation the Homeric Hymn to Dionysus, which is the source for the embedded
narrative of the Tyrrhenian sailors, with the Bacchae, on which is modeled the narrative frame,
namely Acoetes’ capture and escape. I have argued that Acoetes is actually Bacchus in disguise
and plays the role of the Lydian stranger, in that they both lure Pentheus to his destruction by the
Bacchants, the former by exploiting his irascible and impatient character and the latter by
capitalizing on his voyeuristic curiosity. Furthermore, both Acoetes in the external narrative and
the disguised Bacchus in the internal story resemble in many ways the Virgilian Sinon, who
echoes in turn the Euripidean Lydian stranger.

The micro-narrative of Acoetes serves multiple functions within the macro-narrative of
Pentheus. First of all, it affords Ovid a straightforward physical metamorphosis, which the
Bacchae does not provide, as well as a resistance myth parallel to that of Pentheus. On one level
it is an admonitory mythological exemplum directed to Pentheus and intended to persuade him

not to disrespect Bacchus, but on a deeper level it is designed to be unconvincing and infuriate

27 Met. 3.723-725 non habet infelix quae matri bracchia tendat, / trunca sed ostendens dereptis vulnera membris/
'adspice, mater!" ait.

28 Anderson 1997, vv. 3.723-725.

2% bracchia non habuit ~ non habet [...] bracchia, ad intortos cupiens dare [...] funes ~ quae matri [...] tendat,
trunco [...] corpore ~ trunca [...] vulnera.
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the impetuous Theban king, so that he might storm off to Mt. Cithaeron and thus be destroyed by
the Bacchants. Acoetes’ story also functions as a tragic messenger’s report and he assumes the
part of the Euripidean herdsman, who delivers the first messenger speech to Pentheus. Finally,
the story of Acoetes has multiple correspondences to the main narrative. Acoetes’ resistance to
the Tyrrhenian sailors parallels the opposition of the Thebans to Pentheus. Furthermore, in both
the internal and the external narrative Bacchus assumes a disguise (Acoetes, effeminate boy) and
employs cunning deception against the Tyrrhenian sailors and Pentheus, both of whom are
portrayed as impious towards the god and persistent in their outrage. Finally, the comical penalty
suffered by the sailors obliquely portends the gruesome punishment inflicted on Pentheus by the

god.

2.1.4 The sparagmos of Pentheus

In the final scene of Pentheus’ story, in which the Theban king confronts the Bacchants and is
brutally dismembered by them, Ovid draws on the second messenger speech of the Bacchae
(1024-1152) as his primary source. He also introduces in his narrative by means of intertextual
conflation many elements from Theocritus’ Idyll 26, which in turn echoes Euripides’ play and
thus functions as an intermediate model between the Greek tragedy and the Roman epic.”® The
most significant Theocritean features in the Ovidian episode concern the setting of the scene, the
role of Dionysus, the description of the dismemberment, and the elevated part of Autonoe. The
concluding part of Ovid’s story also contains scenic allusions and verbal reminiscences of the

Aeneid, which can be found in the epic similes of the war horse (3.704-707) and the falling

*% For the reception of the Bacchae in Idyll 26 see Cairns 1992, and Cusset 1997, 2001.
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leaves (3.729-731) as well as in Agave’s slaying of Pentheus (3.725-727). The Ovidian narrative
assimilates features from its Euripidean, Theocritean and Virgilian intertexts, but at the same
time offers a highly original and innovative account of Pentheus’ sparagmos.

Ovid’s major divergence from the Bacchae pertains to the role of Dionysus in the Theban
king’s death. Whereas in Euripides the god plays a decisive part in the events leading to
Pentheus’ demise, in Ovid his intervention is implicit and is left to the reader to infer. The
Roman poet follows in this respect the Theocritean version of the story, in which Dionysus is

also divested of any direct role in the events.”

In the Bacchae the disguised god maddens
Pentheus and persuades him to dress up as a maenad by promising to show him the secret
Bacchic rites (810-861). He then guides him to the Bacchants’ place of assembly on Mt.
Cithaeron (1041-1047) and places him on a fir tree thereby trapping him and making him visible
to the maenads (1063-1075). At that moment he vanishes from sight and his incorporeal voice is
heard exhorting the Bacchants to punish Pentheus (1077-1081). The god also provides clear
signs of his epiphany, namely a brilliant fiery light and uncanny silence (1084-1085). Finally,
Dionysus maddens the maenads (1094), so that they may view Pentheus as a wild beast and kill
him (1107-1108). In Ovid and Theocritus, on the contrary, the Theban king goes to confront the
Bacchants of his own accord and Bacchus does not openly participate in the events. The only
oblique manifestation of his power is the frenzy which he inspires in the maenads and which
causes them to tear Pentheus to pieces.*®*

One aspect in which the Ovidian Pentheus diverges from both his Euripidean and

Theocritean antecedents is that he does not engage in stealth and spying. In the Metamorphoses

2! Bsmer 1969, vv. 701-733.

%62 Ba. 15 paiveto pév T avtd, paivovo 8' &p' £00V kai dAlat; Met. 3.716 turba furens.
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the enraged Theban king marches straight to the maenads’ gathering place to challenge them and
is immediately spotted by them. In the Bacchae, on the other hand, Pentheus spies on the
maenads disguised as a Bacchant and mounted on a fir tree, while in Idyll 26 he furtively
watches their secret rites from a steep rock, having concealed himself behind a mastic bush (10-
11). Thus Ovid deviates from Euripides, who portrays Pentheus as an effeminate, divinely
maddened, and voyeuristic hero as well as from Theocritus, who depicts him as a cowardly spy
of the Bacchic rites, and represents him instead as a valiant epic hero, who rushes furiously to
face the maenads. This characterization has been anticipated by Pentheus’ harangue to the
Thebans, where he contrasted the warlike and masculine Thebans with the effeminate and
wanton Bacchus and his followers (3.531-556).

The characterization of Pentheus as a brave hero is best illustrated by an epic simile,
where the wrathful king is likened to a fierce war horse (3.701-707). This type of simile is
usually employed in epic and tragic poetry to portray a warrior who is entering the fray
(I1.15.263-268 (Hector), Aes. Sept. 392-394 (Tydeus), Ap. Rhod. Arg. 3.1259-1262 (Jason),
Ennius Ann. 535-539 Skutch, Virg. Aen. 11.492-497 (Turnus)). Barchiesi suggests that Ovid, by
depicting a war horse fervent for the fight, departs from Homer, Virgil, and Ennius, whose horse
is a proud animal that exults in galloping free, grazing, bathing, and mating. He argues that the
Ovidian simile, in which the horse becomes eager for battle upon hearing the trumpeter’s blast
alludes rather to Apollonius, where Jason preparing for his aristeia is likened to a neighing
martial horse that longs for battle, and even more to Aeschylus, where Tydeus is compared to a

horse craving for war and rushing into the fray when it hears the trumpet’s signal.*®®

263 Met. 3.704-705 ut fremit acer equus, cum bellicus aere canoro / signa dedit tubicen, pugnaeque adsumit amorem;
Arg. 3.1259-1260 apriog inmog, £eldopuevog morépoto / okaplud Emypepnébmv kpovetl médov; Sept. 392-394 Bod
nap' dyBarg motapiorg, payng Epav, / inmog yolvadv d¢ katactuoaivov pével, / 6otig fonv odAmtyyog oppaivel KAV@V
(See Barchiesi 2007, vv. 3.704-705).
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Below I will argue that apart from the Apollonian and Aeschylean models the Virgilian
comparison of Turnus to a horse (11.492-497) is also an important source for Ovid’s simile.
Pentheus is repeatedly reminiscent of Turnus earlier in the narrative: his confrontation with
Tiresias evokes Turnus’ encounter with Allecto, his harangue to Thebans recalls the Rutulian
prince’s speech to his men, they both have an irascible and impatient character, and finally they
employ an analogous anti-oriental rhetoric against their enemies. Hence, it comes as no surprise
that Pentheus echoes Turnus at the climactic scene of his portrayal as an epic hero. In particular,
the “vehicle” of Ovid’s simile, that is the image of the war horse, conflates the “vehicle” of the
Virgilian simile, namely a horse escaping confinement and careering free in the fields, with its
“tenor”: Turnus’ arming for battle. In other words, the Ovidian war horse is an amalgam of the
belligerent Turnus and the galloping horse of the simile. This interpretation is confirmed by
verbal parallels between the two similes. Both heroes are compared to horses that snort

264 I addition, the Ovidian horse which conceives a desire for battle at the sound of the

fiercely.
trumpeter’s blast recalls Turnus, who after hearing the trumpet’s signal for war, exults in his
courage and is eager to fight the enemy.265 This association of Pentheus with Turnus is not
merely ornamental, but has a more profound significance. In both cases the horse simile is
ominous, since it portends the hero’s demise: Pentheus will soon meet his death at the hands of
the Bacchants and Turnus will likewise be slain by Aeneas. The comparison of the Theban king
with the Rutilian warrior is at the same time deeply ironic, since Turnus is a real epic hero, who

valiantly faces Aeneas in the battlefield, whereas, as we shall see, Pentheus is a pseudo-epic

hero, who displays his fear and cowardice as soon as he encounters the maenads.

2% Aen. 11.492-496 equus [...] fremit; Met. 3.704 fremit acer equus.

65 Met. 3.704-705 cum bellicus aere canoro / signa dedit tubicen pugnaeque adsumit amorem; Aen. 11.474-475
bello dat signum rauca cruentum / bucina, 491 exsultatque animis et spe iam praecipit hostem.
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Pentheus is also reminiscent in this simile of another Virgilian character, namely queen
Dido who upon hearing the news that Aeneas is preparing to sail from Carthage is filled with
mad rage and is likened to a frenzied Bacchant (4.300-304). Ovid has transferred elements from
the “vehicle” of the Virgilian simile (the Bacchant) to the “tenor” of his own simile (Pentheus).
In particular, just as Dido is compared to a maenad, who is stirred to blazing madness at the
sound of the Bacchic cries coming from Cithaeron, likewise Pentheus’ anger is rekindled (3.707
recanduit ira) when he perceives the songs and shouts of the maenads originating from the
mountain.”®® This implicit connection of Pentheus with Dido is highly ironic, in that Theban king
who is a sworn enemy of the Bacchants is portrayed in terms evocative of the Virgilian
“maenad”. It is not coincidental that Virgil himself associated Dido with the Euripidean
Pentheus. The Carthaginian queen, who dreams that she is being pursued by Aeneas (4.465-466),
is likened to the maddened Pentheus on stage seeing before him the Furies.?®” Therefore, Ovid
may be making here a “double allusion”, in that his Pentheus echoes the Virgilian Dido, who in
turn evokes the Euripidean Pentheus. The affinity of Pentheus with Dido by means of the horse
simile may have sinister overtones, like the association with Turnus, since both the Carthaginian
queen and the Theban king will soon meet their end.

The Ovidian simile, apart from drawing on epic sources, is also evocative of the Bacchae.
The comparison of Pentheus to a war horse may reflect the implicit and figurative portrayal of
the Theban king in Euripides as a horseman. When Pentheus realizes that he cannot behold the

rites of the Bacchants from where he is, he suggest that he climb on a fir tree to have a better

26 Aen. 3.300-303 saeuit inops animi totamque incensa per urbem / bacchatur, qualis commotis excita sacris /
Thyias ubi audito stimulant trieterica Baccho / orgia nocturnusque uocat clamore Cithaeron; Met. 3.702-703
Cithaeron / cantibus et clara bacchantum voce sonabat, 706-707 Penthea sic ictus longis ululatibus aether / movit, et
audito clamore.

7 Aen. 4.469-470 Eumenidum ueluti demens uidet agmina Pentheus / et solem geminum et duplices se ostendere
Thebas.
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He characterizes the tree as Dyovynv, which metaphorically means “towering”, but its
literal significance is “tall-necked” and is used to refer to horses.”® Dionysus gently places
Pentheus on the tree so as not to unseat him and the verb used to describe this action is
avoyoutiw (“to eject”), which Euripides previously employed to describe the bull’s
overthrowing of Hippolytus from his chariot.””® Finally, the Theban king is later said to be

2 Therefore, whereas the Ovidian

mounted on the back of the fir tree, as if it were a horse.
Pentheus is likened to a fierce war horse, Euripides’ king is portrayed as an effeminate
“horseman”, who dressed up as a maenad tries to spy on the Bacchants. Moreover, the Ovidian
simile may evoke and invert the simile utilized by the Euripidean messenger, in which the
Bacchants singing to each other are compared to joyous fillies, who have escaped from their
yokes (1056-1057). The peaceful image of the fillies prancing and enjoying their freedom is thus
transformed by Ovid into the picture of a war horse eager for the fray.*’*

This initial characterization of Pentheus as a warlike epic hero is soon ironically deflated.
As soon as the Theban king is detected by the Bacchants, they attack him and he flees in panic to
save his life (3.718-719). This metamorphosis of the valiant Pentheus into a cowardly and
frightened prey of the maenads is highlighted by means of verbal echoes of the beginning of the

scene. Whereas in the opening the Theban king was represented as a fierce horse neighing

furiously and fervent for battle, he now runs away from the frenzied throng of the roaring

268 Ba. 1061 &yfov &' &' apPag & EAGTNY Dyovyeva.
269 P1. Phaedr. 253d5.

79 Ba 1070-1072 Tevbéa 8' 1dphococ éhativav av &mt/ opBdV pedict S yepdv Prbo Gve / dTpépa, UAGCCOY
un avayoutioeté viv; Hip. 1232 &g tod0' £m¢ Econie Kaveyaitioey.

21 Ba. 1074 £10000 VAOTOLS SEGTOTNV EQTUEVOV.

2 Barchiesi (2007, vv. 3.704-705) also notes the ironic contrast between the Ovidian Pentheus likened to a war
horse and the Bacchants compared to frolicking fillies in the parodos of the Bacchae (165-167).
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Bacchants.?”> What is more, while earlier Pentheus recalled Turnus through the war horse simile,
the situation is ironically reversed, since Agave is the one who now resembles the Virgilian
warrior. Ovid transposes features from the “vehicle” of the Virgilian simile (the horse) to
Pentheus’ mother. Turnus is likened to a galloping horse, which raises its neck high and its mane
flows over its neck and shoulders.”™ Similarly at the moment when Agave is about to tear off
Pentheus’ head she tosses back her neck and shakes her hair through the air.*” In addition,

9 ¢C

Agave’s exultation in the Bacchants’ “triumph” over the intruding “boar” (3.728) is reminiscent
of the horse’s joyful frolicking (11.497 luxurians). Hence, unlike the Euripidean Pentheus, who
first humiliates himself by donning the effeminate disguise of a maenad before being physically
destroyed by the Bacchants, the Ovidian Pentheus rushes to Cithaeron as a great epic hero, but
then transforms into the terrified quarry of the maenads. Thus, the peripeteia of Pentheus’
fortunes is even more abrupt in Ovid and the triumph of the Bacchants over him even more
startling.*”®

After Pentheus’ arrival at the Bacchants’ place of assembly Ovid offers a brief
description of the locale: the maenads are gathered in an open mountain field (3.709 purus ab
arboribus [...] campus), which is surrounded by trees (3.708 cingentibus ultima silvis). This

scenery combines elements from the Euripidean and Theocritean settings. In Idyll 26 the

Bacchants conduct their rites in a clear meadow (5 &v kofap®d Aewdvt),””” while in the Bacchae

13 Met. 3.704 ut fremit acer equus, 716 turba furens [...] fremituque sequuntur.

7 Aen. 7.496 arrectisque fremit ceruicibus alte, 497 luduntque iubae per colla, per armos.

15 Met. 3.726 collaque iactavit movitque per aera crinem.

276 Barchiesi 2007, vv. 3.704-705.

77 Gow 1952, v. 26.5: “purus ab arboribus may be an interpretation of koOapdc.” The adjective kaBapdc in
Theocritus also bears connotations of ritual purity.
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they are in a mountain glen (1051 d&yxoc) encircled by fir trees (1052 medxoict cvokidlov). The
novel element introduced by Ovid is that the site is visible from all sides (3.709 spectabilis
undique) and thus it is figuratively depicted as a “theater”, where Pentheus will transform from
spectator into the object of the Bacchants’ gaze and from intruder into victim,”’® or even as an
“amphitheater”, where the bloody hunt of a “boar” (Pentheus) will take place.””

All three authors represent the uninitiated Pentheus’ viewing of the secret Bacchic rites as
an act of sacrilege.”®® Ovid confers the central role on the king’s mother Agave, since she is the

first to spot him and rally her sisters.”

The Roman poet echoes Euripides, where the chorus
envisions that Agave will first catch sight of her son, and later she initiates the “corrupted”
sacrifice of Pentheus in the role of a priestess.”® Moreover, Ovid puts further emphasis on
Agave’s part by attributing to her actions performed by the entire group of the maenads in the
Bacchae. The Bacchants detect Pentheus, rush quickly towards him inspired with divine frenzy,

and hurl thyrsi against him.”® In analogous manner the Ovidian Agave spots her son, darts

madly against him and is the first to wound him with her thyrsus.”** Theocritus, on the other

% Met. 3.710 hic oculis illum cernentem sacra profanis / prima videt (See Keith 2002a, 266-267).
*" Barchiesi 2007, vv. 3.708-709.

20 Ba. 1108-1109 pnd' émayysint Oeod yopodg kpvoaiovs; Id. 26.13-14 &pyw Béxym [...] 1@ T ody dpéovtt
BéBarot; Met. 3.710 hic oculis illum cernentem sacra profanis.

21 Met. 3.711-713 prima videt...mater et ‘0 geminae' clamavit ‘adeste sorores!’.

2 Ba. 982-984 pdmnp mpdtd viv Aevpdc amd métpag / ebokomog Syetar / dokevovta, 1114 mpd 8¢ pitnp fpéev
iepéa eOVoUL.

3 Ba.1095 ¢ & gldov EAdtnt Seomdmv éphuevov, 1090 Méav mekeiag drvTnT' 0y flocovee, 1094 énndov Hsod
nvooiow gupavels, 1109 kot 6¢ BOpoovg fecav dt' aibépoc.

4 Met. 3.711-712 prima uidet, prima est insano concita cursu, / prima suum misso uiolauit Penthea thyrso.
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hand, gives the initiative to Autonoe, who is the first to catch sight of Pentheus, cry aloud, and be
filled with frenzy.”

Both the Euripidean and the Ovidian Agave exhort their fellow Bacchants to launch an
assault against Pentheus, who is seen as a beast. In the Bacchae the frenzied Agave views her
son as a wild animal and urges the other maenads to throw him down from the fir tree (1106-
1109) and later she believes in her madness that Pentheus’ head, which she has fixed on her
thyrsus, is a lion’s head (1140-1142). Likewise in the fourth stasimon the chorus imagined that
Agave would alert the other Bacchants to the spying Pentheus and call him a lioness’ or
Gorgon’s offspring (984-991). The Ovidian text alludes to the Euripidean passages, since the
maddened Agave cries to her sisters that a boar has trespassed in their domain and that she must
slay it (3.713-715). In Theocritus, on the other hand, Pentheus is recognized as a human by the
maenads, something that is indicated by his brief dialogue with Autonoe (18-19).

The frenzied Bacchants assemble at the bidding of Agave and rush against Pentheus, who
flees for his life in terror.”*® Ovid follows here Theocritus, where the Theban king also runs away
in fear from the maenads.”®” In Euripides, however, there is no pursuit, since he is hopelessly
trapped on the tree with no means of escape (1101-1102). The terrified Pentheus acknowledges
and repents his hybris, cursing his folly.**® His psychological transformation evokes that of his
Euripidean predecessor, who also confesses his guilt and entreats his mother not to kill him

. . 2
because of his sins.?*

3 1d. 26.12 Adtovoa mpdra viv avékpaye devov idoioa, 15 paiveto pév T adtd, poivovto ' &p' €00 koi GAaL.

86 Met. 3.716-717 cunctae coeunt fremituque sequuntur,/ iam trepidum.

27 1d. 26.16 TevOedc pév gedyev mepoPnuévoc, ol 8' £dimkov (See Bomer 1969, v. 3.716).
28 Met. 3.718 iam se damnantem, iam se peccasse fatentem.
29 Ba. 1120-1121 ofktipe &' & pfitép pe unde toig Spoic duaptionot Taide OV KaToKTEVIG.
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Ovid has elevated the role of Autonoe in his narrative, adhering to Theocritus and
deviating from Euripides, where she plays an inconsequential part in the action. The wounded
Pentheus turns first to his aunt Autonoe and implores her to aid him. He attempts to stir her pity
by reminding her of the fate of her son Actacon, who had been torn apart by his own hounds
(3.719-720). Ovid reworks here the scene in Idyll 26 in which the Theban king asks Autonoe
what is the Bacchants’ purpose and she replies sarcastically that he will soon find out, implying
that they wish to kill him (18-19). Ovid thus transforms the ironic Theocritean exchange between
Pentheus and Autonoe into a nephew’s desperate and tragic plea for help to his aunt evoking the
grim destiny of his cousin. Furthermore, the Ovidian Pentheus’ entreaty to Autonoe alludes to
the Euripidean king’s supplication to Agave. Just as in the Bacchae Pentheus beseeches Agave to
pity him and spare his life, because he is her son (1120-1121), similarly in the Metamorphoses he
attempts to move Autonoe by reminding her of her own son’s death. In both scenes the Theban
king’s entreaty is unsuccessful, since the frenzied women cannot recognize him or understand
what he is saying.””

Pentheus’ reference to the fate of Actaecon highlights the close affinity between the two
heroes. Ovid narrates the story of Actaeon immediately after the foundation of Thebes by
Cadmus (3.138-252) and closes the book with the tale of his cousin Pentheus thus creating a ring
composition, which adds unity and coherence to his Thebaid.”' Both youths commit hybris by
beholding a taboo sight (Diana’s bath, Bacchic rites) and as a result suffer a severe divine

punishment in the form of dismemberment, the former being torn apart by his hounds and the

20 Ba. 1123-1124 o gpovods' & xpiy ppoveiv / &k Bakyiov kateiyet', 008’ £netdé viv; Met. 3.721 illa, quis Actaeon,
nescit. Barchiesi (2007, vv. 3.719-722) points out the subtle irony arising from the discrepancy between the meaning
of Autonoe’s name (“she who knows herself”’) and the present situation, where she does not know, who her son is.

! Hardie 1990, 231.
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latter being rent by the maenads. In addition, just as Actaeon vainly attempts to entreat his dogs
and his fellow hunters to spare him, but he is not recognized by them, because he is trapped in
the body of the stag, in an analogous manner the Bacchants cannot recognize the beseeching
Pentheus, since they perceive him in their frenzy as a wild boar. The essential disparity between
the two heroes is that whereas the innocent Actaeon accidentally stumbles upon Diana, the
insolent Pentheus goes deliberately to challenge Bacchus and view his female worshippers’ rites.

We have already seen how Ovid establishes a link between the two heroes at the very
outset of the Pentheus episode by avoiding to incorporate Athena’s prophecy concerning
Actaeon’s dire fate contained in Callimachus’ Bath of Pallas into his own account of the
Actaeon myth and transplanting it instead in the story of the Theban king, where it takes the form
of Tiresias’ prediction to Pentheus about his imminent destruction. The Roman poet associates
the two stories under the influence not only of Callimachus but also of Euripides, who likewise
draws connections between them in the Bacchae. In the first episode Cadmus attempts to induce
Pentheus to cease his impiety towards Dionysus by reminding him of Actaeon’s wretched death
as a penalty for his outrageous boasting that he was a superior hunter than Artemis herself.”?
What is more, a ring composition pattern is created by the concluding recognition scene of the
drama, where in response to Agave’s enquiry about Pentheus’ place of demise Cadmus says that
he died at the same place where Actaeon was torn to pieces by his hounds (1290-1291). Cadmus’
admonition to the Theban king is converted into the Ovidian Pentheus’ appeal to Autonoe to
show him mercy by evoking in her mind Actaeon’s fate.*”> Ovid may have altered the nature of

Actaeon’s offence in adherence to Callimachus, but follows Euripides in making Actaeon’s tale

292 &~ PO ’ o ’ © s , o . r r
%2 Ba. 337-341 6piug tov Aktaiovog G0hov pudpov, / dv dupodcttot okdrakeg ¢ £0péyaro / Sieomdoavto, kpeicoov'
&v kovayiong / ApTEéPId0g ivatl KOUTAcAvT €V OpYacty.

23 Met. 3.720 ‘Autonoes moveant animos Actaeonis umbrae!’.
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serve as a cautionary exemplum, albeit an unavailing one: just as Cadmus is unsuccessful in
convincing his grandson to respect Dionysus, similarly Pentheus fails to stir the pity of his aunt.

Ovid’s gruesome description of Pentheus’ dismemberment constitutes a conflation of the
Euripidean and Theocritean scenes, but at the same time contains novel elements. In the Bacchae
it is Agave who initiates the killing by tearing off Pentheus’ left arm (1125-1127), followed by
Ino who deprives him of his right arm (1129-1130). The horrid deed is completed by Autonoe
and the other maenads, who tear apart the rest of his body. Agave ends up taking Pentheus’ head
and fixing it on her thyrsus (1139-1141). In Idyll 26 Agave first tears off Pentheus’ head (20),
Ino rends one of his arms (22) and Autonoe the other (23), while the rest of the maenads
distribute among them the remains of his body (24). Ovid describes the same actions as
Theocritus, that is the rending of Pentheus’ arms by his aunts and his head by his mother, but in
reverse sequence: Autonoe begins the dismemberment by tearing off his right arm, followed by
Ino, who removes his left (3.721-722). Agave then rends his head with her bare hands (3.727),
while the other Bacchants pull apart the remainder of Pentheus’ body (3.731). Finally, all three
authors converge in presenting Agave as the recipient of Pentheus’ head.

Ovid has introduced many innovations in his account of Pentheus’ sparagmos. First, he
confers on Autonoe a much more central role than the one she plays in Euripides. Not only is she
the first Bacchant to whom Pentheus speaks, but also the one who initiates his dismemberment,
whereas in the Bacchae he does not address her whatsoever and her attack is mentioned along
with that of the rest of the maenads. The most likely reason for this focus on Autonoe is that she
is Actaeon’s mother and, as I argued above, Ovid wishes to create a close affinity between the

fates of Pentheus and his cousin. The Roman poet also deviates from Theocritus in that he
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inverts the order of events by placing Agave’s deeds last and thereby bestows on her the same
key part that she holds in Euripides while also creating a climactic sequence of violence.

The most important departure of Ovid from his models is, however, the sheer
grotesqueness of his narrative. In the Bacchae when Agave is about to attack Pentheus he
removes his Bacchic headband, so that she might recognize him, and touches her cheek in a
gesture of supplication (1114 moprnidos yavwv) beseeching her to show mercy to her son (1115-
1121). The gruesomeness of the Ovidian description lies in the fact that Pentheus’ vain entreaty
to his mother is placed after the mutilation of his arms, which renders him unable to stretch them

%% The only thing that the Ovidian Pentheus can do is ask Agave to

out in supplication to her.
look at his maimed body, so that he can rouse pity in her.”” The sight of her disfigured son
induces, however, the opposite effect in Agave making her even more frenzied than before: she
howls, tosses back her neck, and shakes her hair (3.725-726) thus echoing her Euripidean
counterpart whose eyes roll in madness and her mouth is filled with foam (1122-1123).
Pentheus’ futile supplication due to the lack of arms recalls not only the comic picture of the
Tyrrhenian sailor earlier in the narrative, who loses his arms by turning into a dolphin, but also
the tragic plight of his cousin, Actaeon, who having been transformed into a stag does not
possess any arms to extend in entreaty to his fellow hunters and thus he bends his knees in the
posture of a suppliant and vainly turns around his face as if it were his arms.”° Both Actaeon and

Pentheus are therefore unable to make a proper supplication due to the absence of arms and thus

they devise an alternative but hopeless means of making their entreaty.*”’

' Met. 3.723 non habet infelix quae matri bracchia tendat.
%5 Met. 3.724-725 trunca sed ostendens dereptis vulnera membris / 'adspice, mater!" ait.

2% (3.240-241 et genibus pronis supplex similisque roganti / circumfert tacitos tamquam sua bracchia vultus.

27 James 1991-1993, 88.

106



We saw in the first scene how the confrontation between Pentheus and Tiresias evokes
that of Pyrrhus and Priam in Aeneid 2. Now the situation is ironically inverted, since Agave’s
slaughter of Pentheus reenacts Pyrrhus’ murder of the Trojan king. Just as Pyrrhus twists Priam’s
hair in his hand and then stabs him on his side, likewise Agave entwines her fingers in Pentheus’
hair before slaying him.**® Moreover, Agave’s decapitation of Pentheus recalls the beheading of
king Priam*”’ and Pentheus’ mutilated body is reminiscent of Priam’s headless corpse.’” Ovid
thus depicts the tragic reversal of Pentheus’ destiny by means of allusive gestures to the Aeneid,
which form a ring composition: Pentheus begins as the impious and savage Pyrrhus, but ends up
as the helpless king Priam.

After Agave tears off Pentheus’ head and takes it in her hands, she cheerfully declares to
her hunting companions that they are triumphant, since she is still believing in her frenzy that

301

they have slain a boar.™ Agave’s “triumph” is steeped in tragic irony and echoes the Bacchae,

where the messenger reports that Agave has fixed Pentheus’ head on her thyrsus thinking it to be
a lion’s head and is returning to Thebes exulting in her “trophy” and invoking Dionysus as her

302

fellow hunter, who has bestowed a “victory” on her.” The messenger adds, however, in bitter

irony, that thanks to the god Agave has won tears as her victorious prize (1147 &t Séxcpva

% Aen. 2.552 implicuitque comam laeua; Met. 3.727 caput digitis complexa cruentis.

29 Met. 3.727 avulsumque caput; Aen. 2.558 auulsumque umeris caput (See Barchiesi 2007, vv. 3.726-727).

% Met. 3.724 trunca sed ostendens dereptis vulnera membris; Aen. 2.558 iacet ingens litore truncus.

' Met. 3.728 clamat: 'io comites, opus hoc victoria nostra est!’. Barchiesi (2007, v. 3.728) notes that Agave’s
exclamation recalls the address of Amata to the Latin mothers, while she is simulating Bacchic fury (7.400
clamat:“io matres, audite, ubi quaeque, Latinae”.

392 Ba. 1144-1147 yopel 8¢ 0fpar dvomdtumt yowpovpévn / teréov oo tdve', dvakalodoo Békyov / Tov
Euykvvayov, tov Euvepydny dypag, / TOv kaAlivikov. Barchiesi (2007, v. 3.728) observes that Agave’s extended
scene of “victory” in the exodos of the Bacchae (1168 ff.) has been condensed by Ovid into a single line. He argues,
however, that whereas in Euripides the dominant theme is that of a “victorious hunt” and a “trophy”, in Ovid the
central idea is that of a “military triumph” and the “exhibition of the spoils of war”.

107



vikneopet). Thus Ovid implicitly evokes the dramatic irony of the Euripidean play, where
Agave’s hunting “victory” will soon turn into lamentation after the recognition of her horrible
deed.

Ovid closes the description of Pentheus’ dismemberment by means of a peaceful yet
disturbing simile. The rapid tearing apart of Pentheus’ limbs by the Bacchants is compared to the
swiftness with which the leaves of a tree are snatched away by the autumn wind (3.729-731).
The effect of this simile is disconcerting, since the extreme and abnormal brutality of the
maenads is likened to the serene and natural image of leaves falling from a tree. The leaves are
said to be clinging weakly on the branches so they are easily blown away by the wind and
similarly Pentheus’ frail limbs are without difficulty wrenched apart by the furious Bacchants.*”?

The Ovidian simile draws on a variety of epic sources. In Homer the generations of men
who perish and are followed by new ones are compared to the leaves which are blown away by
the wind and replaced by new ones (Il. 6.146-149, cf. also Il. 21.464-469). In Virgil the
multitude of shades in the Underworld are likened to the innumerable leaves that fall from the
trees during autumn (Aen. 6.309-310). Barchiesi notes that Ovid unconventionally compares the
leaves not with the members of the human race, but with the limbs of Pentheus’ body. He argues
that Ovid blends elements from both the Homeric simile (the wind blowing the leaves from the
tree) as well as from the Virgilian adaptation (the reference only to the falling of the leaves and

394 The Ovidian simile also owes its overtones of death to the

not to the sprouting of new ones).
Virgilian one, which is set in an afterlife context. The leaves touched by the autumn cold (3.729

autumni frigore tactas) symbolize Pentheus’ limbs “touched” by the “coldness” of death and the

% Met. 3.730 iamque male haerentes alta rapit arbore ventus.

3% Barchiesi 2007, v. 3.729-731.
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image evokes Virgil, where the souls of the dead are likened to leaves falling at the advent of the
first autumn cold (autumni frigore primo).305

What has not been observed, however, is that apart from alluding to epic models the
Ovidian simile also contains multiple Euripidean echoes and encapsulates masterfully three
different passages of the Bacchae. First of all, the simile reflects in a certain way Euripides’
grisly description of the maenads tearing Pentheus limb from limb and hurling his body parts to
each other like a ball.’® Seaford argues that this scene may perversely evoke the Odyssean
episode in which Nausikaa and her young female companions are playing ball by the river.’”’
Both Euripides and Ovid therefore produce a grotesque effect by comparing a ghastly deed
(Pentheus’ dismemberment) to a beautiful, everyday image (leaves blown by the wind, women
playing with a ball).

The image of leaves being shed from a tree may also be ingeniously intended to recall the
Euripidean Pentheus’ fall from the fir tree uprooted by the Bacchants.”® An intertextual marker

signaling this allusion may be the fact that the tree from which Pentheus plummets is of towering

height (1111 vyob [...] bydbev) and likewise the tree of the Ovidian simile is characterized as

lofty (3.730 alta [...] arbore). Ovid thus transforms the Theban king’s literal tree fall in the
Bacchae into the figurative picture of leaves dropping from a tree, which stand for Pentheus’

limbs being torn off by the maenads. Finally, another function of the simile is to illustrate the

% Barchiesi (2007, vv. 3.729-731) observes that the Ovidian phrase is in the same metrical position as the Virgilian
one.

39 Ba. 1134-1136 &pepe &' 1) pév dAévny, /1) 8' Tyvog avtaic apPpoac, yopvodvro 8¢ / mhevpai omopaypoic, ndoa &'
Nipatopévn / xelpag dieceaipile capka IevOéwmc.

7°0d. 6.100-101 ceaipn ol &' &p' Emonlov, Gnd kpRdepvo Parodoor, / Tijot 8¢ Nowoikda AevkdAevog fipxeto
poAmiig (See Seaford 2001, 239).

% Ba. 1111-1112 Dyod 8¢ 0docmv Dyodev xapopiong / Ttel Tpdg ovdag Hupiols oipdyacty.
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supernatural strength of the Bacchants, since they are able to dismember Pentheus just as swiftly
as the wind snatches away the leaves from a tree.”® This comparison evokes by means of
explicit verbal echoes the words of the first messenger in the Bacchae, who reports to Pentheus
that the maenads skinned a bull more quickly than he could blink his eyes.3 ' Hence, in both
descriptions the uncanny speed with which the Bacchants tear apart their victims is rhetorically
amplified by means of a hyperbolic comparison: the blinking of the eyes and the blowing away
of leaves by the wind.

Tiresias’ sinister prophecy that Pentheus’ limbs would be scattered everywhere and that
he would pollute the woods with his blood, is thus ultimately fulfilled.>’' The prediction reflects
the account of the Euripidean messenger, who reports that some of Pentheus’ body parts lie

under rocks and others in the foliage of the woods.’"?

In the exodos of the Bacchae Agave
returns to Thebes alone, experiences a gradual anagnorisis of her inhuman deed and laments for
her son’s death (1165-1329), while in Idyll 26 the recognition scene is implied by the narrator,
who remarks that the Bacchants went back to the city bringing with them not Pentheus (ITevOija)
but a cause for dirge (mévOnua) instead (25-26). Ovid, on the contrary, halts his narration
abruptly and refrains from recounting the return of Agave to Thebes and the concomitant

realization of her crime, thus avoiding to portray the tragic pathos of the downfall of Cadmus’

house.

39 Met. 3.729-731 non citius fronds [...]1/[...] alta rapit arbore ventus, / quam sunt membra viri manibus direpta
nefandis.

319 Ba. 746-747 Bdiccov 8¢ 81epopodvto copkdc £vautd / §i ot Evvayar PAépapa Bactheio kopag.

! Met. 3.522-523 mille lacer spargere locis et sanguine silvas / foedabis matremque tuam matrisque sorores.

312 Ba. 1137-1138 xeitar 82 yopic odua, O pév 110 6THEAIG / TETpoIg, 0 &' BANG &v Babvéddmt eopnL.
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The messenger in the Bacchae concludes his report in a typical manner by offering a
gnome: moderation and reverence to the gods are the finest human virtues (1150-1152). Ovid
ends his story with the brief comment that the Theban women warned by the example of
Pentheus’ punishment participated in the organized, public worship of Bacchus (3.732-733).
Thus both Euripidean messenger and the Ovidian narrator offer a straightforward moral: mortals
should respect the gods, otherwise they will suffer a severe penalty. This is also the moral lesson
provided by the hymnic ending of Theocritus’ poem, where the narrator claims that impious
mortals are justly punished by the gods, while the pious ones are rewarded (27-32). Nevertheless,
the epic narrator of the Metamorphoses exerts oblique criticism to the maenads and by
implication to Bacchus himself by relating that they dismembered Pentheus with “impious
hands” (3.731 manibus nefandis). This phrasing suggests that the narrative voice considers the
slaying of the Theban king an abominable deed despite his outrage to the god. This insinuated
reproach of Bacchus in Ovid may recall Cadmus’ criticism to Dionysus in the exodos of the
Bacchae, where he acknowledges that the god rightly punished Pentheus for his hybris against
him, but at the same time censures him for the extreme severity of the penalty, asserting that the
gods should not be as hot-tempered as mortals (1344-1348). The hymnic narrator in Idyll 26, on
the other hand, is entirely indifferent to the Theban king’s fate (27-28) and eulogizes Dionysus
for justly punishing the insolent Pentheus (37-38).

To recapitulate, Ovid’s account of Pentheus’ sparagmos engages in a complex
intertextual dialogue with its Euripidean and Theocritean models sometimes blending them
together, other times following the one instead of other, and in some cases diverging from both
and inserting completely novel elements in his narrative. At the same time the Ovidian episode

evokes various scenes from the Aeneid: Pentheus marching against the Bacchants echoes through
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the war horse simile Turnus going to battle and Dido raving madly at Aeneas’ departure, while
Agave’s murder of her son recalls Pyrrhus’ butchery of king Priam. Moreover, the Theban king’s
destiny is presented as reenacting in many ways the tragic fate of his cousin Actaeon in
adherence to the Euripidean drama, where the fortunes of the two youths are inextricably
connected. The Roman poet fashions his Pentheus episode by fusing together elements from
various texts of different periods and genres ranging from archaic hymn, classical Greek tragedy,
and Hellenistic poetry, to Roman Republican drama and Augustan epic. The originality and
artistic value of Ovid’s version of the myth lies not only in the many innovations that he

introduces in it, but also in the creative reworking of his sources.

2.2 The daughters of Minyas

The episode of the daughters of Minyas opening Book 4 of the Metamorphoses (1-415) is a tale
of mortal outrage towards Bacchus punished, just like the stories of Pentheus and the Tyrrhenian
sailors immediately preceding it. Ovid does not explicitly state the location of the narrative, but
suggests that it takes place in Thebes by means of indirect references.””” The three sisters scorn
Bacchus by refusing to participate in his rites with the other Theban women and choosing instead
to remain indoors and engage in weaving in homage to their favored divinity, Minerva (1-54). In

order to make the long hours of wool-working pass more pleasantly, they narrate to each other a

13 Met. 3.73-4.1 turaque dant sanctasque colunt Ismenides aras / at non Alcithoe Minyeias, 4.31-32 Ismenides [...]/
iussaque sacra colunt; solae Minyeides intus, 416-417 tum uero totis Bacchi memorabile Thebis / nomen erat. Both
Anderson (1997, 410-411) and Rosati (2007, 243, v. 4.31-32) contend that the Minyads story unfolds in nearby
Orchomenus in Boeotia presumably on the grounds that their father Minyas was the mythical founder of the city.
Bomer (1976, 11), however, argues that the legend of Minyas is completely irrelevant for the appreciation of the
Ovidian episode, so that the poet shifts without hesitation the action to Thebes. Moreover, Thebes and in particular
the house of Cadmus is the focal point of Ovid’s Thebaid spanning books 3 and 4 (3.1-4.603) and thus it would
make little sense for the poet to transfer the narrative to a different location.
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series of amatory tales set in the East: Pyramus and Thisbe (55-166), the love affairs of the Sun
(167-273), and Salmacis and Hermaphroditus (274-388). Since the Minyads do not take part in
Bacchus’ festival, the god brings his rites into their own house in a miraculous epiphany and
punishes them for their impiety by transforming them into bats (389-415).

The intertexts of this Ovidian episode are particularly problematic.3 4 One source is
perhaps Aeschylus’ lost tragedy Xantriai (“Wool-carders”), whose title may refer to the
Minyads’ devotion to wool-working, but Ovid’s debt to this work remains mere speculation.’'> A
more probable model can be found in Nicander’s Heteroioumena (“Transformations”), which
does not survive, but many of its stories (including that of the Minyads) have reached us through
the prose summaries of Antoninus Liberalis, a mythographer of the imperial age.316 According to
the version recounted by Antoninus (Metamorphoseon Synagoge 10) the daughters of Minyas
were exceptionally committed to wool-working and reviled the other women of Orchomenus for
going off to the mountains to participate in the rites of Dionysus. The god appeared to the sisters
in the form of a young maiden exhorting them to embrace the Bacchic cult. When they refused,
he grew angry and transformed successively into a bull, a lion, and a leopard inspiring the
Minyads with panic, while their looms began to drip with milk and véxrap. In their terror the
sisters drew lots to offer a sacrifice to the god and the lot falling to Leucippe they dismembered
her son Hippasus and then stormed off to join the maenads in the mountains. There Hermes

finally transformed them into nocturnal creatures (a bat, an owl, and an eagle-owl).

314 Rosati 2007, 243-244; Keith 2010, 195-196.
315 Radt 1985, 280-287.

316 papathomopoulos 1968.
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Another version of the myth is recorded by Aelian (Varia Historia 3.42), who relates that
the Minyads rejected the worship of Dionysus not out of their devotion to weaving, but due to

their love for their husbands.>"”

As a result the god became wrathful and made his divine power
manifest to them through miracles: ivy and vine entwined their looms, serpents slipped into their
baskets, and milk and wine dripped from the ceiling. When the sisters persisted in repulsing his
cult, Dionysus filled them with furor causing them to tear to pieces Leucippe’s son. They then
run off to join the Bacchants, but were chased away by them due their blood pollution and they
ultimately transformed into a crow, a bat, and an owl. The last source for the story is Plutarch
(Quaestiones Graecae 299e-f), who merely reports that the sisters became frenzied and
conceived a desire for human flesh, whereupon they drew lots to choose which of their children
to consume. When the lot fell to Leucippe, she offered her son Hippasus to be torn apart.”'®
Ovid’s treatment of the Minyads myth diverges considerably from the other surviving
accounts. The only common feature between Aelian’s version and the Ovidian narrative is the
picture of ivy and vine wrapping around the Minyads’ looms during Bacchus’ epiphany, while
there is no point of contact whatsoever with the account of Plutarch. Nicander’s story, as
transmitted by Antoninus, is the one closest to the Ovidian tale, but even in this case the
differences far outnumber the similarities. Ovid largely follows the plot-pattern of the Nicandrian
narrative: the Minyads’ excessive dedication to wool-working leads to their refusal to take part in

the Bacchic rites, which in turn triggers the god’s vengeance ultimately resulting in their

transformation into nocturnal creatures.

317 Wilson 1997.

318 Nachstidt, Sieveking, Titchener, 1935.
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Nevertheless, the Ovidian story departs at many points from its Hellenistic predecessor.
Nicander’s Minyads rebuke the women of Orchomenus for celebrating Dionysus’ festival,
whereas their Ovidian counterparts merely confine themselves in their household and have no
contact with the Theban women participating in the god’s rites. Furthermore, in the Hellenistic
text Dionysus confronts the daughters of Minyas appearing first as a young girl in an attempt to
persuade them to cease their impiety and afterwards morphing into wild beasts so as to inspire
fear in them. The Ovidian Bacchus, on the other hand, has no direct encounter with the Minyads
either in his divine form or in disguise and his epiphany consists only of acoustic, olfactory, and
visual illusions. The most important divergence from the Hellenistic account is the omission of
the scene of the dismemberment of Leucippe’s son and the sisters’ subsequent departure for the
mountains as frenzied maenads, since the Ovidian Minyads perform no sparagmos and remain
within the confines of their home.*" Ovid distances himself from Nicander even in the scene of
metamorphosis: in the Heteroioumena the Minyads are transformed by Hermes into different
kinds of nocturnal animals, while in the Metamorphoses all three sisters are metamorphosed by
Bacchus into bats. Finally, the Roman poet introduces his own significant innovations into the
story, namely the hymn sung by the Theban women in honor of Bacchus and the amatory tales
the Minyads narrate to each other during their weaving.

These deviations of the Ovidian narrative from that of Nicander can be explained in terms
of the Minyads episode’s relationship with the story of Pentheus that comes immediately before
it. Ovid in his customary pursuit of variatio may have wished to avoid repeating in the tale of the
daughters of Minyas plot elements previously included in the Pentheus narrative. First of all, the

fact that Pentheus has already launched a tirade against Bacchus and chastised his people for

319 Keith 2010, 197.
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embracing the god’s rites, may explain why Ovid, unlike Nicander, does not portray the Minyads
directly criticizing the Theban women for participating in the Bacchic festival. In the Pentheus
episode Bacchus confronts the Theban king in the mortal guise of Acoetes, who recounts an
embedded narrative, in which the god appears to the Tyrrhenian sailors both in disguise and in
his divine form. Thus, contrary to Nicander’s Dionysus, who reveals himself to the Minyads in
human and animal form, the Ovidian Bacchus does not engage with the sisters in either mortal or
divine form, but makes himself manifest only through his miraculous illusions. Moreover, given
that Ovid has concluded Book 3 with a detailed description of the Theban king’s sparagmos he
does not incorporate an analogous dismemberment scene in his Minyads story.’* Finally, since
the Theban maenads have already been shown in action on Mt. Cithaeron, Ovid diverges from
Nicander in not representing the Minyads as frenzied Bacchants.

Although Euripides does not dramatize or allude to the myth of the daughters of Minyas
in any of his plays, Ovid incorporates in the Minyads episode various aspects from Euripides’
Bacchae by means of “fragmentation”. In particular, he appropriates from the tragedy features
which he did not integrate earlier in the Pentheus narrative and weaves them instead into the
story of the Minyads: the outrage of the Minyads consisting in their rejection of Bacchus’
divinity is reminiscent of the questioning of the god’s divine paternity by the daughters of
Cadmus; the Theban women’s hymn to Bacchus evokes the tragic chorus’ hymnic invocation of
the god in the play’s parodos; finally, Bacchus’ epiphany to the sisters recalls the god’s
wondrous appearance to the Asian Bacchants. Ovid alludes to Euripides not only directly, but
also indirectly by means of intratextual conflation. More specifically, he establishes a close

affinity between the Minyads episode and his own version of the Pentheus myth, which both

320 Rosati 2007, 144.
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recount a mortal outrage against Bacchus, which is duly punished by the god. The Minyads may
be viewed as a “refraction” of Pentheus, in the sense that in both cases the impiety towards
Bacchus consists in the scorning of his rites, but the Minyads’ hybris is much less aggressive
than that of Pentheus. Whereas the Theban king attempts to persuade his people to reject the
Bacchic cult and even urges them to take up arms against the god and his followers, the Minyads
simply refuse to participate in the Bacchic festival by remaining in the confines of their home.
Furthermore, as we shall see, the structure of the Minyads’ story is based on that of Pentheus.
Finally, Ovid blends in the Minyads episode elements from both the frame narrative of Pentheus
and the embedded tale of Acoetes. The form of retribution inflicted on the Minyads
(metamorphosis into bats) does not correspond to Pentheus’ punishment (dismemberment) but to
that of the Tyrrhenian sailors (transformation into dolphins), while the epiphany of Bacchus to

the daughters of Minyas is highly reminiscent of the god’s appearance to the Tyrrhenian sailors.

2.2.1 The blasphemy of the Minyads

Ovid creates a seamless narrative continuity by concluding the third book with the devout
Theban women celebrating the new cult of Bacchus (3.732-733) and opening the fourth with the

impious daughters of Minyas, who refuse to participate in the god’s rites (4.1-4).>*!

Ovid signals
the close intratextual affinity of the two episodes by modeling the structure of the Minyads
narrative on that of Pentheus. The opening scene, where the Minyads disobey the injunction of

the priest of Bacchus to participate in the god’s rites, is evocative of the encounter between

Pentheus and the seer Tiresias. The contrast between the Minyads, who reject the Bacchic cult,

321 Anderson 1997, v. 4.1.
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and the female population of Thebes, who take part in the god’s festival, evokes the opposition
between hybristic Pentheus and the pious Theban people as well as that between devout Acoetes
and the irreverent Tyrrhenian sailors. Furthermore, many elements of the invective of Pentheus
against Bacchus are reworked in the hymn addressed to the god by the Theban women and the
epic narrator in the Minyads episode. The Pentheus episode contains the embedded narrative of
Acoetes, which holds the central place and exceeds in length the frame narrative (123 vs. 99
lines). Similarly the Minyads’ internal stories are framed by the external narrative and are
substantially longer than it (335 vs. 80 lines). Just as the micro-narrative of Acoetes has many
correspondences with the macro-narrative of Pentheus (e.g. both recount a hybris against
Bacchus punished by the god), in an analogous manner the embedded tales narrated by the
Minyads contain Bacchic elements, which implicitly link them with the external narrative.
Finally, both stories conclude with the punishment of Pentheus and the Minyads respectively.
Ovid transposes many elements of the Pentheus story into the episode of the Minyads by
means of intratextual conflation. First of all, the sisters’ disdain towards Bacchus’ divinity (4.390
spernitque deum) recalls the scorn of Pentheus towards the gods in general (3.514 contemptor
superum) and Bacchus in particular.’** More specifically, both the Theban king and the Minyads
dispute Bacchus’ parentage, namely that he is the offspring of Jupiter.”” The Minyads’ hybris

also evokes that of the daughters of Cadmus (Agave, Ino, and Autonoe) in Euripides’ Bacchae,

322 Anderson (1997, vv. 3.389-390) wrongly notes that the verb spernit at 3.513 describes Pentheus’ contempt for

Bacchus, whereas it actually refers to his derision towards Tiresias. Bomer (1976, v. 4.4), on the other hand,
correctly links spernit deum (i.e. the Minyads) with contemptor superum (i.e. Pentheus).

33 Met. 3.557-558 cogar / adsumptumque patrem. .. fateri, 4.2-4 Bacchum / progeniem negat esse Iovis sociasque
sorores / impietatis habet (See Bomer 1976, v. 4.3).
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who likewise doubt Dionysus’ descent from Zeus.*** Ovid omits the irreverence of Cadmus’
daughters in his version of the Pentheus story and transfers it by means of “fragmentation” to the
Minyads, another trio of impious sisters.”” The outrage of the Theban king and the Minyads
towards the god consists in their resistance to the establishment of organized Bacchic worship:
the Theban king refuses to erect temples in honor of Bacchus (3.521), while the Minyads oppose
the adoption of his cult (4.1-2). Moreover, both the sisters and Pentheus allege that the Bacchic
rites are counterfeit (3.558, 4.37 commentaque sacra)’>® echoing the Euripidean Pentheus’
characterization of the Dionysiac cult as fictitious (218 mAactaiot Bakysioiov).

Finally, in both stories the blasphemy towards Bacchus is accompanied by an adherence
to another divinity.”*’ The Minyads’ refusal to venerate Bacchus is explained by their worship of
Minerva, whom they consider a superior deity (4.38). Their attitude is reminiscent of Pentheus’
mentality, who scorns Bacchus and extols instead Ares’ serpent, the monstrous ancestor of the
Thebans, raising it to the level of a patriotic symbol of military valor (3.544-548). What is more,
in both narratives the mortals’ religious beliefs mirror their character. Pentheus’ admiration for
Ares’ serpent is reflected in his savage, warlike, and violent personality, while the Minyads’
dedication to Minerva is expressed through their excessive devotion to wool-working. Steven
Hinds maintains that two divine festivals are in implicit rivalry here, arguing that if we interpret

the metonymy intempestiva Minerva (4.33) not only as “untimely weaving”, but also as

32 Ba. 26-27 énel | adehpai pntpoc, dc fikiot &xpiiv, / Atbvocov odk Epackov ékedvar Atdc. Ovid indicates the

allusion to Euripides through clear verbal echoes (sorores~adeA@ai, negat~ ovk £packov, Bacchum~Aidvocov,
progeniem esse~ k@dvat, Iovis~A10g).

% Keith 2010, 195.

2% Anderson 1997, vv. 4.36-39.

27 The motif of a mortal committing outrage towards a divinity by worshipping another god is characteristic of

tragedy (cf. Hippolytus’ hybris towards Aphrodite due to his exclusive devotion to Artemis in Euripides’
Hippolytus).
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“untimely festival of Minerva” and employ the calendrical system of the Fasti, according to
which the goddess’ festival (March 19"™) takes place almost immediately after the festival of
Liberalia in honor of Bacchus (March 17™), it follows that the Minyads’ worship of the goddess
is indeed “untimely” by two days.*®® In other words, the Minyads reject the festival of Bacchus
in order to celebrate that of Minerva.

The obstinate irreverence of the Minyads towards Bacchus is also reminiscent of the
stubborn outrage of the Tyrrhenian sailors against the god. To begin with, both the sisters and the
seamen are characterized by the narrator as impious bands.’® Despite the tearful pleading of
Acoetes and the disguised Bacchus the sailors persist in their chosen course (3.656-657) and
even when the god immobilizes their ship in mid-sea they unfurl the sails and ply their oars with
redoubled effort (3.662-663). Similarly the Minyads are the only women who adhere to their
weaving during the holiday in honor of Bacchus, thus profaning his festival (4.34-36, 389-390).
Ovid hints to the analogous attitude of the Tyrrhenian sailors and the daughters of Minyas by
means of a subtle verbal echo: the Minyads’ spinning of the thread (4.36 deducens filum) may
recall the sailors’ unfurling of the sails (3.663 velaque deducunt).

The Minyads’ disobedience towards the priest of Bacchus at the beginning of their story
evokes the opening confrontation between Pentheus and Tiresias. The Theban king’s mockery of
Tiresias’ prophetic abilities and the taunting of his blindness (3.513-516) triggers the seer’s dire
prophecy, according to which the Pentheus’ failure to honor Bacchus will bring about the god’s
retribution in the form of dismemberment by his female kin (3.519-525). In the Minyads

narrative the priest of Bacchus orders the Theban female population to abandon their daily

2% Hinds 2005 (209-210) characterizes this interplay as “a cross-cultural and cross-calendrical ‘pun’ between the
time-systems of the Metamorphoses and the Fasti”.

32 Met. 3.629 impia turba, 3.656 manus impia, 4.3-4 sociasque sorores / impietatis habet.
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activities and celebrate the god’s festival predicting that if Bacchus’ godhead is outraged his
wrath will be fierce (4.4-9).*° Thus both Tiresias and the Bacchic priest foretell the god’s
imminent punishment of mortal impiety, but whereas the former pronounces a precise prophecy
specifically directed towards Pentheus, the latter’s prediction is vague and has no particular
addressee.”' The Theban king is heedless of Tiresias’ divination pushing him violently aside
while the seer is still speaking (3.526). Likewise the Minyads entirely disregard the priest’s
prophetic warning and the epic narrator lays emphasis on their excessive recklessness (4.2 adhuc
temeraria). Therefore, both episodes open with a scene typical of the “resistance myth”, namely
an encounter between an impious mortal (or group of mortals) and a priest, who predicts the
god’s impending vengeance against the non-believers.”> This correspondence serves to alert the
reader to the fact that Pentheus’ terrible fate awaits the irreverent Minyads as well.

The juxtaposition of the Theban women’s devout participation in the festival of Bacchus
with the Minyads’ rejection of his worship echoes the contrast between Pentheus’ opposition to

Bacchus and the Theban people’s joyful espousal of the god’s rites. In both stories the entire

330 Rosati (2007, v. 4.7-8) has observed that the language employed by Ovid to describe Bacchus’ genuine
celebration in Thebes is highly reminiscent of the diction with which Amata’s pseudo-bacchic rites are being
depicted in the Aeneid. In particular, both the Bacchic priest and the Latin queen exhort a group of women to
remove their fillets from their hair and participate in the god’s festival (4.4-8 festum celebrare sacerdos ... crinales
soluere uittas... iusserat, 7.403 solvite crinalis vittas, capite orgia mecum). Moreover, the priest’s injunction to the
Theban female population to put on fawn-skins and wield thyrsi (4.5-7 pectora pelle tegi ... manibus frondentes
sumere thyrsos...iusserat) evokes the Latin women’s dressing up as maenads (7.390 vociferans etenim mollis tibi
sumere thyrsos, 396 pampineasque gerunt incinctae pellibus hastas).

31 The affinity between the two scenes is emphasized by the use of verbs of divination: auguror (3.519), vaticinatus

erat (4.9).

332 Another interesting affinity between the two scenes is that the countless cult titles of Bacchus among the Greek
nations (4.16-17 et quae praeterea per Graias plurima gentes / nomina, Liber, habes) recall Tiresias’ immense fame
throughout the Greek cities (3.511-512: cognita res meritam vati per Achaidas urbes / attulerat famam, nomenque
erat auguris ingens). Ovid stresses the link by clear verbal reminiscences: plurima nomina~ingens nomen, per Graias
gentes~per Achaidas urbes.

121



community takes part in the Bacchic festivities regardless of age or social status,”>> but there is
one essential difference: whereas in the Pentheus episode the worshipers belong to both sexes
(3.529 mixtaeque viris), in the Minyads narrative we witness an exclusively female festival. This
contrast can be explained in terms of the poet’s narrative focus. Since in the former story the
main character is Pentheus, Ovid includes the Theban men among the worshippers, so that the
Theban king can appeal to their martial valor and dissuade them from adopting the effeminate
Bacchic rites. In the latter story, however, the daughters of Minyas hold the central role and thus
the poet structures the narrative as a conflict between the pious Theban women and the irreverent
sisters excluding all male participants. Furthermore, the epic narrator introduces the
protagonist(s) in both stories by distinguishing him/them from the general mass: Pentheus is the
only Theban who spurns Tiresias and opposes Bacchus, while the Minyads are the only women
who remain within their household, while the rest of the female population are outdoors
worshipping the god.334

The contrast between the Minyads’ outrage towards Bacchus and the Theban women’s
celebration of the god also evokes the clash between the reverent Acoetes and the impious
Tyrrhenian sailors. When Acoetes realizes that the boy abducted by the sailors is actually a god
in disguise, he prays that he bestow his favor and assistance on their voyage and grant pardon to
his shipmates for their hybris.”*> Similarly the Theban women pray to the god that he confer on

them his divine aid and have a gentle disposition towards them.>*® The response to Acoetes’

33 Met. 3.529-530 matresque nurusque / vulgusque proceresque ignota ad sacra feruntur, 4.5 famulas dominasque
suorum, 4.9 parent matresque nurusque.

34 Met. 3.513 spernit Echionides tamen hunc ex omnibus unus, 4.32 solae Minyeides intus (See Rosati 2007, v.

4.1).
335 Met. 3.613-614 quisquis es, o faveas nostrisque laboribus adsis; / his quoque des veniam!.

336 Met. 4.30 'placatus mitisque' rogant Ismenides 'adsis'.
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prayer comes from his fellow sailor Dictys, who sarcastically asks him not to pray for their sake
meeting with the approval of the rest of the crew.”®’ The prayer of the Theban women is likewise
flouted by one of the daughters of Minyas, who contrasts the other women’s participation in the
false rites of Bacchus with their own adherence to the superior divinity Minerva and suggests
that they complement their weaving with the narration of tales, obtaining the endorsement of her
sisters.*®

In conclusion, the blasphemous Minyads assimilate features from the hybristic daughters
of Cadmus of Euripides’ Bacchae as well as from impious Pentheus and the irreverent
Tyrrhenian sailors of the preceding narrative. On the other hand, the devout Theban women

constitute a conflation of the pious Theban people and Acoetes, while the priest of Bacchus is

reminiscent of the prophet Tiresias.

2.2.2 The Bacchic hymn

In the context of the festival in honor of Bacchus the Theban women address a hymn to the god
(4.11-32), which engages in dialogue with various intertexts, namely the parodos of Euripides’
Bacchae and certain fragments of Roman Republican tragedy.”’ The description of Bacchus’
punishment of Pentheus and the Tyrrhenian sailors in the preceding narrative is followed by a
hymn to the god in the Minyads episode, where the Theban women and the epic narrator

commemorate among other exploits Bacchus’ triumph over the Theban king and seamen. Ovid

37 Met. 3.614-620 “pro nobis mitte precari!” / Dictys ait [...] hoc Libys, hoc [...] Melanthus, / hoc probat
Alcimedon et [...] Epopeus, / hoc omnes alii.

338 Met. 4.37-42 “dum cessant aliae commentaque sacra frequentant, / nos quoque, quas Pallas, melior dea, detinet”
inquit, / [...] / dicta probant primamque iubent narrare sorores.

% For an analysis of Ovid’s hymn to Bacchus see Danielewicz 1990.
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may have appropriated this narrative pattern, where the feats of a character are followed by a
hymn in his honor, from authors such as Callimachus and Virgil. In the Hecale after Theseus
subdues the bull of Marathon, the Athenians sing a hymn in his honor celebrating his heroic
deed,** while in Aeneid 8 Evander’s story of Hercules’ slaying of Cacus is followed by the
Arcadians’ hymn to Hercules, who sing his victory over the monster. A closer thematic model
for this narrative pattern, however, can be found in Euripides’ Bacchae, where after the
description of Pentheus’ dismemberment in the second messenger speech comes the fifth
stasimon (1153-1164), in which the chorus celebrate the downfall of the Theban king and the
triumph of Dionysus.

The Ovidian hymn to Bacchus also contains many allusions to the parodos of the
Bacchae. It has been observed that the Theban women worshipping Bacchus resemble the chorus
of the Euripidean play, in that they employ the hymnic style and ritual diction of tragedy.’ *! Both
the Asian Bacchants of Euripides and the Ovidian Theban women open their invocation to the
god with the cult titles “Bacchus” and “Bromius”.*** What is more, both hymns celebrate
Dionysus’ double birth from Semele and Zeus** and make reference to the god’s bull form.**

The Euripidean maenads sing that the Theban female population has run off to Mt. Cithaeron to

worship Dionysus deserting their looms and shuttles.’* In an analogous manner the Theban

% Ovid fashions a similar hymn to Theseus sung by the Athenians in Metamorphoses 7.486-503.
! Keith 2010, 196.

2 Ba. 65-67 00ao / Bpopiot movov H3dv / kGpotdv T edkdpatov, Bakyov gbalopéva; Met. 4.11 Bacchumque
vocant Bromiumque.

3 Ba. 88-100 [...] A Bpovtdic vndvoc EkPorov pudnp Erekev, Mmoo’ aidva kepavviot mhaydt Aoyiog &' adtika
viv 8é€ato Barauarg Kpovidag Zevg, [...] £rexev d', avike Moipar téleocav; Met. 4.12 ignigenamque satumque
iterum solumque bimatrem.

34 Ba. 100 Tavpokepav Beov; Met. 4.19 cum sine cornibus adstas.

5 Ba. 116-118 €ig 8pog i 6pog, EvOa pével / Onivyevig dyhog / e’ iotdv mapd kepkidwv .
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women in Ovid lay aside their weaving implements and participate in the Bacchic festival. ™
Thus in both situations the women abandon their weaving in order to engage in Bacchic cult, but
the distinguishing difference is that whereas the Euripidean Theban women become Bacchants,
because they have been maddened by Dionysus (119 oictpnbeig Alovoowt), their Ovidian
counterparts take part in the god’s rites in obedience to the instructions of the Bacchic priest (4.9
parent, 4.32 iussaque sacra colunt). Just as in the Pentheus episode Bacchus receded in the
background and the lens focused on the human characters, similarly in the Minyads story it is the
mortals who are in the limelight, while the god remains inconspicuous. Finally, the Euripidean
Bacchants celebrate the god to the sound of drums, shouts, and flutes and likewise Bacchic
worship in the Ovidian hymn is accompanied by female singing, drums, and pipes. 47

Alison Keith argues that Ovid’s hymn to Bacchus may also draw on Roman Republican
tragedy.**® In particular, she has detected in Ovid’s diction verbal reminiscences from a fragment
of Ennius’ Athamas.**® Both poets represent worshippers invoking the god with the cult titles
“Bacchus”, “Bromius”, and “Lyaeus”.”>® Ovid may also be alluding to an extant line from
Accius’ Bacchae for which there is no parallel in the Euripidean original.”>' The Ovidian and
Accian invocations to the god share in common the reference to Bacchus’ birth from Semele (fr.

5 Semela genitus, Met. 4.12 bimatrem). Finally, all three hymns address Bacchus as “father”,

6 Met. 4.9-10 matresque nurusque / telasque calathosque infectaque pensa reponunt.

7 Ba. 154-163 péimete 1oV Aibvocov BapuPpopev Hmd toumdvov, [...] v ®puyioct Boaic évomdist te, Awtdg dtay
evKélad0g 1epdg iepa matypato Ppéunt; Met. 4.29-30 femineae voces inpulsaque tympana palmis / concavaque aera
sonant longoque foramine buxus.

38 Keith 2010, 197.
** Jocelyn 1967.

30 fr. 52, 120-121 his erat in ore Bromius his Bacchus pater, / illis Lyaeus; Met. 4.11 Bacchumque vocant
Bromiumque Lyaeumque.

#! fr. 5 O Dionyse, pater optime vitisator Semela genitus, Euhie!.

125



3

refer to the god’s invention of wine®~ and end with a cult-title stemming from the ritual cry

“euhoe”.*>

What is more, the description of the Bacchic festival in Metamorphoses 4 echoes and
inverts Pentheus’ tirade against Bacchus in the preceding book. To begin with, Pentheus’
exhortation to the Theban youths to reject the Bacchic rites is evoked by the Bacchic priest’s
instructions to the Theban female population to participate in the god’s festival. The Theban king
claims that it is more fitting for the young men to wield weapons instead of thyrsi and wear
helmets instead of garlands.354 The priest of Bacchus, on the other hand, orders the Theban
women to crown their heads with festive wreathes and brandish thyrsi.35 > Moreover, Pentheus’
appeal to the youths to assume the valor and fighting spirit of Ares’ serpent, in order to repel
Bacchus’ religious “invasion” of Thebes may be ironically recalled by the priest’s injunction to
the women to take up thyrsi so as to honor the god.*®

The Theban king’s invective against the god is also evoked and reversed by the hymn to
Bacchus. In particular, the epic narrator in Book 4, whose poetic voice merges with that of the
Theban women invoking the god, reworks various elements from Pentheus’ harangue to the

Thebans. The Theban king mockingly characterizes Bacchus an “unarmed boy”, whereas the

narrator glorifies the god by calling him a boy of eternal youth.”’ Pentheus describes derisively

32 £ 52, 121 uitis inventor sacrae; fr. 5 vitisator; Met. 4.14 genialis consitor uvae.
353 fr. 52, 122 euhan euhium; fr. 5 Euhie; Met. 4.15 Euhan.

3% Met. 3.541-542: o iuvenes, propiorque meae, quos arma tenere, / non thyrsos, galeaque tegi, non / fronde
decebat?.

35 Met. 4.7-8 serta coma, manibus frondentis sumere thyrsos / iusserat.

%6 Met. 3.555 animos [...] sumite serpentis!, 4.7-8 sumere thyrsos / iusserat.

37 Met. 3.533 puero [...] inermi, 4.17-18 tibi enim inconsumpta iuventa est, tu puer aeternus. Another response to
Pentheus’ taunt can be found in the Fasti-hymn to Bacchus, where the elegiac hymnist claims that the god was born
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the god’s effeminate and luxurious appearance consisting of perfumed hair, garlands, and purple
attire embroidered with gold (3.354-356). The epic voice, on the contrary, lauds Bacchus’
superlative feminine beauty (4.518 formosissimus, 3.520 virgineum caput est). One of the
exploits of Bacchus extolled in the hymn is the conquest of the East.™® This praise echoes
Pentheus’ complaint that Thebes have been “captured” by the new god.* Furthermore, the
Theban king reviles the counterfeit frenzy of the maenads induced not by the god’s inspiration,
but by intoxication (3.536 mota insania vino). The epic hymnist, on the other hand, draws a
comical sketch of the drunken Silenus supporting his tottering limbs with a walking stick.’ 60
Finally, upon the arrival of Bacchus (3.528 Liber adest) Pentheus initiates his diatribe
against the god with a scornful catalogue of Bacchic musical accompaniments consisting of
drums, flutes, cymbals, and female singing.361 The narrator, on the other hand, claims that
whichever place the god visits (4.28 quacumque ingrederis) he is welcomed by the same

. 2
assortment of Bacchic sounds.*®

The epic voice also makes subtle modifications to Pentheus’
list in order to suggest the shift from polemic to eulogy. The Theban king disparagingly
characterizes the drums as “empty, powerless” (3.537 inania tympana), while the hymnist simply

says that they are struck by the worshippers’ hands (4.29 impulsaque tympana palmis). What is

more, whereas the Pentheus mentions only women as the god’s worshippers in order to stress the

“armed”, because his birth came about, when Jupiter appeared before Semele bearing his thunderbolt (Fast. 3.715-
716 Semelen, ad quam nisi fulmina secum / luppiter adferret, partus inermis eras).

3% Met. 4.20-21 Oriens tibi victus, adusque / decolor extremo qua tinguitur India Gange.

3 Met. 3.533 at nunc a puero Thebae capientur inermi.

350 Met. 4.26-27 quique senex ferula titubantis ebrius artus / sustinet.

31 Met. 3.532-533 aerane ... / aere repulsa ... adunco tibia cornu, 536-37: femineae voces ... inania tympana.

362 Met. 4.28-30 femineae voces impulsaque tympana palmis / concavaque aera sonant longoque foramine buxus
(See Bomer 1976, v. 4.28; Anderson 1997, vv. 4.28-30).
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effeminate nature of his cult (3.536 feminae voces), the narrator adds in the catalogue the shouts
of young men (4.28 clamor iuvenalis), so as to indicate the universal welcome afforded to the
god.

To recapitulate, Ovid’s hymn to Bacchus in the Minyads episode appropriates elements
of tragic diction and hymnic style from the parodos of Euripides’ Bacchae as well as from choral
odes of Roman Republican tragedies, such as Accius’ Bacchae and Ennius’ Athamas and at the

same time it transforms Pentheus’ tirade against Bacchus into a hymnic encomium of the god.

2.2.3 “Weaving” tales

Just as the Pentheus story contains the embedded story of Acoetes about Bacchus and the
Tyrrhenian sailors, similarly the Minyads episode includes three inserted narratives recounted by
the sisters to each other: Pyramus and Thisbe (4.55-166), the loves of the Sun (4.169-270), and
Salmacis and Hermaphroditus (4.285-388). The narrative function of the internal stories in the
two episodes is entirely different. Acoetes’ longwinded story is designed to trigger the wrath of
the impatient Pentheus, so that he may go alone to Mt. Cithaeron to confront the maenads and
thus meet his death at their hands. The Minyads’ stories, on the other hand, are an act of defiant
hybris towards Bacchus, since instead of participating in his festival like the Theban women,
they prefer to stay indoors and engage in weaving and the narration of tales thus causing the
god’s wrath, who punishes them by transforming them into bats.’®> Ovid signals the different

function of Acoetes’ narrative from that of the Minyads’ tales in terms of the perception of the

%3 Note the prophecy of the priest of Bacchus, who warns that the wrath of the offended deity would be fierce (4.8-9

saevam laesi fore numinis iram / vaticinatus erat).
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passage of time. Pentheus accuses Acoetes that he subjected him to a rambling and digressive
story, so that he could weaken his anger by means of the delay. In other words, Acoetes’ tale
makes the exasperated Pentheus feel that time passes more slowly.364 The first of the Minyads,
on the contrary, suggests that they recount stories to one another in order to lighten their toil of
weaving by making time seem to pass more quickly.365 Therefore, the story of Acoetes, who is
actually Bacchus in disguise, causes the anger of Pentheus, because he finds it protracted and
garrulous, while the Minyads’ long narratives are entertaining for themselves, but bring about the
wrath of Bacchus.

In the previous section we saw how Acoetes’ micro-narrative has many correspondences
with the macro-narrative of Pentheus.’®® The embedded stories of the Minyads, on the other
hand, do not have explicit connections with the framing narrative of Bacchus’ festival and the
punishment of the three sisters. Alison Keith has argued, however, that Dionysiac themes and
imagery pervade the Minyads’ amatory tales suggesting that the god has infiltrated the sisters’
minds and narrative imagination prior to his epiphany in the episode’s denouement.>®” To begin
with, the locale of the Minyads’ stories is the East: Babylon (Pyramus and Thisbe), Persia (the

Sun, Clytie, and Leucothoe), and Caria (Salmacis and Hermaphroditus). The Eastern setting of

%4 Met. 3.691-692 praebuimus longis' Pentheus 'ambagibus aures,' / inquit 'ut ira mora vires absumere posset.

355 Met. 4.40-41 perque vices aliquid, quod tempora longa videri / non sinat, in medium vacuas referamus ad aures!.
3% 2) The pious Acoetes’ resistance to the Tyrrhenian sailors parallels the opposition of the devout Thebans to
Pentheus; b) both the sailors and the Theban king are portrayed as impious towards Bacchus and persistent in their
outrage; c¢) in both the internal and the external narrative Bacchus assumes a disguise (Acoetes, boy) and employs
cunning deception against the Tyrrhenian sailors and Pentheus respectively; d) the comical penalty suffered by the
sailors implicitly foreshadows the gruesome punishment inflicted on Pentheus by the god.

37 Keith 2010, 204.

129



the Minyads' tales is ironic given the eulogy of Bacchus’ Eastern conquests in the hymn to the
god opening the book (4.20-21).%%®

Keith detects in the Pyramus and Thisbe story verbal evocations of Bacchic rites and
themes.*® Thisbe’s torn and bloodied cloak (4.103-4, 107-8) and Pyramus’ desperate appeal to
the lions to tear apart and devour his body (4.112-14) bear connotations of dismemberment
(omopaypog) and the consumption of raw flesh (opogayia), both of which are typical elements
of Bacchic ritual. Moreover, when Thisbe catches sight of the dying Pyramus she is described as
becoming “paler than boxwood” (4.133-5 buxo pallidiora), a simile which recalls the boxwood
flute, one of the Bacchic musical instruments cited earlier in the hymn to Bacchus (4.30
longoque foramine buxus). To the aforementioned Dionysiac features we can add a further one:
the first Minyad introduces the story of Pyramus and Thisbe as an aetion explaining the red color
of the fruit of the mulberry tree saying that they obtained this color from the blood of the two
lovers that was sprinkled on them.”’® This bloody image may be intended to evoke the gory
prophecy of Tiresias in the Pentheus episode, who predicts that the Theban king will pollute with

his blood the trees of Mt. Cithaeron (3.522-523 sanguine silvas / foedabis).

Keith notes that Leuconoe’s tale about the love affairs of the Sun functions as an aetion
for the origin of frankincense, since the Sun-god transforms his dead beloved into the
frankincense shrub (4.249-55).”' She remarks that the poet stresses the utilization of
frankincense in the rites of Bacchus both in the conclusion of the Pentheus episode (3.733) and

in the Bacchic festival at the outset of the Minyads story (4.11) and cites the connection of

38 Keith 2010, 200.

39 Keith 2010, 201-204.

% Met. 4.51-52: an, quae poma alba ferebat / ut nunc nigra ferat contactu sanguinis arbor.

3 Keith 2010, 207.
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Syrian frankincense with Dionysiac worship in Euripides’ Bacchae (144-5) concluding that the
story of Leuconoe explains the provenance of an element of Bacchic cult, the offering of
frankincense to the god. The Metamorphoses-aetion about frankincense corresponds to the Fasti-
aetion in the elegiac hymn to Bacchus, where the poet recounts that the god first established the
dedication of frankincense and other libations to the gods (3.727-732).

Before reaching the main story of Salmacis and Hermaphroditus, the third Minyad
Alcithoe rejects a series of other narratives with Dionysiac associations.”’> She mentions in
passing the Curetes, who protected the infant Jupiter from discovery by Saturn by drowning his
crying with dancing and drum playing. This myth is associated with the invention of Dionysus’
cult object, the drum (toumavov), in the parodos of Euripides' Bacchae (120-34). The Minyad
also discards the myth of Crocus and Smilax, who were transformed into saffron and bryony,
two plants closely connected with Bacchic ritual. The aroma of saffron is part of Bacchus’
epiphany to the Minyads (4.393) and bryony is mentioned twice in the Bacchae in association
with Dionysiac worship (108, 703). Finally, Keith has found implicit Dionysiac elements in the

concluding tale of Salmacis and Hermaphroditus.’”

The likening of the blushing
Hermaphroditus with the moon tinged with crimson, at the time when bronze cymbals clash
(4.329-33), brings to mind the nocturnal rites of Bacchus, where the cymbals were widely used
(cf. Met. 3.532-3, 4.30, 4.393). Furthermore, Salmacis tightly embracing Hermaphroditus is

compared among other things to ivy clinging to a tree (4.361-7). Ivy is a trademark of Bacchus:

in the Pentheus episode the god appears to the Tyrrhenian sailors wreathed in ivy and causes ivy

372 Keith 2010, 209-211.

373 Keith 2010, 211-214.
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to entwine their oars and sails (3.663-7), while in his epiphany to the Minyads the tapestries turn

into ivy (4.395).

2.2.4 The retribution of Bacchus

The Minyads episode ends with Bacchus’ appearance to the impious sisters and their
transformation into bats. Below I will argue that the epiphany scene assimilates elements from
Euripides’ Bacchae by means of “fragmentation” as well as from the Pentheus episode through
intratextual conflation.

After the Euripidean Pentheus has captured the Lydian stranger and led him to the
palace’s prison, the disguised god escapes from his fetters and appears to the chorus of Asian
Bacchants in an epiphany, which consists of his disembodied voice, an earthquake, and a blazing
thunderbolt (575-603). All these elements are masterfully reworked by Ovid in Bacchus’
epiphany to the Minyads. The illusory earthquake which seems to shake the sisters’ house

4 .
374 What is more,

evokes the real earthquake which razes to the ground Pentheus’ palace.
Dionysus’ roaring cry is transformed in the Ovidian narrative into the howling of incorporeal
beasts.”” Finally, the flaming thunder, which blazes around Semele’s tomb and threatens to burn

the Theban king’s palace is converted into deceptive fire and smoke, which fill the Minyads’

home.*”® Ovid is playfully rewriting here the Bacchae scene, since Euripides’ blazing thunder is

3 Met. 4.402 tecta repente quati ... videntur; Ba. 586-587 téya t& [evéog péhabdpa Swatvdéetar neofjpooty. For
the destruction of Pentheus’ palace by Bacchus’ earthquake compare Horace C.2.19.14-15: tectaque Penthei
/ disiecta non leni ruina.

5 Ba. 592-593 Bpopiog 68' dhardleton otéyag Eom; Met. 4.404 falsaque saevarum simulacra ululare ferarum.

76 Ba. 594-599 At Gnte kepadviov oifomo hopmdda, / copupreye ooppreye dbpota Ievbéoc. / Xo. & &, ndp ov
Aevooelg, 00d' avyalnt / tovde Zepéhag iepov auel taeov / Gv mote KepawvoPforog Elme Aoy / Alog Ppovtd; Met.
4.402-403 pinguesque ardere videntur / lampades et rutilis conlucere ignibus aedes, 405 fumida [...] per tecta.

132



reduced to glowing oil lamps (1).>”7 Hence, Ovid transforms the real divine phenomena of the
Euripidean epiphany (earthquake, thunder, Dionysus’ voice) into illusory miracles (false tremor,
burning oil lamps, simulacra of howling beasts) thereby undercutting the grandeur of his tragic
model. Nevertheless, in both scenes the mortals respond with terror to the god’s epiphany. The
Euripidean Bacchants fall trembling to the ground, while the fearful Minyads try to find refuge
from the fire and the gleaming lights in dark hiding—places.378

Bacchus’ epiphany to the daughters of Minyas is also highly evocative of the god’s
appearance to the Tyrrhenian sailors in the Pentheus episode.”” The epic narrator introduces the
god’s miraculous self-revelation by claiming that the event is beyond belief (4.394 resque fide
maior).”® These words echo Acoetes’ oath preceding the account of Bacchus’ epiphany that he
is going to recount genuine incidents despite their incredibility.*®' Bacchus’ appearance to the
Minyads consists of visual, acoustic, and olfactory illusions. The epiphany begins with the
sudden sound of invisible drums, pipes, and cymbals (4.391-393) recalling not only Pentheus’
scornful catalogue of Bacchic paraphernalia (3.532-533, 537), but also the list of Dionysiac

32 The house is then filled with the

musical instruments in the hymn to Bacchus (4.29-4.30).
fragrance of myrrh and saffron (4.393 redolent murraeque crocique), a miracle which evokes at

the same time Pentheus’ depiction of Bacchus having his hair scented with myrrh (3.555

7 Ba. 594 kepovviov oifomo Aaundda; Met. 4.402-403 pinguesque ardere videntur / lampades.

8 Ba. 600-601 dikete medooe dikete Tpopepd / odpota, powvadeg; Met. 4.405-407 fumida iamdudum latitant per
tecta sorores / diversaeque locis ignes ac lumina vitant, / dumque petunt tenebras.

7 Keith 2010, 198.
39 For the “credibility” motif as a topos associated with divine aretalogy see Henrichs 1978, 210-211.

31 Met. 3.659-660 tam me tibi vera referre / quam veri maiora fide (See Anderson 1997, vv. 4.394-395; Rosati

2007, vv. 4.394-398).

382 Anderson 1997, vv. 4.391-393; Rosati 2007, 4.391-393; Keith 2010, 197.
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madidus murra crinis) as well as the aetion of the origin of saffron in Alcithoe’s story.”® The
next wondrous phenomenon is the gradual transformation of the Minyads’ looms and tapestries
into ivy, vine-leaves, and grape clusters (4.395-398), which is reminiscent of Bacchus’ entwining

of the ship of the Tyrrhenian sailors with the same plants (3.664-665).***

Furthermore, the
metamorphosis of the purple tapestry into grapes of the same color recalls the luxurious purple
cloak of Bacchus described derisively by Pentheus.’® Finally, the phantoms of howling beasts
echo the simulacra of tigers, panthers, and lynxes, which lie around Bacchus during his epiphany
to the sailors.*®

In the description of the Minyads’ metamorphosis into bats we can detect a subtle
allusion to the prophecy of Tiresias in the Pentheus episode in terms of the themes of “darkness”
and “vision”. Tiresias foretells that Pentheus will lament that the seer has “seen” too well (i.e. the
future) despite being in “darkness” (i.e. blindness).”®’ The epic narrator claims that the darkness
does not allow him to see in what way the Minyads transformed into bats.’®® Thus the literal
darkness leading to the narrator’s actual lack of sight recalls Tiresias’ figurative darkness, his
blindness, which results, however, to mental vision, namely his prophetic power. Moreover,

Pentheus’ prophesied lament (3.525 quereris) corresponds to the shrill wailing of the Minyads

transformed into bats (4.413 peraguntque levi stridore querellas).

383 Rosati 2007, v. 4.393; Keith 2010, 210.
384 Rosati 2007, vv. 4.394-398.

385 Met. 4.398 purpura fulgorem pictis accommodat uvis, 3.556 purpuraque et pictis intextum vestibus aurum (See
Rosati 2007, vv. 4.394-398).

3 Met. 4.404 falsaque saevarum simulacra ululare ferarum, 3.668-669 quem circa tigres simulacraque inania
Iyncum / pictarumque iacent fera corpora pantherarum (See Anderson 1997, vv. 4.402-404; Rosati 2007, v. 4.402).

7 Met. 3.525 meque sub his tenebris nimium vidisse quereris.

% Met. 4.409-410 nec qua perdiderint veterem ratione figuram, / scire sinunt tenebrae.

134



2.3 The death of Orpheus

Ovid’s main intertext for the story of Orpheus’ gruesome death at the hands of the Thracian
maenads (Met. 11.1-84) is Virgil’s Georgics (4.453-527). In this section I will attempt to show
that the episode of Orpheus’ death constitutes a conflation of Virgil’s epyllion and Euripides’
Bacchae, which dramatizes the mythical events leading to Pentheus’ demise. Ovid’s
appropriation of the Bacchae in the Orpheus story has been almost completely disregarded by
critics.”™ Below I will contend that the Ovidian narrative assimilates elements from the second
stasimon and the two messenger speeches of the Bacchae by means of “fragmentation”. At the
same time Ovid transposes many features from his own account of Pentheus’ sparagmos in Book
3 of the Metamorphoses into the description of Orpheus’ dismemberment through intratextual
conflation.

The earliest known account of Orpheus’ dismemberment by the Thracian women is found
in Aeschylus’ tragedy Bassarai of which survive only scant fragments and a prose plot summary
contained in Eratosthenes’ Catasterismoi 24.° According to Aeschylus, after his descent to
Hades Orpheus shifted his faith from Dionysus to Apollo, the Sun God, and thus the offended
Bacchus launched against the bard his female followers, the Bassarai, who tore him in pieces.
The next reference to the myth belongs to Plato’s Symposium, where Phaedrus claims that
Orpheus’ death at the hands of women was divinely sent punishment for his cowardice, in that he

contrived to descend to Hades alive to retrieve his wife instead of bravely committing suicide for

3% Segal (1989, 91) has made the sole reference to Ovid’s evocation of the Bacchae in his Orpheus story without,
however, any further elaboration: “Ovid reminds us of his skill in both dispersing and fusing different parts of the
mythical tradition. In this case he combines Orpheus’ end with Pentheus’ death at the hands of the maenads in
Euripides’ Bacchae, a myth to which Virgil had already alluded, albeit less directly (‘the rites of nocturnal Bacchus’
G.4.521).”

30 Radt 1985, 138-140.
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the sake of love (179b). In the Hellenistic period Phanocles in his Erotes recounts that the
women of Thrace slew Orpheus, because he introduced homosexual love to the Thracian men
and refused to praise heterosexual passion (1.7-10). In the Augustan era Conon (FGrH, 26 F1
XLV) records an otherwise unattested variant of the myth according to which the Macedonian
and Thracian women tore Orpheus to pieces primarily because he excluded them from
participation in his sacred mysteries, although he also allows for other incentives, such as the
bard’s enmity for the female race after the loss of his wife. Finally, Virgil describes briefly in the
Georgics Orpheus’ sparagmos by the Thracian Bacchants, because they felt scorned by his
shunning of love and marriage and his absolute devotion to the memory of his dead wife.””!
Hence, the pre-Ovidian tradition offers a variety of explanations for Orpheus’ death
ranging from outrage to a divinity and faintheartedness to gender conflict, banning from religious
rites, and spousal loyalty. Ovid, however, provides a combination of motivations for the
maenads’ murderous hatred towards Orpheus by blending the Phanoclean and Virgilian versions:
the bard on the one hand spurns the passion of women and on the other hand institutes pederasty
among the Thracians (10.83-85) and sings homosexual and misogynistic songs (10.152-154).%%?
Furthermore, while there is general consensus as to the Thracian origin of Orpheus’ female

killers (with the exception of Plato, who does not mention their nationality), there are two

distinct literary traditions with regard to their precise identity: Aeschylus, Virgil, and Ovid

PG 45 16, nulla Venus, non ulli animum flexere hymenaei, 520-522 [...] spretae Ciconum quo munere matres /
inter sacra deum nocturnique orgia Bacchi / discerptum latos iuvenem sparsere per agros.

2 Met. 10.79-82 [...] omnemque refugerat Orpheus / femineam Venerem [...] / [...] multas tamen ardor habebat /
iungere se uati; multae doluere repulsae, 11.7 'en' ait, 'en, hic est nostri contemptor!’.
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ascribe to them the role of maenads, whereas in Plato, Phanocles, and Conon they are portrayed
as ordinary women.*”

Although Ovid’s immediate source for the episode of Orpheus’ death is Virgil, he
develops his predecessor’s four-line description (4.520-523) into a full-blown narrative of about
fifty lines (11.1-51) by drawing on the one hand on Euripides’ Bacchae and on the other hand on
his own version of the Pentheus myth in the Metamorphoses. Ovid’s appropriation of the
Bacchae takes the form of “fragmentation” whereby he assimilates elements from the play’s
second stasimon and its two messenger speeches and fuses them organically together in a novel

synthesis. At the same time he incorporates in his description many aspects from his own

Pentheus narrative in Book 3 by means of intratextual conflation. The myths of Orpheus and

%3 Egan (2001, 61-65) contends that Virgil is instead following the version of the Orpheus myth reflected by Conon,

according to which the bard was dismembered by Thracian non-maenad women, because he denied them
participation in the Bacchic orgies, of which he was the presiding priest. To support this interpretation he proceeds
to rearrange the line-order of the Virgilian text by moving verse 521 (inter sacra deum nocturnique orgia Bacchi)
before 519, so that it becomes the antecedent of line 520 (spretae Ciconum quo munere matres), and thus produces a
new translation (4.517-522): “In between his holy services to the gods and the nocturnal orgia of Bacchus he ranged
alone... complaining of the stolen Eurydice and the worthless gifts of Pluto. The matrons of the Cicones shunned
from this ritual (italics mine) tore the young man apart and scattered him widely over the fields.” Although Egan’s
hypothesis is appealing, there are, nevertheless, several pieces of textual evidence which contradict it. (a) Whereas
Virgil labels the rites as “Bacchic”, Conon’s text epitomized by Photios does not explicitly characterize the orgies as
“Dionysiac”. Moreover, the term &pyia does not exclusively refer to the rites of Dionysus, but can also designate the
Orphic mysteries (Hdt. 2.81.5) and in fact the account of the rites offered by Conon is not in the least reminiscent of
a Bacchic celebration. The mysteries are said to be conducted exclusively by male initiates and to take place in the
interior of a house. This description contrasts with the traditional mythic presentation of Dionysiac rites, according
to which they are performed primarily by women and their typical setting is the wilderness (see Eur. Bac. 677-774).
All these clues lead to the conclusion that Conon is actually referring to Orphic mysteries (a view also shared by
Brown (2002, 306): “Konon is the sole authority for the banning of women from Orphic rites”) and thus cannot
function as a source for Virgil’s Bacchic rites. (b) The collocation of the nocturnal Bacchic orgies with the bard’s
sparagmos in the transmitted Virgilian text (4.521-522) serves as a clear indication that it is in fact the Thracian
women who are celebrating the rites of Dionysus in the course of which they tear apart Orpheus, a scene which
recalls the parallel myth of Pentheus, who is dismembered by the Theban maenads in the midst of the god’s orgies
(Eur. Bac. 1024-1152). (c) Orpheus is represented in the lines immediately preceding his death as lamenting
inconsolably the loss of his wife and wandering in the desolate Thracian wilderness in utter isolation from humans
and in the company of only beasts and trees (4.507-520). This pathetic portrayal of the bard, which is further
emphasized by his comparison to a lonely nightingale grieving for the loss of its young (4.511-515), can hardly be
harmonized with Egan’s conception of him as “alternating between his solitary (solus) wanderings over the Thracian
countryside and his various religious activities (sacra deum), which include his mystagogic role in the cult of
Dionysus”. What is more, Virgil has already offered an explicit explanation for Orpheus’ munus (“tribute”) to his
dead wife, which triggers the feeling of slight in the Thracian women and which is no other than his abstention from
love and marriage (4.516).
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Pentheus are intrinsically linked, since both heroes share the same tragic fate: they are torn to
pieces by a group of frenzied Bacchants. Ovid, however, also highlights the essential divergences
between the two mythical characters. Pentheus is the archenemy of Dionysus and opposes the
establishment of his cult in Thebes. Orpheus, on the contrary, constitutes an “anti-Pentheus”, in
that he is the god’s priest (11.68 sacrorum vate suorum),”* who has introduced his rites in
Phrygia and Athens,”” in contrast with the Aeschylean tradition, where the bard incurs
Dionysus’ wrath for worshipping exclusively the Sun god. Moreover, while the Theban king’s
hybris and cause of his demise is his scorn towards Bacchus (3.514 contemptor superum), the
Thracian bard’s death is occasioned by his derision towards the maenads’ passion for him (11.7
nostri contemptor!). Hence, whereas in the Pentheus episode it is the impious Theban king who
suffers the god’s retribution through his agents, the Bacchants, in the Orpheus narrative the god
punishes the sacrilegious maenads for killing his priest by transforming them into oak trees
(11.67-84).

In the second stasimon of the Bacchae (519-575) the chorus make a covert association
between Pentheus and Orpheus in terms of their conflict with Dionysus. The Bacchants invoke
Dionysus to descend from Mt. Olympus so as to check Pentheus’ hybris and then wonder if the

god leads his bands of maenads on Olympus, where once Orpheus assembled the trees and wild

3% The term vates originally meant “prophet, seer”, but in Augustan poetry it acquired the additional sense “poet”.

In line 11.68 T am translating vates as “priest”, since Orpheus is explicitly associated with the promulgation of
Bacchic rites as well as because it better explains the depiction of his murder as sacrilege and the god’s grief for his
death (11.67-70 Non impune tamen scelus hoc sinit esse Lyaeus / amissoque dolens sacrorum uate suorum / protinus
in siluis matres Edonidas omnes, / quae uidere nefas, torta radice ligauit). In other passages of the Metamorphoses,
however, the rendering “bard” is more appropriate (e.g. 11.1-2 Carmine dum tali siluas animosque ferarum /
Threicius uates et saxa sequentia ducit).

% Met. 11.92-93 Midan, cui Thracius Orpheus orgia tradiderat cum Cecropio Eumolpo.

138



animals with his enchanting music.**® By juxtaposing Pentheus’ outrage to Dionysus with
Orpheus’ mesmerizing song Euripides may cryptically allude to the bard’s clash with the god

and his subsequent dismemberment by the Bacchants,’®’

thereby implicitly foreshadowing
Pentheus’ own impending sparagmos.*® The Ovidian narrative of Orpheus’ death opens with the
bard sitting on a shaded hill in the Thracian mountains and attracting trees, beasts, and stones
through his spellbinding music, a scene which recalls both the aforementioned Euripidean
description of Orpheus and the Virgilian account, where the bard laments by the river Strymon
charming tigers and attracting oaks with his song.”” Below I will argue that just as Euripides
inserts in his Pentheus drama a hint to Orpheus’ dismemberment, Ovid conversely introduces in
his Orpheus narrative multiple allusions to Pentheus’ sparagmos.

While the Ovidian bard is hypnotizing nature with his song, the Thracian Bacchants make

a dramatic entrance (11.3 ecce) and spot him from a hill-top. The women are dressed in animal

3% Ba. 553-555 poke, ypuodma Tvaccov, / dva, Bopoov kat' OXdpmov, / poviov &' avdpdc Bpv katdoyes, 561-564
Thyo 8' év Taic moAvdévdpoloy ‘OAdumov / Boddpoig, EvBa mot Opeedg kiBapilowv / ocvvayev dévdpea povoalg,
/ cvvayev Bijpog ayphoTog.

7 The chorus in fact do not clarify the nature of the relationship between Orpheus and Dionysus and thus the kletic
hymn to the god (556-564) can be read in two different, but not mutually exclusive, ways. At one level, the Asian
Bacchants list the mountains Nysa, Parnassus, and Olympus as the favorite haunts of the god, where he might be
found leading his band of maenads, and which are envisioned as the sites of Dionysus’ future worship (Seaford
2001, vv. 556-575). According to this interpretation Orpheus may be viewed as a friend (or even priest) of Dionysus
(Dodds 1960, vv. 560-564). At another level, however, all the aforementioned locales bear associations with mortal
enemies of the god: in the Iliad (6.130-140) the Thracian king Lycurgus pursued Dionysus’ nurses on Mt. Nyssa and
was punished with blindness by Zeus; in Aeschylus’ Eumenides (22-26) the Corycian cave on Parnassus is
mentioned in connection with Dionysus’ expedition against Pentheus at the head of the Bacchants and the god’s
contrivance of the Theban king’s death; finally, Olympus may be imagined as the site of Orpheus’ sparagmos by the
maenads, a myth previously dramatized in Aeschylus’ Bassarai. On the basis of this reading the chorus cite a
catalogue of locations, where a conflict between Dionysus and his human Oeopdyot (Lycurgus, Pentheus, Orpheus)
took place, in anticipation of the god’s deadly confrontation with the Theban king on Mt. Cithaeron.

% Euripides employs in the Hippolytus the same technique of a subtle allusion to a parallel myth, which anticipates
the ensuing events in the play. In the second stasimon the chorus wish that they could transform into birds and fly
above the waters of Eridanus, where the Heliades lament their brother Phaethon (732-741). This scene alludes to the
death of the Phaethon, while driving Helios’ chariot, which portends the imminent fatal chariot ride of Hippolytus.

% Met. 11.1-2 carmine dum tali silvas animosque ferarum / Threicius vates et saxa sequentia ducit; G. 4.510
mulcentem tigris et agentem carmine quercus.
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skins and have their hair loosened upon their shoulders echoing the appearance of the Theban
maenads in the first messenger speech of the Euripidean play.400 One of the maenads points at
Orpheus as the one who scorns them and hurls her thyrsus against him (11.7 'en," ait 'en, hic est

nostri contemptor!). This exclamation may evoke the disembodied voice of Dionysus in the

second messenger speech of the Bacchae, who claims that Pentheus is mocking his godhead, his

rites, and the Bacchants themselves and exhorts them to punish him.*"’

The distinguishing
difference between the two scenes is the identity of the person urging the maenads to violence:
Dionysus in Euripides and a maenad in Ovid. This divergence can be explained in terms of the
different role of Dionysus in the two stories. Whereas in the Greek play the assault of the
maenads against Pentheus is part of the god’s plan to exact vengeance from the Theban king for
opposing his cult, in the Metamorphoses the Bacchants’ murder of Orpheus is an act of impiety
in the eyes of Bacchus, for which he duly punishes them (11.67-84).

The first assault of the Bacchants against Orpheus meets with failure. The women hurl
thyrsi and stones against the bard, but are unable to wound him, because his song stops their

missiles in mid-air.**?

This initial unsuccessful attack on the bard may recall the abortive assault
of the Bacchants against Pentheus in the second messenger speech of Euripides’ play. The

maenads fling thyrsi, branches, and stones against the Theban king, but cannot injure him, since

490 Met. 11.3-4 tectae lymphata ferinis / pectora velleribus, 11.6 leves iactato crine per auras; Ba. 695-697 xai mp®dta
uev kabeioav ig duovg kopac / vefpidac T aveoteiiavd' dcatoty aupdtov / cOvdeop' EAEAVTO, Kol KATAOTIKTOVG
dopag. The Ovidian description of the maenads’ streaming hair also evokes the depiction of the leader of the
Bacchants in the parodos of the Bacchae (150 tpueepov <te> mAdxauov &ic aifépa pintmv).

‘01 Ba. 1078-1081 &k &' aifépog povi Tig, ¢ piv eikdoat / Atbvocog, aveBoncev: & veavides, / Bym TOV DUBC Kape
Taud ' dpyro / yEAwv TBéuevov: AAAL TI®PETGHE Viv.

02 Met. 11.7-13 [...] et hastam / vatis Apollinei vocalia misit in ora, / quae foliis praesuta notam sine vulnere fecit; /
alterius telum lapis est, qui missus in ipso / aere concentu victus vocisque lyraeque est / ac veluti supplex pro tam
furialibus ausis / ante pedes iacuit.
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he is sitting high on a fir tree beyond the range of their missiles.*” Thus in both scenes the
preliminary attack of the Bacchants is repelled: in the case of Orpheus due to a counteracting
magical song and in the case of Pentheus owing to the remoteness of the target. Furthermore,
Orpheus’ immunity to the Bacchants’ projectiles echoes and reverses the scene in the first
messenger speech of the Bacchae, where it is the maenads who are impervious to the weapons of
the villagers due to the supernatural protection of Dionysus.404

The Thracian maenads instead of being disheartened by their failure grow uncontrollably
violent and frenzied (11.13-14). They make a second attempt on Orpheus, this time
accompanying their assault with a dissonant Bacchic “symphony” of uproar, pipes, drums,
breast-beating, and howling, which ultimately drowns the sound of Orpheus’ lyre and voice.*”
This scene is rich in allusions to multiple intertexts ranging from Euripides’ Bacchae and
Apollonius’ Argonautica to Ovid’s own Pentheus story. To begin with, the belligerent music of
the maenads directed against Orpheus recalls and contrasts sharply with the festive song of the
Theban Bacchants in the second messenger speech of the Bacchae, who sing antiphonically and

are compared to joyful fillies.**® The Thracian women’s renewed assault is crowned with

success, since the bard’s song is overwhelmed by their discordant music and thus cannot fend off

%3 Ba. 1096-1102 mpdrov pév avtod yepuddag kpatoBorovg / Eppurtov, dvtimvpyov émpdicar métpav, / dlowsi T
éhativoloy Nkovtileto, / GAAar 8¢ Bdpoovg fecav Ot aibépoc / Tlevbime, otoxov dboTNVOV, GAL OVK TjVuTOV. /
kpelocov yap Byog tig mpobupiog Exmv / Kabiicl' 6 TAu@V.

4% Ba. 760-764 10ig piv yap ovy fipacoe Aoyxwtov PELOC, / 00 XOAKOC, 0V oidnpog <&vbeov xpoa> / Keivor 88
Bvpoovg E€avieioat yepdv / Etpavpdtilov kamevatilov vyt / yovaikeg dvdpag ovk dvev Bedv tvoc. Ovid also
alludes to the Euripidean intertext by another subtle inversion: the stones which are later dyed red with Orpheus’
blood (11.18-19 tum denique saxa / non exauditi rubuerunt sanguine vatis) are reminiscent of the villagers’
weapons, which cannot bloody the Bacchants’ flesh (ovy fjinacce Aoyywtov Bérog, / 00 yorkde, 00 oidnpog <évBeov
xpoo>).

495 Met. 11.15-18 cunctaque tela forent cantu mollita, sed ingens / clamor et infracto Berecyntia tibia cornu /
tympanaque et plausus et Bacchei ululatus / obstrepuere sono citharae.

4 Ba. 1056-1057 0i 8' ékhmodoon moucil' dg mdAot Luydt / Bakyeiov avékhalov aAAAAaLg péLog.
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their missiles any longerfm7

This outcome evokes the successful secondary attack of the maenads
against Pentheus, who uproot the fir tree with their bare hands and hurl him to the ground (1103-
1113). Hence, just as the Euripidean Bacchants overcome the obstacle of the tree by means of
their supernatural strength, in an analogous fashion their Ovidian counterparts neutralize the
magical protection of Orpheus’ song through their cacophony.

The clash between Orpheus’ harmonious song and the Bacchants’ roaring music can also
be read as an artistic contest and in this respect the scene is highly reminiscent of the musical
clash between Orpheus and the Sirens in Apollonius’ Argonautica. While the Argonauts are
sailing past the island of Anthemoessa, the Sirens unleash against them their enchanting song,
which has the power to enthrall the listener, so that he wastes away through languor (4.891-894,
900-904). Orpheus, however, counteracts their spellbinding song with his overwhelming lyre
playing and thus the ship is borne to safety away from the treacherous island (4.905-911). First
of all, the Sirens bear some interesting affinities with the Thracian maenads. The mythical
singers are part maidens and part birds, while the Bacchants who gather round Orpheus before
attacking him are likened to a flock of birds hostilely encircling an owl.*”® In addition, the Sirens
are always on the lookout for approaching sailors from a vantage point on their island and
similarly the maenads catch sight of Orpheus from the summit of a nearby hill.*”’

What is even more striking is that Ovid has fashioned this scene as a direct inversion of
the Apollonian episode. In the Argonautica the Sirens’ mesmerizing song directed against the

Argonauts almost constrains them to moor on their island, but is eventually neutralized by the

“7 Met. 11.18-19 tum denique saxa / non exauditi rubuerunt sanguine vatis.

Y08 Arg. 4.898-899 to1e 8 GAA0 pév olwvoiow / Ako 8¢ mapBeviciic dvariykion Eokov 1déc0ay; Met. 11.24-25 et
coeunt ut aves, si quando luce vagantem / noctis avem cernunt.

4% Arg. 4.900 oigi §' eddppov dedoknuévan gk mepronic; Met. 11.4 tumuli de vertice cernunt.
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deafening lyre playing of Orpheus.*'® In the Metamorphoses, on the contrary, the bard’s
bewitching melody, which captivates nature (birds, beasts, trees, and stones), initially succeeds
in repelling the Bacchants’ projectiles, but is ultimately drowned by their roaring music.*"!
Moreover, the Apollonian Orpheus causes the Argonauts’ ears to ring with the sound of his lyre
and throws the Sirens’ song into confusion rendering it an indistinguishable tune for his
companions, so that the Argo sails safely away from the treacherous island.*'? The Ovidian
Orpheus, on the other hand, fails to make the stones tossed against him “hear” his song, which is
overwhelmed by the Bacchic music, and hence cannot protect himself from them.*!? Hence,
while Orpheus in the Argonautica triumphs over the Sirens by overpowering their song with his
lyre and captivating his fellow Argonauts, his Ovidian analogue is defeated by the Bacchants,
since his song is neutralized by their music and thus he is no longer able to enchant his inanimate
audience (the stones).

The conflict between Orphic song and Dionysiac uproar is also evocative of Pentheus’
confrontation with Bacchic music in Metamorphoses 3. The Theban king asks sarcastically the
Theban men whether Bacchus and his followers are so powerful that they can defeat them,
although they have previously been fearless in battle, contrasting the war trumpet with the

Bacchic musical instruments and the song of the maenads (3.352-357). Furthermore, while

0 Arg. 4.892-894 Miyewon / Sewpijveg oivovt Axghoideg ndeinot / Oéhyovoa porfiow, 903 fecav &k ctopdrov ma
Agipov, 903-904 oi &' amd vnog / 1idn neiopot’ Epedlov én' Nidvesot Parécbat, 905 gl [...] Opoevg, 907 kpoumvov
EVTpoYGAoL0 HéENOG Kavaynoey Gotdig, 909 mapbeviny &' évomny éBuoato edpuyE.

1 Met. 11.1-2 carmine dum tali silvas animosque ferarum / Threicius vates et saxa sequentia ducit, 20-21 attonitas

etiamnum voce canentis / innumeras volucres, 15-18 cunctaque tela forent cantu mollita, sed ingens / clamor et
infracto Berecyntia tibia cornu / tympanaque et plausus et Bacchei ululatus / obstrepuere sono citharae. Romeo
(2012, 30, n. 40) also notes that the drowning of Orpheus’ song by the music of the Bacchants constitutes a reversal
of the Argonautica scene, where the bard’s lyre overwhelms the treacherous song of the Sirens.

12 Arg. 4.908-909 3¢p' Guvdic khovéovtog EmPpopémvtar drovod / kpeyud, 911 tai 8' diprrov fesav addnv.

13 Met. 11.21-22 tum denique saxa / non exauditi rubuerunt sanguine vatis.
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Pentheus is later marching to Mt. Cithaeron, he becomes incensed with rage upon hearing the
songs and howling of the Bacchants, and is likened to a war horse which conceives an eagerness
for battle, when it perceives the signal of the trumpeter (3.702-707). Thus, the Pentheus narrative
presents a clash between martial and Bacchic music, which corresponds to the opposition
between Orphic and Dionysiac song in the Orpheus story. What is more, in both episodes
Bacchic music plays an instrumental role in the hero’s death. The singing and howling of the
Theban maenads rekindle Pentheus’ wrath thereby luring him to Cithaeron, where he will meet
his end (3.702-707), while the music and shrieking of the Thracian Bacchants drowns Orpheus’
song thus rendering him vulnerable to their deadly missiles (11.15-19). Ovid underlines the
affinity between the two scenes by incorporating in the description of Dionysiac music in the
Orpheus narrative all the elements from the two aforementioned Pentheus passages.*'*

One would expect that once the Bacchants have succeeded in negating the protection
afforded to Orpheus by his song, they would immediately proceed to slay him. It thus comes as a
surprise to the reader that they first direct their murderous violence against the bard’s audience,
namely the numerous birds, serpents, and wild animals that are listening mesmerized to his
musical performance.*'> This savage attack of the Thracian maenads against wild nature stands
in contrast with the behavior of the Theban Bacchants in the first messenger speech of the
Bacchae, where they are portrayed being in perfect harmony with it: they girdle themselves with

serpents, which lick their cheeks, breast feed baby gazelles and wolf cubs, and the entire Mt.

414 Met. 11.15-17 ingens / clamor et infracto Berecyntia tibia cornu / tympanaque et plausus et Bacchei ululatus,

3.353 adunco tibia cornu, 537 inania tympana, 706 longis ululatibus, 707 audito clamore.

15 Met. 11.20-22 ac primum attonitas etiamnum voce canentis / innumeras volucres anguesque agmenque ferarum /
Maenades Orphei titulum rapuere theatric.
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6 Therefore, the Theban maenads’

Cithaeron with its beasts participates in their Bacchic revels.
loving and nurturing attitude towards wild nature is converted into the Thracian Bacchants’
deadly ferocity against the untamed natural world. Nevertheless, this divergence between the
Euripidean and the Ovidian Bacchants proves to be momentary, since, as we shall see below,
shortly afterwards they both turn against a herd of cattle, which they brutally tear apart.

After the Thracian women dispatch Orpheus’ animal audience, they turn with blood-
stained hands against the “star” of the performance himself (11.23). Their inimical encircling of
the bard is described by means of two similes of different provenance: a bird simile originating
from the world of nature and an amphitheater simile belonging to Roman contemporary life
(11.24-27). These comparisons are highly allusive in nature drawing on the Euripidean and
Virgilian intertexts as well as other Ovidian intratexts. The maenads gathering around Orpheus in
order to attack him are first compared to birds surrounding an owl with hostile intentions.*'” To
begin with, the Ovidian simile echoes the portrayal of the Bacchants in Euripides’ drama. In the
first messenger speech the Theban maenads, who are rushing to pillage the nearby villages in
retaliation for the ambush of the shepherds, are likened to a flock of birds.*'® In the second
messenger speech the daughters of Cadmus darting to slaughter Pentheus are likewise compared

to swift doves.*!” Moreover, it has been observed that the assembly of the Thracian maenads

prior to their assault on Orpheus recalls earlier closely connected episodes of the

1 Ba. 697-702 [...] kataotiktovg dopdg / doeot koteldoavto Ayudow yévov. /ai 8 dykdhaiot Sopkad' 7
okOuvove Mkmv / dypiovg Exovoar Aevkov £8iSocav yéha, / BG0IC VEOTOKOIS LAGTOC NV omapy®v £t / Ppéen
Mmovoang: [...], 726-727 [...] mdv 88 cuvePixyev' dpog / kai Ofipeg, 008V &' Jv dkivitov Spoumi.

47 Met. 11.24-15 et coeunt ut aves, si quando luce vagantem / noctis avem cernunt [...]. Miller (1990, 144) notes

that the initial amicable circle of birds and other animals around the bard (11.1-2) is now ironically replaced by the
Bacchants’ hostile encompassing of Orpheus described as a flock of birds attacking an owl.

418 Ba. 748 ywpodol &' dot’ dpviBeg apbeicat SpopmL.
419 Ba. 1089-1090 Kadpov kopar / fiiEav neletog ot ody flocovec.
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Metamorphoses: the gathering together of the Theban Bacchants before killing Pentheus as well
as the rally of Actacon’s hounds preceding the devouring of their master.**

Apart from evoking the Euripidean play Ovid also reworks extensively the Virgilian bird
simile in the Orpheus story. After the second death of his wife Orpheus mourns inconsolably for
his loss and is likened to a nightingale lamenting perpetually for its fledglings snatched away

from their nest by a pitiless farmer.**!

The bereaved bard plays the role of the grieving
nightingale, the abducted fledglings stand for Eurydice, while the durus arator is either
Aristaeus, who caused the first death of Eurydice, or Dis who called her back to the underworld,
after Orpheus broke their pact by gazing back at her. Ovid alludes to the Georgics simile, but
transforms completely its tone and content. In particular, the Virgilian image of elegiac dirge is
reshaped into a scene of savage violence: the nocturnal nightingale (4.511 philomela, 514 flet
noctem) is replaced by the owl, another bird of the night (11.25 noctis avem), while the
defenseless fledglings (4.512-513 fetus [...] / [...] implumis) are converted into attacking birds
(11.24 aves).

The simile is also evoked later in the Ovidian episode, in which the Bacchants turn to
flight some farmers, who happen to be plowing nearby, and proceed to dismember their oxen
(11.31-38). The situation of the Virgilian simile is ironically reversed, in that the cruel

ploughman (4.512 durus arator) plucking the unfledged birds from their nest is replaced by

helpless farmers (11.33 lacertosi coloni) terrified by the maenads’ onslaught and leaving behind

420 Met. 3.715-716 ruit omnis in unum / turba furens; cunctae coeunt trepidumque sequuntur, 236 cetera turba coit
confertque in corpore dentes (See Miller 1990, 141).

1 G. 4.511-515 qualis populea maerens philomela sub umbra / amissos queritur fetus, quos durus arator / obseruans

nido implumis detraxit; at illa / flet noctem, ramoque sedens miserabile carmen / integrat, et maestis late loca
questibus implet.
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their cattle to be slaughtered.** Ovid echoes the simile a final time in the aftermath of Orpheus’
death, when Bacchus grieving the loss of his priest punishes the impious maenads by
transforming them into oak trees. The frightened women, who suddenly see their feet being
immobilized and fixed into the ground, are likened to birds vainly attempting to escape from a
snare set by a fowler.*”® The cunning fowler (callidus auceps) resembles the cruel farmer of the
Georgics (durus arator), while the trapped birds are reminiscent of the captured nestlings.
Hence, Ovid has the Virgilian simile constantly in mind and rewrites it at all the major points of
his narrative: the maenads’ assault against the bard, the routing of the farmers, and the women’s
punishment by Bacchus.

The second simile which depicts the Bacchants’ enclosing of the bard prior to their attack
is that of a stag hunted by dogs in the morning spectacle of the Roman amphitheater.*** This
simile has also rich associations with the Bacchae and the earlier Ovidian episodes of Pentheus
and Actaeon. The comparison of the Bacchants with hounds is reminiscent of the scene in the
first messenger speech of the Euripidean drama, where after the shepherds’ abortive attempt to
ambush and capture Agave she likens the maenads with dogs being hunted by the men and
exhorts them to retaliate.** Therefore, Ovid has inverted the situation of the Euripidean intertext

by transforming the Bacchants from hunted dogs to hounds in pursuit of their terrified prey.**

22 Ovid cleverly indicates the inversion by transferring the epithet durus from the Virgilian farmer to the fields,
which the Ovidian ploughmen are tilling (11.33 dura...fodiebant arva).

42 Met. 11.73-75 utque suum laqueis, quos callidus abdidit auceps, / crus ubi commisit volucris sensitque teneri, /
plangitur ac trepidans adstringit vincula motu.

424 Met. 11.25-27 structoque utrimque theatro / ceu matutina cervus periturus harena / praeda canum est, vatemque
petunt.

42 Ba. 731-733 1y &' avefonoev: & Spopddeg Epai koves, / npdued avdpdv t@vd' B GAN Enecbé pot, / Enecbe
Bvpooig S yepdV dTAoUEVOL.

2 Note also that in both scenes the Bacchants immediately after their comparison with dogs attack their enemy with
thyrsi (733 €necBe BOpooic S xepdv dmAouévar 11.27-28 fronde virentes / coniciunt thyrsos).
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What is more, the portrayal of the bard as a stag about to be torn apart by dogs recalls
Actaeon, who was transformed into a real stag and devoured by his own hounds earlier in the
Metamorphoses (3.138-252).4 Orpheus thus follows the precedent of the Euripidean and the
Ovidian Pentheus, both of whom, as we have seen, evoke Actaeon’s demise: the former by being
warned by Cadmus to avoid the fate of his cousin (Ba. 337-341) and by being dismembered at
the same place as Actaeon (Ba. 1290-1291) and the latter by reminding Autonoe of her son’s
death (Met. 3.719-721) and by performing an armless supplication like his cousin (Met. 3.723-
725). Finally, Miller has remarked that a shift can be detected from the world of theater to the
realm of amphitheater, in that Orpheus initially performs his music before the enchanted trees,
beasts, and birds, which are compared to a theatrical audience (11.20-22), but is afterwards
depicted as a stag hunted by dogs in the amphitheater (11.25-27).**® This metatheatrical imagery
echoes the progression in the Pentheus narrative, where the Theban king at first gazes at the
secret Bacchic rites as a spectator in a theatrical performance (3.709-710), but is then pursued by
the maenads resembling a boar in the amphitheater (3.714-715).

After the Bacchants have surrounded Orpheus, they launch their third attack showering
him with whatever is on their disposal: thyrsi, stones, tree branches, and clods of earth.*” This
description recalls the first unsuccessful assault of the Theban maenads against Pentheus seated

on the fir tree, against whom they hurl stones, fir branches, and thyrsi.430 These improvised

427 Miller 1990, 145.

28 Miller 1990, 146-147: “The superstar of the ‘theater’ has been ironically metamorphosed into a victim in the
amphitheater.”

2 Met. 11.27-30 vatemque petunt et fronde virentes / coniciunt thyrsos non haec in munera factos. / hae glaebas,
illae direptos arbore ramos, / pars torquent silices.

430 ~ \ s . ‘ o s s ~ . ” ,
Ba. 1096-1099 mpdtov pev adtod yepuddas kpataPorovg / Eppurtov, avtinvpyov émPacotl nétpav, / dlowsi T'
ghativoloty kovtileto, / dAlat 8¢ Bupoovg tecav dt' aifépoc.
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weapons are not, however, enough for the maenads in their frenzy and thus they interrupt their
attack once more, in order to search for additional arms (11.30 neu desint tela furori). Some
farmers happen to be plowing a field nearby and upon spotting the “horde” of Bacchants
advancing against them they flee in terror abandoning their farming implements, which the
savage women then use to tear their oxen to pieces (11.31-38). This scene is highly evocative of
the episode in the first messenger speech of the Bacchae, where after the herdsmen’s failed
attempt to abduct Agave the Theban maenads turn them to flight and dismember their cattle
(734-747).%" Ovid signals the allusion to the Euripidean intertext by means of explicit verbal
echoes.**? Moreover, just as the rending of the cattle by the Theban Bacchants functions as a
prelude for their invasion in the nearby villages of Hysiae and Erythrae and foreshadows
Pentheus’ sparagmos in the second messenger speech, in an analogous manner the Thracian
maenads’ tearing apart of the oxen prefigures their imminent dismemberment of Orpheus.**

An essential difference between the two scenes, however, is that whereas the Euripidean
maenads pull the cattle limb from limb with their bare hands (736 yg1pog dodnpov péta), the
Ovidian Bacchants seize the farmers’ tools, namely hoes, rakes, and mattocks (11.36 sarculaque
rastrique graves longique ligones), and employ them as weapons to dismember first the oxen
and then Orpheus himself (11.37-38). This unorthodox use of implements is somewhat

reminiscent of the Theban women’s utilization of tree branches as crowbars to uproot the tree on

1 Romeo (2012, 32-33) also observes that Ovid has appropriated from Euripides the motif of the rustics’ flight

followed by the dismemberment of their cattle by the maenads.

B2 734 pedyovieg ~ 11.35 fugiunt, 743 Tadpot ... kg képag Bvpovuevor, 11.37-38 cornuque minaces / ... boves,

739 depopovv orapdypacty ~ 11.38 divulsere.

3 Ba. 751-754 Yo t "Epubpac 0", [...] / [...] dote morépor / émeonecodom mavt' dve te koi Kato / SEPepov;
Met. 11.38 divulsere boves, ad vatis fata recurrunt.
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which Pentheus is sitting.434 Ovid, however, is more likely drawing on an alternative source both
for the motif of the conversion of agricultural tools into weapons as well as for the
transformation of the Euripidean herdsmen into farmers, namely the Georgics. Neumeister
claims that Ovid’s designation of the ploughmen’s implements as “weapons” constitutes an
allusion to the Virgilian didactic poem.*”> He notes that in the Georgics the farmers’ tools are
often described as arma,** arguing that this figurative diction reflects a central theme of the first
two books, namely the contrast between farmer and soldier. Both are representatives of the Iron
Age, but while the former fights a noble “war” to tame unruly nature, the latter engages in a base
struggle against his fellow humans. Neumeister concludes that within this ideological context the
iron tools of the farmer are the equivalent of the soldier’s weapons.

What has not been observed, however, is that Ovid is reworking in this scene a specific
passage of the Georgics, namely the conclusion of the first book on the Roman civil wars (1.505-
514). The poet laments that during this dark period violence and crime have overwhelmed the
whole world and there is no longer any regard for agriculture (1.506-507 non ullus aratro /
dignus honos). The visible symptoms of this decay of farming is that the fields lay waste robbed

of their farmers (1.507 squalent abductis arua colonis), who have presumably been recruited as

soldiers, and the pruning hooks have been forged into swords (1.508 et curuae rigidum falces
conflantur in ensem), that is the agricultural tools have been refashioned as weapons. The
Ovidian narrative evokes, but at the same time radically alters its Virgilian intertext. In the

Metamorphoses the farmers flee in terror to escape the violence of the Thracian maenads and

% Ba. 1103-1104 téhog 8¢ dpuivorc suvptavodoot KAGSolS / piog dveotapaccov dotdhpots LoyAoic.

35 Met. 11.34-35 operisque relinquunt / arma sui) (See Neumeister 1986, 179-180, Romeo 2012, 33).

% G. 1.160 dicendum et quae sint duris agrestibus arma. Thomas (1988, vv. 1.160-175) remarks that the catalogue

995

of farming implements in G. 1.160-175 constitutes “the equivalent of the Homeric ‘arming scene’”.
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thus their fields are left empty and desolate.*’

Furthermore, the peasants abandon in their haste
their agricultural implements, which are converted by the women into deadly weapons with
which they tear apart their cattle.**® Ovid has thus transformed the Virgilian invasion of civil war
in the serene world of agriculture into the incursion of the Bacchants in the peaceful domain of
the farmers. Moreover, if this scene is read from a metapoetic viewpoint, then one might argue
that the maenads’ raid against the ploughmen symbolizes the intrusion of Euripides’ Bacchae
into Virgil’s Georgics within the framework of the Metamorphoses. In other words, we are
spectators of a generic interplay between tragedy and didactic poetry depicted on an epic canvas.
Ovid sets the conversion of the farming tools into weapons within a broader transition
from agricultural to war imagery. The picture of oxen plowing the land beneath the yoke and of
brawny husbandmen digging the hard soil with their farming tools and sweating to produce their
harvest is reminiscent of the farmer’s labor during the Iron age in the Georgics and in fact
conflates multiple Virgilian passages.439 The sudden attack of the Bacchants against the farmers,
however, occasions a shift towards martial diction. The advancing band of maenads is
characterized as agmen, a term which typically designates an army on the march (11.34 agmine

qui viso fugiunt) and they transform the farmers’ tools into real weapons (11.34-35 operis [...]

arma sui, 30 neu desint tela furori). What is more, the Bacchants’ earlier assault against Orpheus

7 Met. 11.32-33 dura lacertosi fodiebant arva coloni, / agmine qui viso fugiunt, 35 vacuos...per agros,

¥ Met. 11.34-38 operisque relinquunt arma / sui, [...] iacent dispersa [...] / sarculaque rastrique graves longique
ligones / quae postquam rapuere ferae cornuque minaces / divulsere boves. Neumeister (1986, 180) notes that the
image of the farmers’ tools scattered in the fields (11.35 arma [...] vacuosque iacent dispersa per agros) adapts the
picture in the Virgilian Orpheus story, where it is the bard’s limbs which are dispersed on the ground (4.522
discerptum latos iuuenem sparsere per agros).

49 Met. 11.31-33 forte boves presso subigebant vomere terram, / nec procul hinc multo fructum sudore parantes /
dura lacertosi fodiebant arva coloni, 36 sarculaque rastrique graves longique ligones; G. 1.125 ante Iouem nulli
subigebant arua coloni, 2.356-357 aut presso exercere solum sub uomere et ipsa / flectere luctantis inter uineta
iuuencos, 1.164 tribulaque traheaeque et iniquo pondere rastri (See Neumeister 1986, 179-180; Romeo 2012, 33).
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was described as a rash and unbridled battle, where infernal madness reigned supreme.**® This
language echoes the imagery of the aforementioned Georgics civil war passage, in which the
impious god of war rages in a Roman world plagued with foreign wars and internal strife.*!!
Finally, the Ovidian war imagery is also reminiscent of the diction in the first messenger speech
of the Bacchae, where the Theban maenads, who plunder the villages of Hysiae and Erythrae are
compared to invading enemy troops and the enraged peasants take up arms against them.**?

Ovid may also have in mind in this scene another Virgilian episode, namely the outbreak
of the war between the Latins and the Trojans in Aeneid 7. Just as the peaceful pastoral world of
the Virgilian rustic folk is violently disrupted by war and infernal fury, in an analogous manner
the tranquil agricultural world of the Ovidian farmers is invaded by Bacchic frenzy.**> In Virgil
the cause igniting the war between Trojans and Latins is the wounding of Silvia’s pet stag by

** The Fury first inspires Ascanius’ hounds

Ascanius brought about by Allecto’s intervention.
with madness and provides them with the scent of the stag, so that they track it down and hunt it

and then guides Iulus’ faltering hand, so that his arrow strikes its prey (7.479-499). Ovid rewrites

the Aeneid scene in figurative terms: the Bacchants encircling Orpheus are likened to dogs

#9 Met. 11.13-14 sed enim temeraria crescunt / bella modusque abiit insanaque regnat Erinys.

1 G. 1.505 tot bella per orbem, 509-511 hinc mouet Euphrates, illinc Germania bellum; / uicinae ruptis inter se
legibus urbes / arma ferunt; saeuit toto Mars impius orbe. Compare also the diction in the Virgilian scene, in which
Aeneas rushes into battle against the Greeks (Aen. 2.337-338): in flammas et in arma feror, quo tristis Erinys, / quo
fremitus uocat et sublatus ad aethera clamor.

2 Ba. 752-754 [...] Hote moAéuiot / Enconecodoat mavt' Bve Te kai kGt / Siépepov:, 758-759 [...] oi &' dpyiic bmo
/ €¢ 6m)\ Eydpovv eepoduevol Pakydv Umo.

#3 Romeo (2012, 30-31) argues that the bacchic madness of the Thracian maenads (11.3-4 ecce nurus Ciconum
tectae lymphata ferinis / pectora uelleribus, 30 neu desint tela furori) described as infernal furor may also evoke the
infernal fury inspired into Amata by Allecto in Aeneid 7 (377 immensam sine more furit lymphata per urbem),
which is camouflaged as maenadic frenzy (7.385 simulato numine Bacchi, 405 reginam Allecto stimulis agit
undique Bacchi).

4 Aen. 7.481-482 prima laborum / causa fuit belloque animos accendit agrestis.
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hunting a stag thus recalling Ascanius’ hounds pursuing Silvia’s stag.*** Furthermore, Ovid has
replaced Allecto, who fills the dogs with madness, with the abstract notion of mad Fury, which
overwhelms the maenads with frenzy.446

At this point, however, the affinities between the two scenes end and the divergences
begin. The Latin peasants, enraged by the stag’s injury, rally to fight against the Trojans initially
turning their rustic tools (brands, sticks, etc.) into weapons and later substituting real arms for
them.*” Ovid essentially “corrects” here his Virgilian model: whereas in the Aeneid it is the
wrathful countrymen who convert their rustic implements into arms and dart furiously to battle,
in the Metamorphoses the frightened farmers take to flight at the sight of the Bacchants
abandoning their farming tools, which are used by the women as weapons.448 The inversion of
Virgil’s episode is underscored by further verbal reminiscences. The Ovidian husbandmen, who
happen to be plowing nearby, flee when they perceive the “army” of Bacchants approaching
them and abandon their implements.449 This description reverses the Virgilian narrative, where

the royal herdsman Tyrrhus, who happens to be hewing an oak tree in the vicinity, upon hearing

Silvia’s call for aid (7.503-504) snatches up his axe raging for the fray and summons his rustic

Met. 11.25-27 structoque utrimque theatro / ceu matutina cervus periturus harena / praeda canum est; Aen. 7.481
ut ceruum ardentes agerent, 493-494 hunc procul errantem [...] / commouere canes. Romeo (2012, 32) suspects that
the motif of the dogs may function as a connective link between the two scenes, but does not elaborate on the issue.

46 Aen. 7.479-480 hic subitam canibus rabiem Cocytia uirgo / obicit, 493-494 rabidae uenantis Iuli / [...] canes;
Met. 11.14 insanaque regnat Erinys, 3-4 lymphata [...] / [...] pectora, 11.30 furori.

7 (7.506-508 improuisi adsunt, hic torre armatus obusto, / stipitis hic grauidi nodis; quod cuique repertum / rimanti

telum ira facit, (7.523-525 non iam certamine agrestic / stipitibus duris agitur sudibusue praeustis, / sed ferro ancipiti
decernunt

% Romeo (2012, 32) also notes the contrast between the terrified farmers of Ovid and the belligerent Virgilian
rustics and contends (2012, 34) that the Ovidian picture of the farmers’ tools dispersed in the fields (11.35 arma ...
vacuosque iacent dispersa per agros) may echo Allecto’s boast to Juno that she will scatter weapons all over Italy
(Aen. 7.551 spargam arma per agros).

9 Met. 11.31 forte, 33 dura [...] fodiebant arva, 34 agmine qui viso fugiunt operisque relinquunt / arma sui.
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troops to battle.*”

Therefore, Ovid has transformed the battle-thirsty countrymen of Virgil who
engage in conflict with the Trojans into timorous farmers routed by the Thracian maenads.

After chasing away the farmers and dismembering their cattle the Bacchants proceed to
their fourth and fatal attack against Orpheus. As I will argue below, Ovid transposes in the final
part of the Orpheus narrative many elements from his earlier Pentheus episode through
intratextual conflation. The bard stretches out his hands in supplication (11.39 tendentemque
manus) and vainly attempts to stir their pity with his words (11.40 nec quicquam voce
moventem).*”" Orpheus’ portrayal evokes the characterization of the Ovidian Pentheus shortly
before his death, when he makes a futile supplication to his mother even though his arms have
been torn off and tries to appeal to his aunt’s mercy by reminding her of her own son’s death.**
In addition, the narrator emphasizes in both scenes the contrast between the hero’s past identity
and his present plight. The Theban king is in his final moments transformed from an enraged,

belligerent, and inexorable enemy of Bacchus to a frightened victim of the maenads, who speaks

mildly, acknowledges his guilt, and condemns himself.** The Thracian bard, on the other hand,

0 Aen. 7.509-510 quercum cuneis ut forte coactis / scindebat, 508 uocat agmina Tyrrhus, 510 rapta spirans immane
secure.

1 Miller (1990, 146) observes that Orpheus’ supplication to the maenads reverses the earlier “supplication” of the
stones towards him, which fall before his feet enchanted by his music (11.12 ac veluti supplex pro tam furialibus
ausis), and argues that this narrative development is reflected in the sequence of images within the bird and stag
similes. The bard is initially compared to an owl, namely a nocturnal predator, but immediately afterwards to a stag,
the iconic animal of fear and timidity.

2 Met. 3.723-724 non habet infelix quae matri bracchia tendat, / trunca sed ostendens dereptis vulnera membris,
720 ‘Autonoes moveant animos Actaeonis umbrae!’,

3 Met. 3.717-718 iam trepidum, iam verba minus violenta loquentem, / iam se damnantem, iam se peccasse
fatentem.

154



who could formerly mesmerize the entire world of nature with his song, is now for the first time
unable to move his “audience” (i.e. the Bacchants) with his words.**

Ovid limits the description of Orpheus’ sparagmos to a single verb (11.41 perimunt)
bearing no associations of dismemberment. This is an even shorter account than that of the
Virgilian version, where three verbal forms denoting dismemberment are employed.455 The
reason behind this minimalist description may be the fact that Ovid has already offered a detailed
and gruesome narration of Pentheus’ sparagmos earlier in the Metamorphoses (3.721-731) and
thus refrains now from reiterating such a scene in the interest of variatio. Nevertheless, the end
result in both stories is the same: the hero’s limbs lay scattered everywhere.**® Another affinity
between the two scenes is the condemning tone of the narrator towards the women’s deed. The
hands of the Theban maenads, which tear Pentheus’ body to pieces, are characterized as
“impious” (3.371 membra viri manibus direpta nefandis), while the Thracian Bacchants are
branded as “sacrilegious” at the moment of killing Orpheus (11.41 sacrilegae perimunt).

The bard’s death is lamented by the natural world in its entirety (trees, rivers, stones,
birds, beasts) as well as by the sylvan and water nymphs (11.41-49). This universal dirge for
Orpheus stands in stark contrast with the total absence of mourning for the demise of the Ovidian
Pentheus.””’ The different response to each hero’s death may pertain to their relationship with

Bacchus: the Theban king is the impious archenemy of Bacchus destroyed in accordance with his

plans, whereas the bard is the god’s cherished priest killed contrary to his wishes. As we saw

43 Met. 11.41-43 perque os [...] / auditum saxis intellectumque ferarum / sensibus, 39-40 et in illo tempore primum

/ irrita dicentem nec quicquam voce moventem.

43 G. 4.522-523 discerptum latos iuuenem sparsere per agros. / tum quoque marmorea caput a ceruice reuulsum.
% Met. 3.522 mille lacer spargere locis, 11.50-51 membra iacent diversa locis.

7 Contrast the laments of Cadmus and Agave for the Theban king in the exodos of the Bacchae (1165-1392).
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earlier in this chapter, the dismemberment of Pentheus is described by means of a gruesome
simile, where the speed in which the Bacchants rent the hero’s limbs is compared to the
swiftness with which the autumn leaves are snatched away from a tree by the wind.*® This
disturbing image is masterfully reworked in the scene of Orpheus’ demise, in which the bard’s
soul flies through his melodious mouth into the wind and the trees’ lament for him is expressed
in terms of pathetic fallacy: they shed their leaves as if cutting their hair in mourning.*® Thus,
the grotesque simile of Pentheus’ sparagmos is transformed into the pathetic image of Orpheus’
expiration followed by nature’s dirge for his demise.

Bacchus’ reaction to Orpheus’ death is immediate: grieving for the loss of his priest he
punishes the Thracian women for their impious crime by metamorphosing them into oak trees
(11.67-84). His sorrow, however, remains inconsolable and thus he departs from Thrace and
returns to his native Phrygia (11.85-87). The god’s attitude here contrasts sharply with the
aftermath of the Pentheus story, where not only the maenads suffer no penalty for slaying the
Theban king, but also his death serves as a warning for the women of Thebes causing them to
worship Bacchus (3.732-733). Hence, whereas Pentheus’ demise leads to the establishment of
Bacchic rites in Thebes, Orpheus’ death drives the god away from Thrace.

The Ovidian scene of Bacchus’ vengeance on the maenads is a reworking of the
Phanoclean episode, where the Thracian women suffer retribution at the hands of their husbands.

The Thracians feel terrible grief upon learning about Orpheus’ demise and thus they punish their

38 Met. 3.729-731 non citius frondes autumni frigore tactas / iamque male haerentes alta rapit arbore ventus, / quam
sunt membra viri manibus direpta nefandis.

4% Met. 11.43 in ventos anima exhalata recessit, 45-47 te carmina saepe secutae / fleverunt silvae, positis te
frondibus arbor / tonsa comas luxit [...].
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wives by branding them with tattoos, so that they never forget their crime.*® Similarly Bacchus
experiences sorrow for the death of his priest and punitively transforms the Thracian matrons

461

into oaks.” Both Phanocles and Ovid lay emphasis on the impious and savage nature of the

462
women’s deed.*®

Moreover, the penalty inflicted on them is in both cases perpetual: the women
of Thrace continue to be ritually tattooed in atonement for Orpheus’ murder down to Phanocles’
times, while the Ovidian Bacchants become oak trees for eternity.463

The punishment inflicted on the maenads by Bacchus is also reminiscent of the god’s
revenge on Pentheus and the Tyrrhenian sailors earlier in the Metamorphoses. The Theban king
suffers Bacchus’ retribution for his blasphemous opposition to his cult as well as for the
incarceration and attempted execution of Acoetes, the god’s attendant (who is actually Bacchus
in disguise).*®* Likewise the maenads experience the god’s vengeance for their sacrilegious
slaughter of Orpheus, the god’s priest (11.41 sacrilegae perimunt). Furthermore, the form of
punishment inflicted upon the Bacchants recalls the fate of the impious Tyrrhenian sailors. Just
as the transformation of the sailors into dolphins is preceded by the immobilization of their ship,
similarly the Bacchants’ metamorphosis into oak trees follows after the entrapment of their feet.

In particular, although the ship is supernaturally frozen in mid-sea and the oars are entwined with

ivy, the Tyrrhenian sailors persist in rowing with redoubled effort and unfurl their sails in a futile

490 Br. 1.23-25 Opijkeg &' g £damoav aphiiot Epya / yovork@dv dypra, koi mévrag dewodv Eofiddev dyoc, / Gg dAdxoug
gotilov.

! Met. 11.67-70 Lyaeus / amissoque dolens sacrorum vate suorum / protinus in silvis matres Edonidas omnes, /
....torta radice ligavit.

2 Br. 1.7 koxopiyavor, 23 &pya [...] Gypla, 26 otuyepod... pévov; Met. 11.41 sacrilegae, 67 scelus, 70 nefas) (See

Bomer 1980, v. 11.3).

43 Br. 1.27-28 mowdg 8' Opefji ktapéve Tivovot yuvaikes / gloétt viv keivng eivekev dumhaxing; Met. 11.67 non
impune tamen scelus hoc sinit esse Lyaeus.

% Met. 4.22-23 Penthea tu, venerande, bipenniferumque Lycurgum / sacrilegos mactas.
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attempt to escape the god’s revenge.’” In an analogous manner the Thracian women’s feet
become fixed into the ground and entangled with roots, while they vainly try to flee Bacchus’
wrath.*%

Finally, the Bacchants’ entrapment may also evoke and invert the miracle scene in the
first messenger speech of the Bacchae. The Euripidean maenads magically produce streams of

milk by digging up the soil with their fingertips.*®’

In the Ovidian episode, on the other hand,
Bacchus thrusts the maenads’ toes into the ground thereby ensnaring them before he changing
them into oaks.**® Thus Ovid ingeniously transforms the Euripidean picture of the Theban

Bacchants performing miracles with the divine aid of Dionysus into a scene, in which the

Thracian maenads suffer the god’s punishment.

2.4 Ovidian Bacchants: Byblis, Procne, and Medea

Apart from the distinctly Euripidean Dionysiac themes the Metamorphoses also contains Bacchic
imagery of another provenance, which can be defined as Virgilian “maenadism” and which itself
converses intertextually with the Bacchae.*® Ovid’s engagement with Virgil’s peculiar brand of

Bacchism is manifest in the episodes of Byblis (9.454-665) and Procne (6.412-674). Byblis’

95 Met. 3.660-664 .. .stetit aequore puppis / haud aliter, quam si siccam navale teneret. / illi admirantes remorum in
verbere perstant / velaque deducunt geminaque ope currere temptant; / impediunt hederae remos.

46 Met. 11.76-78 sic, ut quaeque solo defixa cohaeserat harum, / exsternata fugam frustra temptabat, at illam / lenta
tenet radix exsultantemque coercet.

7 Ba. 708-710 So0ug 8¢ Aevkod mdparog wo0oc mapijv, / dxpoiot daktoloiot dapdoot yOOva / YEAAKTOS E6LOdC
3
ELyoVv.

48 Met. 11.71-72 quippe pedum digitos, in quantum est quaeque secuta, / traxit et in solidam detrusit acumina
terram.

9 Recent studies on the Virgilian “Bacchants” (Dido, Amata, Helen, and the Sibyl) include Krummen 2004 and
Panoussi 2009, 115-138.
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comparison to a maddened Bacchant, while she vainly searches for her brother Caunus with
whom she has fallen desperately in love (9.635-644), echoes the portrayal of Dido as a frenzied
maenad in the Aeneid (4.300-303) upon hearing the rumors that her beloved Aeneas is planning
to sail away from Carthage.470 In both cases the overwhelming erotic madness of the heroine is
thus described in terms of Dionysiac furor. The affinity between the two stories is underscored
by the fact that Caunus’ actions in response to Byblis’ passion are reminiscent of Aeneas’
divinely ordained mission: just as the Trojan chieftain departs from Carthage in order to found a
new city in a foreign land, namely Lavinium, likewise after Caunus is forced to flee from Miletus
owing to his sister’s indefatigable wooing he travels to another region and lays the foundations
of a city named after himself (9.633-635). Therefore Ovid follows his epic predecessor in
presenting a tragic love story as the origin of a ktisis narrative.

The question of Ovid’s sources is considerably more complicated in the case of Procne’s
metamorphosis into a “Bacchant”. After reading Philomela’s tapestry informing her about
Tereus’ crimes the Athenian princess dons the attire of a maenad and pretends to participate in
the Thracian biennial rites of Bacchus in order to conceal her true aim, which is to rescue her
sister from incarceration (6.587-600). The origin of the Bacchic celebration and Procne’s
maenadic disguise is a highly controversial issue among critics.”’”' The prevalent view is that
despite the absence of proof in the fragments and testimonia of Sophocles’ Tereus, which
constitutes Ovid’s primary model in this episode, the Roman poet probably derived the motif of
the Dionysiac festival from the Sophoclean drama. The evidence adduced in favor of this

hypothesis is that Accius’ Tereus, which functions as a mediating intertext between Sophocles

9 Kenney 2011, vv. 9.641-644.

*! For an outline of the scholarly debate on this question see Ciappi 1998, 434-438.
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and Ovid, contains a Dionysiac component (fr. 647 W) likely drawn from the Sophoclean
original.472

The intertext, however, which is explicitly evoked by the Ovidian narrative, is the
pseudo-bacchic festival of Amata in the Aeneid (7.385-405). The Latin queen feigns maenadic
frenzy and hides her daughter Lavinia in the woods proclaiming her a Bacchant, so as to thwart
her imminent marriage with Aeneas.”” In an analogous manner the Athenian princess pretends
to be possessed by Bacchic madness aiming to save her sister from imprisonment and conceal

d.*’* Both Amata and Procne thus mask their true

her in the palace by dressing her up as a maena
purpose of rescuing a close family member by simulating Dionysiac fury.”’> A distinguishing
difference, however, between the two scenes is that whereas the Latin queen contrives a false
Bacchic opeipacio (7.389-403), the Athenian princess exploits the genuine biennial rites of
Dionysus in Thrace (6.587-588).4® Moreover, in either scene the maenadic frenzy is merely a
facade for another kind of furor originating from the nether world. It is the Fury Allecto who
maddens Amata and goads her to organize the pseudo-bacchic rites, while Procne’s simulated
Bacchic fury conceals her infernal wrath and together with Philomela they figuratively play the

4717

role of the Furies:”'' they take revenge on Tereus for a family-related crime, which is a

72 Ciappi 1998, 439; Gildenhard/Zissos 2007, 15, n. 26.

473 Aen. 7.385 simulato numine Bacchi, 387 natam frondosis montibus abdit.

47 Met. 6.596 Bacche, tuas simulat (i.e. furias), 598-560 raptaeque insignia Bacchi / induit et uultus hederarum

frondibus abdit / [...] intra sua moenia ducit (See Ciappi 1998, 440-441; Rosati 2009, vv. 6.587-600).

3 Procne may also recall the Virgilian Helen, who engages in pseudo-maenadism by conducting a counterfeit
celebration of Bacchus, in order to send to the Greek fleet the signal to invade Troy (Aen. 6.517-519).

476 Horsfall 2000, vv. 7.373-405.

77 Aen. 7.405 reginam Allecto stimulis agit undique Bacchi; Met. 6.595 terribilis Procne furiisque agitata doloris.
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characteristic prerogative of the underworld sisters and they are portrayed throughout the
narrative in terms evocative of the chthonic goddesses.478

A more complex theory is expounded by Dan Curley, who contends that Ovid has
appropriated the Thracian celebration of Bacchus from Sophocles’ tragedy, where it functions as
the ritual background for the play’s brutal violence, but he suggests an alternative source for
Procne’s Bacchic disguise, namely Euripides’ Bacchae. He notes that the Ovidian Pentheus
unlike his Euripidean counterpart does not assume the guise of a maenad and argues that the
Roman poet has instead transferred to Procne the role of the pseudo-Bacchant, an allusive
technique which has been defined in this study as “fragmentation”.*’”” In fact Curley’s hypothesis
can be further elaborated, if Procne is viewed as also assuming the part played by Dionysus in
the Euripidean play. The Athenian princess having herself disguised as a Bacchant camouflages
Philomela as a maenad, so that she can be led secretly into the palace and escape the notice of
Tereus.*® This scene may be intended to recall Euripides’ drama, in which Dionysus in the
human guise of the Lydian stranger dresses up Pentheus as a Bacchant under the false pretext
that it will allow him to remain undetected by the Theban maenads (822-833) and leads him to
Mt. Cithaeron. Hence, Ovid seems to echo and invert his tragic model by essentially altering the
function of the maenadic disguise: unlike the effeminate Bacchic apparel of Pentheus, which
ostensibly aims to conceal him from the Bacchants, but in reality serves the purpose of

humiliating him in the eyes of his citizens (854-855) before he is killed by the maenads,

% Met. 6.590 furialiaque accipit arma, 657-658 sicut erat sparsis furiali caede capillis, / prosiluit (See
Gildenhard/Zissos 2007, 5-6).

7 Curley 2003, 187-188.

"0 The way that Procne disguises Philomela, namely by covering her face with ivy-leaves (6.599 uultus hederarum
frondibus abdit), is reminiscent of how the Nysian nymphs concealed the cradle of Bacchus from his stepmother
Juno by camouflaging it with ivy (Fasti 3.767-770 hedera est gratissima Baccho; / hoc quoque cur ita sit, discere
nulla mora est. / Nysiadas nymphas puerum quaerente noverca / hanc frondem cunis opposuisse ferunt).
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Philomela’s Bacchic camouflage is the first step of the plot of exacting vengeance from Tereus,
since it enables the two sisters to reunite and stealthily enter the palace.

The violent climax of Ovid’s Tereus episode also contains some intriguing allusions to
the Bacchae. To begin with, the dismemberment of Itys by his mother and aunt evokes Pentheus’

sparagmos by Agave and her sisters. !

Both the Theban king and the boy realize that their end is
imminent*** and vainly entreat their mother for mercy by means of a double invocation of her
maternal identity.483 Itys may also echo the Ovidian Pentheus, who having been deprived of his
arms by his aunts is reduced to childlike helplessness and can only pronounce two words,

484

beseeching his mother to look at his mutilated body.”™" In addition, in all three scenes it is the

mother who initiates the attack.*®

The Ovidian episode’s recognition scene, in which Tereus discovers that he has
consumed his own son is highly reminiscent of Agave’s anagnorisis in the Euripidean drama,
when she realizes that she has slain Pentheus. After the Thracian king has finished his gruesome
feast, he orders that Itys be summoned to his presence and when Procne sardonically replies that

his son is inside him the bewildered Tereus repeatedly inquires where he is.**® This description

steeped in tragic irony reworks the Euripidean exodos, where the frenzied Agave, who has

! Gildenhard/Zissos 2007, 5.
2 Ba. 1113 kokod yap £yydg dv udvbavev; Met. 6.639 iam sua fata videntem.
83 Ba. 1118-21 &y tot, uiitep, eipi, naic o£0ev / evBebe, dv Etexeg &v d6poic Exlovoc: / ofktipe 8' & piftép pe unde

TG €uaig / apoptiotot waida cov kataktaviig; Met. 6.640 et “mater! mater!” clamantem et colla petentem (See
Curley 1997, 320; Ciappi 1998, 461).
8 Met. 3.724-725 trunca sed ostendens dcreptis uulnera membris / 'aspice, mater!" ait.

5 Ba. 1114 mpdm 8¢ pqmp Np&ev iepéa povov; Met. 3.712-713 prima suum misso uiolauit Penthea thyrso / mater,
6.641 ense ferit Procne, lateri qua pectus adhaeret (See Ciappi 1998, 461-462).

¥ Met. 6.652 tantaque nox animi est, 'Ityn huc accersite' dixit, 655-656 circumspicit ille / atque ubi sit quaerit;
quaerenti iterumque uocanti.
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returned bearing Pentheus’ head, asks where her son is and later commands that Pentheus be sent

487

for to marvel at her hunting exploit.”" What is more, in both scenes the son’s head functions as a

trophy488

and plays an instrumental role in the tragic anagnorisis. The maddened Agave fixes
Pentheus’ head on her thyrsus thinking it to be a lion’s head and later it is precisely by gazing at
her son’s head that she becomes conscious of her atrocious deed (1280-1289).** Similarly
Tereus realizes that he has devoured his son’s flesh, when Philomela bursts triumphantly into the
room and hurls Itys’ head against him.*° Finally, both Agave and Tereus respond to the horrible
revelation by bitterly lamenting for the crime they have unwittingly committed.*”!

Finally, Medea is also portrayed by Ovid as a figurative Bacchant. While performing a
magic ritual by means of which she aims to rejuvenate Aeson, the Colchian sorceress displays
typical maenadic features: she utters ritual cries and lets her streaming hair upon her shoulders
after the fashion of a Bacchant.*”* Medea’s representation as a maenad has no precedent in the

extant literary tradition and is very likely an Ovidian invention. This characterization of Medea

in fact echoes the depiction of the frenzied Agave earlier in the Metamorphoses, who tosses back

7 Ba. 1212 MevOeig T $udg moig mod ‘otwv, 1257-1258 tic avtdv debp' dv Sy €ig éunv / kuhéoeiev, dg 1ML pe TH
evdaipova (See Ciappi 1998, 462).

8 Ciappi 1998, 462.

4 Ba. 1139-42 kpéta 8' 80Mov, / dmep haodoo toyydvel pimnp xepotv, / miEac' én' dikpov BOPooV B¢ OPESTEPOL
/ péper Aéovtog 610 Kiboupdvog pécov.

0 Met. 6.658-9 prosiluit Ityosque caput Philomela cruentum / misit in ora patris.

1 Ba. 1282 Ay. 6pd péytotov dkyog 1) éhowy' £yéd; Met. 6.665 flet modo seque uocat bustum miserabile nati.

42 Met. 7.190-191 ternisque ululatibus ora / soluit, 257-258 passis Medea capillis / bacchantum ritu flagrantes
circuit aras). Kenney (2011, vv. 7.190) remarks that the motif of Medea uttering ritual shouts is found in Sophocles’
Rhizotomoi (Radt fr. 534 Bodc’ dharalopévn), whose theme is the murder of Pelias, and argues that Ovid may
have transferred it to the story of Aeson.
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d.*® What is more, Medea’s command to

her hair and howls before tearing off Pentheus’ hea
Jason and her servants to retire, so as not to defile with their presence her secret incantations

recalls Pentheus’ blasphemous viewing of the forbidden Bacchic rites.***

43 Met. 3.725-726 [...] uisis ululauit Agaue / collaque iactauit mouitque per aera crinem (See Kenney 2011, v.
7.258).

% Met. 7.255-257 hinc procul Aesoniden, procul hinc iubet ire / ministros et monet arcanis oculos remouere
profanos. / diffugiunt iussi, 3.710 hic oculis illum cernentem sacra profanis (See Bomer 1976, v. 7.256).
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Chapter 3

Medea through the kaleidoscope: Reflections and refractions of a tragic heroine

The third chapter focuses on the intricate and multi-faceted reception of Euripides’ Medea in the
Ovidian epic.*”> As we saw in chapter 1, Ovid converses intertextually with the Euripidean play
throughout his poetic career.*”® The Roman poet’s most significant treatments of the Medea myth
prior to the Metamorphoses are his lost tragedy Medea and Heroides 12, Medea’s letter to Jason.
The Ovidian play, of which sadly only two fragments survive, dramatized the events unfolding in
Corinth and was probably modeled closely on Euripides’ drama.*’ The twelfth elegiac epistle
can be chronologically placed after the marriage of Jason and the Corinthian princess and before
the announcement of Creon’s decree for Medea’s exile.*”® The first part of the letter, which
draws on Apollonius’ Argonautica 3, is essentially a flashback to the events in Colchis, namely
Jason’s securing of Medea’s magical aid, his completion of the tasks set by Aeetes, and the theft
of the Golden Fleece. The second part evokes perhaps Euripides’ Medea as well as Ovid’s own
tragedy and constitutes an ominous and ironic prefiguring of the action about to take place in
Corinth: the murder of the Corinthian princess by means of the poisoned robe and Medea’s

filicide. Heroides 12 will be included in this chapter’s disscusion, inasmuch as it functions as a

45 On the reception of Euripides’ Medea in the Metamorphoses see Binroth-Bank 1994, Newlands 1997, Curley
1999, 8-51, and Curley 2013, 121-133, 141-152.

* For an examination of the treatment of Medea in the Ovidian corpus see Nikolaidis 1984 and Schutzer 2003.
*7 On Ovid’s Medea see Nikolaidis 1985 and Curley 2013, 19-58.

% The question of the Ovidian authorship of Heroides 12 is a hotly debated issue and there are arguments both in
favor and against its authenticity. Tarrant (1981, 152 n. 39) argues that Her. 12 is a conflation of two Ovidian
treatments of Medea, Metamorphoses 7 (1-13) and the lost tragedy Medea. Knox (1986) contends that the poem is
inauthentic on the grounds that it does not conform to Ovidian style and diction and that it is drawing on the Medea
narrative in Metamorphoses 7. He suggests that the author is an imitator of Ovid and dates the poem to the period
immediately after Ovid’s death. Hinds (1993), on the other hand, is less interested in the authenticity issue and
argues that the Medea of Her. 12 as an amalgam of fragments of other Medeas is mainly an issue of intertextuality.
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possible mediating intratext between Ovid’s Medea and the Metamorphoses. In particular,
Federica Bessone has plausibly argued that various elements, which are found in the epistle and
have no precedent in either Apollonius or Euripides, are likely to have been appropriated from
the Ovidian play.499 As we shall see, these motifs are later incorporated by Ovid into the stories
of Procne and Althaea in the Metamorphoses.

In the first part of the chapter I will investigate Ovid’s intertextual dialogue with
Euripides’ Medea in Metamorphoses 7. Having already treated the Corinthian episode in a
tragedy and an elegiac epistle Ovid chose not to repeat himself by telling the same story in full
length in the Metamorphoses, but to abridge it in a miniature summary of a few lines (7.494-
497).5 % The first half of the seventh book (7.1-424) recounts instead in detail all the other major
events of Medea’s life in a linear narrative. The opening scene relating young Medea’s love for
Jason in Colchis (7.1-158) draws on Apollonius’ Argonautica 3 as its primary model, but at the
same time contains subtle allusions to Euripides’ Medea in the form of ironic foreshadowing.””"
In particular, as we shall see, the Ovidian Medea is a paradoxical conflation of the mature
Euripidean Medea, the ruthless child-murderess, and Apollonius’ heroine, the enamored,
credulous maiden. At the same time she evokes Virgil’s Dido and Euripides’ Phaedra in terms of
her inner struggle between passion and modesty/reason, thus constituting a multi-layered
character, which poses a challenge to the interpreter.

The next episode, which takes place after the return of the married couple to Iolcus, is

the rejuvenation of aged Aeson by Medea (7.159-293). Unfortunately Ovid’s source for this

49 Bessone 1997, vv. 12.133-158 (the wedding of Jason and the Corinthian princess), 146 (Medea’s son as nuntius
of Jason’s marriage), 189-190 (the resemblance of Jason’s sons to their father), 212 (Medea’s contemplation of an
indeterminate terrible deed).

5% L armour 1990, 132.

' On the reception of Apollonius’ Argonautica in the Metamorphoses see Reggi 1995 and Kenney 2008.
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narrative is unknown to us, but according to the argument of Euripides’ Medea the poet of the
epic Nostoi (“Returns”) had treated this event.’®> The Aeson story, whose primary focus is on
Medea’s magic skills, will not be examined in the present study, on the grounds that Euripides
drastically suppresses Medea’s role as a sorceress and consequently there are very faint traces of
his tragedy in the Ovidian narrative.’” The episode’s main models are the descriptions of the
Colchian’s incantations in Argonautica 3 (528-533, 860-866) and Dido’s pseudo-magic rites in
Aeneid 4 (474-532).>"

What follows next is the account of the murder of Pelias (7.297-349), whose main
intertext is Euripides’ Peliades. Due to the extremely fragmentary state of the play, however, the
discussion of its relationship with the Ovidian narrative will be restricted to structural and plot
issues. Moreover, apart from reworking the Peliades the Roman poet makes multiple allusions to
Euripides’ Medea. Medea’s trickery of the Peliades echoes her deception of Creon and Aegeus,
while the ram’s rejuvenation and the murder of Pelias obliquely recall the demise of the
Corinthian princess and Creon respectively through the technique of “fragmentation”. Finally,
the Euripidean intertexts are merged in the Pelias story with Virgil’s Aeneid and Apollonius’
Argonautica. Medea’s deceptive skills are reminiscent of those of Sinon in Aeneid 2 (57-194),
while her murderous nocturnal invasion into Pelias’ chamber echoes that of Helen, Menelaus,

and Ulysses in Deiphobus’ bedroom in Book 6 (477-534). In addition, the Peliades, who avert

392 West 2003, 158-159.
393 Mastronarde 2002, 24-25.

3% Ovid subtly evokes his Hellenistic predecessor also by means of “fragmentation.” In particular, he omits the
description of the Apollonian Jason’s sacrifice to Hecate prior to anointing his body with the promethean drug
(3.1193-1223) in his own Colchian episode and transposes instead many of its elements (the nocturnal setting, the
ram sacrifice, the blood pits, the invocation of Hecate, the libations, etc.) to the scene of Medea’s sacrifice to Hecate
and Iuventas in preparation for the rejuvenation of Aeson (7.182-185, 189-190, 7.238-256 ) (see Segal 2002, 14).
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their gaze before killing their father, are evocative of the Apollonian Medea turning away her
eyes, while Jason is butchering her brother Apsyrtus (4.464-481).

After Medea’ aerial escape from lolcus there follows a lengthy description of her flight
upon her serpent-drawn chariot over various Greek locales (7.350-390). We then find her first in
Corinth (7.391-397), the setting of Euripides’ Medea. I will argue that the narrator’s brief sketch
of the Corinthian episode may indirectly echo Medea’s own summary of her vengeance plot in
the Euripidean play (772-810). After another escape on her flying chariot Medea lands in Athens
(7.398-424), where she unsuccessfully attempts to poison Theseus and escapes punishment by
vanishing into thin air. In this concluding story the Roman poet has blended elements from
various fragmentary works, namely Euripides’ Aegeus, Callimachus’ Hecale, and Ennius’
Medea, all of which treat the encounter between Theseus and Medea. Moreover, the Ovidian
narrative contains a few implicit allusions to the meeting between Aegeus and the Colchian in
Euripides’ Medea.

Ovid wishes to provide his reader with a comprehensive portrait of Medea and thus each
narrative is a reflection of a different aspect of the heroine’s personality. At the same time the
Roman poet traces the heroine’s steady moral decline: in the Colchis episode she is presented as
a young gullible maiden helplessly in love who benevolently aids her beloved; in the Aeson
narrative she is a powerful witch capable of harnessing the forces of nature and employs her
powers benignly by rejuvenating Jason’s aged father; in the Pelias story we witness the darker
side of her personality, since she is portrayed as a cunning manipulator, who wreaks havoc upon
her enemies; her moral degeneracy reaches its apex in the Corinthian and Athenian episodes in
which she assumes the role of the treacherous and murderous mother and stepmother

respectively, while her flight from Iolcus and Corinth on her serpent-drawn chariot and her
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miraculous escape from Athens reveal her as a semi-divine being with a supernatural ability to
evade punishment.

Ovid’s appropriation of Euripides’ Medea in Metamorphoses 7 consists in amplifying
marginal elements of the play into full-blown episodes and conversely compressing radically the
central story of the drama, namely the events in Corinth, thereby rendering it a peripheral
narrative.’”> More specifically, the Colchis episode and the murder of Pelias, which are cited in
passing in the Euripidean play in the form of flashbacks, become each the subject of an
autonomous story in Ovid. Medea’s flight on Helios’ chariot, which constitutes the denouement
of Euripides’ drama, is described by Ovid not once but three times, namely in Medea’s journey
over Thessaly to gather herbs for Aeson’s rejuvenation potion (7.220-233), in her tour over
various locales in Greece after her escape from lolcus (7.350-390), and finally in her trip from
Corinth to Athens (7.398-399). Finally, Medea’s refuge in Athens, which in Euripides is an event
projected into the future, is converted by Ovid into the concluding scene of his narrative.

Moreover, the Ovidian narrative can be read as an epicized “mega-tragedy”
encompassing Medea’s entire mythical career, in terms of both subject matter and structure.
With the sole exception of Aeson’s rejuvenation every individual episode is an epic reworking of
earlier dramatic works (Euripides’ Medea, Aegeus, and Peliades, Ennius’ Medea and Medea
Exul, and Ovid’s own Medea). Moreover, each of its narratives may be viewed as the equivalent
of a part of a tragedy. In particular, the Colchis episode, which contains an extended soliloquy
delivered by Medea, fulfills the two principal functions of the expository prologue of a tragedy:
it provides the reader with essential background information and foreshadows later events in the
story. The narratives of Aeson and Pelias serve as dramatic episodes, while the descriptions of

the old ram’s rejuvenation and Pelias’ murder probably constitute epic rewritings of messenger

%5 Newlands 1997, 178.
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speech scenes in Euripides’ Peliades. Furthermore, I will attempt to show that the account of
Medea’s flight over Greece is evocative of the anticipatory function of a tragic stasimon and
more specifically of an “escape ode”, in which the chorus wish that they may travel to distant
locales. Both the chorus’ imaginary journey and Medea’s real trip allude to other mythical tales,
which obliquely foreshadow forthcoming events in the main story, in the former case the play’s
looming disaster and in the latter Medea’s filicide in Corinth. The last minute recognition of
Theseus by his father Aegeus, which thwarts Medea’s poisoning attempt, constitutes a parallel to
the climactic scene of anagnorisis in Euripides’ Aegeus. Finally, the escape of Medea from
Athens in a magical mist corresponds to the exodos of Euripides’ Medea, where she flies away
from Corinth on Helios’ chariot.

In the second part of the chapter I will explore Ovid’s intertextual engagement with
Euripides’ Medea in the remainder of the Metamorphoses, which takes the form of
“fragmentation”. As we noted above, Ovid abbreviates the Corinthian episode in a radical
manner with the effect that the Euripidean play’s two central events, namely the murder of the
Corinthian princess and the infanticide, are reduced to a mere four lines (7.394-397). The Roman
poet then transfers these essential elements of the drama and weaves them into other mythical
narratives, affording them a more elaborate treatment. In particular, he reworks the theme of
vengeance attained through filicide in the stories of Procne and Althaea, since the former kills
her son Itys in order to punish her husband for raping and mutilating her sister and the latter
murders her son Meleager in retribution for his slaying of her brothers. Finally, in the Deianira
episode Ovid expands upon the motif of jealous revenge against an erotic rival, in that the

heroine considers eliminating her husband’s mistress.
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The prevalent view of criticism has hitherto been that Procne, Althaea, and Deianira
simply recall traits of Medea and thus they are perceived as “doubles” of the Euripidean
heroine.’® The Roman poet’s intertextual dialogue with his predecessor, however, seems to be
much more complex and nuanced than this. Below I will contend that the Ovidian heroines are
not just mirror images of Euripides’ Medea, but constitute her “refractions” in a two-fold sense.
First, in the typical sense that they are characters other than Medea who assimilate features of the
tragic heroine and secondly, in the specific sense that they are graded variants of Medea. In
particular, as we shall see, Procne is an amplified version of the Euripidean protagonist
surpassing her in cruelty, ruthlessness, and bloodthirstiness. Althaea, on the other hand,
constitutes a more humanized variant of Medea, in terms of the profound contrition she
experiences for the murder of her son, which ultimately drives her to suicide. Finally, Deianira is
merely an “aspiring Medea”, since she briefly entertains a scheme of dispatching her rival, but
soon dismisses it. Thus, a structural pattern of diminishing intensity seems to emerge: after the
“overblown Medea” that is Procne in Book 6, the reader encounters the Medeas of Apollonius
and Euripides in Book 7, followed by a more “fragile Medea”, namely Althaea, in Book 8, and
the sequence concludes with Deianira, a “would-be Medea”. The ultimate goal of this chapter is
to probe and try to decipher Ovid’s kaleidoscopic portrayal of Medea, namely her various
reflections (enamored girl, omnipotent sorceress, devious schemer, deadly (step)mother, and
creature with quasi-divine qualities) and how these evoke her tragic precursor, as well as the

refracted images of Euripides’ heroine, Procne, Althaea, and Deianira.

2% Larmour 1990, Newlands 1997, Ciappi 1998, Gildenhard/Zissos 2007, Curley 2013.
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Reflections of Medea

3.1 Medea in Colchis

The main intertext for the episode of Medea in Colchis in Metamorphoses 7 (1-159) is
Apollonius’ Argonautica. Ovid, however, blends his Hellenistic model with Euripides’ Medea
and Virgil’s Aeneid by means of intertextual conflation. The Roman poet’s treatment of the
Colchis narrative contains several divergences from his Alexandrian predecessor. First of all,
Ovid compresses and simplifies the account of the Argonautica through a technique, which has
been termed as “fast-forwarding”.””” The voyage of the Argonauts from Iolcus to Colchis, which
takes up the first two books of the Hellenistic epic, is drastically condensed into a single

introductory sentence (7.1-6),5 08

while the recovery of the Golden Fleece and the return journey,
which are the subject of Argonautica 4, are similarly abridged into a few lines (7.149-158).>"
The events of Book 3 of the Argonautica, namely the embassy to Aeetes, Medea’s falling in love
with Jason, and the hero’s accomplishment of the trials set by the king for the retrieval of the
Fleece, are reduced from around 1400 to 140 lines (7.7-148). Finally, the Apollonian Medea’s

three distinct monologues are merged into one long soliloquy delivered by her Ovidian

1
counterpart.s 0

%7 Kenney 2008, 364, n.9: “...a recurrent feature of the Metamorphoses, the “fast-forwarding” technique [is]
employed by Ovid to carry the reader quickly and effortlessly over structurally necessary but thematically
unimportant links in the narrative chain.”

%% Kenney 2008, 364.

%% Kenney 2008, 368.

>19 Kenney 2008, 371.
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Another significant deviation from the Hellenistic antecedent pertains to the role of the
gods in the Ovidian story. Whereas in Apollonius Aphrodite at the behest of Hera and Athena
bribes her son, Eros, to compel Medea to fall in love with the Greek hero by shooting her with
his arrow, the Roman poet removes the gods almost entirely from the action and thereby presents
Medea’s love for Jason as deriving from within herself.’!! In fact, as we shall see, the divine
causation is internalized, in that Medea thinks that a god has instilled passion into her (7.11-12).
Cupid does make a brief appearance after the end of Medea’s monologue, but is depicted as
fleeing in defeat before the personified abstract ideas of modesty, piety, and righteousness (7.72-
73) and thus contrasts sharply with the omnipotent Apollonian Eros, who effortlessly makes
Medea succumb to passion. The Ovidian narrative thus focuses more sharply on Medea’s
emotional fluctuations and portrays her as fully responsible for her actions, since her motivation
stems not from an exterior force, but from her inner self.

The Roman poet also distances himself from his Alexandrian source in terms of his
characterization of Medea. In the Argonautica Medea undergoes a gradual process of
transformation from an innocent maiden infatuated with a handsome stranger in Book 3 into a
ruthless witch capable of impious murder in Book 4. The turning point is the scene in which the
heroine lures her brother Apsyrtus into an ambush, where he is pitilessly slaughtered by Jason
(4.391-481). The Colchian girl thus loses her innocence forever and becomes polluted by kindred
blood. Ovid, on the other hand, skillfully circumvents the problem of reconciling the two Medeas
of the literary tradition by transplanting character traits from the mature Medea of Euripides into
the innocent maiden of Apollonius. Moreover, Ovid incorporates in his Medea features of
Virgil’s queen Dido thus creating a highly intertextual character, who constitutes an amalgam of

various heroines. Finally, Ovid departs from Apollonius by further undermining Jason’s heroic

S Newlands 1997, 184-185.
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status.”'? In the Hellenistic epic Jason’s heroism has already been compromised by the pivotal

role played by Medea, since it is effectively through her magic aid that he successfully performs
his trials. The Greek hero retains, however, part of his heroic identity through the display of
valor and martial prowess in his encounter with the fire-breathing bulls and the Sown-men. In the
Metamorphoses, on the other hand, Jason is reduced to a mere “puppet” under Medea’s control,
since apart from being entirely dependent on her magic to perform the tests he also does not
engage in a direct confrontation either with the bulls or with the Sown men.

Ovid’s appropriation of Euripides’ Medea in the Colchis narrative is complex and
difficult to detect and interpret, partly because the Euripidean model is inextricably interwoven
with the Apollonian and Virgilian intertexts and partly on account of the elusive and intricate
nature of the Ovidian allusions. The Roman poet follows the paradigm of Apollonius in his
intertextual engagement with the Greek tragedian in that he concurrently echoes and anticipates
the events of the Euripidean play.’"® This intriguing combination of recalling and foreshadowing
is made possible by the fact that on the one hand Euripides’ work precedes that of Ovid, but on
the other hand the mythical events dramatized in the Medea succeed those of the Colchis
narrative in the Metamorphoses. In other words, the Ovidian Medea both evokes her dramatic
counterpart and prefigures her future Euripidean self. More specifically, the Roman poet grafts
many attributes of Euripides’ Medea, the manipulative and merciless infanticide, into the
Apollonian Medea of Argonautica 3, the young and gullible princess hopelessly in love, thereby
fashioning a paradoxical and multifaceted figure. These elements include the Euripidean
Medea’s acute self-awareness of the moral implications of her actions, her peculiar relationship

with the gods, sexual jealousy, murderous vengefulness, and aspirations to heroic glory.

312 Kenney 2008, 365.
513 Hinds 1993, 17.
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Furthermore, Ovid’s heroine is reminiscent of another famous Euripidean female protagonist,
Phaedra from the Hippolytus, in terms of her self-conscious internal struggle between passion
and reason.

Finally, the Ovidian Medea evokes Virgil’s Dido, in that both heroines experience an
inner conflict between amor and pudor. At the same time, however, Ovid’s character “corrects”
her Virgilian model. Thus, for example, Dido’s rhetorical accusations against Aeneas are
transformed into Medea’s self-reproach, her fearful premonition of Aeneas’ betrayal turns into
the Colchian princess’ false sense of safety, and her self-delusional view of her affair with
Aeneas as marriage is echoed and reversed by Medea’s realization of the illicit nature of her

contemplated liaison with Jason.

3.1.1 Medea’s monologue

The main focus of this section is Medea’s soliloquy, since it is this part of the episode which
contains the highest concentration of allusions to Euripides. The Colchian princess debates with
herself the tormenting moral dilemma she is facing, namely either yield to love and bestow her
help on Jason thereby betraying her father and country, or refrain from succoring the Greek hero
by adhering to her sense of reason, modesty, and filial piety. Her speech is essentially a
rhetorical self-suasoria, whereby she attempts to convince herself to give in to her passion, and
thus it consists of a series of objections to lending her aid to the Greek hero followed by their

direct refutation.'

In this context the Ovidian heroine’s speech constitutes an intertextual
palimpsest, which echoes not only the words of the Euripidean and Apollonian Medeas, but also

the arguments of Jason in his tragic and epic incarnations and even the sentiments of the chorus

514 Cecchin 1997, 83.
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of Corinthian women in Euripides’ play. What is more, Medea’s soliloquy holds particular
significance for the overall structure of the Metamorphoses because of its programmatic nature.
It is the first purely dramatic monologue in the work and introduces many themes, such as the
amor-pudor conflict, which are further elaborated in later solo speeches, such as those of Scylla,
Byblis, and Myrrha.515

After an introductory couplet, which sets the scene by describing the embassy of the
Argonauts to Aeetes to request the Golden Fleece and the king’s pronouncement of the trials to
be accomplished by Jason (7.7-8), the lens focuses immediately on Medea and her emotional
response to the advent of Jason. The Colchian princess experiences love at first sight, which
recalls the reaction of the Apollonian Medea to Jason’s arrival and in both cases the feeling of
passion is expressed through fire imagery.’'® The distinguishing difference of the two scenes is
that whereas in the Argonautica Medea falls in love after being smitten by Eros’ arrow, in the
Metamorphoses she develops these feelings entirely of her own accord. Hence, Ovid excludes
the world of the gods from his narrative, thereby laying emphasis on the human level of action.

The manner, however, in which the Ovidian Medea confronts her passion, is not
reminiscent of her Apollonian counterpart, but rather of Euripides’ Phaedra. Medea’s soliloquy is
occasioned by an inner struggle between love and reason, which has no equivalent in Apollonius,
but rather evokes the plight of the female protagonist of the Hippolytus. When the Ovidian
heroine perceives the first pangs of love, she fights for a long time against her passion, described

as madness, by employing her sense of reason, but she ultimately fails to overcome her desire for

313 Curley 2013, 141, 146.

316 Met. 7.9 concipit interea ualidos Acetias ignes; Arg. 3.284-287 fi' &nl Mndein. v &' aupacin Aafe Bopov: /
avTog &' VYOPOPOL0 TAAUTETES €K HeYapotlo / Kayxordmv fige, BELog o' gvedaieto kovpn / vEpBev VIO kpadin @royi
gikedov.
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Jason and admits defeat.’!’

In her monologue she reiterates the experience of this conflict by
claiming that love urges her one way and her mind another.”'® This description echoes the words
of Phaedra to the chorus of Troezenian women after the revelation of her illicit passion for
Hippolytus. The Euripidean heroine confesses that after she was struck with love for her stepson
she deliberated on the ways in which she could best endure her passion. She initially attempted
to conceal her malady in silence and when that failed she unsuccessfully tried to vanquish her
folly by means of self-control, finally deciding upon suicide as the optimal rational plan.519 Thus,
just as Phaedra faces an internal conflict between love and reason, which takes the form of
folly/illness versus moderation, similarly Medea is tormented by the clash between erotic frenzy
and rational thought and both are unsuccessful in subduing their passion. The Euripidean Medea
is likewise torn apart by a dilemma between reason and emotion, where the latter prevails, but in
this case it is her wrath against Jason prompting her to murder their children in order to take
revenge on him, which clashes with the rational plan of sparing her sons and taking them with
her.”*

At the end of her monologue Ovid’s Medea experiences another kind of inner conflict,

which is expressed as an external struggle between Cupid and the personified abstract concepts

of righteousness, filial piety, and modesty.”*' This time passion is defeated by the opposing

317 Met. 7.9-11 concipit interea ualidos Aeetias ignes / et luctata diu, postquam ratione furorem / uincere non poterat,
‘frustra, Medea, repugnas;’.

518 Met. 7.19-20 aliudque cupido, / mens aliud suadet.

19 Hipp. 391-394 AéEm 88 kol oot g &ufic yvoung 686v. / émel p' Epwg &rpooey, éokdmovy émwc / kGAoT
gvéyioupl' antov. NPEGUMY eV oDV / £k ToDdE, orydlv THvde Kol kpdmTey vocov:, 398-402 1o Ssvtepov 8¢ TNV dvotav
g0 QEPEV / TML COPPOVEV VIKGGO Tpovvoncdumy. / tpitov &', £nedn 1oioid ovk g&fvutov / Kompw kpatioo,
kathavelv £60E€E pot, / kpatioTov (00delg dvtepel) fovievpdtv.

22 Med. 1079-1080 Quudc 8¢ kpsiconv tdv Eudv Bovisvpdrtov, / Somep peyiotmv aitiog kakdv Bpotoic. For the
various interpretations of lines 1078-1080 sees Mastronarde 2002, 393-397.

2! Met. 7.72-73 dixit, et ante oculos Rectum Pietasque Pudorque / constiterant et uicta dabat iam terga Cupido.
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feelings of pudor and pietas, but it is only a momentary victory, since as soon as Medea sees
Jason again, her love, which seems to have abated, is rekindled (7.76-83). Ovid draws for this

clash between love and modesty on Apollonius and Virgil.”*

The Apollonian Medea vacillates
whether or not to go to her sister Chalciope, in order to manipulate her into asking her to give her
aid to Jason for the sake of her sons. The reason is that on the one hand she is restrained by her
sense of shame, but on the other hand she is goaded by her desire for J ason.’> Her impasse is
resolved by a handmaiden, who sees her in torment and summons Chalciope. During her
dialogue with her sister she wavers once more whether or not to agree to grant her help to Jason
in accordance with Chalciope’s request, but at this point love finally overpowers her virginal

524

modesty.””" In an analogous manner Dido faces an inner conflict between pudor, namely her

respect for the memory of her dead husband Sychaeus and for her reputation as queen of
Carthage, and amor, that is her desire of Aeneas. >

The opening of Medea’s monologue might echo and reverse the final words of her
Euripidean model. The Ovidian heroine addresses herself, claiming that she fights in vain against
her passion.’*® Euripides’ Medea on the other hand ends her bitter exchange with Jason by
refusing to return to him the corpses of his sons for burial and asserting that his entreaty is

futile.””” The context of the two situations is completely different: whereas in Euripides Medea is

in a state of absolute power having avenged herself on her enemies (Jason, Creon, and the

>*2 Bomer 1976, vv. 7.10-13; Cecchin 1997, 83; Curley 2013, 146.
3 Arg. 3.652-653 fitot 61’ 100cg1ev, Epuké v EvBobey aidde’ / aidol &' épyopévny Bpacde (Lepog dTPUVESKEY.

3% Arg. 3.681-682, &¢ pato’ Tiic 8' épubnve mopnio, Sy 8 v 0iddg mapevin Katépukey, aueiyacor pepavioy:,
686-687 ... dye &' Egumev / Tola 00A®, Bpacéec yap émkhovésokov EpmTeC.

325 Aen. 4.54-55 his dictis impenso animum flammavit amore, / spemque dedit dubiae menti, solvitque pudorem.
526 Met. 7.11 frustra, Medea, repugnas.

7 Med. 1402-1404 Ia. [...] 86¢ pot mpog Bedv / pokaxod xpmtog yodoor tékvay. / Mn. odk &ott udmy &mog
Eppurtar.
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Corinthian princess) and about to depart triumphantly from Corinth on Helios’ flying chariot, in
Ovid she is a helpless victim of the overwhelming force of love. Therefore, by having his Medea
evoke her Euripidean counterpart the Roman poet stresses the contrast between the young
maiden desperately in love with Jason and the omnipotent murderess, who has utterly
vanquished her unfaithful husband by depriving him of his offspring.

The heroine’s relationship with the gods can be construed in light of the speech’s
rhetorical purpose, which, as has been noted above, is to induce herself to grant her magical aid
to Jason in his trials. In this context the reason that Medea adduces for her powerlessness to resist
her passion for the Greek hero is the compelling force of an unspecified divinity.’*® The god is of
course no other than Cupid and Ovid makes here a playful allusion to the Argonautica, where
Eros makes Medea fall in love by shooting her with his arrow. The Roman poet, however, almost
completely displaces the god of love from his narrative and presents Medea’s feelings as
originating from within her.”® Thus the Ovidian Medea is portrayed as fully culpable for her
decision to betray her father and country by aiding the Greek hero and in this respect she
resembles her Euripidean counterpart, whose revenge plan against Jason is not dictated by a god,
but is the product of her own plotting. In contrast to most other Euripidean plays Medea does not
feature divine characters participating in the dramatic action, but the interference of the gods in
the events is left to be conjectured by the audience.”® The deeds of all the characters in the play
can thus be interpreted as the result of their own free will. The only direct divine intervention
comes at the end of the play when Helios provides his flying chariot to his granddaughter Medea

in order to enable her to escape to Athens. In fact it is Medea herself who assumes the status of a

%28 Met. 7.12 nescioquis deus obstat.
529 Kenney 2011, v. 7.12.
> For the role of the gods in Euripides’ Medea see Mastronarde 2002, 32-34 and 2010, 153-206.
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semi-divine being by means of her position on the crane and by fulfilling some typical functions
of a dea ex machina, such as the pronouncement of prophecies concerning the fate of human
characters and the future establishment of a ritual.

A few lines below Ovid’s heroine exhorts herself to banish the flames of passion from
her heart, but once again professes her inability to do so due to the effect of a strange power,
namely the power of love, which drags her along against her will.”*' Furthermore, in refutation of
her compunction to abandon her country’s divinities, in order to follow Jason to Greece, she

332 This rhetorical

maintains that the greatest god of all (i.e. Cupid) has taken possession of her.
self-representation of Medea as a helpless victim of Cupid, so as to convince herself to help
Jason, evokes Medea’s portrayal of herself in Euripides’ play. The Euripidean protagonist claims
that she and the gods have contrived together the plan of murdering the children, in order to steel
herself for her revenge as well as share with the gods the responsibility of her impending horrible
deed.”> Therefore, just as the Euripidean Medea’s citation of the complicity of the gods can be
read as a rhetorical device by which she aims to persuade herself to commit infanticide,’**
likewise her Ovidian counterpart masks her own passion for Jason as a feeling forcibly instilled
in her by Cupid, whom she portrays as an abstract divine force. What is more, the Ovidian

heroine’s assertion that she is compelled by Cupid to give in to her passion, may appropriate and

repurpose the Euripidean Jason’s argument that he owes little gratitude to Medea, since it was

! Met. 7.17-20 excute uirgineo conceptas pectore flammas, / si potes, infelix. si possem, sanior essem. / sed trahit
inuitam noua uis, aliudque cupido, / mens aliud suadet.

332 Met. 7.51-52 deosque / et natale solum uentis ablata relinquam?, 55 maximus intra me deus est). Kenney (2011,

v. 7.55) remarks that this notion of divine possession can also be found in Ovid’s previous treatments of Medea,
namely in Heroides 12 (211-212 uiderit ista deus, qui nunc mea pectora uersat! / nescioquid certe mens mea maius
agit) and in his lost tragedy (fr. 2 feror huc illuc uae plena deo).

33 Med. 1013-1014... taita yip 0ol / Kay® KakdS @povods' &unyavnoduny.
>* Mastronarde 2002, 33.
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not of her own accord that she offered her aid to him, but it was Eros who forced her to save
him, 53

The first question which Medea addresses to herself is one of ostensible naivety: she
wonders whether what she feels is love.”*® The Ovidian heroine recalls here Phaedra’s question
to her Nurse in Euripides’ Hippolytus, who asks what is meant when they say people are in

7
love.>?

In both cases the question is in fact rhetorical. Phaedra is fully conscious of what erotic
passion is, since she has been tormented by it from the beginning of the play and her inquiry
merely reflects her reluctance to reveal her illicit love for her stepson, which she does divulge a
few moments later.””® Likewise Medea knows perfectly well that she is desperately in love with
Jason, as is evidenced by her self-exhortation a few lines below to expel passion from her heart
(7.17). Hence, both heroines display an apparent ignorance and inexperience regarding the
matters of love, which is however only a facade concealing their actual awareness of their
passion.”” This characterization of the Ovidian Medea as mindful of her love at the very
beginning of her soliloquy contrasts sharply with the portrayal of her Apollonian counterpart,

who goes through a slow and gradual realization of her passion for Jason, progressing from

incomprehension of her emotional state (3.464-470) to recognition of her feelings for the Greek

% Met. 7.12 nescioquis deus obstat, 19 sed trahit inuitam noua uis; Med. 529-531 [ ...] 6L’ émipBovog / Adyog
derfeitv ag "Epwg o' Nvdykacev / 16E01g ApvKTolg TOOUOV EKODOUL SEOGC.

5% Met. 7.12-13 [...] mirumque nisi hoc est, / aut aliquid certe simile huic, quod amare uocatur.

37 Hipp. 347-348 ®o. i 1000' & 81 Aéyovow avBpdmove &pdv; / Tp. fidiotov, @ moi, Tadtdv dhyewév 0 duo (See
Bomer 1976, v. 7.13; Kenney 2008, 373).

38 Barrett 1964, v. 347; Halleran 1995; v. 347.

33 Kenney (2011, vv. 7.13-14) remarks that Medea’s pseudo-innocence (7.12-14 mirumque nisi hoc est, / aut aliquid
certe simile huic, quod amare uocatur. / nam cur iussa patris nimium mihi dura uidentur?) also echoes the elegiac
lover-poet of Amores 1.2, who feigns ignorance regarding his feelings (1-2 esse quid hoc dicam, quod tam mihi dura
videntur / strata...?).
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hero (636-644) and finally to painful indecision whether or not to give him the magic drugs
(3.771-801).>%

Medea is not only conscious of her passion for Jason, but she is also fully cognizant of
the moral culpability of the action she is about to undertake. This ethical self-awareness is

crystallized in the famous Ovidian sententia: uideo meliora proboque, / deteriora sequor (7.20-

21). The Colchian maiden recognizes what is the right thing to do, namely remain loyal to her
father and homeland, and even approves of it, but despite this realization she makes the wrong
choice by offering her assistance to Jason. The first course of action is dictated by her sense of
reason and the latter by her erotic passion, which as we have seen above are driving her to
opposite directions (7.19-20). Medea displays the same self-awareness in her meeting with Jason
just before she commits the transgression of giving him the magic drugs. She claims that she is
not deceived by her ignorance of the truth, but by her love, namely she deliberately does what
she perceives is wrong by succumbing to her passion.541 This portrayal of Medea differentiates
her from her Apollonian counterpart, who, as soon as she takes the decision to help Jason, does
not waver from her plan, nor does she demonstrate cognizance of the moral reprehensibility of
her actions.”*

The Ovidian heroine’s heightened sense of moral self-consciousness is instead evocative
of the Medea of Euripides.”* The Euripidean protagonist concludes her final monologue before

the murder of her children with the assertion that she is aware of the harmful deed she is about to

%0 Cecchin 1997, 82-83.

! Met. 7.92-93 quid faciam uideo, nec me ignorantia ueri / decipiet, sed amor.
%2 Binroth-Bank 1994, 71-72.
33 Anderson 1972, vv. 7.19-20; Binroth-Bank 1994, 40-41; Newlands 1997, 182-183.

182



perform, but also realizes that her anger overpowers her rational plan of sparing her sons.”* Both
heroines experience an emotional condition reminiscent of the Aristotelian state of akrasia,
which has been defined as a “paralysis of the will, in which a moral agent correctly perceives the
‘better’ course but fails to act on it”.>*> Thus, in the context of the pattern of “recalling and
foreshadowing” that we noted above, the young Medea’s decision to follow the erroneous course
of action in spite of her awareness of the righteous one evokes her Euripidean counterpart, but at
the same time it anticipates and explains the origin of the mature Medea’s choices.”*® The
Ovidian Medea also echoes the moral self-awareness of Euripides’ Phaedra, who undergoes an
analogous struggle between reason and passion.5 “" The Euripidean heroine maintains that people
perceive the righteous course of action, but fail to follow it either out of slothfulness or because
they give precedence to a pleasing activity.5 48

A compelling reason cited by Medea in order to persuade herself to grant her magical aid
to Jason consists in imagining what terrible lot awaits the Greek hero in the event that she does
not help him. The Colchian princess foresees that without her succor Jason will be incinerated by
the fire-breathing bulls, engage in fatal combat with the earth-born warriors, or be sacrificed as a
defenseless prey to the monstrous serpent.”* Ovid appropriates and transforms here the topos of

the lover’s ingratitude, according to which the abandoned heroine upbraids her ungrateful

3 Med. 1078-1080 koi povOave pév ola Spav uédho kokd, / Gupdc 88 kpeioomv TdV Eudv Bovievpdtov, / domep
peyiotmv aitiog kak®dv Bpotois.

>* Nugent 2008, 155-159.
346 Schmitzer 2003, 33-34; Curley 2013, 144.
T Bomer 1976, v. 7.21; Kenney 2011, vv. 7.20-21.

> Hipp. 380-383 1& ypfiot’ émotdpuecbo kol yiyvdokopey, / odk gkmovodpuey 8, ol pév dpyiag Hro, / of &' Hdoviy
npoBévtec avti 100 kohoD / ANy v’ [...].

>* Met. 7.29-31 at nisi opem tulero, taurorum adflabitur ore / concurretque suae segeti, tellure creatis / hostibus, aut
auido dabitur fera praeda draconi.
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beloved by reminding him of the services she has rendered him. In particular, the Ovidian Medea
echoes and inverts both her Euripidean and Apollonian models, both of whom recount to Jason
the assistance they offered him in his trials, so as to rebuke him for his forgetfulness and lack of
reciprocity.5 % Hence, the enumeration of past services by the Medeas of Euripides and
Apollonius, which functions as ammunition for reproaching Jason for his ingratitude, is
converted by the Ovidian Medea into an argument aimed at convincing herself to offer her
assistance to the Greek hero.”"

Another rhetorical technique by which Medea attempts to persuade herself to help Jason
is self-reproach. She claims that if she lets the Greek hero perish while performing the trials, she
will be prove to be as savage as a tigress’ progeny and as pitiless as if her heart was made out of
iron and stone.” Ovid is playfully alluding here to the rhetorical topos in which an unfaithful
lover or friend is branded as a monster or the offspring of a wild animal.™> The commonplace
has a long tradition, tracing back its origins to Patroclus’ rebuke of Achilles in the Iliad (16.33-

35).”* The immediate model of the Metamorphoses passage is Dido’s reprimand of Aeneas,

2% Med. 476-482 §60066. o', ¢ ioacty EAMvov 860t / Tadtov cuvelséfnoay Apydiov okapoc, / tepedévia tadpov
mopavoéwv émotdy / {evylaiot kol omepodvta Bavioiuov yomv: / dpdkovtd 6', 8¢ mayypvoov AuTEY®V OEPOG
/ ongipoug Eomile molvmAdKolg dumvog dv, / Kteivas' dvéoyov oot eaog cwtplov, Arg. 4.362-367...tnAd01 &' oin /
Aypficwy katd moviov du' dlkvoveosotl gopedpal, / o®dv Evekev Koudtwov, tva pot 6dog auoi te Bovoiv / auei te
yyevésooy dvamAiostog aédiove / Hotatov ad kol kdag, &nsi T Emdiotov éT0yON, / ikeg éufj patin (See Binroth-
Bank 1994, 54).

>! The Medea of the Metamorphoses also evokes and reverses her elegiac antecedent in Heroides 12, who reminds
Jason that without her help he would have perished in the tests (15-18 isset anhelatos non praemedicatus in ignes
/ immemor Aesonides oraque adusta boum; / semina iecisset totidem sevisset et hostes, / ut caderet cultu cultor ab
ipse suo!) and derives pleasure from reprimanding her ungrateful lover (21-22 est aliqua ingrato meritum exprobrare
voluptas. / hac fruar; haec de te gaudia sola feram, Med. 473-474 éyd 1€ yap Aé€aca koveioBncopat / yoynv Kokdg
o¢ Kol GV AVTNoNL KAV®V).

%32 Met. 7.32-33 hoc ego si patiar, tum me de tigride natam, / tum ferrum et scopulos gestare in corde fatebor.

553 Curley 2013, 151.

% Another well-known example is Ariadne’s censure of Theseus in Catullus 64 (154-156 quaenam te genuit sola
sub rupe leaena, / quod mare conceptum spumantibus exspuit undis, / quae Syrtis, quae Scylla rapax, quae vasta
Charybdis).
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when she discovers his plan to sail away and abandon her.”> The Carthaginian queen rejects the
Trojan hero’s descent from Venus and Anchises and tauntingly suggests that he is the offspring
of Mt. Caucasus and was nurtured by fierce tigers.”® Therefore, the Roman poet “corrects” the
Virgilian intertext by having his Medea launch the accusation of inhuman cruelty not to her
lover, but to herself, in order to goad herself to succor J ason.””’

Apart from the Aeneid, however, Ovid also evokes Euripides’ drama, where Medea’s
ferocity and ruthlessness is conveyed by an analogous imagery throughout the play. In the
prologue the Nurse compares the lamenting heroine’s unresponsiveness to her friends’ advice to
the “deafness” of a rock or a sea wave and reports that Medea gazes at the servants, who try to
speak to her, with the glance of a bull or lioness.””® After Medea’s infanticide the chorus exclaim
that she is made out of stone or iron to have been able to commit such a cruel deed.” Finally, in
the exodos Jason reviles Medea for the murder of their children by likening her to a lioness and

the monster Scylla.’®

What is surprising, however, is that Medea sarcastically accepts her
husband’s vituperation, since she has achieved her goal of taking revenge on him.”®' Thus, the

young Medea of the Metamorphoses, who is willing to brand herself as a savage beast for not

3 Bomer 1976, vv. 7.32-33; Kenney 2008, 374; Kenney 2011, vv. 7.32-33.

%6 Aen. 4.365-367 nec tibi diua parens generis nec Dardanus auctor, / perfide, sed duris genuit te cautibus horrens /
Caucasus Hyrcanaeque admorunt ubera tigres.

7 Binroth Bank 1994, 53, n. 133. Ovid’s epic Medea also echoes and inverts her earlier elegiac predecessor, who
accuses Jason of having a heart made of iron (Her. 12.183-184 quodsi forte preces praecordia ferrea tangunt, / nunc
animis audi verba minora meis).

% Med. 28-29 ... GG 8¢ métpog fi Bardooiog / KAV drobdet vovBetovpévn gikmv, 187-189 kaitot Tokddog dépypa
Agaivng / amotavpodtat Spwciv, dtav tig / pobov Tpopépmv TEAAG OpUNOTL.

39 Med. 1279-1281 téhony', dc &p' fobo métpog fi oidapog / drig tékvav / dv Etekeg dpotov adtdyept / poipon
KTEVEIG.

30 Med. 1342-1343 Adowvay, od yuvaika, Tiig Toponvidoc / TkOAANG Exovoay dyplatépay QOOY.

%1 Med. 1358-1360 mpdg todto. ki Adawvay, £l Bodint, ket / [koi Tkoilav i Toponvov dumoev tédov]: / tiig ofig
YOp &g ypTv Kopdiag avOnyaunv.
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aiding Jason, echoes and inverts her mature Euripidean counterpart, who after having perpetrated
the ghastly act of infanticide readily adopts the label of a merciless wild animal.”®

When Medea seems to have resolved on helping Jason in his trials (7.37-38), she is
suddenly seized by fearful anxiety. She is afraid that despite saving the Greek hero from death he
is going to sail to Greece without her and marry another woman, while she remains in Colchis
and suffers a dire punishment for betraying her father. The maiden’s bleak vision of the future
elicits her passionate outburst and she wishes for Jason’s death as penalty for his ingratitude.’®
The Metamorphoses passage engages in a complex allusive dialogue with its Euripidean and
Apollonian intertexts. First of all, Medea’s dread that Jason may leave her behind to undergo
retribution at the hands of king Aeetes recalls the terror of her Apollonian predecessor in
Argonautica 4 at the thought of being surrendered by the Argonauts to the pursuing Colchians
and returning to her homeland to suffer her father’s punishment.’® On the other hand, the
Ovidian heroine’s fear of being deserted by Jason for another woman “corrects” the attitude of
Medea in Book 3 of the Argonautica, who wishes that the Greek hero may become another
woman’s husband in his own country, while she adheres to her virginity and remains in her

homeland.’®® Moreover, in contrast to the Apollonian Medea, who hopes that Jason may depart

for Greece without her and she herself commit suicide in order to avoid disgrace before the eyes

%62 Curley 2013, 152.

%63 Met. 7.38-43 prodamne ego regna parentis /atque ope nescioquis seruabitur aduena nostra /
ut per me sospes sine me det lintea uentis / uirque sit alterius, poenae Medea relinquar? / si facere hoc aliamue potest
praeponere nobis, / occidat ingratus!

%% Arg. 4.379-381 midg {Eopan Supata matpdg; / | pak' dvikhemc. tiva 8' ob tiow fE Bapeiav / Gy 0 opvyepde
Sewvdv Brep ola Eopya / OTAYcM, 6V 3¢ Kev Bupmdén vOGTOV EA010;

% Arg. 3.639-640 uvacBom £0v kotd dfjpov Ayonida 60t kovpny, / S & mapOevin T péhot Koi SdHLA TOKHOV
(See Bomer 1976, v. 7.41; Kenney 2011, v. 7.40-43).
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of her people, the prospect of Jason abandoning her in Colchis triggers in Ovid’s heroine a desire
for the hero’s own death.”®

Apart from evoking her Hellenistic counterpart, however, Ovid’s Medea also echoes her
Euripidean model. To begin with, the Ovidian heroine’s suspicion that Jason may forsake her for
another woman foreshadows the situation in the Euripidean play, where the Greek hero does in

%7 The Colchian maiden’s

fact abandon Medea in order to marry the Corinthian princess.
reluctance to commit treason against her father lest she is left behind by Jason and punished for
her treachery anticipates the tragic state of aporia in which the Euripidean Medea finds herself:
she is fully aware that she cannot return to her father’s kingdom, which she betrayed for Jason’s
sake.”® Furthermore, her wish for Jason’s death as a retribution for his ingratitude and infidelity
may allude to the Euripidean Medea’s initial revenge plot of murdering the Greek hero along
with Creon and his daughter as well as perhaps to her prediction of Jason’s death in the play’s
exodos by being struck on the head by a remnant of the Argo.5 % The Ovidian Medea’s fantasy
also echoes very closely the Euripidean chorus’ prayer for Jason’s death as punishment for
dishonoring his loved ones, namely his wife and his children.””® The evocation of the chorus’

words by Ovid’s heroine can be explained by the fact that the Corinthian women frequently

assume the viewpoint of Medea in the play, expressing ideas and sentiments corresponding to

%6 Arg. 3.786-789 [ ...] 6 &' éufl i cawbeic / doxkndng, tva of Bupd eitov, &vOa véorto: / adtip &ydv adtiipap,
Ot E&avioetey deblov, / teBvainy [...].

557 Anderson 1972, v. 7.40; Kenney 2008, 37; Binroth-Bank 1994, 52.

%8 Med. 502-503 viv moi tpdmopal; Totepo TpdC maTpde dduove, / ode col mpododoa kol mhTpay Geucdpny; (See
Curley 2013, 148).

% Med. 376-378 [...] Tqvd' épijkev fuépay / peivai ', v fit Tpeig tdv Endv £x0pdv vekpods / OMow, Tatépa te Kol
kOpnv méow T €udv, 1386-1388 ov O, domep eikdc, katBavijt KOKOG Kakdg, / Apyodg KApo GOV AEWaveml

TEMANYUEVOG, / TKPAG TELEVTAG TOV ELAV YAUWOV 10DV,

70 Med. 659-662 dydpiotoc o’ Stot mapeotiv / i gitove Twdv kabapdv / dvoifavta kAfjda epevdv: / &pol pév
¢ihog ovmot' Eota.
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those of the protagonist. Finally, the young Medea’s indignation at the thought that Jason could
prefer another woman to her ironically echoes and inverts the Euripidean Jason’s bitter regret
after being informed of Medea’s infanticide that he foolishly preferred to marry her than a Greek
woman.””!

Ovid’s lovesick heroine immediately dispels, however, her fears of Jason’s betrayal by
means of self-deception. She deludes herself that Jason’s beautiful physical appearance mirrors
his noble character and thus she need not be afraid of treachery or ingratitude on his part.”’* The
Ovidian Medea’s naive perspective is in fact a reworking and repurposing of the Apollonian
Jason’s flattery to the Colchian maiden that her lovely physique reflects the gentle kindness of
her heart, in order to seduce her and thereby secure her magical aid.”” Thus, what in Apollonius
is a fawning praise employed by Jason to persuade Medea to succor him in his trials is
transformed by Ovid into a self-beguiling argument by means of which the Colchian maiden
attempts to induce herself to offer her aid to the Greek hero.”™ Moreover, it has been suggested

that Medea’s gullible words in the Metamorphoses allude to and contrast with her Euripidean

counterpart’s complaint pertaining to Jason’s betrayal, that there is not a token on the human

! Med. 1339-1341 ovk &otwv fmig Todt' &v ‘EAANVIC yovi| / TAn o8, dv ye mpdobev néiovy éyd / yiinar oé, kijdog
ExOpov 0AEOpov T €uol. Medea’s feeling of outrage at being rejected by Jason for another woman is also
reminiscent of the Ovidian Hypsipyle’s complaint at the news that Jason preferred to share Medea’s bed than her
own (Her. 6.131-132 hanc tamen, o demens Colchisque ablate uenenis, / diceris Hypsipyles praeposuisse toro).

32 Met. 7.43-45 [...] sed non is uultus in illo, / non ea nobilitas animo est, ea gratia formae, / ut timeam fraudem
meritique obliuia nostri.

3 Arg. 3.1006-1009 [...] 7 yap Eowcog / &k popofc dyoviiow émnteinot kekdobor / ¢ earo, kvdaivov: 1 &'
gykMdov dooe Parodoa / vektapeov peidnoe, 00N 0é ot £voobt Boudc.

57 Binroth-Bank (1994, 53 n. 131) and Curley (2013, 150-51) remark that the Medea of the Metamorphoses echoes
and at the same time ironically anticipates her elegiac counterpart in the Heroides, who rebukes herself for being
captivated by Jason’s looks and consequently becoming blinded to his duplicity and ingratitude (Her. 12.11-12 cur
mihi plus aequo flavi placuere capilli /et decor et linguae gratia ficta tuae?, 16 immemor Aesonides, 35-36 et
formosus eras, et me mea fata trahebant; / abstulerant oculi lumina nostra tui).
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body by which one can discern wicked people, namely that it is not possible to infer one’s
character from their external appearance.’”

Another argument utilized by Medea to allay her fears of Jason’s perfidy is that she will
ask him to take a solemn oath of fidelity before the gods.5 % Ovid expects the reader to discern
the irony of Medea’s confidence that Jason will keep his pledge to her by recalling the

Euripidean and Apollonian intertexts.””’

In the Argonautica, when Medea discovers that the
Argonauts are planning to abandon her in order to escape the pursuing Colchians, she protests
that Jason has forgotten about the oath he took in the name of Zeus.”” Likewise in Euripides
Medea laments in the prologue that Jason by deserting her for the Corinthian princess has
violated the pledge he made to her and invokes the gods to witness the Greek hero’s

579

ingratitude.””” Moreover, later in the play during the agon with Jason she will accuse him

directly of transgressing his oath to her and of scorning the gods who witnessed it.”*
Medea concludes the rejection of her fears about Jason’s unfaithfulness by rhetorically
asking herself what she is afraid of, given that the situation is absolutely safe and by exhorting

581

herself to proceed to action without delay.”" The Ovidian heroine’s sense of security is of course

5 Med. 518-519 avdpdv &' Stot xpi TOV Kokdv diedévar / 008elg yopaktip éunépuke ohpaty; (See Binroth-Bank
1994, 52-53).

576 Met. 7.46-47 et dabit ante fidem cogamque in foedera testes / esse deos.

577 Binroth-Bank 1994, 54.

8 Arg. 4.358-359[...] mod tot Aw¢ Tkeaioto / Spkia, mod 8& pelypai dmooyesion Pehacty;, 388 pda yop péyay
fiAteg SpKov.

7 Med. 20-23 Mydeta 8' 1) dvotnvog fripacpévn / Bodi pév dpkovg, dvakohel 82 defidg / miotv peyiotny, kai Ogovg
noptopetar / ofag apoBiic €€ Taoovog kupei, 160-163 @ peydho O kol moTVL Aptept, / Asdooed’ & macyw,
peydroig dpkoig / Evonoapéva, Tov Katapatov / mootv;

80 Med. 491-495 8pkamv 8¢ @povdn miotic, 008’ &x® pobelv / &l Beodg vopilelg Tode TOT ovk Epyev £t/ § Kol
kelobat Oéopt’ avOpdmotg Ta viv, / el cuvolohd ' gic £n' odK gbopkog dv.

8! Met. 7.47-48 quid tuta times? accingere et omnem / pelle moram!
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382 The omniscient narrator of

illusory and ironically “corrects” the fearful premonitions of Dido.
the Aeneid claims that the Carthaginian queen has correctly perceived beforehand Aeneas’
impending treachery, namely his departure for Italy, despite the seeming absence of danger and
views this foreboding as a reflection of a lover’s imperviousness to trickery.”®® Ovid’s Medea, on
the contrary, deceives herself with a specious feeling of safety, since the reader knows perfectly
well that she is going to be betrayed by Jason in Corinth.”**

The next section of Medea’s soliloquy consists of a climactic series of fantasies
concerning her life with Jason in Greece, which function as yet another rhetorical argument by
which she aims to convince herself to aid the hero. The young heroine’s dreams about the future
allude to the forthcoming events in the saga recounted in the Euripidean and Apollonian
intertexts and are fraught with dramatic irony, since familiarity with Ovid’s Greek models alerts
the reader to the fact that they all constitute delusions, which will be tragically frustrated.
Medea’s first reverie is that Jason will feel eternally indebted to her for rescuing him and that he
will repay her by means of a solemn marriage.”® Another reward she expects to receive is to be
celebrated by throngs of women throughout Greece as a divine savior of the Argonauts.”® Both
fantasies are highly ironical, since they will not be fulfilled. In lieu of the ceremonious wedding

the Ovidian heroine hopes for, a hasty and informal marriage will take place on the island of the

Phaeacians in Argonautica 4.1128-1227, so that Medea may avoid capture by the Colchians.”®’

%2 Kenney 2011 v. 7.41.

%3 Aen. 4.296-298 At regina dolos (quis fallere possit amantem?) / praesensit, motusque excepit prima futuros /
omnia tuta timens.

84 Binroth-Bank 1994, 55.
85 Met. 7.48-49 tibi se semper debebit lason, / te face sollemni iunget sibi.

%6 Met. 7.49-50 perque Pelasgas / seruatrix urbes matrum celebrabere turba.
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This marriage is also fated to have a catastrophic conclusion, given that Jason will abandon

Medea for the Corinthian princess in Euripides’ play.588

What is more, Medea’s aspirations to
glory are thwarted later in the Ovidian narrative, since after the Argonauts’ return to Greece the
Thessalians hold festivities and make sacrificial offerings not in honor of Medea, but of the gods
(7.159-162).>%

Scholars have remarked that the Ovidian heroine’s fantasies echo the Apollonian Jason’s
promises to Medea, in order to secure her aid. The Greek hero vows that he is going to repay her
for her succor by making her his lawfully wedded wife.’*® Furthermore, the hero assures her that
she is going to become famous throughout Greece by the praise of the Argonauts and their
female relatives and will be even honored as a goddess for saving the Argonautic expedition.””’

What has not been observed, however, is that the Ovidian heroine’s wishful thinking
evokes and reverses the Euripidean Jason’s argument by which he attempts to refute Medea’s
claim that he owes gratitude to her. The hero maintains that she exaggerates the aid she offered
him in his trials and deems Aphrodite the only savior of the Argonautic expedition, on the

592

grounds that Medea rescued him under the compulsion of Eros’ arrows.” In addition, the

87 Binroth-Bank 1994, 50-51.
588
Anderson 1972, v. 7.49.
58 Binroth-Bank 1994, 49 n. 111.

0 Arg. 3.990 coi &' dv éyd Teicouu yapw petémodev apoyic, 1128-1129 fuétepov 88 Aéxog Baduolg Evt
kovpdiowoy / mopoavéeig [...] (See Bomer 1976, v. 7.49).

1 Arg. 3.992-994 [...] &g 82 xai dAot/ fipoeg KAoovow £¢ EALGSa vooThoavTee, / ipdmv T §Aoxot Kai pnTépsg,
1122-1127 &i 8¢ kev fiBea keiva kol EALGSa yoilav knat, / Tiunesco yovolél Kol avopdoty aidoin te / Eoogat, ol 6
oe mhyyv Bedv B¢ mopoavéovsty, / obveka TdV pév moidsg vmOTpomol oikad' ikovio / off BovAf, TV &' avts
kaciyvnroi 1€ £rat te / kol Balepol kKakdtTog 6oV Eécdwbev dxoltar (See Anderson 1972, v. 7.50; Binroth-Bank
1994, 50-51; Kenney 2011, vv. 7.49-50).

32 Med. 526-531 &ya &', éneidn koi Mav mopyoic yépwy, / Kompw vopilm tiig éufic vavkAnpiag / odtetpay ivar Oedv
T KAVOpOTOV wovny. / ol 8’ €ott pév voig Aemtdg dAl EmipBovog / Adyog dielbelv dg "Epwg o' vaykacev. / 10&o1g
APOKTOLG TOVHOV EKGAOGOL SELLOG.
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Ovidian Medea’s ambition for heroic fame diverges from the portrayal of her Apollonian
counterpart, who never expresses such aspirations, and is instead reminiscent of her Euripidean
predecessor, who is eager to attain glory by means of her revenge on J ason.™”

Despite the enticing fantasies of a marriage with Jason and acquisition of renown in
Greece, Medea seems momentarily to have compunctions about abandoning her family, ancestral
gods, and homeland.” She immediately, however, discards her misgivings by means of
rhetorical arguments: she brands her father as savage, disdains her country as barbarous,
considers her brother no obstacle to her departure due to his young age,5 % has the support of her
sister, and is possessed by the mightiest of all gods, Cupid.””® This contemptuous and dismissive
attitude of the Ovidian heroine towards her relatives and fatherland deviates from the subsequent
perspective of her Apollonian and Euripidean counterparts. When Medea finds out in the

Argonautica that the Argonauts are pondering whether to surrender her to the Colchians, she

bitterly regrets having deserted her country and parents, which were the most cherished things to

% Med. 807-810 pndeic pe @aviny kaobevii vopulétm / und' fovyaiov drid Batépov tpomov, / Bapeiav &xBpois kol

pidotoy gdpevii / @V yap toodtemv edkAeéotatog Biog. Ovid also depicts Medea as ambitious for heroic glory in
Heroides 6, where Hypsipyle accuses her of attempting to overshadow Jason and take credit for his exploits (99-100
adde quod ascribi factis procerumque tuisque / se iubet et titulo coniugis uxor obest).

3% Met. 7.51-52 ergo ego germanam fratremque patremque deosque / et natale solum uentis ablata relinquam?

%% In a marked departure from his Greek sources, Ovid suppresses in the Metamorphoses Medea’s murder of her
brother Apsyrtus, since he makes no allusive foreshadowing of the deed in his heroine’s monologue and omits
entirely the episode in his abridged narrative of the Argonauts’ return to Greece (7.155-158). In the Argonautica
Apsyrtus is a grown man pursuing the Argonauts at the head of the Colchian fleet, but is lured by Medea into an
ambush and slaughtered by Jason (4.305-348). In Euripides’ play, on the other hand, Medea’s murder of her brother,
who is still a boy, at the palace’s hearth is recounted as a flashback either by the rueful Medea (166-167) or by
Jason, who employs it as rhetorical invective against her (1333-1335). The Roman poet, on the contrary, offers in
other works of his an alternative version of the myth, in which Apsyrtus is a child taken hostage by Medea, who
dismembers him and scatters his limbs, in order to delay Aeetes’ pursuit of the Argonauts. In Heroides 12 Medea
repents killing her brother and wishes that she could share his fate (113-116), while in Heroides 6 Hypsipyle
vituperates Medea for dismembering her brother and fears the same doom for her children if they fall at the
Colchian’s hands (129-130 spargere quae fratris potuit lacerata per agros / corpora, pignoribus parceret illa meis?).
Finally, Ovid offers a full account of Apsyrtus’ sparagmos by Medea in Tristia 3.9.

2% Met. 7.53-55 nempe pater saeuus, nempe est mea barbara tellus, / frater adhuc infans; stant mecum uota sororis, /
maximus intra me deus est.
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her, on account of her shameful desire for Jason.’ In an analogous fashion the Euripidean
protagonist feels remorse for forsaking her homeland and family, seduced by the persuasive
power of Jason, only to be abandoned by him in Greece for another woman.>”®

Medea solidifies her decision to leave her homeland behind by asserting that the benefits
she is going to enjoy by accompanying Jason in Greece surpass her present life in Colchis.
These privileges include the heroic fame of having rescued the Argonauts, the contact with a
glorious and superior civilization, and an intensive “training course” in Greek culture and art.””’
The Ovidian heroine appropriates here the argument employed by Euripides’ Jason to rebut
Medea’s charge of ingratitude, namely that he repaid her for saving his life by repudiating her for
the Corinthian princess.®” In particular, the Euripidean hero asserts that the remuneration she has
received exceeds by far the favors she bestowed upon him. He then proceeds to offer a catalogue
of these benefits, which comprise residence in civilized Greece instead of barbarian Colchis,
familiarity with justice, use of laws in place of violence, and attainment of renown throughout

601

Greece for her magical skills.” In addition, it is noteworthy that the Ovidian Medea’s scornful

characterization of her homeland as “barbarous” and thus inferior to Greece, in order to induce

7 Arg. 4.360-363 fic Y6 00 katd KOGHOV AvordiTe 0Tl / maTPNY TE KAER TE pEYGpOV odTovg Te TOKTag /
VooQLeauny, Té pot fev vméptata [...].

% Med. 800-802 Audptavov 00" fvik' &ehipmavov / 36povg matpdiovg, avdpdg “Exlnvog Aoyorc / metobeic’, dg
MUV ovv Bedt teioet diknv (See Binroth-Bank 1994, 50).

>% Met. 7.55-58 non magna relinquam, / magna sequar: titulum seruatae pubis Achiuae / notitiamque loci melioris et
oppida quorum / hic quoque fama uiget cultusque artesque uirorum. Anderson (1976, vv. 7.56-58) and Kenney
(2011, v. 7.56) note that titulus apart from its figurative sense “glory” may refer here to a public inscription in honor
of Medea in the form of pube Achiva servata or ob pubem Achivam servatam after the model of ob pubem servatam
inscribed in Augustus corona civica.

600 Reggi 1995, 123-124; Cecchin 1994, 84; Kenney 2011, vv. 7.55-56

1 Med. 534-541 peito ye pévrot tiig éufic cotplag / elneag fj dédwkac, O &yod ephow. / Tpdtov pév EAAGS'
avti BapPapov xBovog / yaiav katowkelg kol diknv Enictacat / vopois te xpfiobor pun mtpog ioyvog xapv: / mévteg 6

6' webovt' ovcav "EAlnveg copnyv / kai 06&av Eoyeg” €l 68 Yi|g €m' €oydtolg / dpotov dikelg, ovK v v Adyog oébev.
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herself to abandon it, evokes the perspective of the Greek hero in Euripides, who often uses the
label “barbarian” as rhetorical invective against Medea (536, 1330).%% Finally, Medea’s shift of
viewpoint towards the end of her speech is reflected by her claim that she is going to seek
“greater things” by sailing to Greece with Jason (7.55-56), which inverts her initial statement that
she is going to follow the “worse path” despite her awareness and approbation of the better one
(7.20-21).°" In other words, the young heroine’s cold-blooded calculation of the advantages to
be gained by moving to Greece overcomes her earlier moral scruples to betray her family and
homeland.

The climax of Medea’s dreams about the future is her ecstatic vision that with Jason as
her husband she will be hailed as blessed and beloved of the gods and will eventually reach the
stars.™* The Ovidian protagonist’s self-addressed makarismos and apotheosis fantasy engage in a
complex dialogue with its Euripidean, Apollonian, and Virgilian intertexts. To begin with,
Kenney has remarked that Ovid’s Medea echoes Jason’s enticing words in the Argonautica, who
adduces the mythological exemplum of Theseus and Ariadne in order to persuade the Colchian
maiden to grant him her magical aid.®” The Greek hero recounts that after the Cretan princess
helped Theseus, she sailed away with him and became dear to the gods, who rewarded her by

transforming her into a constellation.®”® He then goes on to promise Medea that she will receive

92 Binroth-Bank 1994, 50; Kenney 2011, v. 7.53. Cf. Heroides 12, where Medea accuses Jason of viewing her
derisively as a “barbarian” (105 illa ego, quae tibi sum nunc denique barbara facta).

03 Binroth-Bank 1994, 56.

694 Met. 7.60-61 quo coniuge felix / et dis cara ferar et uertice sidera tangam.

695 Kenney 2008, 378-379; Kenney 2011 v. 7.61.

96 Arg. 3.1001-1004 v 8¢ kai adToi / a0Gvatol eilavto, péom 8¢ ol aifépt Tékpmp / AoTEPOEIS GTEQOVOC, TOV TE
KAeiovs' Apladvng, / Tvvuyog ovpaviols Evericoetal EI0MAOIGLY.
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the same remuneration from the gods, if she rescues the Argonautic expedition.6O7 Jason’s
narrative is, however, deceptive, since he conveniently fails to mention that Ariadne was
deserted by Theseus on Naxos and afterwards rescued by Dionysus, who made her his wife and
deified her. Moreover, the story of Ariadne’s abandonment by Theseus implicitly foreshadows
Medea’s own betrayal by Jason in Corinth. The evocation of the Apollonian model thus serves to
suggest that the Ovidian Medea’s dream of apotheosis is self-delusive, since she is destined to be
deserted by the Greek hero and become an infamous infanticide.

The Roman poet apart from reworking here his Hellenistic predecessor also alludes to
Euripides’ play. More specifically, Medea’s optimistic hope that thanks to her marriage with the
Greek hero she will be deemed fortunate may echo the Euripidean heroine’s sardonic eulogy of
Jason as an admirable and faithful husband, who has made her seem blessed in the eyes of Greek
women.’” Furthermore, her misguided confidence that she will be praised as dear to the gods
may evoke and reverse the Euripidean Jason’s revilement of Medea as a creature hateful to gods
and humans alike on account of the impious murder of her children.%” Finally, the Ovidian
heroine’s dream of attaining heaven will be ironically realized in the Euripidean play (as well as
in the ensuing narrative of the Metamorphoses), in which Medea will fly away from Corinth on a
winged chariot bestowed upon her as a divine favor by Helios.®'® Hence, Ovid’s intertextual
engagement with Euripides hints that Medea’s fantasies of a blissful marriage and deification

will be tragically thwarted.

%7 Arg. 3.1005-1006 ¢ kai oot Oedbev yapic Eooetan, £ ke GaOOELS / TOGGOV APIGTHOV AVEPGOY GTOAOV.

% Med. 509-511 totydp pe moAkoic pakapiav EAvidev / E0nioc vl tdvde: Bavpaotdv 8¢ ot / Eyo_mdow kai
TGTOV 1) TAAaY' £y M.

699 Met. 1323-1324 & picoc, & péytotov &ydiotn yovar / B£0ic te kapol mavti T avOpdrmv yével
610
Kenney 2008, 379.
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Last but not least, Medea’s dream of achieving deification “corrects” Dido’s reproach to
Aeneas that because of him she lost her modesty and earlier repute, which was her only path to

posthumous apotheosis.611

Unlike the Virgilian heroine, for whom the relationship with Aeneas
constitutes a source of defamation and disgrace, Ovid’s Medea deems her future marriage with
Jason as a blessing, which will confer upon her happiness, renown, and divine status.®’? The
allusion to the Virgilian intertext, however, alerts the reader to the fact that Medea, like Dido, is
not going to fulfill her longing to reach the stars.

Medea’s reverie of a blissful future with Jason is suddenly interrupted by her fear of the
dangers lurking in the return voyage to lolcus, namely Scylla, Charybdis, and the Clashing
Rocks (7.62-65). She immediately dismisses these anxieties by imagining herself held safely in
the arms of her husband (7.68-70). The characterization of Jason as her spouse triggers yet
another unexpected change of viewpoint, since Medea becomes aware that all this time she has
been under the spell of a self-delusion: she has labeled her imagined illicit relationship with
Jason, which constitutes a betrayal of her father and homeland, as a lawful wedding, in order to
conceal her transgression from herself.®"> Scholars have observed that the Ovidian heroine’s
realization constitutes an ironic evocation of the epic narrator’s comment in the Aeneid that Dido
calls her relationship with Aeneas a marriage, thereby masking her offense with a specious

614

name. = There are, however, significant differences between the two passages, which derive

from the fact that Ovid has substituted Medea’s subjective perspective for the Virgilian

11 Aen. 4.321-323 [...] te propter eundem / exstinctus pudor et, qua sola sidera adibam, / fama prior [...]) (See
Kenney 2011 v. 7.61).

%12 Binroth-Bank 1994, 55.
%13 Met. 7.69-70 coniugiumne putas speciosaque nomina culpae / imponis, Medea, tuae?.

14 Aen. 4.171-172 nec iam furtivum Dido meditatur amorem: / coniugium uocat, hoc praetexit nomine culpam)
(See Cecchin 1997, 85; Kenney 2008, 379; Kenney 2011, vv. 7.69-70).
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narrator’s viewpoint. First of all, whereas Medea’s words reflect a clear cognizance of her fault
and a victory of reason over her furor, the narrator’s remark in Virgil indicates Dido’s self-
deception and blindness due to her passion for Aeneas.’'> Moreover, the epic narrator’s objective
moral criticism of Dido is replaced by Medea’s self-condemnation.®’® Finally, the Ovidian
heroine’s words contain humorous irony, because unlike her Virgilian model, who views her
sexual encounter with Aeneas in the cave as a lawful wedding, Medea imagines being married to
Jason before even having met him for the first time.

Medea’s realization of her self-delusion leads to a final appeal addressed to herself to
contemplate, while there is still time, the immensity of the crime she is about to commit, namely
aid Jason in his tasks thereby betraying her country and family, and refrain from perpetrating
it The Ovidian heroine’s self-exhortation recalls the prayer of the chorus to the gods in
Euripides’ play, which takes place immediately before Medea’s infanticide. The Corinthian
women invoke the Earth and Helios to turn their gaze towards Medea, before she murders her
children, and entreat the Sun god to prevent her from committing the impious deed.’'® The
intertextual dialogue with the Euripidean tragedy is corroborated by a surviving fragment of
Ennius’ Medea, in which the chorus prays to Jupiter and the Sun to behold Medea’s infanticide

before it takes place, and forbid her to perpetrate it.°"” Thus, Ovid evokes Euripides by means of

double allusion, that is both directly and indirectly through the mediating intertext of Ennius’

815 Schmitzer 2003, 35.

%! Binroth-Bank 1994, 56-57.

%17 Met. 7.70-71 ...quin aspice quantum / adgrediare nefas et, dum licet, effuge crimen!.

18 Med. 1251-1254 id I'é e kol mopong / dxtic Adiov, kotidet' idete tov / Ghopévay yuvaika, mplv @owviay /

TEKVOIC TPOGPOAETY ¥ép' avTokToVOoY, 1258-1260 GALG Viv, O GdoC dl0yevéc, katsipys /| katdmoncov &N’ ofkov
tahawvay / eoviav T 'Epividv on' dhaoctopmvy.

%1% Med. fr. 110 Iuppiter tuque adeo summe Sol qui res omnis inspicis / quique tuo lumine mare terram caelum
contines / inspice hoc facinus prius quam fit. prohibessis scelus.
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play, which in turn echoes the Greek tragedy. The Roman poet ingeniously transforms the
Euripidean and Ennian chorus’ prayer to the gods to thwart Medea’s impending murder of her
sons into a self-invocation of the Colchian Medea to avoid committing treason against her
homeland. Furthermore, just as the Corinthian women’s beseeching of the gods proves futile,
since they do not intervene to prevent Medea’s crime, likewise the Ovidian heroine’s self-
entreaty is made in vain. Although it initially seems that Medea’s sense of modesty, piety, and
righteousness have vanquished her irrational passion for Jason (7.72-73), as soon as the maiden
lays eyes on the Greek hero she once again falls madly in love with him and decides to aid him

contrary to her father’s wishes (7.76-83).

3.1.2 Further Euripidean allusions in the Colchis narrative

In the remainder of the Colchis episode, namely Medea’s meeting with Jason at Hecate’s grove,
the Greek hero’s completion of the tasks set by Aeetes, and the acquisition of the Golden Fleece,
Ovid draws on Apollonius’ Argonautica as his main model. Nevertheless, there are some
intriguing allusions to Euripides’ Medea, which are worthy of analysis. To begin with, after
Jason supplicates Medea to offer him her magical aid promising to make her his wife in return
(7.89-91), she asks him for a pledge of fidelity (7.92-94) and the hero takes an oath in the name

620
d.

of Hecate and the Sun go Ovid deviates here from the Argonautica, in which Jason swears

by Zeus and Hera that he will marry Medea, as soon as they return to Greece.**!

620 Met. 7.94-97 ...per sacra triformis / ille deae lucoque foret quod numen in illo / perque patrem soceri cernentem
cuncta futuri / euentusque suos et tanta pericula iurat. Cf. Heroides 12, where Jason makes a similar pledge to
Medea in the name of Helios and Hecate (77-80 per mala nostra precor, quorum potes esse levamen, / per genus, et
numen cuncta videntis avi, / per triplicis vultus arcanaque sacra Dianae, / et si forte alios gens habet ista deos).
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The Roman poet echoes instead Euripides’ play, where Medea vows in the name of
Hecate to take vengeance on Jason for abandoning her in order to marry the Corinthian princess
and on Creon for sentencing her to exile.®? Moreover, the Euripidean heroine requires Aegeus to
take an oath by Helios that he will provide her with refuge in Athens.®* Jason’s oath by Hecate
and Helios bears sinister connotations, since both divinities are closely associated with Medea
and play an instrumental role in Jason’s punishment in the Greek play. Medea is Hecate’s
priestess, since she is the divine patroness of magic arts, and the goddess must thus be imagined
as assisting Medea in her revenge plot against her enemies. Helios is Medea’s grandfather and
not only gives Medea the golden crown with which she murders the Corinthian princess, but also
facilitates her escape from Corinth after her vengeance is complete by granting her his flying

624

chariot.”™ Hence, the Ovidian hero’s pledge, unlike that of his Apollonian predecessor, is

teeming with irony, since the gods in whose name he unwittingly swears will collaborate with
Medea to bring about his destruction.®®

Another interesting, albeit covert, allusion to Euripides’ drama can be found in the
account of Jason’s second task, his confrontation with the earthborn men. The warriors, who

spring from the ground after the Greek hero sows the teeth of Mars’ serpent, are likened to

fetuses assuming human shape inside their mothers’ womb and coming out to the light when

621 Arg. 4.95-97 oupovin, Zedg avtdg OAdumog Spkiog ot / “Hpn 16 Zvuyin, Adg edvénic, | pév uoiow /
Kovpdinv oe dopototy évicthceson diottty, / €0t v ¢ EALGSa yoiav ikdpedo vootioavieg (See Binroth-Bank
1994, 73).
622 Med. 395-400 o yap pé Ty déomowvay fiv &yd o£Po / pdhoto Thvtav kai Evvepyov gildouny, / Exdtny, poyoic
vaiovoayv £otiag Eufig, / yalp®v TIg avTdY TOVUOV AAYVVET Kéap. / TKpoLg &' €YD GV Kol Avypovg Ofom yapovg,
/ Tpov 8¢ Kkijdog kal euyag £uag x0ovog (See Binroth-Bank 1994, 73).
623 Med. 746-747 Spvu médov Iijg motépo 0’ “HAtov matpdg / Todpod Bedv e cuvtifeic tmav yévog.
624 Kenney 2011, v. 7.96.
625 s

Binroth-Bank 1994, 73.
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they are fully formed.®” The Ovidian simile diverges from that employed by Apollonius in the
Argonautica to describe the creation of the earthborn men. The Hellenistic poet compares the
soldiers rising from Ares’ field and wielding shining arms to stars gleaming in the night sky after

. 27
a winter StOI’I’I’l.6

In both texts, however, Jason defeats the earthborn by hurling a great stone
into their midst, thus causing them to turn against each other. Ovid’s simile may evoke the
Euripidean play in an oblique manner.®®® In particular, the comparison of the earthborn warriors
to newborn babies allows their destruction by Jason to be figuratively read as an infanticide,
thereby prefiguring Medea’s murder of her sons in the Greek play. This interpretation is
substantiated by an echo of the Euripidean drama found in Medea’s soliloquy. The Colchian
maiden imagines in fear that, unless she helps Jason, he is going to fatally clash with his “crop”,
namely the earthborn men.®” Her words recall the chorus’ condemnation of Medea for killing
the children she herself gave birth to characterizing them as her own “crop”.%*

The highly condensed description of Jason’s obtainment of the Golden Fleece and the
return voyage to Iolcus also anticipates in an implicit way the events in Euripides’ play. Jason’s

arrogance as he triumphantly departs with his spoils for Greece prefigures the portrayal of the

hero in the Greek drama, where he is depicted as haughty and ungrateful towards Medea.®!

626 Met. 7.125-129 utque hominis speciem materna sumit in aluo / perque suos intus numeros componitur infans /
nec nisi maturus communes exit in auras, / sic ubi uisceribus grauidae telluris imago / effecta est hominis, feto
consurgit in aruo.

627 Arg. 1359-1363 G¢ &' OmoT', &¢ yoiov ToAE0g VieToio meadvTog, / &y amd xewepiog vepéhag skédaooay delar /
Avyain Omo vokti, Ta &' GBpoda mavta @advOn / teipea Aapumetdémvio S kKvEQAg — ®G dpa toiye / Adumov
avaldnokovteg vrep xBovog.

628 Kenney (vv. 7.125-130) maintains, on the contrary, that the Ovidian simile, which depicts the Earth as a mother
figure, has a Lucretian provenance (R.N. 2.998; 5.795-7, 8§21-825).

29 Met. 7.29-30 concurretque suae segeti, tellure creatis hostibus.

630 Med. 1279-1281 téhawv', d¢ 8p' foba métpoc f oidapoc / Gitig tékvev v Etekeg dpotov awtdxelpt / poipat
KTEVEIC.
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Furthermore, the Ovidian Jason’s viewing of Medea as merely another part of the plunder,
although it was thanks to her that he won the Golden Fleece, evokes the Euripidean heroine’s
complaint to the chorus that she was carried off as booty by the Greek hero. % Finally, the
characterization of Medea as “gift-giver” (7.157) ominously foreshadows the fatal gifts she will

offer the Corinthian princess.633

3.2 Medea in Iolcus

The question of Ovid’s sources in the Pelias episode (7.297-349) is particularly complex and
challenging to answer, because his main model, Euripides’ Peliades, survives in extremely
fragmentary condition. According to the ancient Life of Euripides the play belonged to the
tragedian’s first production at the City Dionysia in 455 B.C. Out of the sixteen extant fragments
the majority have gnomic content and thus do not provide us with any useful insights into the
playwright’s treatment of the story. The highly fragmentary hypothesis of the play is likewise of
little help, since the sole piece of information it offers is that the tragedy included the
rejuvenation of a ram. Finally, the rhetorical summary (Progymnasmata 3.4) by the Armenian
historian Moses of Chorene (5" cent. AD) constitutes merely a brief outline of the plot with very
few details as to the particular manner in which Euripides dramatized the myth.

A tentative reconstruction of the Euripidean play is only made possible by examining and

juxtaposing later mythographical sources (Hyginus 24, Pausanias 8.11.2-3, Nicolaus of

1 Met. 7.155-156 [....] et auro / heros Aesonius potitur spolioque superbus.

832 Met. 7.157 secum, spolia altera, portans; Med. 255-256 &y® &' &pnuog Gmohic oda” VPpilopar / mpdg avdpdc, &k
viig BapPapov AeAmouévn (See Kenney 2011, v. 7.157; Binroth-Bank 1994, 99.

633 Kenney 2008, 368-369.
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Damascus FGrHist90 F 54, Diodorus Siculus 4.50-53, and Apollodorus 1.9.27), which contain a
number of plot elements that have been ascribed to the tragedy.634 These features include the
setting of the action at Pelias’ palace, the concealment of the Argonauts’ return, Medea’s
disguise as a priestess of Artemis, the opposition of Alcestis, one of the daughters of Pelias, to
the Colchian’s plot, and finally the fire signal sent by Medea from the rooftop to summon

Jason.%’

Given the absence of substantial textual evidence for the Peliades, my comparative
analysis of the Ovidian narrative and its Euripidean intertext will consequently focus on aspects
of structure and plot development and will be predicated on a hypothetical reconstruction of the
Greek play. It has been suggested that Sophocles’ Rhizotomoi (“Root-Cutters”) may also have
treated the same mythical episode on the basis of a single fragment featuring Medea gathering
magic herbs (F 354), but this hypothesis remains inconclusive on account of the scant
evidence.**

Euripides’ Medea, produced twenty-four years after the Peliades in 431 BC, incorporates
the myth of Pelias as integral background to its plot by means of brief allusions to the earlier

play.637 Medea’s treacherous murder of Pelias not only explains her and Jason’s flight to Corinth,

but also foreshadows her cunning revenge plot against Creon, the Corinthian princess, and her

634 Kannicht (2004, 609) contends that Diodorus’ account, while based on the Euripidean play, has been augmented
and adorned with details derived from other sources.

635 Collard/Cropp 2008, 61 (Vol. II).
636 Radt 1985, 410-411; Collard/Cropp 2008, 63 (Vol. II).

7 In the prologue the Nurse presents Medea’s and Jason’s dwelling in Corinth as a result of the Colchian’s
persuasion of the Peliades to murder their father (9-10). During the agon with Jason Medea reminds him how she
killed Pelias as a favor to him (486-487), in order to reproach him for his ingratitude and perfidy. A few lines below
in a state of tragic aporia the heroine expresses her despair over her impending exile by claiming that she cannot
return either to Colchis on account of betraying her father, nor to Iolcus, because she contrived Pelias’ death (504-
505). Finally, she asserts that the royal houses of Pelias and Creon are hostile to her (734-735) and may thus come to
Athens to demand her surrender, so as to convince Aegeus to take a solemn oath by the gods that he will offer her
secure refuge in his city.
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husband. In what follows I will argue that Ovid, being aware of the close affinities between the
two tragedies, not only draws on the Peliades in his narrative, but also repeatedly alludes to the
Medea. First of all, Medea’s crafty deception of the Peliades recalls her manipulation of Creon
and Aegeus in the Euripidean play. Moreover, the Colchian’s exploitation of the gullible
daughters of Pelias as instruments to murder their father echoes her employment of her own
innocent sons as a vehicle to avenge herself on her husband and the royal house of Corinth.
Furthermore, the rejuvenation of the ram and the murder of Pelias implicitly evoke the death
scenes of the Corinthian princess and Creon respectively by means of “fragmentation”. In
particular, the Roman poet mentions only in passing the demise of the Corinthian king and his
daughter in his abridged summary of the events in Corinth (7.394-397) and instead transposes
elements of the Euripidean scenes to the Pelias episode. Finally, Medea’s aerial escape from
Iolcus is both reminiscent of and anticipates her flight from Corinth on Helios’ chariot.

In the Pelias narrative Ovid conflates the Euripidean model with the Virgilian and
Apollonian intertexts, just as he did earlier in the Colchis episode. As we shall see below,
Medea’s trickery of the daughters of Pelias is evocative of Sinon’s deception of the Trojans in
Aeneid 2 (57-194), while the stealthy infiltration of Medea and the Peliades into the king’s
chamber in order to murder him reworks the treacherous invasion of Helen, Menelaus, and
Ulysses in Deiphobus’ quarters in Book 6 (477-534). What is more, the depiction of the Peliades
as averting their eyes while slaying their father recalls the depiction of the Apollonian Medea,
who turns away from her brother Apsyrtus’ slaughter by Jason, so as to avoid the pollution of
kindred blood (4.464-481).

Finally, the Pelias story converses intratextually with the immediately preceding narrative

of Aeson and essentially constitutes its “inverted doublet” (7.159-296). More specifically,
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Medea’s rejuvenation of Jason’s father prompts Bacchus to ask her to restore his old nurses to
their former youth (7.294-296). The rejuvenation of the aged ram by the Colchian sorceress is,
on the other hand, part of her plot to dupe the Peliades into believing that she will make their
father young again, if they dismember him and boil his limbs. Thus, Medea contrives the murder

of Pelias by camouflaging it as a pseudo-rejuvenation ritual.

3.2.1 Divergences from Euripides’ Peliades

Ovid’s Pelias narrative deviates significantly from its Euripidean model in terms of plot and
structure. To begin with, the Greek play must have referred to an explicit motivation for the
murder of Pelias, which can be conjectured from the mythographical and literary sources
offering various reasons for Jason’s desire to take vengeance on his uncle. One incentive could
have been the dethronement of Aeson by his brother and Pelias’ dispatch of Jason to Colchis to
recover the Golden Fleece, so that he would meet his death during the perilous voyage (Hyginus
24.1, Apoll. Arg. 1.5-17, Pind. Pyth. 4.71-78). An alternative motive may have been Pelias’
murder of Jason’s relatives (his father, mother, and younger brother) due to his belief that the
Argonauts had perished in their expedition (Apollod. 1.9.27, Diod. 4.50.1.1-3.16). The common
element of the two versions is that Medea plays an instrumental role in Jason’s revenge, since
she undertakes to devise and execute the murder scheme.

Ovid, on the other hand, does not cite any overt motive for the slaying of Pelias other
than Medea’s wish to perpetuate her treacherous ways.®*® Through this pointed departure from
the previous tradition the Roman poet on the one hand focuses exclusively on Medea, since he

excludes Jason entirely from the action rendering him merely a silent accomplice, and on the

38 Met. 7.297 neve doli cessent.
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other hand he paints a highly negative portrait of the Colchian, in that she acts purely out of a
desire for deception and wickedness.®® Ovid’s treatment in the Metamorphoses also contrasts
with his earlier elegiac version of the events in Heroides 12, where Medea claims that it was for
Jason’s sake that she orchestrated Pelias’ murder by his daughters.**’

Ovid follows Euripides in placing the action at Pelias’ palace, but he diverges from his
tragic antecedent with regard to the specifics of the setting. In particular, on the basis of the
mythological sources (Hyg. 24.2, Diod. 4.50.3.16-19) it has been suggested that in the Peliades
the return of the Argonauts to lolcus is kept secret and the Argo is hidden in a nearby anchorage.
In the Metamorphoses, however, the heroes come back openly to the city, since the preceding
episode of Aeson’s rejuvenation begins with the Thessalian people’s public celebration in honor
of their nostos (7.159-162). Moreover, the Roman poet deviates from his predecessor in terms of
the stratagem employed by Medea to deceive the Peliades and win their trust. In the Euripidean
play the Colchian probably disguised herself as a priestess of Artemis, a false identity which
conferred religious authority on her and thus enabled her to trick the daughters of Pelias into
believing that she would rejuvenate their father. This premise is predicated on the one hand on
the mythographical evidence (Hyg. 24.2, Diod. 4.51.1) and on the other hand on the fact that in
Pacuvius’ tragedy Medus Medea assumes an analogous disguise as priestess of Diana and
deceives king Perses by promising to free Colchis from famine (frr. 174-176, Hyg. 27), a plot
element which the Roman tragedian most likely derived from Euripides’ drama. On the contrary,
in Ovid’s narrative Medea does not adopt a counterfeit identity, but pretends instead to have

engaged in a dispute with Jason and flees to the Peliades as a suppliant in order to gain their

639 Bomer 1976, vv. 7.297-349; Kenney 2011, v. 7.297-349.

90 Her. 12.129-132 quid referam Peliae natas pietate nocentes / caesaque virginea membra paterna manu? / ut
culpent alii, tibi me laudare necesse est, / pro quo sum totiens esse coacta nocens (See Newlands 1997, 188).
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sympathy and thereby manipulate them more easily (7.297-299). Pausanias also relates that
Medea feigned hatred for Jason, whereas in reality she was conspiring with him against Pelias
(8.11.2.1-3). Thus it may be postulated that Ovid and Pausanias are both drawing on a later
Hellenistic source, unknown to us, which depicted the Colchian pretending to be at odds with her
husband as part of her ruse to trick the Peliades. Alternatively the two authors may be deriving
this feature from Euripides, but, as has been argued above, it is more likely that in the Greek play
Medea employed instead the subterfuge of disguising herself as a priestess of Artemis. As we
shall see below, the Ovidian heroine is also reminiscent of the Virgilian Sinon, who feigns
enmity for Ulysses, so as to win the pity and friendship of the Trojans.

Another important Ovidian deviation from the Euripidean tragedy concerns the
characterization of the Peliades. Drawing once again on the mythographical texts, we can assume
that the Greek play depicted Alcestis as the only daughter of Pelias who opposed Medea’s

%! In Hyginus (24.2) she is said to initially reject the sorceress’ claim that she could

plot.
rejuvenate their father, while in Diodorus (4.52.2.8-3.10) she abstains entirely from the act of
Pelias’ murder on account of her filial piety. In the Metamorphoses, on the other hand, none of
the Peliades holds a distinct role in the story and they are easily manipulated by the Colchian into
killing their father. In this way Ovid lays more emphasis on Medea’s deceptive skills and
portrays the daughters of Pelias as one-dimensional characters without any individual features.
Pelias himself must have played a central part in the Euripidean play as is evidenced by the
testimony of Diodorus, where the king engages in dialogue with Medea asking her to prove her

ability to rejuvenate him and later orders his daughters to perform any deed that the Colchian

asks them (4.51.5.17-7.2). In the Ovidian narrative, however, Pelias recedes into the background

%41 Collard/Cropp (2008, 61 (Voll II)) ascribe F 603, where a father admonishes his daughter, to a dialogue between
Pelias and Alcestis.
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and does not participate in the action on account of being weighed down by old age; the only
exception is the final scene, where the dying king makes a pathetic appeal to his daughters
(7.343-347).%%

The manner in which the Roman poet deals with the rejuvenation of the ram is illustrative
of his poetic program in the Metamorphoses. The old ram’s transformation into a lamb in the
Peliades was in all probability an illusion conjured by Medea in order to deceive the Peliades
into believing that she would restore their father to his youth. This hypothesis is corroborated
both by Moses’ summary of the play, who recounts that, while the boiling water shook the
cauldron, the girls were tricked by Medea into thinking that the ram had been rejuvenated (3.4.3-
4), and by mythographical sources, which recount that the lamb was a phantasm fashioned by
Medea by means of her magic drugs (Hyg. 24.3, Diod. 4.52.2.2-2.5).%* Ovid, however, departs
from his tragic model by representing the Colchian as carrying out a genuine transformation of
the ram into a lamb (7.314-321). The Roman poet’s treatment is in accord with the essence of his
work, since it provides him with an explicit instance of physical metamorphosis. What is more,
Medea’s magical rejuvenation of the ram is in keeping with the consistent emphasis Ovid lays on
the Colchian’s sorcery skills in Book 7. In the opening story she affords Jason the magic drugs,
which protect him from the fire-breathing bulls, in the Aeson episode she performs an elaborate
magic ritual in order to rejuvenate the hero’s father, in Corinth she employs her poisonous drugs
to destroy Creon and his daughter, and finally in Athens she vanishes from sight in a magical

cloud.

42 Met. 7.299-300 atque illam, quoniam grauis ipse senecta est, / excipiunt natae.

643 Apollodorus (1.9.27) and Pausanias (8.11.2.6-3.1), on the other hand, relate that Medea performed an actual
rejuvenation of the ram, while according to Nicolaus of Damascus (F 54) she rejuvenated instead some sheep.
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Towards the end of the Euripidean play, after Medea has contrived the murder of Pelias,
she probably sends a fire signal from the palace’s rooftop, so as to summon Jason and the other
Argonauts to enter the city, something that is attested by the mythographical evidence (Hyg.
24.5, 4.52.3.12-4.19). In the Metamorphoses, on the other hand, Medea sends no signal to the
Greek hero, a divergence which reflects once again Ovid’s focus on Medea and his exclusion of
Jason from the action. Moreover, the Greek tragedy must have surely included a recognition
scene, in which the Peliades painfully realize that they have been deceived by Medea into
impiously murdering their father. The mythographical texts report two different reactions on the
part of the daughters of Pelias. They either flee into exile in order to avoid reproach for their
crime (Hyg. 24.4, Paus. 8.11.1.9-10, 3.4-5) or they attempt to commit suicide, but are prevented
by Jason, who takes pity on their suffering (Diod. 4.52.4-5). The Ovidian narrative, on the
contrary, does not feature an anagnorisis, but focuses exclusively on Medea’s escape.644 The
Roman poet thus avoids depicting the reversal of the Peliades’ fortune and the tragic pathos they
experience,’ just as he previously did in the Pentheus story, where he refrained from reporting
Agave’s return to Thebes, her realization of her son’s murder, and the peripeteia of her fate.

Finally, Ovid departs from the Euripidean model with regard to the aftermath of Pelias’
murder. According to one tradition Jason departed with Medea for Corinth, after he bestowed the
kingship on Pelias’ son, Acastus, and arranged the marriages of the Peliades (Hyg. 24.5, Diod.
4.53.1.12-3.27). In other words, the couple left from Iolcus on friendly terms with the
Thessalians. It is more plausible, however, that the Greek play offered another variant, according
to which Jason and Medea were punished with banishment from Iolcus by Acastus and the

Thessalian people and subsequently found refuge in Corinth (Apollod. 1.9.27, Nicol. Damasc. F

44 Kenney 2011, vv. 7.348-349.
845 Anderson 1972, v. 7.349.
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54). The fact that this version was dramatized in Euripides’ Peliades is suggested by the
allusions the tragedian makes to the earlier play in his Medea, where the Colchian asserts that the
house of Pelias is inimical to her (504-505) and dreads the kind of reception the daughters of
Pelias will offer her if she ever returns to Iolcus (734-735). Ovid, on the other hand, focuses
entirely on Medea’s evasion of punishment by escaping on her serpent-drawn chariot, making no
reference whatsoever to Jason’s departure or to the reaction of the Thessalians (7.350-351).
Furthermore, Medea’s use of her flying chariot did not in all probability feature in the Peliades,
since it is not attested by any of the mythographical sources nor by the summary of Moses. As |
will attempt to show below, it is probably an element transplanted by Ovid into his narrative

from the exodos of Euripides’ Medea.

3.2.2. The deception of the Peliades

The analysis of the intertextual relationship between the Peliades and the Ovidian narrative was
limited to aspects of plot and structure due to the dearth of textual evidence for the Greek play. I
will examine the Roman poet’s engagement with Euripides’ extant Medea in terms of thematic
affinities, scenic evocations, and verbal allusions as well as with the Virgilian and Apollonian
intertexts. The Pelias episode opens with Medea’s advent as a suppliant at the court of the king,
where she is offered hospitality by the Peliades, since their father is weighed down by old age.®*°
The scene echoes and inverts the words of Euripides’ heroine, who in a state of tragic aporia

bewails the fact that she cannot find refuge at the abode of the daughters of Pelias, because she

646 Met. 7.298-300 [...] Peliaeque ad limina supplex / confugit; atque illam, quoniam grauis ipse senecta est, /
excipiunt natae.

209



devised their father’s death.’ Thus, the Ovidian Medea’s exploitation of the Peliades’
hospitality in order to bring about their father’s demise foreshadows and explains the inability of
her Euripidean counterpart to return to Iolcus as a suppliant.

On a thematic level Medea’s utilization of the unwitting Peliades as instruments to
destroy their father is reminiscent of the Euripidean heroine’s employment of her own innocent
sons as a vehicle to wreak vengeance on her husband and the royal family of Corinth. In
particular, the Ovidian protagonist, taking advantage of the girls’ devotion and love for their
father, tricks them into killing him by falsely promising that she would subsequently rejuvenate
him. In the Greek play Medea first dispatches her children with poisoned gifts to the Corinthian
princess thereby causing her death as well as that of her father and afterwards murders her sons,
so as to complete her revenge on Jason by depriving him both of his current and future offspring.

The cunning deception of the daughters of Pelias by the Colchian sorceress is also a close
reworking of Medea’s manipulation of Aegeus in Euripides’ play. First of all, the Ovidian
heroine’s feigned quarrel with Jason, which constitutes a ruse to win the friendship of the
Peliades, evokes the Euripidean protagonist’s genuine discord with her husband, which she

similarly employs to gain Aegeus’ sympathy.**®

What is more, Medea’s beseeching of the
Peliades to provide her with refuge recalls the Colchian’s supplication of Aegeus to offer her

shelter in Athens.®” In both texts Medea’s supplication is integral to her revenge plot, since in

#7 Med. 502-505 viv moi tgommp_wc norspa TPOg narpog Souong, / obg ool Tpododoa Kol TaTpav Apuouny; /1
pog Tahaivag [erddac; kKoddg y' v ovv / 0é€avtd W' oikoig ov matépa katéktavov. Cf. also Ennius Medea Exul,
fr. 104, Joc., quo nunc me uortam? quod iter incipiam ingredi? / domum paternamne? anne ad Peliae filias?

8 Met. 7.297-298 neue doli cessent, odium cum coniuge falsum / Phasias adsimulat; Med. 690-692 Mn. Aiyed,
Kbxiotdg €oti pot mhvtov mooic. / Al Tl eNIg; cae®dC pot oag Ppdoov dvoBupiag. / M. dadwkel u' Tdowv ovdev &5
€nod Tobmv.

49 Met. 7.298-300 Peliaeque ad limina supplex / confugit; atque illam ... / excipiunt natae; Med. 709-713 GAL’
Gvtopai og tiode TPOG YevELddog / yovatmv te TV o®dv ikeoia te yivopat, / oiktipov olktipdv pe v dvcsdaipova
/ kol pun ' Epnuov éknecovoav eicionig, / dé&an 8¢ ydpon koi dOUOIC EPETTIOV.
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the Metamorphoses it helps her obtain the trust of the daughters of Pelias, while in Euripides’
tragedy it affords her a safe haven in Athens, where she can flee for protection after murdering
the Corinthian sovereigns and her children. The intertextual dialogue between the two scenes is
confirmed by Ovid’s own account of the subsequent events in the Metamorphoses, according to
which Aegeus welcomes Medea in Athens and affords her hospitality.650

Finally, the Ovidian heroine’s promise to magically rejuvenate the girls’ father echoes
and anticipates her Euripidean predecessor’s pledge to Aegeus that she will grant him offspring
by means of her drugs.®' In either case, however, the promise of magical aid is in fact deceptive:
Medea’s pseudo-rejuvenation ritual is merely a stratagem for murdering Pelias, while Euripides
must have expected the members of the audience who were familiar with his Aegeus treating the
later events in Athens to be aware that his protagonist plans to provide children to the Athenian
king not through her sorcery, but by marrying him and bearing him progeny herself. Once again
the later Ovidian narrative, in which Medea becomes Aegeus’ wife in Athens, corroborates the
affinity between the two texts.*>*

Medea’s rejuvenation of the old ram is an essential component of her deception of the
Peliades, since it solidifies the girls’ trust in her powers as well as in her alleged intention to
restore their father to his youth.653 Ovid fashions this scene by drawing on the account of the

Corinthian princess’ death in the Euripidean messenger speech (1181-1202) through the

650 Met. 7.402-403 excipit hanc Aegeus, facto damnandus in uno; / nec satis hospitium est.
51 Met. 7.304-305 spes est uirginibus Pelia subiecta creatis / arte suum parili reuirescere posse parentem, 309 mox
ubi pollicita est; Med. 716-718 gbpnpo &' ok 0i68' oiov nipnkag 168s* / Tadow yé 6' Svt' dmardo kol Taidwv yovag
/ omeipoi og OMo®* TO14d' 0100 PAPLOKAL.

652 Met. 7.403 thalami quoque foedere iungit.

63 Met. 7.309-311 “quo sit fiducia maior / muneris huius’ ait, ‘qui uestri maximus aeuo est / dux gregis inter oues,
agnus medicamine fiet’.
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intertextual technique of “fragmentation”. In particular, the Roman poet drastically abbreviates
into a single line the scene of the princess’ demise in his own subsequent narrative (7.394) and
transfers instead many elements from the Euripidean scene to his description of the ram’s
rejuvenation after submitting them to radical transformation. In this way Medea’s metamorphosis
of the ram both alludes to the Greek play and anticipates the scene of the princess’ fiery death
later in the Metamorphoses.

After Medea kills and dismembers the ram, she throws its limbs along with potent
potions into a boiling cauldron.®** What follows is an account of the aged ram’s transformation
by the magic drugs: the animal’s body shrinks and its horns are burnt away as it gradually turns
into a lamb.*> This description evokes the deadly effects of the poisoned gifts sent by the
Euripidean heroine to the Corinthian princess: the golden crown emits magic flames and causes
the young woman’s hair to burst into fire, while the envenomed robe slowly devours her flesh
and makes it melt away from her bones.® In a sense the Corinthian princess also undergoes a
gruesome kind of metamorphosis, since her face and eyes become disfigured to the effect that
she becomes unrecognizable to everyone but her father.%’

Ovid signals his dialogue with the Greek tragedian by means of an implicit intertextual
marker: he characterizes Medea as venefica (7.316), an adjective which apart from meaning

“sorceress” bears the literal sense “poisoner”. The Roman poet thereby alludes to the Euripidean

654 Met. 7.314-316 fodit et exiguo maculauit sanguine ferrum, / membra simul pecudis ualidosque uenefica sucos /
mergit in aere cauo.

%55 Met. 7.316-317 minuunt medicamina corpus / cornuaque exurunt nec non cum cornibus annos.

66 Med. 1186-1187 ypvoodc pév auei kpoti keipevog mAdkoc / Bavpootov et vapo mapedyov mopde, 1190
mopovpévn, 1193-1194 covdeopo ypuodg eixe, Tp &', énsl xk6uNY / csi0s, PdALov dig TécwC EAdumeto, 1188-1189
némhot 6¢ Aemtol, o®dv Tékvev dwpruato, / Asvkny Edoamtov cdpka tg dvodaipovog, 1199-1200 cdpreg &' dr'
00TéMV HOTE TEVKIVOV dGKPL YVaBo1g AONAOIC QUPUAK®V GTEPPEOV)

%7 Med. 1196-1198 AR tét TekdvTL KépTa Suopadig ideiv: / ot dppdrov yap dijhog fiv katdotactc / 0Bt edeUEC
TPOCMTOV.
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Medea’s use of the poisoned gifts to murder the Corinthian princess and at the same time
prefigures his own account of the young woman’s death through the Colchian’s venomous
drugs.658 Moreover, the humorous description of the baby lamb echoes and inverts the tragic
depiction of the dying Corinthian princess. The young animal bleats softly and springs out of the
cauldron fleeing in a frolicsome manner and seeking a sheep’s udders to suckle on.®® The young
maiden, on the other hand, groans terribly due to the excruciating pain and rising from her seat
turns to flight while attempting to throw the crown from her burning hair by shaking her head.®®
Finally, the dread of the servants witnessing the ghastly spectacle of the Corinthian princess’
demise, is converted into the astonishment of the Peliades at the ram’s miraculous
rejuvenation.®® Thus, Ovid masterfully transforms the grisly scene of the princess’ death into the
comical and lighthearted account of the ram’s metamorphosis.

Medea’s trickery of the Peliades, apart from evoking the FEuripidean heroine’s
manipulation of Aegeus, is also reminiscent of the Virgilian Sinon’s deception of the Trojans in
Aeneid 2. The Ovidian heroine’s scheme essentially consists in concealing her treacherous plan
of murdering of Pelias under the veneer of a “gift” she offers to the Peliades, namely her promise

of rejuvenating their father.®®*

This combination of deceit and gift-giving is emblematic of
Medea in both her Euripidean and Apollonian incarnations: in the Greek play she contrives the

death of the Corinthian princess and Creon by sending the new bride poisoned presents, while in

658 Met. 7.394 sed postquam Colchis arsit noua nupta uenenis.

9 Met. 7.319-321 et tener auditur medio balatus aeno; / nec mora, balatum mirantibus exsilit agnus / lasciuitque
fuga lactentiaque ubera gquaerit.

650 Met. 1184 dewodv otevatos’ f téhow' fyeipeto, 1190-1192 gevyet §' dvootic' £k Opdvev mupovpévy, / ogiovoa
yoitny kpdtd T dAlot' GAAooe, / piyal 0EAoVoa GTEPAVOV.

1 Med. 1201-1202 dewodv Oéapa. miot 8' v eoBoc Oryelv / vekpod: toymv yap elyopev diddokalov; Met. 7.320

balatum mirantibus, 322 obstipuere satae Pelia.

%62 Met. 7.297 neve doli cessent, 309-310 quo sit fiducia maior / muneris huius.
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the Hellenistic epic she lures her brother Apsyrtus into a deadly ambush by enticing him with
gifts. The same thematic pattern of donum and dolus is found, however, in Book 2 of the Aeneid,
where the Greeks send the Wooden Horse to the Trojans ostensibly as a votive offering to
Minerva, but in reality it constitutes a stratagem aimed to bring about the fall of their city.

Ovid’s allusive dialogue with the Virgilian intertext is indicated by the close affinities
between Medea and Sinon. To begin with, both characters bring destruction to their enemies by
means of deception: the Greek hero persuades the Trojans to bring the Horse into their city
through the deceitful assertion that it will grant them protection and even enable them to conquer
Greece, while the Colchian convinces the Peliades to murder their own father by falsely
promising that she will afterwards magically rejuvenate his dismembered body. Indeed Medea’s

3 Medea’s and Sinon’s

cunning trickery strongly recalls Sinon’s crafty fraudulence.
deceitfulness manifests itself in various ways. I argued above that in Euripides’ Peliades Medea
most likely deceived the daughters of Pelias by disguising herself as a priestess of Artemis. The
Ovidian protagonist, however, arrives at the court of Pelias in the guise of a fugitive suppliant
pretending to have engaged in a dispute with Jason and feigning enmity for her husband.®®* The
Roman poet thereby diverges from the Euripidean model and follows instead the Aeneid, where
Sinon allows himself to be captured by the Trojans and pretends to be an exile harboring hatred

for Ulysses, because the Ithacan devised the death of his cousin Palamedes and bearing a grudge

against the Greeks in general for letting him be unjustly condemned to sacrifice.®® What is more,

663 Met. (3.297 Neue doli cessent, 300-301 ...quas tempore callida paruo / Colchis amicitiae mendacis imagine cepit,
308 ficta grauitate; Aen. 2.152 dixerat. ille dolis instructus et arte Pelasga, 195-196 talibus insidiis periurique arte
Sinonis / credita res, captique dolis lacrimisque coactis, 79-80 nec, si miserum Fortuna Sinonem / finxit, uanum
etiam mendacemque improba finget, 107 ficto pectore fatur.

664 Met. 7.297-298 odium cum coniuge falsum / Phasias adsimulat.
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both Sinon and Medea mingle truth with lies, so as to deceive their victims. The Colchian
recounts to the Peliades her genuine rejuvenation of Aeson (7.302-303) before falsely promising
to restore their father to his youth (7.309-310). The Greek hero likewise blends the true story of
Ulysses’ intrigue against Palamedes with the fabricated narrative of the Ithacan’s plot to have
Sinon sacrificed and he fuses the real episode of the Palladium’s theft by Ulysses and Diomedes
with the fictitious tale of the construction of the Wooden Horse as a votive offering to appease
the goddess.

Another shared trait of the two characters is the rhetorical skill by means of which they
trick their audience. Medea relates to the maidens a catalogue of her magical exploits, but lays
particular emphasis on her rejuvenation of Aeson by dwelling on that specific feat.®®® She
thereby plants the seed in the Peliades’ mind that their father can also be restored to youth by her
sorcery and thus they themselves seek her aid and even offer her a generous reward (7.304-306).
In an analogous fashion Sinon abruptly interrupts the narrative of Ulysses’ cunning scheme
against him in order to fuel the Trojans’ suspense to hear the rest of his story (2.105-106).%
Finally, in both narratives a supernatural event reinforces Medea and Sinon’s deceptive speech.
In the Aeneid Laocoon attempts to persuade the Trojans that the Wooden Horse is a Greek
stratagem and hurls his spear against it. Thus, when the twin serpents sent by Minerva slay the
priest and his children, the Trojans terrified by the omen claim that Laocoon was justly punished

for his sacrilegious wounding of the goddess’ votive offering and admit the Horse into the city

665 Aen. 2.94-96 nec tacui demens et me, fors si qua tulisset, / si patrios umquam remeassem uictor ad Argos, /
promisi ultorem et uerbis odia aspera moui, 158-159 fas odisse uiros atque omnia ferre sub auras, / si qua tegunt,
teneor patriae nec legibus ullis.

666 Met. 7.302-303 dumgque refert inter meritorum maxima demptos / Aesonis esse situs atque hac in parte moratur.

%7 Aen. 2.100-102 nec requieuit enim, donec Calchante ministro-- / sed quid ego haec autem nequiquam ingrata
reuoluo, / quidue moror?
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thus sealing their doom.®® Similarly after Medea fulfills her promised miraculous rejuvenation
of the ram the dumbfounded Peliades lay aside any hesitation they may still have and urge her
even more persistently to make their father young again, thereby setting in motion the final part
of the Colchian’s plot, namely the murder of the king.*”’

Ovid’s intertextual engagement with Virgil is further complicated by the fact that not
only the Ovidian Medea may echo Sinon, but also the Virgilian hero may in turn be reminiscent
of Euripides’ Medea. First of all, both characters destroy their enemies by means of cunning
persuasion. Just as the Euripidean protagonist convinces king Creon to reprieve her exile from
Corinth for a day, so that she may accomplish her revenge plot against Jason and the royal
family, similarly the “banished” Sinon induces king Priam to let him stay in Troy and bring the
Wooden Horse into the city, which leads to the Trojans’ downfall. Sinon wins the sympathy of
the Trojans by employing the tragic topos of aporia. He falsely laments that he is an exile, who
has no place among the Greeks and the Trojans want to punish him with death.®” The Greek
hero’s words recall that of Medea in the Euripidean play, who in order to reproach Jason for the
desperate situation he has brought her in bewails that now that she will be banished from Corinth
she can turn neither to Colchis, because she betrayed her father, nor to Iolcus, since she contrived
Pelias’ murder.®’ Finally, both Medea and Sinon display fearless resolution in their plans. The

Greek hero is confident in his valor and is prepared either to bring his scheme into completion or

668 e .

Aen. 2.228-233 tum uero tremefacta nouus per pectora cunctis / insinuat pauor, et scelus expendisse merentem /
Laocoonta ferunt, sacrum qui cuspide robur / laeserit et tergo sceleratam intorserit hastam. / ducendum ad sedes
simulacrum orandaque diuae / numina conclamant.

659 Met. 7.322-323 obstipuere satae Pelia, promissaque postquam / exhibuere fidem, tum uero impensius instant.
570 Aen. 2.69-72 'heu, quae nunc tellus,' inquit, 'quae me aequora possunt / accipere? aut quid iam misero mihi

denique restat, / cui neque apud Danaos usquam locus, et super ipsi / Dardanidae infensi poenas cum sanguine
poscunt?’

71 Med. 502-508 viv mot tpdmopat; ndtepa mpde matpds d6pove, / obg ool mpododoa kai mhTpay apduny; /4

npd¢ toAaivac IMehddog; kakd ¥ &v odv / S8Eovtd p' ofkolc AV motépo Kotéktovov. / &gl yap obtem’ Toic pév
oikoBev @iloig / £xBpa kabéotny', obg d€ |’ ovK EypTiv KOK®G / Opav, ool xaptv Epovca ToAepiovs Exwm.
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to perish at the Trojans’ hands.®”?

Likewise the Euripidean heroine is ready either to cunningly
plot the murder of her enemies in a stealthy fashion, provided that she finds a safe refuge to
resort to after the deed, or to openly slay them, even if it means her own demise.®”® Hence, Ovid

evokes Euripides by means of double allusion, in that his Medea may recall her tragic

predecessor both directly and obliquely through the intermediate model of Sinon.

3.2.3 The murder of Pelias

The climactic scene of the episode, namely Pelias’ murder and dismemberment, contains many
intriguing allusions to Euripides’ Medea. To begin with, after the Colchian has lulled Pelias and
his guards to sleep by means of her magic incantations, she and the Peliades enter the king’s

chamber, in order to stab him to death.®”

This scene may echo the words of the Euripidean
heroine contemplating the various ways in which she can avenge herself on her enemies. Medea
briefly considers entering stealthily in Jason and the Corinthian princess’ bridal chamber and
slaying them with her sword, but rejects this plan out of fear of being apprehended in the act and
resolves instead upon employing her magic drugs.675 Thus, whereas in Euripides’ play the

scheme of a clandestine infiltration and murder is merely entertained by Medea, in the

Metamorphoses the Colchian puts the plan into action.

72 Aen. 2.61-62 [...] fidens animi atque in utrumque paratus, / seu uersare dolos seu certae occumbere morti.

73 Med. 389-394 obk £ott. peivas’ odv £Tt opkpOV xpovov, / fiv 1év Tig uiv Topyoc Ao@oAnc eavijt, / S6Amt péteyu
TOVE Kol oryfjt ovov' / § &' €Eghadvit Eupueopd ' apryavog, / oot Eipog Aafodoa, kel uéAAw Bavely, / KTevd e,
TOAUNG &' €111 TPOC TO KOPTEPOV.

67 Met. 7.331-332 intrarant iussae cum Colchide limina natae / ambierantque torum.

7 Med. 376-380 moAAdg &' Exovoa Bavasipong avtoig 6800¢, / ovk 01 omoia TpdTOV EyXEP®, Pilar / TOTEPOV
VOAYO SO VOLEIKOV TTupt, / T BnkTov dom edoyavov dt' fimatog, / oyijt ddpovg éoBdc’ tv' EotpmTor AEyog.
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When the women have encircled Pelias’ bed, Medea realizes that the maidens have
compunctions to proceed to action and thus she delivers a short speech exhorting them to kill
their father and falsely claiming that she will afterwards rejuvenate him (7.332-340). The
Ovidian heroine’s harangue evokes various passages of the Euripidean play. The Colchian opens
her speech by reproaching the Peliades for their reluctance and passivity and spurring them to
unsheathe their swords and stab their father, so that the old putrid gore may flow away and she

can magically refill his body with fresh blood.®’®

Medea’s appeal to the maidens may echo her
Euripidean predecessor’s “military” self-exhortation prior to the murder of her children. Medea
rebukes herself for hesitating to perform the impious deed and urges first her heart to steel itself
and then her hand to show no cowardice, but draw the sword and kill her sons.®”’ Therefore,
Ovid transforms the Euripidean protagonist’s agonizing self-goading to commit infanticide into
Medea’s ruthless and deceptive exhortation to the ignorant Peliades to murder their father.

The main rhetorical argument employed by Medea to manipulate the Peliades into
committing patricide is that of pietas. She paradoxically argues that the maidens’ murder of their
father constitutes an act of love and devotion and a filial duty they have to perform, since his

death will allegedly result in resurrection and rejuvenation.678 Thus in a scene teeming with

dramatic irony the innocent girls slay their father, so as to avoid being impious to him.®”” The

676 Met. 7.332-334 ‘quid nunc dubitatis inertes? / stringite’ ait ‘gladios ueteremque haurite cruorem, / ut repleam
uacuas iuuenali sanguine uenas’.

77 Med. 1242-1246 GAM' €1’ OmAiCov, kapdio: Tl pédhopev / T& dewvd kavaykoio pi Tpdocsy Kakd; / &y', & tdhova
Yelp éun, Aape Eipog, / Aap', Epme mpog ParPida Avanpav Piov, / kol un kokiedijc [...].

678 Met. 7.336-338 si pietas ulla est nec spes agitatis inanes, / officium praestate patri telisque senectam / exigite.
According to Anderson (1972, v. 7.336) Medea’s warped notion of filial love recalls Procne’s analogous paradoxical
perversion of piety, who claims that devotion to her husband Tereus is a crime (6.635 scelus est pietas in coniuge
Terei).

679 Met. 7.339-340 his ut quaeque pia est hortatibus impia prima est / et, ne sit scelerata, facit scelus. Kenney (2011,
vv. 7.332-338) notes that Ovid elaborates here on the paradoxical theme of the Peliades’ murder of their father out

218



Ovidian heroine’s exploitation of the Peliades’ pietas may be evocative of Medea’s capitalization
on Creon’s paternal love in the Greek play, in order to attain her vengeance against Jason and the
royal family. The Euripidean protagonist craftily convinces the Corinthian king to suspend her
exile from the city for one day, falsely claiming that she needs to find a safe haven for her
children, whereas in reality she needs the additional time to set in motion her scheme (340-343).
The Colchian succeeds in overcoming the king’s resolution by entreating him to pity her sons
and appealing to his role as father and his affection for his own children.®® Hence, just as the
Euripidean Medea manages to prolong her stay in Corinth, so as to execute her plot of revenge,
by taking advantage of Creon’s fatherly piety, likewise her Ovidian counterpart dupes the
Peliades into killing their father by invoking their filial love.

The gruesome scene of Pelias’ death may evoke the account of Creon’s demise in the
messenger speech of Euripides’ Medea by means of “fragmentation”. More specifically, Ovid
only alludes to Creon’s end in his epigrammatic version of the events at Corinth by referring to
the conflagration of the king’s palace by the Colchian’s drugs and grafts instead elements of the

681

Euripidean scene into the episode of Pelias’ murder.” After the Thessalian king has received

multiple wounds from his daughters’ swords he suddenly awakens from his magically induced
sleep drenched in blood and half-mangled and attempts to rise from his bed, supporting himself

682

on his elbow.”™ This description may echo the scene of the Greek play, in which Creon after

having embraced and lamented his dead daughter tries to raise himself to his feet, but clings fast

of piety, which he had earlier introduced in a pithy form in Heroides 12.129-130: quid referam Peliae natas pietate
nocentes / caesaque uirginea membra paterna manu?.

680 Med. 344-345 oiktipe 8' abtovc” Kol 60 Tol TaidoV Tathp TEQLKOC £ikOC 84 oLV ebvolay o' Exet.
681

Met. 7.395 flagrantemque domum regis mare uidit utrumque.

%82 Met. 7.343-344 ille cruore fluens cubito tamen adleuat artus / semilacerque toro temptat consurgere.
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to her poisoned robe and whenever he uses force to get up his flesh is torn from his bones.*™

Hence, in both texts Medea employs the offspring as instruments to murder their father: the dead
princess inadvertently causes her father’s death by entangling him in a death grip triggered by
the Colchian’s lethal drugs and similarly the Peliades unknowingly bring about their father’s
doom thinking that they will rejuvenate him.

Moreover, the dying Pelias, who stretches his arms in supplication to his daughters
inquiring who is the instigator of the attack against him, may recall the weeping Corinthian king,
who throws his arms around his dead child and asks her, which divinity has destroyed her.®®* The
words of both characters are filled with dramatic irony, in that Creon does not suspect that
Medea is behind the murder of his daughter, thinking instead that her death was caused by a god,
and Pelias unwittingly wonders, who has devised his assassination, although Medea is present at
the scene. The Thessalian king’s entreaty halts his daughters’ assault and threatens to ruin
Medea’s plan, but the cunning sorceress prevents him from saying anything else by swiftly

cutting his throat.®® The epic narrator’s comment regarding Pelias’ wish to speak further might

83 Med. 1211-1217 énei 8¢ Opfivov kai yoov énadoato, / ypnilov yepodv Eavaotioot dépag /mpooeixed’ dote

K1660¢ Epvecty Saevng / Aemtoiot mémhotc, dewvd &' fv mokaiopara. /O pév yap #0sl dEavactiicor yov, /1 &
avteddlut" el 6¢ mpog Plav dyol, / odpkog éomdpacc' am' dotéwv. The description of Pelias’ murder is also
reminiscent of other scenes from the Metamorphoses through intratextual conflation. In particular, the king’s half-
mangled supplication to his daughters (7.344-345 semilacerque toro temptat consurgere et inter/ tot medius gladios
pallentia bracchia tendens) recalls that of Pentheus to his mother (3.723-724 non habet infelix quae matri bracchia
tendat,/ trunca sed ostendens direptis uulnera membris). In addition, Pelias’ dismemberment by Medea (7.348-349
plura locuturo cum uerbis guttura Colchis / abstulit et calidis laniatum mersit in undis) echoes both the Theban
king’s sparagmos by his female relatives (3.721-722 illa quis Actaeon nescit dextramque precantis / abstulit; Inoo
lacerata est altera raptu) and Itys’ laceration by Procne and Philomela (7.644-645 uinaque adhuc animaeque aliquid
retinentia membra / dilaniant. pars inde cauis exsultat aenis). The evocation of Ovidian intratexts, which recount the
murder of sons by their mothers, in the scene of Pelias’ assassination by Medea may be intended to serve as a covert
foreshadowing of the Colchian’s own impending infanticide in the Metamorphoses (7.396 sanguine natorum
perfunditur impius ensis).

684 Met. 7.343-347 inter / tot medius gladios pallentia bracchia tendens / 'quid facitis, natae? quis uos in fata parentis

/ armat?" ait; Med. 1206-1208 dipnée §' e00d¢ kol meptdéag yépag / Kuvsl mpocanddv To16d". "Q Svotve mod, / Tic
G’ ©3' ATipoC SoUOVOV ATHAECEY;

%5 Met. 3.347-349 cecidere illis animique manusque; / plura locuturo cum uerbis guttura Colchis / abstulit.
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constitute an implicit intertextual marker playfully hinting at the Euripidean intertext, in which
Creon in fact delivers two additional lines of speech before he dies wondering again, who has
bereft him from his child, and desiring to perish with her, a wish tinged with dark irony, since it
will be immediately fulfilled.®®

Finally, after Medea has executed her plot of murdering Pelias, she flies away from
Iolcus on her serpent-drawn chariot. I have argued above that based on the extant evidence
Euripides’ Peliades most likely did not include an aerial escape of Medea, but that she and Jason
departed together from the city either of their own accord or banished by Acastus. Ovid probably
appropriated this scene from the exodos of the Medea and incorporated it into the Pelias
narrative. In fact the epic narrator’s comment that unless the Colchian had risen in the air on her
winged chariot, she would not have escaped punishment may verbally echo the Euripidean
Jason’s words, who being ignorant of the fact that Medea has already obtained the flying chariot
from Helios, ironically asserts that the only way for Medea to depart from Corinth with impunity
for murdering the royal family is to hide under the earth or to rise on wings in the sky.®®’
Medea’s flight from Iolcus not only evokes the Euripidean model, but also foreshadows the
Colchian’s subsequent aerial escape from Corinth in the Ovidian narrative by means of which
she evades Jason’s retribution.®®

Apart from alluding to Euripides’ play Medea’s assassination of Pelias constitutes an

innovative reworking of Helen’s orchestration of Deiphobus’ murder during the fall of Troy in

Aeneid 6 (477-534). To begin with, the Colchian’s pseudo-rejuvenation ritual echoes

686 Med. 1209-1210 tic oV yépovta topBov dopeavdy oébev / timowv; ofpot, cuvddvolui cot, Tékvov.

87 Met. 7.350-351 quod nisi pennatis serpentibus isset in auras, / non exempta foret poenae. fugit alta [...]; Med.
1296-1300 81 yap viv fitor yiic ye kpupbijvon kate /| mmvov apon odu' £¢ aibépoc BaOoc, /gl un Tupdvvov
dopacwy dmoet diknv. / ménod' anokteivaca kopdvous ¥Bovog / Bd1og adtr TdVOE pevéecBat dOpmV;

%% Met. 7.397-398 ultaque se male mater Iasonis effugit arma. / hinc Titaniacis ablata draconibus [...].
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thematically Helen’s pseudo-Bacchic ritual, which she employs as a facade for summoning the
Greeks to invade Troy.689 Furthermore, the nocturnal infiltration of Medea and the Peliades into
Pelias’ royal chamber echoes the nighttime invasion of Helen, Menelaus, and Ulysses into
Deiphobus’ quarters. Just as Deiphobus is deeply asleep in his bedchamber, Pelias has been
magically lulled to sleep by Medea and in both cases the heavy slumber, which the characters are

experiencing, is compared to the tranquility of death.®®

Moreover, Deiphobus is rendered
defenseless by his wife, who removes all the weapons from his chamber (6.523-524) and
likewise Medea deprives the king of protection by putting his guards to sleep (7.329-330). Next,

1 1n an

Helen opens the gates of the house and summons Menelaus and Ulysses inside.

analogous manner Medea and the Peliades surreptitiously enter Pelias’ quarters.®”
What is more, just as Ulysses is the one, who exhorts Menelaus to slay Deiphobus,

similarly the Colchian urges the maidens to commit the sacrilegious murder of their father.®*?

The Peliades’ hope that the killing of their father will be a “gift” to him, since it will be followed

by his rejuvenation, may recall Helen’s expectation that her deadly betrayal of Deiphobus will be

689 Met. 7.326-327 [...] cum rapido fallax Aeetias igni / imponit purum laticem et sine uiribus herbas; Aen. 6.517-
519 illa chorum simulans euhantis orgia circum / ducebat Phrygias; flammam media ipsa tenebat / ingentem et
summa Danaos ex arce uocabat. Anderson (1972, v. 7.327) remarks that the description of the fake potion echoes
and inverts the long catalogue of ingredients for the genuine ritual of Aeson’s rejuvenation (7.264ft.).

% Aen. 6.520-522 tum me confectum curis somnoque grauatum / infelix habuit thalamus, pressitque iacentem /
dulcis et alta quies placidaeque simillima morti; Met. 7.328-330 iamque neci similis resoluto corpore regem / et cum
rege suo custodes somnus habebat, / quem dederant cantus magicaeque potentia linguae. Anderson (1972 v. 7.328)
observes that Pelias’ magical lulling to sleep by Medea recalls the Colchian’s sedation of Aeson (7.252-255), but
whereas the ritual killing of the sleeping Aeson is followed by his rejuvenation the king will be truly murdered.

1 Aen. 6.525 intra tecta uocat Menelaum et limina pandit, 528-529...inrumpunt thalamo, comes additus una / ...
Aeolides.

2 . . . .. .
%92 Met. intrarant iussae cum Colchide limina natae / ambierantque torum.

63 Aen. 7.529 hortator scelerum Aeolides; Met. 7.331-332 his ut quaeque pia est hortatibus impia prima est / et, ne
sit scelerata, facit scelus.
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considered a “gift” by Menelaus and thus he will forgive her for her past infidelities.®** Another
striking affinity between the two scenes is that just as Pelias is mangled by his daughters’ swords
and afterwards dismembered by Medea, likewise Deiphobus is lacerated by the Greeks, who cut

off his ears, nose, and arms.%”’

In addition, the dying Pelias’ question to his daughters asking
them who has goaded them to slay him may echo the surprised Aeneas’ inquiry to Deiphobus
regarding the identity of his murderer.®”® The doom of Pelias at the hands of Medea, who plunges
his dismembered body in the boiling cauldron, may in fact evoke the deadly fate of Deiphobus
contrived by his wife, who “plunged” him into misfortune.®’ Finally, just as Deiphobus’ prayer
for Helen’s punishment on account of her treachery proves futile, likewise Medea escapes from
Tolcus with impunity for her crime.*”®

Last but not least, the scene of Pelias’ assassination may evoke by means of
“fragmentation” the account of Apsyrtus’ murder in Argonautica 4.452-481. More specifically,
Ovid omits in his drastically condensed narrative of the Argonauts’ return voyage the episode of
Apsyrtus’ deadly ambush by Medea and Jason (7.155-158) and transfers instead some of its

features to the death scene of the king of Iolcus. When the Peliades after much hesitation

ultimately decide to murder their father they are unable to behold their horrible crime and thus

9% Met. 7.309-310[...] quo sit fiducia maior / muneris huius, 336-338 si pietas ulla est nec spes agitatis inanes, /
officium praestate patri telisque senectam / exigite; Aen. 6.526-527 scilicet id magnum sperans fore munus amanti, /
et famam exstingui ueterum sic posse malorum.

5 Met. 7.344 semilacer, 348-349 cum uerbis guttura Colchis / abstulit et calidis laniatum mersit in undis; Aen.
6.494-497 Atque hic Priamiden laniatum corpore toto / Deiphobum uidet et lacerum crudeliter ora, / ora manusque
ambas, populataque tempora raptis / auribus et truncas inhonesto uulnere naris.

6% Met. 7.346-347 quis uos in fata parentis/ armat?; Aen. 6.500-501 Deiphobe armipotens, genus alto a sanguine
Teucri, / quis tam crudelis optauit sumere poenas?

%97 Met. 7.346-347 “quid facitis, natae? quis uos in fata parentis/ armat?’, 348-349 plura locuturo cum uerbis guttura
Colchis / abstulit et calidis laniatum mersit in undis; Aen. 6.511-512 sed me fata mea et scelus exitiale Lacaenae /
his mersere malis; illa haec monimenta reliquit.

% Aen. 6.529-530 di, talia Grais / instaurate, pio si poenas ore reposco; Met. 7.350-351 quod nisi pennatis
serpentibus isset in auras, / non exempta foret poenae.
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they avert their eyes and strike blindly at him.*”® The maidens’ behavior may echo that of the
Apollonian Medea, who while Jason is slaughtering Apsyrtus turns away her eyes and covers

them with her veil.”®

Her motivation for doing this, however, is not the fact that she is appalled
by the atrocious deed like the Peliades, but her attempt to avoid being polluted by the sight of her
brother’s blood.” Moreover, the dying Pelias’ reaction, who covered in blood stretches forth his
arms to his daughters in a gesture of supplication, is perhaps reminiscent of Apsyrtus’ final act
before he perishes: the young man gathers the blood flowing from his wound in his hands and
stains red his sister’s veil and robe, thus polluting her with blood guilt.””* Finally, Medea’s
dismemberment of the king followed by the plunging of his limbs in the cauldron may recall the
sparagmos of Apsyrtus by Jason, who cuts off his extremities before burying him.’”> Therefore,
in contrast to the Apollonian Medea, who does not actively participate in her brother’s murder

and averts her eyes from it, her Ovidian counterpart ruthlessly kills Pelias and tears him to

pieces.

599 Met. 7.340-342 haud tamen ictus / ulla suos spectare potest, oculosque reflectunt / caccaque dant sacuis auersae
uulnera dextris. Kenney (2011, 7.339-342) argues that the characterization of the Peliades’ attack as “blind” (7.342
caeca [...] vulnera) not only refers to their literal lack of vision, since they have turned away their eyes, but also
implies their mental “blindness”, in that they are under the spell of Medea’s deception.

0 Arg. 4.465-466 alya 8¢ kovpn / Eumaly Sppat' Evelke, KaAvyopévn 006vnoty, 474 dhevopévng.

O Arg. 4.467 i povov GOPNGELE KAGLYVATOW TOTEVTOC.

92 Met. 7.343 ille cruore fluens, 345 pallentia bracchia tendens; Arg. 4.471-474 hoicta &' fipog / Bupov avomveiov,
YEPOIV PNV GUQOTEPNOLY / aipa KAt MOTSIAMY DIoioyeto, Tfic 8& KaAdTTENY / ApyLEENY Kol TEMAOV GAELOMEVIC
Epubnvev.

703 Met. 7.349 calidis laniatum mersit in undis; Arg. 4.477 fipwg 8' Aicovidng £Eapypata téuve Bovovroc, 480 Hypov
' &v yain kpOyev vékuv.
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3.3. Medea’s flight over Greece

After her escape from lolcus Medea sets forth on a long flight over various Greek locales before
ultimately reaching Corinth (7.350-390). This trip is preceded by the Colchian’s ride in her
serpent-drawn chariot over Thessaly, in order to gather magic herbs for Aeson’s rejuvenation
(7.220-233) and will be followed by her flying travel from Corinth to Athens (7.398-399). The
lengthy account of her aerial journey serves on one level as a narrative device to introduce no
less than fifteen obscure metamorphoses connected with the places cited by means of
allusions.”™ On a deeper level, however, the description of Medea’s flight contains metamorphic
tales, which implicitly foreshadow by similarity or contrast the impending events at Corinth. In
this respect it has an analogous function to that of a tragic stasimon and in particular an “escape

bh)

ode”, in which the chorus express the wish that they could fly to other places in a hopeless
attempt to escape from the terrible situation they are witnessing. In this context they refer to
other mythical stories, which often prefigure the imminent catastrophe in the play.’® Therefore,
the tragic chorus’ escape fantasy is realized in Ovid’s epic narrative by Medea’s literal aerial
escape and the two journeys share an anticipatory function.

The stories recounted during Medea’s journey herald the events in Corinth by means of

shared themes, such as airborne escape, evasion of punishment, infanticide, and parental lament.

To begin with, the first tale related by the epic narrator is that of Cerambus’ escape from the

9% Anderson 1972, vv. 7.350-403; Newlands 1997, 190.

5 A characteristic example is the “escape ode” of Euripides’ Hippolytus, where the women of Troezen pray that
they could turn into birds and fly towards the West over the river Eridanus, where the sisters of Phaethon,
transformed into poplars, still mourn their brother’ demise (732-741). Phaethon’s deadly journey on Helios’ flying
chariot is introduced here, in order to prefigure Hippolytus’ own imminent fatal chariot ride.
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Great Flood by turning into a bird with the aid of the nymphs.706 The language employed to
describe his salvation anticipates the account of the Colchian’s escape from Corinth after the

murder of her children thanks to the flying chariot granted to her by the Sun god.707

Another stop
on Medea’s trip is Rhodes, an island closely linked to the Sun god, her grandfather, where
Jupiter punished the Telchines for their malevolent magic by drowning them in the sea.”™ This
story contrasts with Medea’s avoidance of punishment for her own evil sorcery both in lolcus
and in Corinth (7.350-351, 397-398).

The myth of Hyrie’s lament for the supposed death of her son Cycnus (he was actually
turned into a swan), on account of which she was transformed into a lake, is in sharp contrast
with Medea’s ruthless murder of her sons in Corinth.”® This is followed by the story of another
mother, Combe, who escapes from the murderous assault of her sons by turning into a bird and
may thereby prefigure by means of inversion Medea’s evasion of punishment in Jason’s hands
after the filicide by flying away on her chariot.”'’ Finally, the concluding tale of Eumelus
portends the events in Corinth in two ways (7.390). According to Antoninus Liberalis 18, which

summarizes Boios’ Ornithogonia 2, Eumelus killed his son Botres in wrath, because he did not

treat a sacrificial lamb with religious piety, but after he repented of his crime Apollo felt pity for

706 Met. 7.354-356 hic ope nympharum sublatus in aera pennis, / cum grauis infuso tellus foret obruta ponto, /
Deucalioneas effugit inobrutus undas.

7 Met. 7.397-399 ultaque se male mater Iasonis effugit. / hinc Titaniacis ablata draconibus intrat / Palladias arces.

7% Met. 7.365-367 Phoebeamque Rhodon et Ialysios Telchinas, / quorum oculos ipso uitiantes omnia uisu / Tuppiter
exosus fraternis subdidit undis.

799 Met. 7.380-381 at genetrix Hyrie, seruari nescia, flendo / delicuit stagnumque suo de nomine fecit, 396-397
sanguine natorum perfunditur impius ensis / ultaque se male mater Iasonis effugit arma.

19 Met. 7.382-383 adiacet his Pleuron, in qua trepidantibus alis / Ophias effugit natorum uulnera Combe, 396-399
sanguine natorum perfunditur impius ensis / ultaque se male mater Iasonis effugit arma. / hinc Titaniacis ablata
draconibus intrat / Palladias arces.
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him and transformed the boy into a bird.”"' Thus, on the one hand, Eumelus’ infanticide may
portend the Colchian’s own murder of her sons. On the other hand, however, the image of
Eumelus mourning his son in the shape of a flying bird may cryptically allude to the state of
Jason in the exodos of the Euripidean play, who laments his dead sons about to be carried away

in the sky on Medea’s flying chariot.”'?

3.4 Medea in Corinth

As we noted earlier, Ovid radically abridges the events at Corinth, which are the subject of
Euripides’ Medea, into four lines (7.394-397), since he had already treated the story in his own
Medea as well as in Heroides 12 (if the epistle is actually Ovidian). In this laconic summary the
Roman poet refers only to the Corinthian princess’ fiery death, the burning of Creon’s palace,
Medea’s infanticide, and her escape from Jason’s vengeance. In other words, he outlines the
actions of the Euripidean play, but omits all the dialogue and monologue scenes, which can be
explained by the fact that he transferred many elements of these scenes to the preceding Medea
narratives in the epic. We have seen, for instance, how Medea’s soliloquy in Colchis reworks
rhetorical arguments utilized by Medea and Jason in the dramatic agon as well as parts of the
Euripidean heroine’s monologue speeches or how the Colchian’s manipulation of the Peliades is
evocative of her deception of Creon and Aegeus in the Greek play.

The epic narrator’s summary of the events in Corinth may in fact implicitly allude to
Medea’s own outline of her revenge scheme in the Euripidean play (772-810). The demise of the

Corinthian princess may recall the Colchian’s revelation to the chorus that she plans to murder

" Anderson 1972, 285.

12 Met. 7.390 Eumelique domum lugentis in aere natum.
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713

the new bride by means of her poisoned gifts.”” The destruction of Creon’s palace is partly

reminiscent of the Euripidean heroine’s claim that she is going to utterly confound Jason’s

household.”*

The particular detail of the conflagration of Creon’s palace, however, is not found
in Euripides’ play and thus it has been hypothesized that it may derive from the Roman poet’s
own tragedy.”"” Moreover, the narrator’s censure of Medea’s filicide as impious may evoke the
Euripidean protagonist’s self-condemnation for the impending sacrilegious murder of her
sons.”' Finally, the Colchian’s flight from Corinth following her vengeance on Jason may echo
the prediction of Euripides’ Medea that she will find refuge in Athens after exacting revenge
from her husband.”"”

Furthermore, all the events contained in the Ovidian synopsis have been obliquely
anticipated by the preceding narratives revolving around Medea. I have already argued that the
ram’s rejuvenation by Medea (7.316-321) is a rewriting of the death scene of the Corinthian
princess in the Euripidean play and thus foreshadows the same scene in the Metamorphoses
(7.394). Similarly I have shown how the account of Pelias’ death (7.343-349) evokes Creon’s
demise in the Greek tragedy and thereby prefigures the Corinthian king’s doom implied by the

destruction of his palace in the Ovidian narrative (4.395). In addition, Medea’s murder of her

sons is ominously portended by her sacrifice of a sheep as a ritual offering to Hecate and

5 Met. 7.394 sed postquam Colchis arsit noua nupta uenenis); Med. 804-806 otite Tijg veolhyov / voueng tekvdcst
Toid', &mel Kok Kok®g / Bavelv o' avaykn Toic £Uoiot apUAKOLC.

"4 Met. 7.395 flagrantemque domum regis mare uidit utrumque; Med. 794 d6uov te ndvta cuyyéas’ Tdoovog.

15 Bomer 1976, v. 7.395.

16 Met. 3.796 sanguine natorum perfunditur impius ensis; Med. 792-793 tékva yap kotaktevd / tép’, 796 tAdc'
£pyov Gvoo1DTOTOV.

7 Met. 7.397-399 ultaque se male mater lasonis effugit arma. / hinc Titaniacis ablata draconibus intrat / Palladias
arces; Med. 771 poloévteg éiotv kol moaopa [Todrddoc, 795-796 EEeyu yaiac, eritdtmv naidov edvov / gedyovoa,
802 0g fuiv oV Bedt teioet diknv.
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. . 718
Iuventas, so as to aid her rejuvenate Aeson.

Finally, I have contended that the Colchian’s
aerial escape from Corinth (7.397-398) is anticipated by her previous flight from Iolcus on her

serpent-drawn chariot (7.350-351).

3.5 Medea in Athens

In the final episode of Medea’s adventures in the Metamorphoses we find her in Athens, where
she is received as a guest by Aegeus after her escape from Corinth and becomes his lawfully
wedded wife. Upon Theseus’ arrival in the city the Colchian tries to murder him by persuading
the Athenian king, who is ignorant of his son’s identity, to offer him a poisoned drink. Aegeus
recognizes him, however, in the nick of time by the engravings on his sword and Medea evades
punishment by vanishing in a magic cloud (7.398-424). The primary intertext of the Ovidian
narrative was most likely Euripides’ Aegeus, which was produced in the 430s and probably
antedated his Medea.”"” The surviving fragments suggest that Medea played a central role in the
play (frr. 1-13 Kannicht). The Roman poet also alludes to Euripides’ Medea, which contains a
meeting between Aegeus and the Colchian, in which she cunningly elicits from him an oath to
offer her refuge in his city in exchange for granting him offspring through her magic drugs, a
scene which ironically prefigures her later deception of the Athenian king (663-758). The
tragedian thus projects Medea’s stay in Athens and her assassination plot against Theseus as a
future event and at the same time alludes to his earlier play. Sophocles wrote an Aegeus as well

(frr. 19-25 Radt), but the play’s meager fragments provide no evidence that it featured Medea as

¥ Met. 7.396 sanguine natorum perfunditur impius ensis; 244-245 sacra facit cultrosque in guttura uelleris atri /
conicit et patulas perfundit sanguine fossas.

% Collard/Cropp, 2008, 5.
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a character and it therefore constitutes an unlikely model for the Metamorphoses story.720
Another source on which Ovid probably drew is Callimachus’ Hecale, which opens with
Medea’s failed scheme to poison her stepson (fir. 3-11 Hollis). Finally, the Roman poet may
have engaged intertextually with Ennius’ Medea, which also treats the events in Athens, but of
which only a single fragment is extant (fr. 112 Jocelyn).

There are two mythical traditions regarding the sequence of events in the Aegeus story.
According to the standard version attested by Callimachus’ Hecale and Plutarch’s Theseus 12
and 14, Theseus undertakes on his own initiative to subjugate the bull of Marathon after Medea’s
failed plot to murder him and the reunion with his father. There was also, however, a variant
version found in Apollodorus Epit. 1.5-6 and the Vatican mythographer 1.48, in which Medea
first convinced Aegeus to send Theseus against the bull in the hope that it would kill him and
only attempted the poisoning after he had subdued it. It has been suggested that the Euripidean
play followed the variant version, on the grounds that placing the recognition scene after the
Marathonian triumph and thus rendering it the climax of the story would be the most suitable
structure for a tragic plot,”*' as well on the basis of iconographical evidence.”** Sophie Mills has
argued, on the other hand, that Sophocles’ tragedy did not include Medea as a character and its
plot comprised instead the subjugation of the bull, the recognition of Theseus, and the conflict

with the Pallantids, Theseus’ cousins.”? Finally, Adrian Hollis contends that Ovid also adhered

720 Mills 1997, 238.
721 .

Hollis 2009, frr. 3-7.
22 Collard/Cropp (2008, 4-5) note that vase paintings between 460 and 430 depict Theseus with the subdued bull
meeting with Aegeus and a distressed woman carrying a jug and a libation dish, who has been identified as Medea.
From 430s onwards the female figure is portrayed with oriental attire under the influence of Euripides’ Aegeus or
Medea, which presented Medea in an orientalizing manner.
2 Mills 1997, 238. For a different view see Hahnemann (1999 & 2003), who attributes the standard version to

Euripides and the variant version to Sophocles.
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to the variant version, namely that he presented the recognition as following the Marathonian
triumph, since the subjugation of the bull is implied in the reference to Theseus’ exploits before
reaching Athens and is commemorated by the Athenians in their hymn to the hero immediately

after the reunion of father and son.”**

My hypothesis is, however, that the Roman poet has
ingeniously conflated the Euripidean and Callimachean intertexts, that is the variant and the
standard versions. In particular, Theseus’ subdoing of the bull precedes Medea’s assassination
attempt in the chronological succession of events, but it follows the recognition scene in terms of
narrative sequence, in that it is celebrated in the Athenian hymn after the anagnorisis.

The Ovidian Aegeus’ offer of hospitality to Medea may allude to the scene of Euripides’
Medea in which the Colchian beseeches the Athenian king to receive her as a guest in his city.725
At the same time the scene evokes preceding episodes of the Metamorphoses: Aegeus’ welcome
of Medea recalls the Peliades’ hospitality to the supplicating Colchian, while her marriage with
the king is reminiscent of her earlier wedding to J ason.’” Thus, Aegeus combines in his dealings
with Medea the tragic mistakes of the previous characters. What is more, the epic narrator’s
explicit condemnation of the Athenian king for his gullibility in welcoming Medea into his home

may echo the Euripidean chorus’ oblique criticism of Aegeus in the event that he receives the

impious infanticide in his holy city.’*’

4 Met. 7.405 qui uirtute sua bimarem pacauerat Isthmon, 433-434 te, maxime Theseu, / mirata est Marathon
Cretaei sanguine tauri) (See Hollis 2009, frr. 3-7).

25 Met. 7.402-403 excipit hanc Aegeus [...] / nec satis hospitium est; Med. 713 dé€au 8¢ ydpot kai SOHOIS EQEGTIOV.

726 Met. 7.298-300 Peliaeque ad limina supplex / confugit; atque illam [...] / excipiunt natae), 403 thalami quoque
foedere iungit, 22 thalamos alieni concipis orbis?, 49 te face sollemni iunget sibi.

7 Met. 7.402 excipit hanc Aegeus, facto damnandus in uno; Med. 846-850 ¢ odv iepdv motaudv / i TOMG
PiAoV / TOUTOG o8 Ydpo / To Tadorételpav EEet, / Tav ovy ooiav pétaviov;
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Theseus arrives at the court of Aegeus, but his father is oblivious to his true identity.728
The king’s ignorance must have been an essential element of Euripides’ Aegeus, as is suggested
by fragments in which the young hero is asked about his name, country, and parentage and most
likely assumes a false identity.”” Likewise Callimachus must have included the motif of
Theseus’ incognito advent.”” Unlike Aegeus, Medea becomes aware of Theseus’ identity and
immediately concocts her scheme to poison him with aconite.”*' As in the case of Pelias’ murder,
no motive is offered for the Colchian’s malevolence against the hero and the epic narrator
focuses instead on giving a long aetiological explanation for the provenance of the aconite from
Cerberus’ foam-flecked jaws (7.408-419).7°% A glimpse of the source of Medea’s enmity against
Theseus is provided, however, by one of the fragments of Euripides’ Aegeus, which contains the
gnomic statement that a stepmother is inherently hostile towards the children from her husband’s
previous marriage.””” Similarly in Callimachus Medea is the only one cognizant of Theseus’

7% The narrator of the Metamorphoses

identity and employs aconite in order to poison the hero.
recounts how Medea cunningly manipulated Aegeus into offering Theseus the poisoned cup by

convincing him that the hero was his enemy, but does not elaborate on the particulars of her

plan.””® Once again a fragment of the Euripidean play sheds some light on the Colchian’s

2% Met. 7.404 iamque aderat Theseus, proles ignara parenti.

™ Aeg. fr. 1 moiav og pdpev yoiav skhelowmdto / morel Eevododar Tiide; Tic mhtpag Spoc; / Tic £60' 6 pvoaAg; TOD
KeknpvEatl Tatpog;, fr. 2 ti g pamp €v dekdta T6KoL AOVOLOLEY;

70 Hecal. fr. 8 mopék voov eidjhovdag (See Kenney 2011, v. 7.404).
! Met. 7.406-407 huius in exitium misce Medea quod olim / attulerat secum Scythicis aconiton ab oris.
732

Newlands 1997, 190-191.

33 Aeg. fr. 4 mépuke yap mog monoi moréwov yuviy / Toic mpdodev 1y Luyeica Tevtépm motpit.

3% Hecal. fr. 4 1| 8' éxonoev, tobvekev Aiyéog Eokev, fir. 5-6, v. 7 mapdalyyés (=leopard’s bane, i.e. aconite) (See
Hollis 2009, frr. 5-6, v. 7).
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stratagem: the speaker claims that a poor, but powerful man is accustomed to snatch away the
possessions of wealthy people.736 These words are most likely uttered by Medea and addressed at
Aegeus in an effort to persuade the king that Theseus is a rival aiming to usurp his throne.

Ovid lays particular emphasis on the dramatic suspense and irony of the anagnorisis,
which is predicated on the ignorance of both father and son: Theseus unwittingly takes the cup in
his hands and is on the verge of drinking it, when Aegeus recognizes at the very last moment his
family’s tokens on the hilt of his son’s sword and prevents him from consuming Medea’s
poison.””” This scene must surely have been the climax of the Euripidean tragedy, but
unfortunately there are no fragments surviving from it. The closest extant parallel can be found
in Callimachus’ epyllion, which contains references to the sword and sandals left by the
Athenian king in Troezen to serve as the yvopiocpata (“tokens of recognition’) of his son (ftr. 9-
11) as well as Aegeus’ dramatic exhortation to Theseus to refrain from imbibing the poisoned
drink.””® The Roman poet also stresses the mixed emotional response of Aegeus to the
anagnorisis: the king is both joyful at reuniting with his son and horror-struck that he came so
close at perpetrating filicide.”” Although there are no extant fragments from the aftermath of the
recognition scene in the Euripidean play, one can conjecture that the tragedian would also have
underscored the intense reaction of Aegeus at the discovery of his son’s identity. The Ovidian

narrative closes with Medea’s sudden escape from punishment by enveloping herself in a mist

3 Met. 7.419-420 agrestes aconita uocant. ea coniugis astu / ipse parens Aegeus nato porrexit ut hosti.

36 Aeg. fr. 7a avip yop Somig ypnudtov pév vienc, / dpdoar 8& yeipt duvatde, ovk avéLetar / o TV 8’ ExovImV
xpNpaf' apralev euAel.

37 Met. 7.421-423 sumpserat ignara Theseus data pocula dextra, / cum pater in capulo gladii cognouit eburno / signa
sui generis facinusque excussit ab ore.

38 Hecal. fr. 7 ioye téxoc, pf mio (See Kenney 2011, vv. 7.421-423).

7% Met. 7.425-427 at genitor, quamquam laetatur sospite nato, / attonitus tamen est ingens discrimine paruo /
committi potuisse nefas.
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conjured by her incantations.’* This scene corresponds to the exodos of the Euripidean play, but
once again there is no available textual evidence as to how the playwright fashioned the ending

of his drama.

Refractions of Medea

3.6 Procne: Surpassing Medea

Ovid’s primary source for the Procne narrative (6.424-674) is Sophocles’ Tereus (written before
414 BC), which established the canonical version of the myth.741 Sixteen fragments in all (frr.
581-595, Radt) survive from the play along with a fragmentary hypothesis (POxy 3013, ed.
Parsons 1974). The Roman poet seems for the most part to follow the plot of the Greek play, yet

. . . e 42
he diverges from his predecessor in some significant ways.’

First, while in Sophocles’ Tereus
becomes enamored of Philomela and rapes her on board his ship during the return voyage to
Thrace,”® in Ovid the Thracian king falls in love at first sight with the girl in Athens (6.455-460)
and the rape takes place instead in a secluded hut in the woods after they reach Thrace (6.519-
525).”* Secondly, the majority of scholars are in agreement that in contrast to the

Metamorphoses, where Tereus incarcerates Philomela in the forest hut and lies to Procne that her

sister has died (6.563-575), the Greek tragedy did not feature Philomela’s imprisonment in the

9 Met. 7.424 effugit illa necem nebulis per carmina motis.

™1 On the date of Sophocles’ play see Sommerstein/Fitzpatrick 2006, 157-159.
™2 For a recent reconstruction of Tereus see Sommerstein/Fitzpatrick 2006, 151-153.

™3 POxy 3013 pecomopficog [paodn tiig monddg: O 8¢ Té mo[té od eloraEac Siemapbéven[oev]
™ Rosati 2009, vv. 6.424-674.
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745

woods. ™ An appealing hypothesis is that the Thracian king conveys the girl secretly into the

palace camouflaged as a servant and tells her sister that she has perished.746

Thirdly, whereas in Ovid’s narrative Procne disguises herself as a maenad in order to
rescue her sister from her internment in the woods (6.587-560), it has been suggested that in the
Sophoclean play the recognition scene between the two sisters unfolded on stage for greater
dramatic effect and therefore there was no need for Procne to assume the role of a pseudo-
Bacchant.”’ Finally, Sophocles’ Tereus concluded in all likelihood with a scene in which a deus
ex machina (perhaps Apollo) describes the protagonists’ transformation into birds brought about
by another divinity (possibly Zeus) (fr. 581) and casts reproach on them for their misdeeds (fr.
589).748 In the Ovidian story’s denouement, on the other hand, there is virtual absence of the
gods, since the bird metamorphoses are not ascribed to any divine intervention, but are left
mysteriously unmotivated (6.667-674).

The discussion of the Sophoclean play in the present study will be very limited, on the
grounds that neither the extant fragments nor the hypothesis shed light on how the tragedian
dramatized the aspects of the myth that will be examined here, namely Procne’s contemplation
of the revenge plot, her moral dilemma, the infanticide, and Tereus’ anagnorisis. Another model
on which Ovid has drawn is Accius’ Tereus (frr. 1-9, Dangel), which echoes in turn Sophocles’
tragedy, thus functioning as an intermediate intertext between the two works. Unfortunately the

scanty fragments of the play do not allow a reconstruction of its plot and thus little can be

™5 Sommerstein/Fitzpatrick 2006, 151.
746 March 2000, 135-136 n. 44.

™7 Sommerstein/Fitzpatrick 2006, 152.
¥ Sommerstein/Fitzpatrick 2006, 153.
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ascertained about its relationship with the Sophoclean and Ovidian works.” Nevertheless,
despite the scarce textual evidence it has been convincingly argued that Ovid was acquainted and
conversed intertextually with the Accian play.75 0

This section will focus on Ovid’s engagement with Euripides’ Medea in the Procne
narrative. In particular, the Sophoclean and Accian intertexts have been conflated with the
Euripidean play by means of “fragmentation”. As we have noted earlier, the Roman poet
condenses the infanticide theme in the Medea narrative of Book 7 (394-397) and treats it instead
in detail in the Procne story, incorporating and reworking in it many elements appropriated from
Euripides’ tragedy. Below I will argue that Ovid’s Procne does not directly reflect the Euripidean
Medea, but constitutes a “refraction” of the tragic heroine, in the sense that she surpasses her in
terms of ferocity, mercilessness, and rejection of maternal instincts. Procne is thus portrayed as
an “overblown Medea” and has an important structural function, in that she anticipates the other
graded variants of Euripides’ heroine in the Metamorphoses: Medea herself in Book 7, the
“humanized Medea” Althaea in Book 8, and the “aspiring Medea” Deianira in Book 9.

Finally, the Procne narrative engages in intratextual dialogue with Heroides 12, Medea’s
letter to Jason, since a number of the epistle’s thematic motifs (e.g. Jason’s wedding with the
Corinthian princess, Medea’s son as nuntius of Jason’s marriage, the resemblance of Jason’s
sons to their father, Medea’s contemplation of an indeterminate great deed) are reworked in the

Metamorphoses story. What is more, since these motifs have no parallel in either Euripides or

™ Livius Andronicus also wrote a Tereus (frr. 24-29, Spaltenstein), but similarly the tragedy’s meager extant
fragments make it impossible to reconstruct its plot and establish its relation with the rest of the literary tradition.

0 Curley (2003, 180) (following Currie 1981, 2725) remarks that the Ovid’s description of Tereus seized by
unbridled mad desire upon beholding Philomela (6.451-460) is clearly evocative of Accius’ fr. 1 in terms of both
diction and imagery. In addition, Curley (2003, 180-181) on the basis of another Accian fragment (fr. 3), which
attests to the presence of a Dionysiac component in the play, conjectures that the motif of the Ovidian Procne’s
pseudo-maenadism may have been derived from the Republican tragedy.
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Apollonius, it has been postulated that they originate from the poet’s own Medea.””' Thus, the
elegiac work may constitute a mediating intratext between Ovid’s tragedy and his epic.

Ovid’s choice to closely connect Procne and Medea is anything but arbitrary. Scholars
have long noted the multiple thematic affinities between the two mythical heroines.””* Both
women are married to foreigners and take revenge on their unfaithful spouses by committing
filicide. In either case the husband’s transgression involves the violation of conjugal pietas:
Jason abandons Medea in order to marry the Corinthian princess, while Tereus rapes and
mutilates Procne’s sister. Both Medea and Procne experience an agonizing internal conflict
between maternal pietas and desire for vengeance, which is externalized through a highly
emotional soliloquy and leads to their radical psychological metamorphosis from nurturing
mothers and loyal wives to ruthless infanticides. Nonetheless, there are also some noteworthy
distinguishing differences between the two heroines. Whereas Medea has traveled from her
barbarian homeland Colchis to civilized Greece (Corinth), Procne is a Greek woman who has
made a journey from Athens to a barbarian land (Thrace). Moreover, in contrast to Medea who
has betrayed and deserted her father in order to marry Jason and murdered her own brother so as
to facilitate her escape, Procne is a dutiful daughter, who has wedded Tereus in adherence to her
father’s wishes, as well as a loving sister, whose longing to see Philomela sets in motion the
tragic course of events. Finally, Procne’s moral dilemma is more complex than that of Medea, in
that her love for her son clashes not only with her passion for revenge, but also with her pietas

towards her sister, who has been brutally violated by Tereus.

51 Bessone 1997, vv. 12.133-158, 146, 189-190, 212.

32 1 armour 1992, 132; Newlands 1997, 192-195; Ciappi 1998, 445-446; Rosati 2009, vv. 6.424-674.
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Ovid’s association of the two myths in fact develops a tendency originating in the earlier
literary tradition, which can be best exemplified by the relationship between Sophocles’ Tereus
and Euripides’ Medea.”>® The many shared motifs between the two plays, such as the wedding
between a Greek and a barbarian, the deliberate infanticide committed by a mother in order to
avenge herself on her husband, and a rhetorical speech of the female protagonist, in which she
protests against the inferior status of women within the patriarchal institution of marriage (Med.
214-266, fr. 583), attest to the fact that one of the two tragedians was familiar with other’s work

% The question, however, which tragedy predates the other is still

and deliberately evoked him.
controversial and there are arguments on both sides of the debate.”> An argument put forward in
favor of the priority of Sophocles’ play is that the filicide was an integral component of the

Procne myth, whereas the introduction of the infanticide in the Medea story seems to be

Euripides’ innovation, possibly under Sophoclean influence.”

3.6.1 Procne and Medea in Ovid’s amatory works

Ovid signals the affinity between the two narratives by almost directly juxtaposing them in the
poem, since they are only separated by the brief story of Boreas and Orithyia (6.675-721). In
fact, the Roman poet’s penchant for linking these two heroines as rhetorical paradigms of
infanticidal mothers is palpable throughout his career from his early elegiac compositions to the

exile works (Am. 2.14.29-34; Ars 2.381-384; Rem. 59-62; Fast. 2.627-629; Trist. 2.387-390;

753 Ciappi 1998, 446-447.
> Sommerstein/Fitzpatrick 2006, 158 n. 9.
5 Ciappi (1998, 447 n. 41) offers a comprehensive survey of the scholarship on the question of priority

76 Sommerstein/Fitzpatrick 2006, 158. For the opposite view, namely that the filicide was not part of the Procne
myth prior to Sophocles and that he incorporated it in his drama inspired by Euripides, see March 2003, 141-154.
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Pont. 3.1.119-120).”" In the context of the present discussion it is worthwhile to examine the
Amores and Ars Amatoria passages, on the grounds that they evoke Euripides’ Medea and at the
same time they prefigure the poet’s treatment of Medea’s “refractions” in the Metamorphoses,
thus functioning as important intermediate intratexts between the two works.

Amores 2.14 is addressed to Corinna, who is facing mortal danger after an abortion. The
elegiac poet, fearful for his ailing beloved’s life, delivers a highly rhetorical suasoria, which
takes the form of a general diatribe against abortion and by which he aims to persuade her not to
repeat the “crime”. The poem forms a diptych with the preceding elegy (2.13), in which the
anxious lover makes a prayer to the goddesses Isis and Ilithyia to save Corinna’s life. Ovid opens
his speech by wondering what profit is there for women to abstain from war by being exempted
from military service, if they deal wounds against their own bodies by having abortion.””® The
rhetorical question conveys the poet’s criticism towards Roman women, because although they
are safe from the mortal perils of battle, they nonetheless foolishly expose themselves to an even
higher death risk by having abortion. The Ovidian reproach against the female gender echoes and
inverts the Euripidean Medea’s refutation of the misogynistic view that men risk their life in war,
while women remain at the safety of their home.”’ The tragic heroine bases her rebuttal on the
assertion that she would much prefer to engage in fighting than toil in labor, thereby implying

that childbirth has a higher mortality risk than warfare.”® Hence, the elegiac poet substitutes the

57 Rosati 2009, vv. 6.621.

8 Am. 2.14.1-4 quid iuvat inmunes belli cessare puellas, / nec fera peltatas agmina velle sequi, / si sine Marte suis
patiuntur vulnera telis, / et caecas armant in sua fata manus?

9 Med. 248-251 Aéyovot §' fiudc dc dxivduvov Biov / (dpev kat' ofiovg, oi 8¢ papvavron Sopi, / KakdS ppovodvies:
¢ Tpig av map' domida / otiivan BEAow' v pdAlov 1 tekelv Gmok.

7% Mastronarde (2002, vv. 248-251) notes that Medea’s argument is skillfully founded on Athenian ideology,
according to which the public duty of a man was military service while that of a woman procreation and thus death
in childbirth was equally laudable as death in battle.
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contrast between war and abortion for Medea’s juxtaposition of combat and labor and converts
her argument that women lead a more dangerous life giving birth than men fighting into a
censure of women, who avoid the hazards of war, yet subject themselves to the self-destructive
experience of abortion.

In the concluding part of the elegy the poet launches an invective against Roman women
for having abortion, comparing them to the mythical exempla of the notorious infanticides
Procne and Medea (2.14.27-38). Ovid’s rhetorical aim is to show that the Roman women’s
“crime” far surpasses in savagery, ruthlessness, and lack of maternal instinct the abominable
deed of the tragic heroines. He begins by vehemently protesting against his contemporary
women’s practice of employing metal instruments and drugs for inducing abortion, which
parallels Procne and Medea’s use of a sword to murder their offspring as well as the Colchian’s

761

destruction of the Corinthian princess by means of envenomed gifts.”” The Roman women

outdo, however, their mythical counterparts in cruelty, in that they kill their children before they
are even born. Moreover, the puellae outstrip Procne and Medea in terms of ferocity and
bloodthirstiness on account of the frivolous incentive of their deed. The mythical heroines are
characterized as savage mothers guilty of a bloody deed, but their infanticide is at least motivated

2
d.76

by the desire for revenge against a treacherous husban The Roman women, on the other

hand, are not goaded by the betrayal of a spouse, but have abortion purely for aesthetic reasons,

namely so as to avoid getting wrinkles on their body.”®?

51 Am. 1.24.27-28 vestra quid effoditis subiectis viscera telis, / et nondum natis dira venena datis?

62 Am. 1.24.29-32 Colchida respersam puerorum sanguine culpant / aque sua caesum matre queruntur Ityn; /
utraque saeva parens, sed tristibus utraque causis / iactura socii sanguinis ulta virum. / dicite, quis Tereus, quis vos
irritet lason?

63 Am. 1.24.7-8 scilicet, ut careat rugarum crimine venter, / sternetur pugnae tristis harena tuae?
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The next argument of the elegiac poet’s denunciation of Roman women is a masterful
reworking of the Euripidean Jason’s tirade against Medea in the exodos of the Greek play. After
the Greek hero has learned of Medea’s filicide, he bitterly brands her as an “infanticidal lioness”,
a reprimand which carries the implication that a lioness was able to kill her own young.764 The
elegiac poet surpasses the rhetorical force of his tragic predecessor’s vituperation by claiming, on
the contrary, that the “tender” puellae outdo in ferocity and lack of maternal feelings the
lionesses and Armenian tigers, since even wild animals cannot murder their progeny.’®’
Furthermore, Ovid replaces Jason’s contrast between the barbarous Medea and the civilized
Greek women, who would never have the heart to commit infanticide, with a juxtaposition
between the merciless Roman women and the beasts, which do not possess the audacity to kill
their offspring.’®® The final and most compelling argument of Ovid’s admonitory speech to
Corinna concerns the retribution suffered by the Roman women, which exceeds that of the tragic
protagonists. Procne and Medea will always be reviled by posterity for their filicide (29 culpant),
but at least they were immune from an immediate penalty, since the former was transformed into
a swallow and the latter escaped on her flying chariot. The Roman women, on the other hand, are
often punished for having abortion by dying themselves and they are even rebuked in their

funeral by the assembled crowd.”®’

764 Med. 1339-1343 ovk &otwv firig Todt Gv EAANViG yovi / ETAn 108, dv ye mpdcbev niEiovy &yd / yijuar o, kiidog
ExOpov OAEBpLOV T' poi, / Aéavav, od yuvaika, tijg Tvponvidog / ZkOAANG Egovcav daypiotépav @voty. 1405-1407:
Zed, 168" ducovelc ¢ dmedavvoued' / oid e mhoyopey &k Thc pucapdc / kol Toudoedvou tode Aeaivig;

%5 Am. 1.24.35-37 hoc neque in Armeniis tigres fecere latebris, / perdere nec fetus ausa leaena suos. / at tenerae
faciunt, sed non inpune, puellae. Mckeown (1998, vv. 2.14.35-36) observing the Ovidian allusion to the Euripidean
play reads the elegiac poet’s assertion as a refutation of Jason’s words, whereas in reality it is a rhetorical
amplification of the Greek hero’s rebuke.

766 Mckeown (1998, vv. 2.14.35-36) remarks that Medea’s audacia is a recurrent theme in Euripides’ tragedy.

77 Am. 2.14.37-40 at tenerae faciunt, sed non inpune, puellae; / saepe, suos utero quae necat, ipsa perit. / ipsa perit,
ferturque rogo resoluta capillos, / et clamant ‘merito!” qui modo cumque vident.
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The apparent solemnity of Ovid’s harangue against abortion is surreptitiously undercut,
however, by the humorous irony resulting from his implicit comparison with Euripides’ Jason.
More specifically, in contrast to the Greek hero’s condemnation of Medea for murdering his
sons, the elegiac poet reproaches Corinna for having abortion, without being certain, however,
whether it is his own child she has killed.”®® What is more, Jason mournfully concludes his
invective against Medea by invoking the gods to bear witness to her monstrous deed and her
cruel denial to allow him to bury his sons (1405-1414). The Ovidian diatribe, on the other hand,
culminates with a comic deflation, since the poet dismisses his earlier reproach against Corinna
and fearing for her life prays to the gods to forgive her this once for her transgression, but at the
same time warns her not to repeat it under threat of a future punishment.769 The particular
significance of Amores 2.14 for this study lies in the fact that it anticipates Ovid’s poetic
technique of emulatio in the portrayal of Procne in the Metamorphoses. Just as the elegiac
Roman puellae surpass in ferocity and mercilessness the mythical paradigms of Procne and
Medea, similarly, as we shall see, the epic Procne outdoes her Euripidean model in savagery and
ruthlessness.

The pairing of Medea and Procne in the Ars Amatoria (2.373-389) also constitutes an
essential precedent for Ovid’s poetic program in the Metamorphoses, in that it foreshadows his
depiction of the Euripidean Medea’s “refractions” in the epic. In this passage the praeceptor
amoris instructs the male lover to take care that his illicit affairs be conducted in a furtive
manner and kept secret from his beloved, warning him that if a woman becomes aware of an

erotic rival she is filled with fierce sexual jealousy, which will have disastrous repercussions for

768 Am. 2.13.5-6 sed tamen aut ex me conceperat — aut ego credo; / est mihi pro facto saepe, quod esse potest.

7% Am. 2.14.41-44 ista sed aetherias vanescant dicta per auras, / et sint ominibus pondera nulla meis! / di faciles,
peccasse semel concedite tuto, /et satis est; poenam culpa secunda ferat!

242



him. In order to reinforce the persuasive force of his precept he cites the mythical exempla of
Medea and Procne, who driven by envy exacted a terrible vengeance from their adulterous
husbands by committing filicide.””” Moreover, the didactic poet also presents a catalogue of a
woman’s reactions when seized by jealousy, which comprise animalistic rage, fiery desire for
revenge, and figurative Bacchic frenzy (2.373-380). More specifically, the jealous woman’s
savage wrath is compared to that of a wild boar, a lioness, and a viper.”’' Marion Steudel argues
that Ovid’s description is a parody of a passage in Virgil’s Georgics,”’* in which the didactic
poet proclaims the absolute power of amorous passion over all living species and cites examples
of animals overcome by erotic madness, two of which, the lioness and boar, are shared by the
Ovidian list.””> She notes that Ovid humorously transforms the Virgilian instances of beasts in
erotic furor into animal similes illustrating a woman’s envy.

Apart from conversing with the Virgilian intertext, however, the Ars Amatoria passage
evokes Euripides’ Medea and contains in seminal form a typology of the various manifestations
of female jealousy that will be later fully developed in the Metamorphoses in the portrayal of the
graded variants of the Euripidean heroine (Procne, Althaea, and Deianira). To begin with, the
comparison of a woman in a fit of angry jealousy to a lioness suckling her cubs diverges from the
Virgilian model, in which the lioness overwhelmed with erotic lust is said to abandon her young,

and recalls instead the Euripidean Medea experiencing raging envy, who is likened to a lioness

770 Ars. 2.381-384 coniugis admissum violataque iura marita est / barbara per natos Phasias ulta suos. / altera dira
parens haec est, quam cernis, hirundo; / aspice, signatum sanguine pectus habet.

U Ars. 2.373-377 sed neque fulvus aper media tam saevus in ira est, / fulmineo rabidos cum rotat ore canes, / nec
lea, cum catulis lactentibus ubera praebet, / nec brevis ignaro vipera laesa pede, / femina quam socii deprensa
paelice lecti.

2 Steudel 1992, 91f.

7 G. 3.245-248 tempore non alio catulorum oblita leaena / saeuior errauit campis, nec funera uulgo / tam multa
informes ursi stragemque dedere / per siluas; tum saeuus aper, tum pessima tigris.
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aggressively protective of her offspring.””* We notice again Ovid’s technique of emulatio, since
the cheated woman’s wrath is even more savage than that of a lioness and thus she outdoes her
Euripidean counterpart, whose anger is equated with that of the wild animal. At the same time
the Ovidian simile prefigures the comparison of Procne about to murder Itys to a tigress dragging
away a suckling fawn, which, as we will see, also emulates the representation of Euripides’
heroine.””

Moreover, the description of the woman’s discovery of an erotic antagonist prefigures the
scene in the Metamorphoses, where Deianira is informed by rumor that Hercules has been
enamored of Tole.”’® The betrayed beloved is consumed with fiery rage and her distraught inner
state is reflected by her facial expressions.”’’ This generic depiction on the one hand recalls the
portrayal of the Euripidean Medea casting a fierce glance on her children, which betrays her
thoughts of infanticide as retribution against J ason.”’® On the other hand, however, it is echoed
and expanded in the representation of the epic Procne and Althaea teeming with vengeful wrath.

Procne meditating vengeance upon Tereus cannot contain her blazing anger, while Althaea’s

angry contemplation of revenge on Meleager is mirrored in the contortions of her face.”” The

774

Janka 1997 vv. 2.375-376: Ars 2.375 nec lea, cum catulis lactentibus ubera praebet, G. 2.245-246 tempore non
alio catulorum oblita leaena / saeuior errauit campis, Med. 187-189 «kaitotl Tokddog dépypa Aeaivng / drotavpoitot
dpwoiv, 6tav tig / pdbov TpoPépmv mEAAG OpUNOfL.

5 Galasso 2000, vv. 6.636-646: Met. 6.636-637 Nec mora, traxit Ityn, ueluti Gangetica ceruae / lactentem fetum per
siluas tigris opaca.

776 Ars 2.377 femina quam socii deprensa paelice lecti, Met. 9.137-140...cum Fama loquax praecessit ad aures, /
Deianira, tuas, quae ueris addere falsa / gaudet et e minimo sua per mendacia crescit, / Amphitryoniaden Ioles ardore
teneri, 144-146 paelex lacrimis laetabitur istis. / quae quoniam adueniet, properandum aliquidque nouandum est, /
dum licet et nondum thalamos tenet altera nostros.

" Ars 2.373, media ... in ira, 378 ardet et in vultu pignora mentis habet.

8 Med. 92-93 #8n yap €ldov dupa viv Tawpovpévy / 10i6d', (g Tt Spaceiovoay.

7 Met. 6.609 ...ardet et iram / non capit ipsa suam Procne (Janka 1997 vv. 2.378), Met. 8.467-468 et modo
nescioquid similis crudele minanti / uultus erat.
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jealous woman rushes to put into action her revenge plot, which consists in the use of sword and
fire.”*® Ovid once again “corrects” the Virgilian intertext, where the animals rush into the

figurative flames of erotic madness, not the literal flames of Vengeance.781

The didactic poet
alludes instead to Euripides’ play, in which Medea contemplates various vengeance schemes
against Jason, which include burning the newlyweds alive and stabbing them to death.” At the
same time the Ovidian passage looks forward to Procne’s headlong rush to impious crime and
her consideration of means of retaliation against Tereus, which comprise setting the palace on
fire and hurling him into the flames or cutting off his tongue, eyes, and genitals with a blade.’™
Finally, female envy takes the form of figurative maenadic frenzy, which anticipates the

portrayal of Byblis as a maddened Bacchant in the Metamorphoses, after her incestuous passion

has been repeatedly rejected by her brother.”*

3.6.2 Procne as “overblown Medea”

Ovid’s portrayal of Procne as an amplified version of Euripides’ Medea is reflected both in the
nature of her revenge on Tereus and in the manner she executes it. It has been argued that
Procne’s reprisal is a combination of symmetrical vengeance and escalating retribution, in the

sense that she inflicts on him a perversely fitting punishment and at the same time her retaliation

80 Ars 2.379 in ferrum flammasque ruit.

81 G. 3.244 in furias ignemque runt; amor omnibus idem.

82 Med. 378-379 motepov Deay® @A VOpQLdOV Topt, / fi Onktdv dom edoyavov 8t fimatog.

™ Met. 6.585-586: sed fasque nefasque / confusura ruit, 614-617 aut ego, cum facibus regalia tecta cremabo, /
artificem mediis immittam Terea flammis, / aut linguam atque oculos et quae tibi membra pudorem / abstulerunt
ferro rapiam [...].

8% Ars 2.380 fertur, ut Aonii cornibus icta dei, Met. 9.641-644 utque tuo motae, proles Semeleia, thyrso / Ismariae
celebrant repetita triennia Bacchae, / Byblida non aliter latos ululasse per agros / Bubasides uidere nurus.
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is a “double payback”, which goes beyond the standard type of revenge, the ius talionis (“an eye
for an eye”), and is characterized by a much higher degree of violence.”® In particular, each of
Tereus’ crimes is matched by an apt and more brutal requital by Procne. Thus the Thracian
king’s rape and mutilation of his sister-in-law and is repaid in double by his wife through the
murder and dismemberment of their son, whom she then serves as a meal to the unwitting father.
Gildenhard and Zissos have read Tereus’ cannibalistic feast as a figurative rape, in the sense that
Procne “penetrates” her husband with his own son, thus suitably avenging the rape of her sister.
The two scholars also note that Procne’s desire to surpass her husband’s transgression by
means of a more horrific vengeance is demonstrated by her initial deliberations, in which she
momentarily considers resorting to a type of vengeance conforming to the lex talionis, such as
glossectomy, blinding, and castration (6.616-617), but immediately dismisses these options in
favor of a grander and more sadistic punishment, namely infanticide and annihilation of lineage
through cannibalism. There is, however, another way in which Procne’s retribution outdoes her
spouse’s crime, which thus far has not received attention. Tereus’ mendacious story about
Philomela’s death, which causes her to mourn her sister for a whole year (6.565-571), is avenged
by Procne by the actual murder of their son. Her revenge is once again perversely symmetrical.
Tereus deceives his wife by the false tale of Philomela’s demise and similarly Procne tricks her
husband by inviting him to a counterfeit sacred feast, which is merely a camouflage for the

cannibalistic banquet.”*®

What is more, Procne’s inquiry about the whereabouts of her sister is
answered by Tereus’ forged narrative and in an analogous fashion when the Thracian king asks

where his son is, his wife replies cryptically that he is “inside him”.”®” Tereus’ feigned groans

85 Gildenhard/Zissos 2007, 9-10.

786 Met. 6.565 commentaque funera narrat, 648 patrii moris sacrum mentita.
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and tears for Philomela’s supposed death are converted into his genuine cries and weeping for
his son’s real demise.”® Finally, the cenotaph erected by Procne in honor of her “deceased”
sister finds its grotesque equivalent in the “living tomb” of Itys, namely his father’s belly.789

Medea’s vengeance in Euripides’ play is characterized by an analogous blend of
symmetry and escalating violence.””’ The Greek hero’s desertion of Medea and his sons is
punished by the Colchian by the obliteration of his progeny achieved through filicide and by her
own departure from Corinth. Furthermore, Medea avenges herself on Jason for his marriage with
the Corinthian princess, in order to produce new descendants and thus solidify his social status in
the city, through the murder of Creon’s daughter, which consequently destroys the Greek hero’s
plan of creating a royal lineage. Finally, the Corinthian king’s banishment of the Colchian and
Jason’s failure to revoke the royal decree of exile is requited by the heroine, who kills Creon and
predicts Jason’s lonely and unheroic death.

Despite the fact that the two heroines follow the same pattern of symmetrical and
escalating retribution, as we will see below, Procne outshines Medea in terms of ferocity,
ruthlessness, and dismissal of her maternal role at every stage of her vengeance, from the
formation of the revenge plot and her moral dilemma, to the filicide, and the revelation of her

horrible deed to the ignorant Tereus. The Ovidian heroine’s emulation of her Euripidean

predecessor is thrown in sharp relief if one considers the sheer savagery of her infanticide and

87 Met. 6.564 coniuge quae uiso germanam quaerit, 652 ‘Ityn huc accersite’dixit, 656 ubi sit quaerit.

8 Met. 6.565 dat gemitus fictos, 566 et lacrimae fecere fidem, 661 Thracius ingenti mensas clamore repellit, 665
flet modo.

8 Met. 6.568-569 inane sepulcrum / constituit, 665 seque uocat bustum miserabile nati.

™ Of course this theme of escalating revenge could also have been Sophoclean, but it is not attested by the
surviving fragments.
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the subsequent sacrilegious treatment of her son’s body. Medea kills her children, but at the same
time takes care to bury them in the sacred precinct of Hera Akraia’s temple, so that the
Corinthians may not open up their tomb and outrage their bodies in revenge for her murder of the
royal family (1378-1381). Procne, on the other hand, not only murders Itys, but she and her sister
also defile his body by tearing it apart, cooking it, and serving it to her husband in a gruesome
banquet.

Gildenhard and Zissos have contended that there is a deeper metapoetic level in the
Ovidian narrative.””' By reading her sister’s message woven on the tapestry, which recounts
Tereus’ terrible crime (6.582 carmen miserabile), Procne assumes the role of lector and she then
attempts as auctor to imitate and outdo this “text” by committing an even more horrendous deed.
The two critics characterize this motif as Procne’s “aesthetics of revenge” and observe that later
authors from Seneca to Shakespeare and beyond follow the Ovidian heroine’s intratextual
paradigm of emulation on an intertextual level. Each author attempts to surpass his predecessor
through the portrayal of characters who outshine the Athenian sisters in the savagery and
goriness of their vengeance. I believe that a metapoetic dimension of this kind can also be
detected in Ovid’s appropriation of Euripides, in the sense that behind Procne’s emulation of
Medea in terms of her revenge scheme and its implementation one can perceive the Roman

poet’s own endeavor to exceed his tragic antecedent.

3.6.3 The “marriage” of Tereus and Philomela

The reworking of the Euripidean intertext takes place primarily in the second part of the Ovidian

narrative, which comprises Procne’s discovery of Tereus’ crime, her plot of revenge and internal

! Gildenhard/Zissos 2007, 10-11.
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conflict, the infanticide, Tereus’ anagnorisis, and the sisters’ aerial escape. It is worth examining
briefly, however, the first section of the story, which recounts Tereus’ voyage to Athens and the
rape of Philomela, on the grounds that the Roman poet depicts in it the relationship of the
Thracian king with the Athenian sisters as an erotic triangle, which parallels that of Jason,
Medea, and the Corinthian princess in the Greek play. To begin with, the language used to
describe Pandion’s entrusting of his daughter to Tereus, in order to convey her to her sister,
contains elements implicitly suggestive of a wedding ceremony and thus foreshadows with dark
irony their “perverted marriage”, namely Tereus’ rape of Philomela. The characterization of the
Athenian and Thracian kings as “father-" and “son-in-law” (6.447 soceri, 496 gener) refers on
one level to Tereus’ marriage to Procne, but on another it insinuates his imminent bloody

“nuptials” with Philomela.”?

What is more, Tereus’ pledge to return Philomela promptly to her
father is ironically described with the verb spondeo (6.450), which bears the secondary sense
“betroth”. In the farewell scene Pandion joins the right hands of Tereus and Philomela, a
symbolic gesture which alludes to the matrimonial custom of iunctio dextrarum, which
sanctioned the union of the married couple.”””

The reading of this scene as a pseudo-wedding is further corroborated by the fact that
Pandion’s pact with Tereus is reminiscent of the marriage contract between Medea and Jason in
Heroides 12. After the Greek hero’s promise to wed the Colchian maiden, in order to secure her

magical aid, they join right hands as a token of this arrangement. In an analogous manner the

Thracian king seals his agreement with his father-in-law to take Philomela to her sister by the

2 Anderson 1972, vv. 6.496-499.

3 Met. 6.506-507 utque fide pignus dextras utriusque poposcit / inter seque datas iunxit... (see Anderson 1972, v.
6.507).
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7% Moreover, Tereus’ trickery of Pandion and Philomela by means of

shaking of right hands.
crocodile tears and an eloquent speech, in which he veils his own illicit passion for Philomela
with Procne’s pious desire to see her sister, echoes Jason’s deception of Medea by a combination
of alluring words and feigned weeping.”” Finally, the epic narrator’s parenthetical comment
concerning the gullibility of the Athenian king and his daughter recalls Medea’s retrospective
comment about her own naive credulity.796 The commentators are in agreement that Ovid
incorporates matrimonial features into this scene in order to allude to a different version of the
myth attested by Apollodorus (2.14.8) and Hyginus (Fab. 45.1), according to which Tereus
pretended that Procne had perished and thus asked Pandion for Philomela’s hand in marriage to
replace her.”’ An alternative, yet not mutually exclusive, interpretation is that the Roman poet’s
aim by representing Pandion’s commending of Philomela to Tereus as a figurative wedding is to
evoke Creon’s marrying of his daughter to Jason and thus portray an erotic triangle
corresponding to that of the Greek tragedy.

A final piece of textual evidence in support of this theory is Philomela’s labeling of
herself as Procne’s paelex after her rape by the Thracian king and of Tereus as a “husband” to

both women, a statement which encapsulates the confusion of family relations brought about by

Tereus’ crime.””® Philomela’s self-conception as her sister’s rival mistress may recall Medea’s

% Met. 6.447-448 dextera dextrae / iungitur, 495-496...generi dextram complexus euntis / Pandion comitem
lacrimis commendat obortis, Her 12.90 dextrae dextera iuncta meae.

™ Met. 6.467-471 ...cupidoque reuertitur ore/ ad mandata Procnes et agit sua uota sub illa. / facundum faciebat
amor, quotiensque rogabat / ulterius iusto, Procnen ita uelle ferebat; / addidit et lacrimas, tamquam mandasset et
illas, 473-474 ipso sceleris molimine Tereus / creditur esse pius laudemque a crimine sumit, Her. 12.91-92 vidi
etiam lacrimas — sua pars et fraudis in illis. / sic cito sum verbis capta puella tuis.

% Met. 6.472-473 pro superi, quantum mortalia pectora caecae noctis habent!, Her. 12.89-90 haec animum — et
quota pars haec sunt! — movere puellae / simplicis.

7 Anderson 1972, v. 6.507; Galasso 2000, vv. 6.494-510; Rosati 2009, vv. 6.506-507.

8 Met. 6.537-538[omnia turbasti; paelex ego facta sororis, / tu geminus coniunx, hostis mihi debita poena].
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jealous branding of Jason’s new bride as a paelex in Heroides 12.””° Moreover, given that the
protagonist of the Euripidean play never refers to the Corinthian princess as her husband’s
concubine (Gr. TaAloxkig), it may be hypothesized that this element originates in Ovid’s own lost
Medea. Later in the narrative, after Procne rescues her sister and brings her secretly into the
palace, she attempts to embrace her, but the mute Philomela keeps her eyes fixed on the ground
and desperately attempts to swear to her sister by means of gesticulations that this disgrace was
forcibly inflicted on her by Tereus.*” Philomela’s attitude reveals her utter shame, which stems
from her lingering view of herself as her sister’s paelex.*"’

Another feeling, however, which may be motivating Philomela’s behavior, is dread of her
sister’s wrathful jealousy, which is implied by her shuddering fear and pallor when she enters the
palace.802 Philomela’s alarm, however, proves unfounded, since Procne’s sole concern is to
avenge herself on Tereus for his crimes and she harbors no jealousy or inimical feelings towards
her sister (6.609-619). This portrayal of Philomela may obliquely allude to Sophocles’ Tereus,
which according to the hypothesis featured Procne being stung to madness with envy for her

803

husband’s infidelity,”~ although it cannot be established whether her jealousy entailed any

enmity towards Philomela.®**

At the same time, however, the Roman poet may be evoking the
Euripidean Medea’s sexual jealousy towards the Corinthian princess, which goads her to take

revenge on her adversary. Therefore, it can be argued that Ovid suppresses the theme of Procne’s

™ Her. 12.173-174 quos ego servavi, paelex amplectitur artus, / et nostri fructus illa laboris habet.

0Met. 6.605-609 ...sed non attollere contra / sustinet haec oculos, paelex sibi uisa sororis, / deiectoque in humum
uultu iurare uolenti / testarique deos per uim sibi dedecus illud / inlatum, pro uoce manus fuit.

8T Met. 6.605 oraque deuelat miserae pudibunda sororis, 606 paelex sibi uisa sororis.

892 Met. 6.601-602 ut sensit tetigisse domum Philomela nefandam, / horruit infelix totoque expalluit ore.
803 POxy 3013 &myvodoa 8¢ 1) Tp[orvn Thv dAf]0stov {nhotua[ic] oiotpndeioa.

804 Sommerstein/Fitzpatrick 2006, 174-175.
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envy in his version of the story, but also alludes to it covertly by having Philomela fearfully view

her sister as Sophocles’ Procne or Euripides’ Medea.

3.6.4 The revenge plot

I will begin my main analysis of the intertextual dialogue between the Ovidian narrative and its
Euripidean model from the pivotal moment when Procne reads the tapestry and discovers the
truth about Tereus’ crimes, namely the rape and mutilation of Philomela and his deceptive story
that she has perished (6.581-582). In this anagnorisis scene Ovid’s heroine undergoes a
conversion from a lamenting sister into a wife bent on vengeance, which evokes and at the same
time diverges from the psychological metamorphosis of her Euripidean predecessor. First of all,
the two women differ in terms of the speed of their transformation. In the prologue of the Greek
play the Nurse reports Medea’s ceaseless lament on account of Jason’s betrayal of her and her
children by the marriage to the Corinthian princess (24-33). Gradually, however, her sorrow is
mingled with a wrathful passion for revenge, since the protagonist’s own lyrical exclamations
alternate between her wish to commit suicide and her desire to witness the destruction of her
children, her husband, and the Corinthian princess (96-97, 111-114, 144-147, 160-167). Finally,
by the time of her initial exchange with the chorus she has dismissed her earlier mournful
attitude and composedly reveals to them her intention to avenge herself on her husband (259-
263). In contrast to her Euripidean counterpart’s slow progression from inconsolable grief to
vengeful anger, Procne upon reading her sister’s message experiences a sudden and radical
change from sorrow to a raging longing for retribution, which produces a scene of heightened

pathos and dramatic tension.
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Another distinguishing difference between the two figures pertains to the reason
motivating their lamentation and the manner in which they react to their spouses’ perfidy.
Medea’s dirge is triggered by Jason’s infidelity and is accompanied by languishing, fasting, and
profuse weeping.go5 Procne’s portrayal contrasts sharply with that of Euripides’ protagonist, in
that she initially laments her sister’s supposed death (6.566-570), but when she finds out her
husband’s treacherous deeds, she immediately refuses to indulge in tearful mourning and is

896 What is more, after the reunion with

instead entirely absorbed in the thought of retribution.
Philomela she chides her sister for crying and, unable to control her own blazing anger, chooses
the path of revenge over that of grief.*”” Procne thus surpasses her Euripidean antecedent in
terms of her rejection of passive lament for her husband’s transgressions and her ruthless
determination to exact vengeance. Moreover, as we noted above, the Roman poet does not
attribute to his protagonist the sentiment of sexual jealousy, which characterizes both Sophocles’
Procne and Euripides’ Medea. Hence, the only motivating forces generating the actions of his
heroine are fiery rage and desire for vengeance.

In addition, both heroines go through a similar transition from mourning to silence. When
Procne reads her sister’s tapestry, she falls into a mute-like silence recalling her sister’s literal
dumbness, which is caused by her overwhelming indignation and whose extraordinariness is

emphasized by the parenthetical comment of the narrator, who wonders at her capacity to do

$0.8% Later in the story, after she has reached the decision to murder her son, she is also said to

805 Med. 24-26 xettar &' otog, odp Veic' GAyndocY, / TOV Thvta cuvthkovsa dakpbols ypdvov / &mel mpog
avopoOg flodet’ NoKNUEVT.

806 Met. 6.584-585 nec flere uacat, sed fasque nefasque/ confusura ruit poenaeque in imagine tota est.

807 Met. 6.609-612 ...ardet et iram / non capit ipsa suam Procne fletumque sororis / corripiens ‘non est lacrimis hoc’
inquit ‘agendum, / sed ferro...’.
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boil up with tacit ire.?” Medea on the other hand attempts to dissuade Creon from banishing her
from Corinth and claims that she will keep a deferential silence acknowledging the superior
power of the royal family. The Corinthian king, however, expresses his disbelief towards her
obsequious words and silent shrewdness, fearing that she is secretly hatching a treacherous plot
against him.*' Therefore, unlike the Euripidean heroine whose silence is a cunning ploy
designed to promote her revenge scheme, Procne’s silence is the result of genuine and ineffable
wrath. Furthermore, the Ovidian heroine’s attitude echoes Medea’s parenthetical claim in
Heroides 12 that she cannot find the proper words to express her justified anger for Jason’s
betrayal.®'' Whereas the elegiac Medea’s assertion is merely rhetorical, however, since she goes
on venting her wrath against the Greek hero, the epic Procne’s rage is truly so consuming that
she cannot verbally articulate it.*'*

After the rescue of Philomela from her place of interment and the reunion of the two
sisters, Procne immediately begins planning her vengeance. Scholars have remarked that the
Ovidian heroine’s contemplation of various revenge plots against Tereus (6.611-619) is highly

reminiscent of Medea’s aporia in the Greek play, in which she reflects upon different ways to

508 Met.6.582-585 germanaeque suae carmen miserabile legit / et (mirum potuisse) silet. dolor ora repressit, /
uerbaque quaerenti satis indignantia linguae / defuerunt;

809 Met. 6.623 triste parat facinus tacitaque exaestuat ira.

$10 Med. 313-320 Mn. vopgedet', b mpdocotte’ THvOe 8¢ x06va / £8té W' oikeiv. kai yap Rdunpévol / oiynoduecoa,
Kkpelooovoy vikopevol. / Kp. Aéyeig akodoor porbax', dAl' ow @pevdv / oppmdio pot pun Tt fovrednig kakdv. /
T00@Mde &' Rooov 1 mpoc TEMOOE cor / yovi) yap 6EHBvoc, ¢ &' abtmg dvip, / PALOV GUAGSSGEWY T CLOTNAOG
Goon.

811 Her. 12.133-134 ausus es — 0, iusto desunt sua verba dolori! —/ ausus es 'Aesonia,' dicere, 'cede domo!'

812 Bessone (1997, v. 12.133) suggests a metapoetic reading of the Heroides passage, according to which Medea’s

words reflect elegy’s incapacity to express tragic dolor, and argues that the phrase desunt sua verba may allude to
Medea’s suitable articulation of her anger in Ovid’s own lost tragedy.
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avenge herself on Jason, Creon, and his daughter (374-385).%" The two soliloquys have some
conspicuous affinities. Both heroines declare that they possess many means to harm their
enemies and waver about which to choose (Met. 6.613, 618-619, Med. 376-377). Moreover, two
of the options they consider for exacting their revenge are the use of fire and steel (Met. 6.614-
617, Med. 378-379). What has not been observed, however, is that there is a fundamental
difference between the two monologues, which opens up a novel way to analyze their
intertextual relationship. Whereas Medea’s aporia involves finding the most efficient and safest
tactic to take vengeance on her foes, the Ovidian heroine vacillates as to how she will inflict the
most terrible punishment on her husband. Consequently the Euripidean heroine’s alternative
ways of retribution are characterized by the same degree of violence, while Procne’s options
escalate in ferocity and bloodthirstiness.

This interpretation can be substantiated by a comparative scrutiny of the two passages.
Even before listing her catalogue of reprisal choices Ovid’s protagonist announces her intention
to come up with the most horrible imaginable penalty for Tereus. She instructs her sister that the
course of action they must follow is not that of lament for their plight, but of fierce revenge
symbolized by the use of steel and asks her whether she knows any other means that can surpass
steel in violence, asserting that she is ready for any kind of impious action.®'* The Ovidian
heroine’s programmatic desire to discover the most cruel method of revenge contrasts with
Medea’s introductory declaration that she knows many deadly ways to destroy her enemies, but

is not sure which to choose (i.e. in terms of efficacy).815

813 Anderson 1972, v. 6.614-615; Ciappi 1998, 449; Galasso 2000, vv. 6.601-635; Rosati 2009, vv. 6.609-619.

814 Met. 6.611-613 ‘non est lacrimis hoc’ inquit ‘agendum, / sed ferro, sed si quid habes, quod uincere ferrum /

possit. in omne nefas ego me, germana, paraui.

819 Med. 376-377 moAhig §' Exovca Bavacipovg adtoic 0800, / 0K 01d' dmoiat TpdToV Eyyelp®d, Pikot.
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Not only are Procne’s retribution options characterized by ascending violence, but also
each of her alternatives outdoes in savagery the corresponding one in the Euripidean heroine’s
list. The first choice entertained by Procne, which consists in burning the whole palace and
casting Tereus himself in the flames as though possessing superhuman strength, exceeds in
destructiveness and ferocity Medea’s plan of setting on fire Jason’s bridal chamber.®'® The
Ovidian heroine next considers avenging herself on her husband by means of simultaneous
glossectomy, blinding, and castration, which constitutes a symmetrical vengeance for his
crimes.®’ The cutting off of his tongue not only matches what he did to her sister, but is also a
fitting penalty for his cunning lies to Pandion and Procne. The removal of his eyes destroys the
very root of his transgressions, since it was upon seeing Philomela that he conceived his perverse
passion. Finally, the amputation of his genitals constitutes a suitable punishment for his shameful
violation of her sister. Procne’s gruesome contemplated revenge far outstrips in brutality her
Euripidean counterpart’s parallel scheme, according to which she will stealthily infiltrate the
newly-weds’ chamber and stab them to death.*'® It is also noteworthy that whereas the
calculating Medea expresses a concern for clandestine action, Procne consumed with rage thinks
only of undertaking violent deeds out in the open.

The Ovidian heroine’s bloodthirstiness is still not sated by these retaliation plans and
therefore she indulges in rhetorical hyperbole envisioning herself slaying Tereus by inflicting on
him a thousand wounds.*'® Medea on the other hand rejects her initial revenge options, because

they entail a risk of her being apprehended in the act and put to death thus incurring her enemies’

816 Met. 6.614-615 aut ego, cum facibus regalia tecta cremabo, / artificem mediis immittam Terea flammis, Med.
378 ndtepov VEAY® SO VOUPIKOV TTVPL.

817 Met. 6.616-617 aut linguam atque oculos et quae tibi membra pudorem/ abstulerunt ferro rapiam.
818 Med. 379-380 #} Onktov dow edoyavov 8t fimatog, / otyijt 8opov éoBic’ iv' EotpoTon Aéyog
819 Met. 6.617-618 aut per uulnera mille / sontem animam expellam.
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mockery. She thus resolves her vacillation by deciding to murder her foes by means of poison,

2 .
820 Ovid also echoes

which is both the safest alternative and the thing she is inherently skilled at.
the Euripidean protagonist’s contemplation of various revenge options in Heroides 12, where he
follows the Greek play more closely by having his Medea consider steel, fire, and poison as
possible means to punish her enemies.>!

Procne remains, however, unsatisfied with all the vengeance plots she has devised and
ends her speech by proclaiming that she is concocting in her mind a great deed, though she still

wavers as to what it will be.?

The conclusion of her soliloquy, just like its introduction, evokes
the opening of Medea’s aporia, where she vacillates which path of revenge to follow (376-377),
but once again the epic heroine’s focus is on exacting the most awful vengeance, whereas her
tragic counterpart’s interest lies in finding the most effective retribution. Critics have noted that
apart from reworking the Euripidean model, the Roman poet also alludes here to his own twelfth
elegiac epistle, in which Medea closes her speech in a sinister tone by claiming that she is
contriving in her mind some great plan.823 It has also been remarked, however, that this motif
originates in the Euripidean play, where the Nurse fears that Medea is pondering a grand,
indeterminate deed.*** The Ovidian innovation lies in the fact that these ominous words are put

into the mouth of the elegiac Medea herself (and later in that of Procne, her “refraction” in the

Metamorphoses), which produces a higher dramatic effect. It has in fact been postulated that the

820 Med. 381-385 GAL' &v Ti pot mpdoavteg i Anedfcopat / d6povg dnepPaivovsa kai texvouévn, / Bavodoa oo
101 &uoig &xOpoic Yédwv. / kpdtioTa THv g00iav, N TEPUKANEY / GOQOT HAMOTO, QUPUAKOLS 0TODC EAETV.

521 Her. 12.181-182 dum ferrum flammaeque aderunt sucusque veneni, / hostis Medeae nullus inultus erit!

822 Met. 6.618-619 magnum quodcumque paravi; / quid sit, adhuc dubito.

823 Bomer 1976 v. 6.618; Ciappi 1998, 449; Galasso 2000, vv. 6.601-635; Rosati 2009, vv. 6.618-619:
Her. 12.212 nescioquid certe mens mea maius agit!

524 Bessone 1997, v. 12.212: Med. 37 8&8ouco. 8' owtiv pf} 7L fovdedom véov, 43 kémetta peilo coppopdv Adpnt
TwéL.
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simultaneous occurrence of this motif in Heroides 12, the Procne narrative, and Seneca’s
Medea®® points to the fact that it derives from Ovid’s lost tragedy.®*®

While Procne is vacillating in this manner, Itys suddenly makes a fortuitous dramatic
appearance, which straightaway suggests to his mother what will this great punishment against
Tereus be: the murder of her son and the serving of his flesh to his unsuspecting father in a

grotesque banquet.827

Below I will contend that this tragically timely arrival of Itys holds the
same structural function as Aegeus’ opportune advent in Euripides’ Medea, in that they both
trigger the protagonists’ vengeance scheme. After the Euripidean heroine has solved her first
conundrum concerning the most efficient revenge stratagem by deciding on the use of poison,
she immediately faces a second aporia. She realizes that no city or individual will provide her
with refuge after avenging herself on the royal family and thus she will have no hope of escaping
punishment at the hands of the Corinthians (386-388). She thus resolves upon waiting for a short
time and then choosing between two alternative courses of action: if a safe haven reveals itself,
she will execute her plot of retribution in a covert and crafty manner, but if she is left with no
sanctuary to resort to, she will then valiantly slay her enemies out in the open and perish herself

in the act.*”® Aegeus’ unexpected and chance stage entrance in the third episode resolves

Medea’s quandary, since he furnishes her asylum in Athens and therefore impunity for her

825 Med. 917-919 nescioquid ferox / decreuit animus intus et nondum sibi / audet fateri.
826 Bessone 1997, v. 12.212.

27 Met. 6.619-621 [...] peragit dum talia Procne, / ad matrem ueniebat Itys; quid possit, ab illo / admonita est...

528 Med. 389-394 [...] peivac' odv &1t opkpdv xpovov, / fiv pév Tig fuiv mopyoc do@oAng eaviit, / S6hmt péteiyut
TOVde Kal oyfjt eovov' / 7 &' E&ehavvnt Eupeopd [ dpnyovoc, / avtn Elpog Aafodoa, kel péAm Bavely, / KTevd GQE,
TOMIMG &' 1L TPOG TO KAPTEPOV.
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contemplated retaliation.*”® Hence, the coincidental appearance of Itys and Aegeus sets in motion
the revenge plot of each heroine.

There is, however, a significant distinguishing difference between the two scenes.
Whereas her son’s arrival immediately plants in Procne’s mind the seed of filicide, the advent of
the Athenian king enables Medea to disclose to the chorus in detail her design to murder the
Corinthian princess and her father by means of the poisoned gifts (780-789), which she
announced already in the first episode. The Euripidean heroine then reveals her decision to kill
her children completely unexpectedly, thereby taking the audience by surprise (791-793), since
she never expresses such an intention earlier in the play.* Therefore, in contrast to the
Euripidean play, in which the coming of Aegeus allows Medea to proceed to the destruction of
the royal family, in the Metamorphoses the entrance of Itys directly inspires Procne to commit

infanticide.

3.6.5 A mother’s dilemma

Having conceived the plan of filicide the Ovidian heroine experiences an internal conflict, which
evokes that of her Euripidean predecessor, but also surpasses it in complexity. In particular,
Medea’s desire for vengeance against Jason clashes with her love for her children. In the case of
Procne, however, it is not only her yearning for revenge against her husband that fights against

her motherly pietas, but also her affection for Philomela, which goads her to punish Tereus for

829 Med. 765-771 viiv kahAivicot Tdv Euidv £0pdv, eikay, / yevioopeso kg 680v Peprikapey, / vov &hmic &xBpodg
TOVG £LOVC TEioEw Siknv. / 00TOC Yap Gvilp ML LEAOT éxduvopsy / Murny téeavtal TV éudv Bovisvudtov: / &k
000" AvayopesOo TpupuviTny KGA®V, / LoAdvTeg doty Kol moAcpa TTaAlddoc.

80 Anderson 1972, vv. 6.620-622.
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the crimes he committed against her sister. Furthermore, her inner struggle between the roles of
mother and sister anticipates that of Althaea in Book 8, who is likewise torn between her
maternal feelings for her son and her pietas towards her brothers, namely her duty to avenge
them by murdering Meleager.831

Procne’s murderous plot is immediately reflected in her pitiless and wrathful gaze
towards Itys, which recalls Medea’s look of hateful rage towards her sons in the prologue of the
Greek play interpreted by the Nurse as an ominous sign that she plans to do them harm.** The
primary incentive driving Ovid’s protagonist to commit infanticide is Itys’ extraordinary
resemblance to his father.® In her distorted perspective by murdering her son she is
simultaneous killing Tereus. By attributing such a motive to Procne Ovid deviates markedly
from the Greek play, in which Medea never views her sons as surrogates for their father. To be
sure, the Euripidean heroine also associates the infanticide directly with Jason, albeit in a
different way: she claims that she will slay her sons in order to cause agony to her husband®**
and later accuses him that it was his hybris towards her, namely his betrayal and new marriage,
which ultimately caused the children’s demise.®*’

Many critics have observed that Procne’s words here explicitly allude to Heroides 12,

where Medea similarly points out that her sons are the spitting image of Jason.**® Nevertheless,

81 Anderson 1972, v. 6.629; Rosati 2009, vv. 6.619-635.

832 Bomer 1976, v. 6.621; Ciappi 1998, 449; Rosati 2009 v. 6.621: Met. 6.621 oculisque tuens immitibus, 623 triste
parat facinus tacitaque exaestuat ira, Med. 94 %31 yap €idov Suua viv Tawpovuévny / 10i6d, (g Tt Spaceiovoay: 00dE
novoetol / x6Aov, 66e' 0180, TPiv KATAGKTWOL TIVL.

833 Met. 6.621-622 “a! quam / es similis patri’ dixit.

834 Med. 1046-1047 ti 8¢l pe motépa TdVSE TOiC TOVTOV KaKkois / Amodoay adtiv Sic o0 KTaohut Kokd;

835 Med. 1072-1073 M. eddatpovoitov, AL’ ékel 1oL 8 £vOade / matp doeidet’, 1363-1366 lo. & tékva, pnpde 6OC
Kakfg éxvpoate. / Mn. @ moidec, (g drecbe matpdrar vooot. / Io. oBtor viv fum 8s€16 v' dmdieosy. / Mn. dAL DBpig
of te ool veodufteg yauot.
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the usual interpretation propounded is that the children’s likeness to their father spurs Medea,
like Procne, to contemplate filicide.*” The situation is, however, diametrically opposite: the
sons’ resemblance to Jason is a source of erotic longing for the elegiac heroine and thus of
profound grief, since she has been abandoned by the Greek hero.*® Hence, the epic Procne,
whose desire for revenge is stirred by the viewing of her son as a mirror image of his father,
evokes and reverses her elegiac counterpart. Moreover, it has been postulated that the motif of
the sons’ likeness to their father as a stimulus for filicide may be one more element stemming
from Ovid’s lost Medea and finding its way through his twelfth elegiac epistle into the Procne
narrative.**’

When Procne seems to have resolved firmly on perpetrating the abominable deed, Itys
extends a heart-melting greeting to his mother, which has an instant effect on her stirring her
maternal pietas and at the same time diminishing her vengeful wrath.**” Scholars have remarked
that the encounter between Procne and her son echoes the parallel scene in the Euripidean play,
in which Medea’s prior determination to proceed to the infanticide is dissolved at the disarming

1

sight of her children.®*! What has not been observed, however, is that in the Ovidian narrative

86 Anderson 1972, vv. 6.621.622; Bomer 1976, vv. 6.621-622; Ciappi 1998, 449; Rosati 2009, v. 6.622: Her.
12.189-190: et nimium similes tibi sunt, et imagine tangor, / et quotiens video, lumina nostra madent.

%37 The only exception is Bessone (1997, vv. 12.189-190), who notes that Medea’s words express amorous feelings.
%% The elegiac heroine may be “correcting” here Virgil’s Dido, who wishes that Aeneas before deserting her had at
least given her a son, a little Aeneas, whose resemblance to his father would remind her of the Trojan hero and thus
would not be a cause of anguish, but a consolation to her in her sorrowful state: Aen. 4.327-330 saltem si qua mihi
de te suscepta fuisset / ante fugam suboles, si quis mihi paruulus aula / luderet Aeneas, qui te tamen ore referret, /
non equidem omnino capta ac deserta uiderer.

839 Bessone 1997, vv. 12.189-190.

840 Met. 6.627 mota quidem est genetrix infractaque constitit ira.

%1 Anderson 1972, v. 6.625; Ciappi 1998, 449; Galasso vv. 6.601-635: Med. 1042-1048 aiai i 8pdow; kopdio yip
ofystan, / yovaikes, dupa eondpdv ¢ £i6ov Tékvav. / ovk dv Suvaipmy: youpéte Bovlevpata / o mpdcbev EE®
Toddag &k yaiog &uovg. / ti oel pe matépo TdVOE TOIG TOVT®V Kakoig / Avmodoav avtiv dig Toca Ktdohat kakd; / ov

Nt Eymye yarpétm Povieduata.
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the characters’ roles are reversed. Whereas in Euripides Medea holds the active part, the Roman
poet gives Itys the initiative thereby enhancing the tragic pathos of the scene. More specifically,
the Euripidean heroine addresses her children with affectionate words, kisses their hands, and

%2 In the

begs them not to smile beguilingly and look at her with their innocent eyes.
Metamorphoses, on the other hand, Itys is the one who approaches and greets his mother
showering her with embraces, kisses, and blandishing words.3* Moreover, Procne outdoes
Medea in terms of her tenacious resistance to her maternal instincts. In contrast to the Euripidean
protagonist who weeps willingly and profusely at the thought of the impending filicide, her

.. . 44
Ovidian counterpart’s tears are forced and involuntary.®

Finally, Procne “corrects” the Medea
of Heroides 12 whose eyes are filled with tears of erotic passion and sorrow on account of the
likeness of her sons to their father.®*

Procne suddenly becomes aware that she is wavering about her decision to commit
infanticide due to her maternal pietas and recalling the suffering of Philomela she debates with
herself whether the mother or the sister in her should prevail (6.629-633). Her inner struggle is
manifested both visually by means of her alternate gaze towards her sister and son and verbally
through the juxtaposition of Itys’ alluring speech and her sister’s muteness inflicted on her by

Tereus’ mutilation of her tongue (6.630-633). The Ovidian protagonist’s sudden change of heart

is evocative of her Euripidean predecessor’s analogous realization that she has allowed her

2 Med. 1068-1069 maidag mpooeuelv Podhopar 86T, & tékva, / 86T domdoachar untpi de&iv yépa, 1040-1041
0ed eed’ 1L TPocdépkeabi KW' dupacty, tékva; / Tl TpocyeAdte TOV TAVOCTATOV YEAW®VY;

3 Met. 6.624-626 ut tamen accessit natus matrique salutem/ attulit et paruis adduxit colla lacertis / mixtaque
blanditiis puerilibus oscula iunxit.

44 Med. 922-925 Ta. o, ti yAopoic dakpboig TEYYEIS KOPaC, / 6Tpéyasa Ak EumoAty Tapnida, / KoOK dopévn
TOVS' €€ €oD 6€ynL Adyov; / M. 008v: tékvav TV’ Evvoovuévn mépt, Met. 6.628 inuitique oculi lacrimis maduere
coactis.

85 Her. 12.189-190 et nimium similes tibi sunt, et imagine tangor, / et quotiens video, lumina nostra madent.
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resolve to perpetrate infanticide to weaken owing to her motherly sentiments (1049-1055). What
is noteworthy is that both heroines employ rhetorical self-delusion in order to induce themselves
to proceed to the horrible deed. Procne’s perverse point of view is reflected in her conception of
her sense of piety towards her son as “excessive”,**® whereas pietas, like virtus, has an absolute
value.®*” Medea on the other hand claims that if she does not kill her children, she will incur the
mockery of Jason, since she considers the infanticide his punishment. What is more, she claims
that even considering “soft” arguments stemming from her maternal love (e.g. that her agony for
the children’s death will be double than that of Jason) is a sign of cowardice.**®

Procne concludes her internal debate by returning full circle to the initial impetus pushing
her to commit filicide, namely Itys’ resemblance to his father. The Ovidian heroine exhorts
herself to look at the vile husband she is married to, a statement which implies that in her warped
perspective her son has transformed into Tereus himself.** The final rhetorical argument in
favor of murdering Itys utilized by Procne is the sober acknowledgement of her degeneration
with respect to her noble family, which she imputes to a moral “contamination” contracted from
being married to a depraved husband and which is prepared by her self-characterization in the
preceding line as “Pandion’s daughter”. Her ethical degeneration is crystallized in a paradoxical
and morally perverted sententia: every act of piety towards Tereus is a ‘“crime” and thus
conversely a transgression against her husband, in this case the infanticide, constitutes a “pious”

deed.>°

846 Met. 6.629-630 sed simul ex nimia mentem pietate labare / sensit.

847 Anderson 1972, v. 6.629.

8 Med. 1049-1052 kaitot ti méoyw; Boviopon YEAGT OQAETV / &x0pode pebeioa Tode £pode alnuiovg; / toluntéov
Tad" AALG TRG EUTig KAKNG, / TO kai Tpocéchat poABoakobg Adyoug Qpevi.

849 Met. 6.634 cui sis nupta uide, Pandione nata, marito.
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Procne’s acute self-consciousness of the wicked nature of the act she plans to commit
recalls her Euripidean antecedent’s similar self-awareness regarding the depravity of the
impending filicide.*' Furthermore, both heroines rhetorically ascribe their deed to a force
ostensibly beyond their control: Medea asserts that her wrath overcomes her rational plan of
sparing her children, while her Ovidian counterpart claims that it is her moral degeneration
which drives her to murder her son. On the other hand, Procne’s conception of herself as the
degenerate offspring of her noble father Pandion departs pointedly from Medea’s self-image as a

2 . .
85 Nevertheless, in either case

worthy descendant of her illustrious ancestors Aeetes and Helios.
the heroine’s perception of herself has an auto-paraenetic function: the Ovidian heroine’s
cognizance of her degeneration incites her towards infanticide, while her Euripidean
counterpart’s pride in her descent is a stimulus to exact vengeance from Jason and the Corinthian
princess.

By recognizing her degenerate state Procne thus diverges from Medea and, as I will argue
below, evokes instead the Virgilian Pyrrhus. After witnessing the death of his son Polites before
his very eyes at the hands of Pyrrhus, the wrathful Priam explicitly doubts that he is the son of
Achilles, since the Greek hero respected the Trojan king’s supplication by returning Hector’s
body for burial (2.531-543). Pyrrhus sarcastically accepts Priam’s insult, characterizing himself

as “degenerate” in relation to his father, to whom he refers in the previous line, as well as his

grandfather Peleus, who is implicitly mentioned through Achilles’ patronymic Pelidae.*> The

530 Met. 6.635 degeneras; scelus est pietas in coniuge Terei.

51 Med. 1078-1080 kai pavOave pév olo dpav uéhho kakd, / Bopdg 8¢ kpeioowv 1@V Eudv Bovlevudtav, / Somep

peyiotwv oitiog Kak@v Ppotoic.

552 Med. 404-406 opauc & maoxelc; od yéhoto Sel o' dpAelv / 10ig Tiovpeiolg 10168’ Taoovoc yauols, / yeydoay
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Greek warrior demonstrates at once his depravity by sacrilegiously butchering Priam at Jupiter’s
altar (2.550-553). Hence, both Procne and Pyrrhus display a cold-blooded mindfulness of their

moral degeneration, which emphasizes the savagery of their deeds.

3.6.6 Infanticide, anagnorisis, and exodos

Having decided to carry out the atrocious deed Procne immediately drags Itys away to a remote
part of the palace. The ferocity of her action is stressed by a simile comparing her to a tigress
carrying off a suckling fawn into the woods in order to devour it.*** The portrayal of the Ovidian
heroine as a wild animal echoes that of her Euripidean predecessor, who is frequently likened to
a lioness in the Greek play.® In the prologue the Nurse remarks that Medea casts the savage
glance of a lioness with cubs to any servant that dares to address her.®® This characterization
recurs in the exodos, where Jason vituperates Medea by repeatedly branding her as an
infanticidal lioness.®>’ Thus the Euripidean heroine’s radical psychological metamorphosis from
an affectionate mother into a ruthless infanticide is reflected on the level of imagery in her
transformation from a lioness aggressively protective of her young into the paradoxical figure of

a lioness that murder its own offspring.*® In an analogous manner the comparison of Procne

3 Aen. 2.547-549 cui Pyrrhus: ‘referes ergo haec et nuntius ibis / Pelidae genitori. illi mea tristia facta
/ degeneremque Neoptolemum narrare memento.

854 Met. 6.636-637 nec mora, traxit Ityn, ueluti Gangetica ceruae / lactentem fetum per siluas tigris opacas;

855 Bessone 1998, 192-193; Galasso 2000, vv. 6.636-646.

856 Med. 187-189 «xaitor TokGd0¢ dépypa Asaivig / dmotowpodton Spwoiv, dtav Tic / pdbov Tpopépev TEAAG
OpunOfL.

57 Med. 1342-1343 Movav, ob yovaika, tic Toponvidoc / TkoAng &xovoav dyplotépav @doty, 1405-1407: Zed,
168 dicovElg MG Amedanvoued’ / old Te mhoyouey £k Tiig puoapdc / Kol Tandoedvov THcde Asaivig;

858 Galasso 2000, vv. 6.636-646.
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intending to murder her own son to a tigress about to kill the progeny of another species also
constitutes a paradox, which symbolizes her complete alienation from her son and the
concomitant rejection of her maternal role, since she views Itys solely as a replica of Tereus and
thus has no compunction to use him as an instrument of vengeance against her husband.®® What
has not received attention, however, is the fact that Ovid by depicting Procne’s attitude towards
her son as that of a predator against its prey deviates from Euripides’ representation of Medea as
a wild animal that turns violent against its own young to the effect that the epic heroine outstrips
her tragic model in terms of estrangement from her offspring and dismissal of her motherly
instincts.

The Roman poet paints a highly pathetic scene of Itys’ death at the hands of his mother,
which constitutes a reversal of the preceding scene, in which the boy’s blandishments stirred
Procne’s maternal feelings (6.624-628).° The boy’s prior innocence gives its place to a
realization of his impending doom. Whereas he previously drew down to himself his mother’s
neck in order to kiss her, now he stretches forth his arms and vainly attempts to grasp her neck.
Moreover, his earlier salutation and endearing words to his mother are substituted by his double
pathetic cry “mother”. Finally, while the Ovidian heroine was momentarily moved in the
previous scene by her son’s winning behavior, she now pitilessly murders him without even
turning away her gaze.

In contrast to the epic poet who offers the reader a full picture of the infanticide, the same
scene is represented in an oblique manner in the Greek play, since the audience only hear the

children’s cries from inside the palace moments before they are murdered by their mother (1271-

859 Bessone 1998, 193.

50 Met. 6.639-642 tendentemque manus et iam sua fata uidentem / et 'mater, mater' clamantem et colla petentem /
ense ferit Procne, lateri qua pectus adhaeret, / nec uultum uertit.

266



1279). This is partly due to the standard convention of 5" century Athenian theater, which did
not allow scenes of violence to be enacted on stage, and partly due to the playwright’s own
choice, since he does not recount the filicide by means of a subsequent messenger speech.
Despite the allusive nature of the Euripidean scene there is a noteworthy echo in the Ovidian
narrative. In particular, Itys’ awareness of his imminent demise evokes the children’s analogous
realization of their coming end.*®! Furthermore, Ovid amplifies the tragic pathos of the scene by
having Itys implore Procne directly to show him mercy, whereas in the Greek play the children
entreat futilely the chorus to save them from death at their mother’s hands.*®*

Procne’s evocation of Virgil’s Pyrrhus at the conclusion of her soliloquy continues in the
scene of the infanticide, since the description of Itys’ murder echoes the slaughter of Priam by
the Greek hero. Each author lays particular emphasis on the sacrilege of the murder. Both scenes
take place in the penetralia, that is the innermost and most sacred part of the house (Met. 6.646,
Aen. 2.484). Moreover, upon finishing his speech Neoptolemus pollutes Priam by dragging him
through his son Polites’ blood and then butchers him at Jupiter’s altar. Likewise Procne
immediately after her monologue carries off the helpless boy to a remote part of the palace and
defiles the penetralia with her son’s putrid gore.*® The Greek warrior then seizes Priam by the
hair and buries his sword deep into his side and in an analogous manner Procne plunges her

864

blade into her son’s side.”™ The two scenes end in a gruesome climax: the Trojan king is

861 1274-1275 Tla.* ofpon, Ti Spaom; ot puy® pntpdg yépac; / Mo ovk o', adehpe pidtat GAAOpecha yap, 1279
Ia.” ¢ gyyde o0 v’ dousv dpkdov Eigove.

862 Galasso 2000, vv. 6.636-646:1276-1278 Xo. napéhfo dopovg apfiEon edvov / Sokel pot tékvorc. / Tla.” vai, mpdg
Bedv, apnéat': &v déovtl Yap.

863 Met. 6.636 nec mora, traxit Ityn, 638 utque domus altae partem tenuere remotam, 646 ...manant penetralia tabo,
Aen. 2.550-551 nunc morere.” hoc dicens altaria ad ipsa trementem / traxit et in multo lapsantem sanguine nati.

%% Met. 6.641 ense ferit Procne, lateri qua pectus adhaeret, Aen. 2.552-553 implicuitque comam laeua, dextraque
coruscum / extulit ac lateri capulo tenus abdidit ensem.
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decapitated and ends up lying on a shore as a headless corpse, while Itys is dismembered and his
flesh is offered as a feast to his unsuspecting father (Met. 6.643-647, Aen. 2.557-558). Finally,
the impiety of the two scenes is accentuated by the shared motif of the pollution of a father’s
eyes through the witnessing of his son’s death. Just as Philomela hurls Itys’ bloody head against
the face of his shocked father, similarly Polites is slain by Pyrrhus before his parents and Priam
curses the Greek hero for befouling his sight with the murder of his own son.® Therefore,
Procne exceeds even Virgil’s Pyrrhus in blasphemous ferocity, since in contrast to the Greek
hero she does not slay and defile her sworn enemy, but her own progeny.

After the sisters have dismembered and cooked Itys’ body Procne invites her husband to
the cannibalistic feast veiling it as an ancestral Athenian custom, in which only the husband may
partake.®*® The Ovidian heroine’s contrived rites echo and invert the genuine rites, which Medea
institutes in Corinth in atonement for her murder of her children.®*” Procne surpasses her tragic
predecessor in sacrilege, since the Euripidean protagonist after the impious filicide honors the
memory of her sons by establishing a solemn festival for them, whereas she not only kills her
son, but also serves his flesh in a gruesome banquet under the veneer of a sacred rite. The
unwitting Tereus sits high on his ancestral throne and devours his son’s flesh.®*® This ironic
picture of the Thracian king before the reversal of his fortune bears sinister connotations, in that

it recalls Medea’s prophetic vision in Heroides 12, who imagines the ignorant and haughty

865 Met. 6.658-59 prosiluit Ityosque caput Philomela cruentum / misit in ora patris, Aen. 2.531-532 531-32 ante
oculos evasit et ora parentum, / concidit, 538-39...patrios foedasti funere vultus.

866 Met. 6.647-649 his adhibet coniunx ignarum Terea mensis / et patrii moris sacrum mentita, quod uni / fas sit
adire uiro, comites famulosque remouit.

867 Med. 1381-1383...yfjt 82 tij1de TioOpov / oepvily £0pTiV koi TéAN mpoosdyopey / o Aowmdv vt Todde duooePodg
pOvov

868 . . . . . . . .
Met. 6.650-651 ipse sedens solio Tereus sublimis auito / uescitur inque suam sua uiscera congerit aluum;
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Corinthian princess mocking her while lying on her luxurious bed and cryptically predicts the
girl’s impending fiery death by means of her magic drugs.*®

Tereus’ tragic recognition that he has consumed his own son is a reworking of the
anagnorisis scene in the Euripidean play, in which Jason learns of his children’s death at the
hands of their mother. Both fathers’ ignorance of the truth is steeped in dramatic irony. Jason’s
claim that he has come to save his sons fearing that Creon’s relatives may harm them as
retribution for Medea’s murder of the royal family elicits the chorus’ pitiful comment on the
hero’s obliviousness to his misfortune.*”® The Thracian king’s unawareness on the other hand
manifests itself in his command that his son be summoned after he has glutted himself on his
flesh, which in this case prompts the epic narrator’s remark on his ignorance.®”' The chorus’
enigmatic reply that if Jason knew the truth he would not have thought that his children were in
danger of being killed by Creon’s relatives triggers the hero’s ironic question whether Medea

. . 2
wishes to murder him as well.®’

In an analogous manner Procne plays the role of a cryptic
messenger by responding to Tereus’ request for his son with the ambiguous retort that “the one

he seeks 1s inside him” and Ovid heightens the suspense and tragic irony by having the Thracian

king look around him and repeatedly ask where his son is.*”?

59 Bessone 1997, v. 12.179: Her. 12.179-180 rideat et Tyrio iaceat sublimis in ostro —/ flebit et ardores vincet
adusta meos!

70 Med. 1303-1307 Ia. épdv 8¢ moidov AA0ov ékodomv Biov, / umf poi t dpaoms' oi Tpoofikovies yévet, / umtpdiov
EKTPAGOOVTEC GvoGiov pdvov. / Xo. ® TATjHoV, ovk 0108’ o kakdv éAnivbag, / Ticov:

871 Met. 6.647 ignarum Terea , 652 tantaque nox animi est, ‘Ityn huc accersite’ dixit.

72 Med. 1307-1308 Xo. 00 yap 10008' 8v £p0&yEm Adyovc. / Ta. Ti 8' Eotwv; 1) mov kép' dmokteivat O&heL;

573 Met. 6.654-656 iamque suae cupiens exsistere nuntia cladis / ‘intus habes quem poscis’ ait. circumspicit ille /
atque ubi sit quaerit; quaerenti iterumque uocanti.
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The anagnorisis in the Euripidean play is achieved by the chorus’ direct revelation to

Jason that his sons have perished by their mother’s hand.*”*

The Ovidian narrative’s recognition
scene, on the contrary, is characterized by gruesome horror: the disheveled and blood-soaked
Philomela assuming the part of a mute messenger suddenly leaps forward from hiding and tosses
Ity’s head to his shocked father’s face.®”> Tereus thus realizes the horrible truth by deciphering
the meaning of his wife’s obscure words through his sister-in-law’s grisly display. Finally,
Tereus surpasses Jason in the violence of his response to the disclosure of his son’s death. The
Greek hero’s reaction is a combination of lament for the loss of his children and his new bride
(1347-1350) and vehement invective against Medea for her atrocious deed (1323-1346). The
Thracian king, on the other hand, utters a terrible cry as he overturns the table, on which the
ghastly banquet took place, mourns bitterly for Itys’ demise, and pursues the Athenian sisters
with unsheathed sword in order exact revenge from them (6.661-666).

Procne’s state of mind during the recognition scene contrasts sharply with that of her
husband. The Ovidian heroine neither laments the death of Itys nor expresses any remorse for her
bloody deed. Moreover, there is no indication that she will grieve for him after her
metamorphosis into a swallow, a portrayal which diverges from the earlier mythical tradition
according to which Procne transformed into a nightingale mourns eternally for her son.®’® Medea

also does not bewail her children’s death at the play’s denouement, but before the infanticide she

claims that after that day she is going to mourn them perpetually.®”’ Therefore, Procne once

74 Med. 1309 naideg tebviiot yeipt pntpdiat oé0ev.

875 Met. 6.657-659 sicut erat sparsis furiali caede capillis, / prosiluit Ityosque caput Philomela cruentum / misit in ora
patris...

876 Gildenhard/Zissos 2007, 7.

77 Med. 1247-1250 ... &hAd tqvde ye / habod Bpoyeiov fuépov maidov oébev / kémerta Opiver kai yap &i kteveig
00', Opwg / eilory' Epuoav’ duatuyng d' Eyd yuvi.
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again outdoes her Euripidean counterpart in terms of her mercilessness and her rejection of her
maternal instincts.

The Ovidian protagonist’s emulation of her tragic predecessor is clearly reflected in her
desire to be herself the messenger of her son’s death, whereas, as we saw, in the Greek play the
chorus of Corinthian women reveal to Jason the horrible news. Procne’s essential difference
from Medea lies in the fact that she is entirely oblivious to the self-destructive nature of her
revenge, since she derives perverse joy from her crime and the epic narrator is the one who
characterizes Itys’ demise as “her own disaster”.®”® Medea, on the contrary, is fully conscious
that her vengeance against Jason in the form of filicide entails her own ruin and agony, but
prefers to suffer herself than sustain the ridicule of her husband.®” Finally, the Euripidean
heroine openly taunts her husband after he has learned of the infanticide. For instance, she
responds to his tirade by ordering him to leave and bury his wife (1393-1394). Her Ovidian
counterpart, on the other hand, mocks the ignorant Tereus in a veiled manner by means of her
sardonic insinuation of the cannibalistic feast (6.655 intus habes quem poscis).

Furthermore, the anagnorisis of the Procne narrative evokes and reverses the scene in
Heroides 12, in which Medea learns of Jason’s marriage with the Corinthian princess. Whereas
in the Metamorphoses Procne wishes to be the messenger of her own son’s death, in the elegiac
epistle Medea’s youngest son unwittingly becomes the messenger of his mother’s misfortune,
namely Jason’s wedding. Both scenes are fraught with tragic irony: the ignorant Tereus’
summoning of his son after he has consumed his flesh echoes the innocent child’s bidding to his

mother to view the festive bridal parade led by his father without realizing that this disclosure

878 Met. 6.653-654 dissimulare nequit crudelia gaudia Procne; / iamque suae cupiens exsistere nuntia cladi

79 Med. 1361-1362 Ia. xadth ye Amijt koi Kakdv kowovog el / M. g’ io0t Aet §' dhyoc, fiv od uf| 'yyeAdic.
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will set in motion the events resulting to his own doom.*

What is more, the elegiac work
functions once again as a possible intermediate intratext between Ovid’s epic and his lost
tragedy. Bessone has postulated that the Heroides passage may allude to a scene in Ovid’s
Medea, in which the news of Jason’s nuptials are delivered to Medea not by a messenger, but by
her own son.®" She has also formulated the hypothesis that Procne’s revelation to Tereus of his
son’s death may recall a parallel scene in the Ovidian play, in which Medea assumes herself the
role of the messenger disclosing the infanticide to Jason.

Both Procne and Medea complete their revenge on their husbands by denying them the
right to bury their dead offspring. The Euripidean heroine achieves this by carrying away her
children in Helios’ chariot, while her Ovidian counterpart prevents Tereus from offering burial to
Itys by making him his own son’s “living tomb”.*® Procne outstrips, however, her tragic
antecedent in terms of her sacrilegious treatment of her son’s body. Medea may murder her
children, but at the same time announces that she will bury them in the sacred precinct of Hera
Akraia’s temple.*®® Procne and her sister, on the other hand, defile Itys’ body by tearing it to

pieces and serving it to the Thracian king in a gruesome feast. Moreover, Tereus’ impossible

wish that he could tear open his son’s “tomb”, namely his chest,** and give him proper burial

%0 Her. 12.145-146 diversi flebant servi lacrimasque tegebant — / quis vellet tanti nuntius esse mali? 149-52 cum
minor e pueris (iussus studioque videndi / constitit ad geminae limina prima foris)/ ‘huc modo, mater, adi! pompam
pater,” inquit, ‘lason / ducit et adiunctos aureus urget equos!’, Met. 6.652 tantaque nox animi est, ‘Ityn huc accersite'
dixit.

88! Bessone 1997, v. 12.146.

82Met. 6.663-665 et modo, si posset, reserato pectore diras / egerere inde dapes semesaque uiscera gestit, / flet
modo seque uocat bustum miserabile nati, Med. Ta. 8dwyotr vekpodg pot tovcde Koi kKhadoot mdpes. / Mn. ov dfjt’.
Note that the verb egero bears the secondary sense “carry to the grave” and thus corresponds to 6dnt in the Greek
text.

883 Med. 1378-1379 ... oag Tijtd' &y6 Ohyw xept, / pépovs’ &c "Hpog tépevoc Akpoiog H£0D.

LT3

584 Rosati (2009, v. 6.665) remarks that the metaphorical description of the parent as his own offspring’s “tomb” is
also found in Accius’ Atreus (TRF 226 natis sepulchro ipse est parens).
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rites echoes and inverts the situation in the Greek play, where Medea is going to bury her
children at Hera’s precinct, so that the Corinthians may not tear up their grave and outrage their
bodies as retribution for her murder of the royal family.*

After his bitter lament for his son Tereus pursues Procne and Philomela with murderous
intent, but they evade punishment through their metamorphosis into a swallow and a nightingale
respectively.®® The Athenian sisters’ aerial escape recalls that of Medea, who in the play’s
exodos flies away on her grandfather Helios’ chariot. The description of the sisters’
transformation may verbally echo Jason’s claim that the only way for Medea to avoid a penalty
for her deeds is to sprout wings and rise aloft in the sky, which ironically foreshadows her
imminent airborne departure.*®’ An attractive hypothesis is that the Euripidean hero’s words may
in fact subtly allude to the avian metamorphosis of the Athenian sisters in Sophocles’ Tereus, in
which case Ovid would be evoking both plays by means of double allusion. Furthermore, after
her transformation Procne flies to the palace’s rooftop (6.669) and in an analogous manner her
Euripidean counterpart is last seen in the play on top of the Corinthian palace.

A significant distinguishing difference between the two scenes, however, is that whereas
Tereus is consumed with desire for vengeance, which manifests itself in his chase of the

Athenian sisters with a drawn sword, in the Greek play Jason does not express the wish to

avenge himself on Medea, but predicts instead that she is going to suffer punishment at the hands

885 Med. 1380-1381 &g pf Tic avtove morepiov kabvBpiont / TopBode dvacmdy.

%86 Rosati (2009, vv. 424-674) in contrast to earlier theories argues that Ovid allusively adheres to the prevalent
convention in Latin literature, according to which Procne became a swallow and Philomela a nightingale (in the
Greek tradition the metamorphosis is the exact opposite). He bases his argument on the birds’ aetiological habitation
preferences: the swallow ascends to the palace’s roof, a dwelling suited to Procne, while the nightingale flies to the
forest, a locale more apt for Philomela given her earlier imprisonment in the woods.

%7 Met. 6.667-668 corpora Cecropidum pennis pendere putares;/ pendebant pennis, Med. 1296-1298 8&i yép viv fitot
¥fic ve kpLEOFvoL KT / T TIVOV Epon o’ & aibépog Pabog, / i Py Tupdvvev ddpocty Sdoet Siknv.
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of Creon’s relatives.®®

What is more, Ovid seems to have adapted his own version of the events
at Corinth in the Metamorphoses in such a way as to echo the Procne myth, since in contrast to
the Euripidean play Medea is said to escape Jason’s armed pursuit (7.397 lasonis effugit arma).
This interpretation is corroborated by a subtle allusion to Horace’s Ode 4.12, which opens with
the picture of Procne transformed into a nightingale and perpetually mourning her son. In
particular, Ovid’s moral condemnation of Medea for her depraved revenge against Jason by
means of infanticide is reminiscent of Horace’s analogous criticism towards Procne.® Finally,
the denouement of the Ovidian narrative contrasts with the Euripidean exodos in terms of its
open-endedness: whereas the Athenians sisters are trapped in a state of a perpetual pursuit by

Tereus, Medea gains closure by means of her utter destruction of her enemies and her triumphant

escape from Corinth.

3.6.7 The role of the Furies

Throughout the Ovidian story the Olympian gods play no role whatsoever in the action and there
is also no suggestion that they preside over human affairs. The epic narrator focuses instead on
the mortal characters’ deeds, feelings, and interaction with each other. As we noted in the
introduction, this absence of a divine mechanism is most conspicuous in the narrative’s

conclusion, where the avian metamorphoses are neither requested by the protagonists nor

888 Met. 6.666 nunc sequitur nudo genitas Pandione ferro, 671 ille dolore suo poenaeque cupidine uelox, Med. 1298-
1303 &i un opdvvov dopacty dboet dikny. / ténold' dmokteivaco Kopdvoug x0ovog / abdiog avth tdvde pevéeadal
dopwv; / GAN oV yap avTiic epovTid' Mg Tékvay Exw: / ketvnv pev odg Edpacev EpEOVOLY KAKAC.

9 Met. 7.397 ultaque se male mater, C. 4.12.5-8 nidum ponit Ityn flebiliter gemens / infelix avis et Cecropiae
domus / aeternum opprobrium, quod male barbaras / regum est ulta libidines.
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attributed to a supernatural interference, but remain mysteriously unexplained. This treatment
diverges from the earlier literary tradition: in Sophocles a deus ex machina ascribes the
transformation to another divinity, while in Apollodorus and Hyginus it is brought about by the
merciful gods in response to the Athenian sisters’ prayer. In Ovid, however, there is no
implication that the siblings’ transformation constitutes their redemption. On the contrary, the
blood stains branding their plumage hint that they are condemned to bear forever the stigma of
their impious crime (6.669-670).%° In the Euripidean play there is an analogous absence of the
gods from the dramatic action and the lens focuses exclusively on the mortals and their complex
interpersonal relationships. The only exception is an indirect divine intervention in the exodos,
where Medea escapes in the chariot provided to her by her grandfather Helios.

It has been argued that the Olympians are replaced in the Ovidian story by the divinities
of the Underworld, namely the Furies.™' Unfortunately it is impossible to establish whether the
Erinyes played any part in Sophocles’ Tereus due to the inconclusiveness of the textual

. 2
evidence.”

The chthonic goddesses are programmatically introduced in the narrative in the very
first scene, the marriage of Tereus and Procne. The description of the nuptials falls within the
literary topos of the “ill-omened wedding”.*”> The ceremony is not officiated by the customary

conjugal deities Juno and Hymenaeus, but by the Furies who assume the role of bridesmaids by

wielding torches stolen from a funeral and preparing the wedding bed. Moreover, both the

80 Anderson 1972, v. 6.667.
%1 Gildenhard/Zissos 2007, 4-7.

%92 Sommerstein and Fitzpatrick (2006, 175) remark that the fragmentary hypothesis contains the locus desperatus
Ivn T v. gpewvoigt, which has been restored as [pepavnuélvn v’ Epwvbog, “maddened by an Erinys”. They suggest
that if this emendation is accepted, then it is plausible that Procne’s murder of Itys in the Greek play was imputed to
infernal frenzy.

893 Met. 6.428-434 ...non pronuba Iuno, / non Hymenaeus adest, non illi Gratia lecto; / Eumenides tenuere faces de
funere raptas, / Eumenides strauere torum, tectoque profanes / incubuit bubo thalamique in culmine sedit. / hac aue
coniuncti Procne Tereusque, parentes / hac aue sunt facti.
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wedding and the birth of Itys are accompanied by the evil portent of the screech-owl, which
perches on the roof of marriage chamber. These ill omens serve to forebode that the couple’s
seemingly blissful union will ultimately lead to domestic tragedy: Philomela’s gruesome
“wedding” with Tereus (i.e. her rape and mutilation) and Itys’ gory death.

The immediate source of the Ovidian passage is the description of Dido and Aeneas’
perverted marriage in Aeneid 4,*** which will result in the Carthaginian queen’s demise.*” The
couple’s union, which takes place in a cave, is presided by the primordial Earth and its sole
witness is the open sky. In lieu of nuptial torches there is flashing thunder and the bridal songs
are replaced by the inauspicious howling of the nymphs. Furthermore, later in the narrative the

h.8%% An essential difference

sinister screech-owl is featured as one of the portents of Dido’s deat
between the two scenes is that whereas the Carthaginian queen deludes herself that her illicit
union with Aeneas constitutes a real wedding, Tereus and Procne are joined in genuine bonds of
marriage. What is more, the Ovidian nuptials surpass their model in terms of ominousness, since
while in the Aeneid the ceremony is overseen by the patroness of marriage Juno, in the
Metamorphoses the goddess yields her place to the baleful Furies.

Apart from reworking its Virgilian intertext Ovid’s episode converses intratextually with
the Heroides, where we find multiple variations on the common place of the “ill-omened

wedding” (2.117-120, 6.43-46, 7.93-96, 11.101-104, 12.139ff., 14.27ff., 21.157£f.).%" In the

context of the present analysis it is worth briefly examining the sixth and twelfth epistles in light

¥4 Aen. 4.165-172 speluncam Dido dux et Troianus eandem / deueniunt. prima et Tellus et pronuba Iuno / dant
signum; fulsere ignes et conscius aether / conubiis summoque ulularunt uertice Nymphae. / ille dies primus leti
primusque malorum / causa fuit; neque enim specie famaue mouetur / nec iam furtivum Dido meditatur amorem: /
coniugium uocat, hoc praetexit nomine culpam.

895 Galasso 2000, vv. 6.424-438.
%9 Aen. 4.462-463 solaque culminibus ferali carmine bubo / saepe queri et longas in fletum ducere uoces.

%7 Galasso 2000, vv. 6.424-438.
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of their connection to the figure of Medea. In Heroides 6 Hypsipyle laments her desertion by
Jason for the sake of the Colchian and accuses him of perfidious betrayal, because he violated
their wedding pact.898 She claims that Juno and Hymenaeus were present at their marriage, but
immediately adds that a Fury brandished the bridal torch. The sinister image of the torch-
wielding Fury recurs in Procne’s wedding ritual. On the other hand, whereas Procne’s marriage
is truly ill-boding, in that its outcome will be rape, mutilation, and murder, Hypsipyle’s depiction
of her union with Jason as portentous is merely rhetorical hyperbole, since it entails no dire
consequences for her apart from her abandonment by the Greek hero. At the same time the
elegiac heroine’s self-delusive view of her liaison with Jason as a formal wedding is evocative of
Dido.

In Heroides 12 we find another pertinent instance of the ominous wedding motif. *”
Medea recalls the sorrowful moment, when in shocked disbelief she saw the wedding torches
and heard the nuptial songs of Jason and the Corinthian princess’ marriage.”” On one level the
hymenaeus is mournful for Medea, since it signals the irrevocability of her abandonment by the

Greek hero for a new wife. On another level, however, the characterization of the bridal hymn as

“funereal” ironically prefigures the impending transformation of the Corinthian princess’

%% Her. 6.41-46 heu! ubi pacta fides? ubi conubialia iura / faxque sub arsuros dignior ire rogos? / non ego sum furto
tibi cognita; pronuba Iuno / adfuit et sertis tempora vinctus Hymen. / at mihi nec Iuno, nec Hymen, sed tristis Erinys
/ praetulit infaustas sanguinolenta faces.

%9 Her. 12.137-142 ut subito nostras Hymen cantatus ad aures / venit, et accenso lampades igne micant, / tibiaque
effundit socialia carmina vobis, / at mihi funerea flebiliora tuba, / pertimui, nec adhuc tantum scelus esse putabam;
/ sed tamen in toto pectore frigus erat.

90 Bessone (1997, vv. 12.133-158) postulates that given that the description of the wedding of Jason and the
Corinthian princess in Heroides 12 has no parallel in the Euripidean play Ovid may be evoking here his lost tragedy.
She bases her hypothesis on the affinities between the epistle and Seneca’s Medea (57-117), where the dramatic
action is set on the day of Jason’s wedding. Both Heroides 12 (137-141) and the Senecan tragedy (116-117) feature
Medea hearing from afar the wedding hymn and gradually realizing Jason’s betrayal. She concludes that both works
may be alluding to Ovid’s Medea.

277



wedding into a funeral courtesy of the Colchian’s fatal gifts.””' On the basis of this interpretation
the wedding torches blazing with fire can be viewed as an implicit foreshadowing of the
conflagration of Creon’s daughter by the poisoned crown and robe. An interesting affinity
between the epistle and the Procne narrative is the dramatic irony coloring the two scenes. The
people of Corinth joyfully sing the hymenaeus in celebration of the princess’ wedding oblivious
to the fact they will soon lament her demise. In an analogous manner the Thracians congratulate
Tereus and Procne on their nuptials and the royal couple proclaim the day of their wedding and
of the birth of Itys as public festivals ignorant of the future dissolution of their marriage and the
death of their son.””*

The scene of Tereus and Procne’s inauspicious wedding also engages in an intricate
intertextual dialogue with Euripides’ Medea. To begin with, the theme of the ill-omened
wedding pervades the play, since there are many suggestions that the marriage of Jason and the
Corinthian princess will result into a funeral. Having cunningly exacted from Creon a one-day
reprieve of her banishment Medea reveals to the chorus her plan to render Jason’s nuptials a
source of bitter mourning for him.”” After her agon with the Greek hero the Colchian ominously
prophesies behind his back that his wedding to Creon’s daughter will cause him to lament.”** In
the fourth episode Medeas puts into action her scheme of murdering the princess by means of her
deadly gifts. In order to deceive Jason to allow her to send the envenomed robe and crown to his

new wife she pretends to assume the role of a vopgeedtpila (bridesmaid) by alleging that she was

1 Bessone 1997, vv. 139-140.
%2 Her. 12.143-144 turba ruunt et 'Hymen,' clamant, 'Hymenaee!' frequenter — / quo propior vox haec, hoc mihi
peius erat, Met. 6.434-438 gratata est scilicet illis / Thracia, disque ipsi grates egere diemque, / quaque data est claro

Pandione nata tyranno / quaque erat ortus Itys, festam iussere uocari; / usque adeo latet utilitas!

%% Med. 399-400 mikpovg &' £yd o kai Aypodg Yoo yapove, / Tkpdy 8¢ kiidog kai euydc udg xbovoc.

%% Med. 625-266: vougev’* isag yap, odv Beidt &' sipficetar, / yousic toodtov dote Opnveichar yapov.

278



foolish to have opposed his wedding and that she ought instead to have attended his bride in their

marriage chamber.””

Medea’s words are steeped in irony in light of the preceding and
subsequent scenes. In particular, her claim that she should have stood beside the bridal bed and
served the Corinthian princess echoes her earlier plot to stealthily infiltrate the couple’s wedding
chamber and stab them to death.”® Furthermore, her assertion that she should have enjoyed
tending Jason’s bride is likewise darkly ironic, since the verb kndsvd (“attend, take care of”)
bears the additional sense “bury” and thereby anticipates the Colchian’s delight in murdering the
princess and ordering Jason in the exodos to inter his wife.””” Medea completes her trickery of
the Greek hero by falsely taking on the part of the groom’s mother: she dispatches the poisoned
robe and crown to the princess veiled as wedding gifts and utters a paxopiopdg in her honor,
namely a ritual pronouncement of the bride as blessed by her kin.””® Therefore, just as the
marriage of Jason and Creon’s daughter is transformed by Medea into the princess’ funeral,
similarly the outcome of Tereus and Procne’s wedding is infanticide.

There is another ominous marriage in the Euripidean play, albeit an imaginary one, which
turns into obsequies. At the opening of her great monologue Medea laments that she will not be

able to arrange her sons’ future wedding.”” The Colchian’s vision is fraught with dramatic irony,

since her children think that their separation from their mother will be due to her exile from

%% Med. 884-888 viv odv émavd com@povelv 6 pot dokeils / kiidog 168" Nuiv mpochaPdv, dyd &' depwv, / At xpiv
peteivon Tdvoe TV Povrevpdtmv / kol Euunepaivelv Kol mopeotdvar Aéyet / vopeny 1€ kndevovoay fdecbatl cEdev.
See Mastronarde 2002, v. 887.

% Med. 379-380 #| OnkTov HGow paoyavov 81’ fimatog, / oryfjt 8opovg ofdc’ iv' EotpoTar Aéyog.
%7 Med. 1394 oteiye mpdg oikovg kot 06mt dhoyov.
9% Med. 952-958 gddoupoviioet 8' ody &v dAAd popia, / Gvdpdc T dpicTov 6o TLYOTG' OUEVLVETOV / KEKTNUEVT TE

koopov &v mod' “Hiog / matpdg matip Sidwowv Exyévoiowy oic. / MalvcBs @spvic Taode, maidec, &¢ yépag / Kai Tt
Topdvvotl pakapiot vopuent déte / pépovteg o0Tol dMpa HEUTTO dEEETOL.

9 Med. 1021-1027 & téxva tékva, oed pdv ott 81 mohg / kod ddp', &v O Mmdvteg dOAiov éué / oiknoet’ oiel
untpog éotepnuévol / &ym &' ¢ GAANV yalov gipt oM uyds, / mplv opdy ovacHor kamdelv evdaipovag, / Tpiv
Aovtpa kol yuvaiko Kol youniiovg / govac dyfion Aapmddos T dvacyedeiv.
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Corinth, while what she insinuates is that she will send them to the Underworld. Medea’s bitter
regret that she will not have the enjoyment of adorning her sons’ nuptial beds and hold aloft the
bridal torches may be reworked in the Ovidian narrative, where the Furies prepare the couple’s
bed and wield the torches in their marriage.gm In both cases the sinister wedding image portends
the children’s funeral: the Euripidean heroine will bury her sons at the precinct of Hera’s temple
(1378-1381) and in an analogous manner Procne will entomb Itys in his father’s belly (6.663-
665).

Gildenhard and Zissos have remarked that the description of the Furies’ role in Tereus
and Procne’s marriage is evocative of the beginning of a hymn owing to its quasi-strophic
structure (produced by the anaphora of Eumenides, hac ave, and quaque) and its closing gnomic
statement.”'’ They argue that the Ovidian passage can thus be read as an epic rewriting of a
hymnic invocation to the infernal goddesses. This programmatic authorial appeal to the Furies
implicitly alerts the reader to the fact that the Athenian sisters function as human incarnations of

the chthonic deities.”"”

As we saw in chapter 2, Procne assumes the role of a maenad in order to
rescue her sister from captivity and her simulated Bacchic frenzy is merely a facade concealing
her infernal furor (6.595-596). After they reunion they sisters resolve upon exacting vengeance
from Tereus for a transgression committed against kin (i.e. the rape and mutilation of Philomela),
which constitutes a distinctive prerogative of the Furies. Their metamorphosis is clearly reflected

in the narrative’s gruesome denouement, where the perversely ecstatic Philomela appears before

Tereus with her hair drenched in gore and flings against him his son’s head (6.657-658). The

910 Met. 6.430-431 Eumenides tenuere faces de funere raptas, / Eumenides strauere torum.
o1 Gildenhard/Zissos 2007, 4.

12 Gildenhard/Zissos 2007, 5-6.
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portrayal of the Athenian sisters as figurative Furies may recall the depiction of Medea as a
human avatar of an Erinys in the Euripidean play. In particular, the epic narrator’s hymnic
invocation of the Furies may echo and invert the stasimon immediately preceding the filicide, in
which the chorus of Corinthian women pray to Helios to prevent the Erinys embodied by Medea
from murdering the children.”"

Finally, Ovid produces a ring composition by featuring the Furies again at the episode’s

914 After Tereus realizes the abominable crime of his wife and sister-in-law he

conclusion.
invokes the nether sisters to punish them.”’> The Thracian king’s prayer alludes to Jason’s
analogous appeal to the Erinys to take revenge on Medea for murdering their sons at the exodos
of the Greek play.”'® Both heroes’ invocation is futile, since it remains unanswered by the gods,

as well as marked by tragic irony, in the sense that Medea and the Athenian sisters themselves

take on the part of human incarnations of the chthonic goddesses.

3.7 Althaea: Humanizing Medea

The earliest extant attestation of the Meleager myth is found in Homer’s Iliad (9.529-605), where

Phoenix cites it as a mythological exemplum in order to persuade Achilles to relinquish his wrath

and return to battle. In the early classical period Bacchylides offers his own version of the myth

1 Med. 1251-1260 i Td te kol mappang / aktic Aliov, katidet' 1dete tav / dhopévay yovaika, Tptv powiay /
T8KVO1C TPOGPOAETV ¥ép' adTOKTOVOV" / GG Y YPLGEag amd Yovdg / EPAactey, 0eod 8" aipa <yopai> mitvew / opog
o' vépmv. / GALG viv, © @dog S1oyevéc, kdtelp- / ve katdmovcov EEgN oikwv TdAot- / vav goviav T Epwov {0
aAactopovy.

9% Gildenhard and Zissos (2007, 6) contend that the Ovidian narrative reflects the typical structure of a hymn, which
comprises an initial invocation, an aretalogy, and a concluding invocation, and thus it functions as a hymnic eulogy
of the Furies.

1 Met. 6.662 uipereasque ciet Stygia de ualle sorores.

%16 Med. 1389-1390 aAAG o' "Epwig dAécete tékvov / povia te Aikm.
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in his fifth epinician ode, in which the soul of the Calydonian hero recounts to Heracles, who has
descended to Hades, the story of the boar hunt and of his subsequent demise. A significant
contrast between the epic and lyric accounts is that whereas in Homer it is implied that
Meleager’s death will result from Althaea’s fatal curse, in Bacchylides the mother murders her
son by burning a magic log, which was inextricably bound to the hero’s life force.

Ovid’s narrative of the Calydonian boar hunt and Meleager’s death (8.260-546) follows,
however, an alternative variant of the myth either popularized or invented by Euripides in his
Meleager (written between 418 and 404 BC), from which survive roughly twenty five
fragments.”’’ Sophocles also wrote a Meleager, but it was probably based on the Homeric
account.”’® According to the Euripidean version Meleager fell in love with the Arcadian
Atalanta, who was one of the participants in the hunt, and he awarded her the beast’s hide and
head as trophies, thus triggering a quarrel with his maternal uncles and ultimately killing them.
Following the lyric version Euripides then presents Althaea’s destruction of Meleager by means
of the fatal brand, but unlike Bacchylides’ poem, where the hero perishes at the battlefield, in the
tragedy the dying Meleager might have returned on stage before expiring (fr. 535).”" The
Roman poet adopts and amplifies Euripides’ eroticization of epic material in his description of
Meleager and Atalanta’s “love at first sight”.920 Moreover, the Ovidian account of the
Calydonian boar hunt and the ensuing deadly dispute between Meleager and the Thestiads
probably constitutes an epic rewriting of Euripides’ first messenger speech most likely delivered

to Oeneus (frr. 530-531). The Roman poet, however, converts what must have been a grand

7 Collard/Cropp 2008, 614 (alternative mythical version), 616-617 (date of the play) (Vol. I); frr. 515-538 Kannicht

%18 Collard/Cropp 2008, 617 (Vol. I).
%19 Collard/Cropp 2008, 615 (Vol I); Kannicht fr. 535.

2% Segal 1999, 302 n.4; 313 n.16.
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heroic description of the hunt in the Greek play into mock-epic burlesque teeming with unheroic
“feats” and comic incidents. Finally, the concluding account of Althaea’s suicide in the
Metamorphoses may allude to the play’s second messenger speech, in which the heroine’s
demise was possibly reported by her old Nurse (fr. 533).

The Euripidean play will not be included in the present discussion on the grounds that its
extant fragments shed no light on those parts of the story on which I will focus my analysis.

In particular, nothing survives from either Althaea’s internal struggle between her maternal love
and her desire for revenge or from Meleager’s demise (it is far from certain that fr. 535 belongs
to the hero’s death scene). Another source on which Ovid must have drawn is Accius’ Meleager
(frr. 1-16 Dangel). As in the case of Euripides’ tragedy there are only scant remains from the
Republican play, but fortunately three fragments survive from Althaea’s inner debate (frr. 11-13)
and one from Meleager’s demise (fir. 14), which are evoked by the Ovidian narrative and will be
examined in the relevant sections. Furthermore, given that Accius’ drama was in all probability
modeled on Euripides, it probably functioned as a mediating intertext between the Euripidean
and Ovidian works.

In this section I will investigate the appropriation of Euripides’ Medea in the narrative of
Meleager’s death (8.445-525). It will be argued that Althaea, like Procne in Book 6, constitutes a
“refraction” of the Euripidean heroine. Whereas Procne, however, is portrayed as an “overblown
Medea”, Althaea is a more “humanized” variant of the tragic protagonist. To begin with, both
heroines commit infanticide, but their motivation differs widely. Whereas Medea slays her sons
in order to exact vengeance on Jason for abandoning her, Althaea’s murder of Meleager is
punishment for his killing of her brothers. The Ovidian heroine’s filicide has thus greater

justification than her Euripidean predecessor’s, since Medea’s innocent sons, who suffer on
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account of their mother’s animosity towards their father, contrast sharply with Meleager, who is
guilty of the impious shedding of kindred blood. What is more, the loving sister Althaea wishing
to avenge her dead brothers is a far cry from the ruthless fratricide Medea, who murders
Apsyrtus so as to facilitate her escape with Jason.

Both protagonists undergo an agonizing emotional conflict between their maternal
instincts and their yearning for revenge, which is articulated in either case through an elaborate
dramatic soliloquy.’?' Althaea’s quandary is, however, more complex than that of her Euripidean
antecedent, since she is also torn between the roles of mother and sister, and in this sense it

22 1n addition, once Medea has

echoes Procne’s dilemma between maternal and sisterly pietas.
reached the painful decision of killing her sons, she displays a coldblooded determination to go
through with the deed. Her Ovidian counterpart, on the other hand, is highly reluctant to perform
the infanticide even after having resolved upon it. As we shall, Althaea recalls in this respect the
daughters of Pelias in Book 7, who have qualms about murdering their father. A further affinity
between the Peliades and Althaea is the moral paradox that their deed is at the same time
impious, in that they are guilty of interfamilial murder, and pious, since they consider it a duty
towards their relatives: Althaea wants to take revenge on Meleager for the murder of her
brothers, while the Peliades are tricked by Medea into believing that the patricide is the means
for achieving their father’s rejuvenation. Althaea’s evocation of the Peliades serves to depict her
as more pathetic and compassionate than her Euripidean model.

Finally, the two heroines contrast markedly with respect to their ultimate fate. Although

Medea expresses suicidal tendencies in the prologue on account of her grief for Jason’s betrayal,

21 Ciappi 1998, 448.

%22 Ciappi 1998, 449-450.
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in the exodos we become witnesses of her triumphant departure for Athens, since her delight in
exacting retribution from her husband surpasses her painful remorse for murdering her sons.
Althaea, on the contrary, expresses in her monologue the desire to follow her brothers in the
underworld after the infanticide and at the denouement she fulfills her wish by stabbing herself
out of profound sorrow and contrition for her crime. Hence, the Ovidian heroine is portrayed
throughout the narrative as a more humane and pitiful figure than her Euripidean counterpart in
terms of her incentive for the filicide, her compunction to perform it, and her overwhelming guilt

which drives her to commit suicide.

3.7.1 Althaea’s dilemma

The Althaea narrative opens in a dramatic manner by depicting the heroine undergoing two
radical psychological transformations in short succession. While she is making gift offerings to
the gods in gratitude for her son’s success in the boar hunt, she catches sight of her dead brothers
being carried back to the city and her joy straightaway dissolves into tears.””> When, however,
the identity of the murderer becomes known, her sorrow immediately turns into a longing for

vengeance against Meleager.”**

Althaea’s double anagnorisis both echoes Medea’s emotional
metamorphosis in the Greek play and deviates from it in respect to motivation and speed.

Whereas, as we saw in the previous section, the Euripidean heroine experiences a gradual shift

from grief for Jason’s perfidy into an ardent desire for revenge against him, her Ovidian

923 The Ovidian Althaea may depart here from her Accian counterpart, who seems to become initially aware of her
brothers’ demise not by directly seeing them, but by hearing the terrible news (fr. 10 - x - x - x - X - X timida
eliminor / <e> clamore, simul ac nota uox ad auris accidit).

92 Met. 8.445-450 dona deum templis nato uictore ferebat, / cum uidet extinctos fratres Althaea referri. / quae
plangore dato maestis clamoribus urbem / implet et auratis mutauit uestibus atras; / at simul est auctor necis editus,
excidit omnis / luctus et a lacrimis in poenae uersus amorem est.
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counterpart’s conversion from a lamenting sister into a vengeful mother is sudden and drastic.
Just as Althaea, however, fills the city with her wailing, similarly the Euripidean chorus hear
Medea’s cries probably from inside the palace.’”

The Ovidian protagonist evokes instead in terms of her swift inner transformation Procne,
who upon reading Philomela’s tapestry goes through a violent and abrupt change from anguish
for her sister’s supposed demise into a wrathful yearning for avenging herself on Tereus (6.581-
586). Furthermore, the description of Althaea’s lament and desire for revenge recalls the
psychological portrait of the Athenian princess. Both heroines initially change their royal golden
garments into black mourning attire, but they later reject passive mourning and become
engrossed in thoughts of revenge.””® Finally, Althaea diverges from her Homeric counterpart,
who experiences sorrow and vengeful passion simultaneously, since she prays to the gods of the
underworld to destroy her son while grieving for her brothers.”*’

Consumed with a desire to punish Meleager for his impious deed Althaea orders a pyre to
be prepared, where she plans to burn the brand bound by the Fates to her son’s fate, in that its

destruction will result in the hero’s own demise (8.451-461). What follows next is a masterful

92 Med. 131-135 Xo. &hvov povav, ékhvov 8¢ Poav / tdc duotdvov Kokyidoc 00dénw / fimog; GAN, & yepod,

AeEov. / aueumdrov yop Eow peddBpov yoov / Ekivov [...]. Mastronarder (2002, vv. 135-136): “it seems best to
understand that the structure is Medea's house and that £éow perdOpov is thus an attributive modifier of ydov; some
interpreters instead take the phrase as adverbial with &Avov, referring to the women's own houses. aueimviog
(extant only here and in the scholia on this line) is, like aueiBvpog in Lysias 12.15, an adj. referring to the fact that a
Greek house might have two doors, not only the main front door between the street/plaza and the internal courtyard,
but also a small rear door. The point of referring to the existence of the second door is to suggest that the sound of
Medea's cries reached her neighbours through the back alley and they have as a result gathered before her house to
make inquiries.”

926 Met. 6.566-570 ...uelamina Procne / deripit ex umeris auro fulgentia lato / induiturque atras uestes et inane
sepulcrum / constituit falsisque piacula manibus infert / et luget non sic lugendae fata sororis; 585-586 nec flere
uacat, sed fasque nefasque/ confusura ruit poenaeque in imagine tota est. Anderson (1972, v. 8.449) has also noted
Althaea and Procne’s analogous psychological transformation into women bent on revenge.

711, 9.565-571 1ii 6 ye mapkatérekto yohov Bupodyéa méoomy / &£ apémv unTpdc kexohmpévoc, f o Beoiot / mOAN

ay€ovs’ MPATo KoolyvnTtolo @Ovolo, / moAAL 8¢ Kol yoiov moAveopPnv xepoiv dloio / kuckiokovs’ Aidnv kol
gmavnyv [epoeovelay / Tpodyvy kabelopévr, de00vTo 8¢ daKpLot KOATOL, / Taudi dopev Bavatov: [...].
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account of the heroine’s internal struggle between her maternal love and her sisterly duty to
avenge her brothers (8.462-477), which is concurrently evocative of the dilemma experienced by
Euripides’ Medea, Accius’ Althaea, and Ovid’s own Procne. To begin with, the Ovidian
heroine’s inner conflict between the roles of mother and sister constitutes an elaboration of the
brief description of Procne’s analogous quandary.””® The temporary dissolution of Althaea’s
vengeful wrath by her motherly affection and pity is reminiscent of both Procne and Accius’
heroine.”” Likewise her fiery rage for the death of her siblings, which causes her to be seized by
a frenzied desire for revenge against her son, is reminiscent of her Accian and Ovidian
counterparts.”” At the same time Althaea’s meditation of vengeance on Meleager is reflected in
the contortions of her face, an image which recalls the depiction of the Euripidean Medea casting
a savage glance on her children indicative of her infanticidal thoughts.”>' Finally, the portrayal
of Althaea plotting an unspecified cruel deed (8.467 nescioquid... crudele) can be traced back to
Euripides’ Medea, the elegiac Medea of Heroides 12, and Procne.”

After an agonizing internal struggle between her opposing feelings Althaea’s sisterly

obligation gradually starts to overcome her maternal sentiments and thus she stands before the

928 Met. 8.463-464 [...] pugnant materque sororque / et diuersa trahunt unum duo nomina pectus, 491 fratres
ignoscite matrem, 475 incipit esse tamen melior germana parente, 6.630-633 ab hoc iterum est ad uultus uersa
sororis / inque uicem spectans ambo 'cur admouet' inquit / 'alter blanditias, rapta silet altera lingua?/ quam uocat hic
matrem, cur non uocat illa sororem?,

2% Met. 8.468 modo quem misereri credere posses, 499 mens ubi materna est? ubi sunt pia iura parentum...?, 508
nunc animum pietas maternaque nomina frangunt; Met. 6.627-630 mota quidem est genetrix infractaque constitit ira
/ inuitique oculi lacrimis maduere coactis. sed simul ex nimia mentem pietate labare sensit...; Acc. Mel. fr. 11 . ..
nunc si me matrem mansues misericordia capsit. The Ovidian allusion to Accius has been observed by both Bomer
(1977, v. 8.463) and Ciappi (1990, 450 n. 49).

930 Met. 8.466: saepe suum feruens oculis dabat ira ruborem, 491 ei mihi, quo rapior?...; Met. 6.609-610 ardet et
iram non capit ipsa suam Procne..., 623 triste parat facinus tacitaque exaestuat ira; Acc. Mel. fr. 12 Heu! cor ira
feruit caecum; amentia rapior ferorque!

%1 Met. 8.467-468 et modo nescioquid similis crudele minanti / vultus erat...; Med. 92-93 Tp. 81 yop €idov dupo

viv Towpovpévny / 10i6d’, B¢ TL dpaceiovoay.

32 Med. 37 8¢30wko. 8' avtiy py 1t Bovievomt véov; Her. 12.212 nescioquid certe mens mea maius agit!; Met. 6.618-
619 magnum quodcumgque paravi; / quid sit, adhuc dubito.
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blazing altar holding the log in her hands and is ready to cast it into the flames (8.475-480). In
this dramatic setting she bursts into a highly rhetorical and pathetic monologue, in which she
vacillates between murdering her son and sparing his life (8.478-511). The Ovidian heroine
opens her speech with an invocation of the Furies as goddesses of vengeance to turn their gaze
towards her frenzied rites, thus asking for their divine assistance in her imminent filicide.”*
Althaea’s appeal to the chthonic sisters may echo and invert the Euripidean chorus’ prayer to
Helios to behold Medea before she commits the infanticide, so as to prevent the Erinys embodied

d.”** At the same time Althaea’s words are reminiscent

by her from perpetrating the impious dee
of the epic narrator’s sinister description of the Furies’ role as bridesmaids at Procne’s wedding,
which was read in the previous section as a programmatic hymnic invocation to the infernal
goddesses foreshadowing the deadly outcome of the couple’s union, namely the murder of Itys
(6.428-434).%

Moreover, the Ovidian protagonist’s wish that the pyre may burn her “flesh”, namely her
son, as she wields the fatal log before the flames may recall Canace’s prayer to the Furies in
Heroides 11 to kindle her funeral pyre with their infernal torches.”*® Canace’s invocation hints at
her intention to commit suicide and thus the evocation of her words by Althaea may serve to

suggest her own desire to kill herself after the murder of her son. This interpretation is

substantiated by reading Althaea’s statement literally, namely she wants the fire to burn her own

3 Met. 8.481-482 ‘poenarum’ que ‘deae triplices, furialibus’ inquit, / ‘Eumenides, sacris uultus aduertite uestros.

934 Med. 1251-1253 Xo. id I'é te kai mapeong / dxtic AMov, katidet' 1ete tav / dAopévay yuvaika, mpiv powviay

/ téxvoic mpooPureiv yép’ avtokTOVOV', 1258-1260 dAAG Viv, ® 0doc Sroysvéc, katelpye / Katdmancov EEN’ ofkwov
tahawvay / eoviav T 'Epvdv Ton' dhaotopmvy.

935 Met. 6.430-431 Eumenides tenuere faces de funere raptas, / Eumenides strauere torum.

936 Met. 8.478-480 ... ‘rogus iste cremet mea uiscera’ dixit / utque manu dira lignum fatale tenebat, / ante
sepulcrales infelix adstitit aras; Her. 11.103-104 ferte faces in me quas fertis, Erinyes atrae, / et meus ex isto luceat

igne rogus!
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flesh as well. Her death wish is fulfilled at the end of the episode, when she stabs herself with a
sword.” Finally, the Ovidian heroine’s appeal to the Furies may allude to the Homeric
Althaea’s prayer to Hades and Persephone to destroy her son, whose future fulfilment is
anticipated by the fact that it is heard by an Elrinys.938 The distinguishing difference between the
two scenes is that whereas Ovid’s Althaea holds the central role by murdering Meleager herself
and simply asking for the succor of the Furies, her Homeric counterpart entreats the infernal gods
to perform the impious deed for her.

Although Althaea is aware that by taking revenge on Meleager for her brothers’ impious
murder she will commit a crime herself, she nevertheless deems that death must be repaid with
death according to the lex talionis (8.483-484). She thus curses her son to perish and wishes that
Oeneus’ royal house and the whole Calydonian kingdom may collapse by the accretion of deaths
and mourning.”’ The Ovidian heroine’s words verbally recalls Medea’s curse in the prologue of
the Euripidean play, where she prays for her sons’ death and the ruin of Jason’s house.”*
Moreover, Althaea’s desire for the accumulation of deaths, namely filicide in retribution for her
brothers’ demise, may evoke and reverse the chorus’ vain entreaty to Medea not to heap murder
upon murder, that is not to commit infanticide in addition to the destruction of Creon and the

Corinthian princess.”"!

7 Met 8.531-532 nam de matre manus diri sibi conscia facti / exegit poenas acto per uiscera ferro.

P11, 9.566-572: ... §| pa Beoiot TOAN' Gxéovs’ MPETO KAGYVATOW (OVO10, / TOAAY 8¢ Kai yaioy ToAQOpPY XEPGiv
aAoio / kukdnokovs’ Atdnv kol énawnyv Iepoepoveway / mpdyvv kabelopévn, dgvovto 8¢ daKpLGt KOATOL, / moudi
dopev Bavatov tiic 8' iepooitic Epwug / Ekdvev €€ EpéPecorv dusiliyov fitop Exovsa.

99 Met. 8.497-498 ... pereat sceleratus et ille / spemque patris regnumque trahat patriaeque ruinam; 8.485 per
coaceruatos pereat domus impia luctus

%0 Med. 111-114 oiod, £mofov TAGpov Enadov peydhov / GEU 0dvupudv. @ katdpatot / maidec dhowobe oTLYEPHC
patpds / ovv matpi, kol o dopog Eppot.

% Met. 4.483-484 mors morte pianda est, / in scelus addendum scelus est, in funera funus; Med. 1265-1267 deilaia,
i 5ot ppevoPapng / x6Aog Tpoomitvel kai {apevng <@edvov> / edvog dueifetat.
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Another affinity between the two heroines is that they both contemplate the emotional
suffering that the infanticide will cause to their husbands, though they differ in terms of their
motivation for inducing it. In particular, Althaea weighing the rival claims of her husband and
her father cannot tolerate the fact that the blissful Oeneus delights in his victorious son, while
Thestius is grieving for the loss of his own offspring, and resolves that they must both mourn.’*?
Medea, on the other hand, wishes to deprive Jason both of the children that he has with her and
of the future progeny born from his new wife in order to punish him for outraging their marriage
bed.”” What is more, the anguish of the two fathers is underscored by the tragic frustration of the
hopes that they cherish for their sons. The Ovidian heroine wishes that Meleager’s death may

thwart the aspirations of Oeneus that his son will succeed him to the throne.***

In an analogous
fashion Jason nurtures futile hopes that his sons will one day rule Corinth side by side with their
new brothers.”* Finally, both fathers are portrayed as experiencing the agony of a childless and
sorrowful old age. At the denouement of the Ovidian narrative aged Oeneus is depicted as lying

prostrate on the ground, befouling his head with dirt in mourning for his son, and rebuking his

long life for allowing him to behold his offspring’s demise.”*® Similarly Jason laments in the

942

Met. 8.486-487 an felix Oeneus nato uictore fruetur, / Thestius orbus erit? melius lugebitis ambo.

3 Med. 800-805 ... dg fuiv odv Bedt teioer dikny / odt’ €& £pod yap maidag Syetai mote / {dvTog 0 Aourdv odte
g veolhyov / vopeng texvacetl moid’(a)[...], 1354-1355 ov 8° ovk Eueddeg tap’ dtypndoag Aéyn / tepnvov SdEewv
Biotov &yyel@v éuot, 1370 0id’ odkéT gici TodTO Yap o€ dnEeTa.

% Met. 8.495-498 ergo impune feret uiuusque et uictor et ipso / successu tumidus regnum Calydonis habebit, / uos
cinis exiguus gelidaeque iacebitis umbrae? / haud equidem patiar; pereat sceleratus et ille / spemque patris /
regnumque trahat patriaeque ruinam.

% Med. 916-921 ofpon yap dudc tiiode yiic Kopwiog / w0 mpdt Eoeobat oOv kaotyvigrolg &tt. / GAN addvecde:
T8 &' €€epyaleton / matnp € Kol Oe®dv Gotig EoTiv €dpevNc. / 0ot 8’ vudc vTpasic ing téhog / poAdviag,
EXOpAV 1AV UMDV VIEPTEPOVC.

%46 Met. 8.529-530 puluere canitiem genitor uultusque seniles / foedat humi fusus spatiosumque increpat aeuum.
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exodos the loss of his current and future sons and Medea sadistically points out to him that his
pain will only be exacerbated in old age.”"’

Apart from juxtaposing the situations of her father and husband Althaea also ponders the
contrasting circumstances of her son and her brothers. She wonders whether Meleager will
remain unpunished and rule Calydon puffed up with his triumph in the boar hunt, while the
Thestiads have become a handful of ashes and unavenged souls.”*® The Ovidian heroine’s words
may on the one hand evoke the Euripidean Medea’s self-addressed rhetorical question whether
she will allow herself to become a laughingstock by not inflicting punishment on her enemies.”*’
On the other hand she echoes the vacillation of Procne earlier in the poem, who compares the
lots of her sister and her son asking herself why Itys, whom he views as her husband’s reflection,
is able to speak, while Philomela is mute due to the mutilation of her tongue by Tereus.”
Althaea conceives the murder of her son as a sacrificial offering by which she seeks to appease

%! The motif of the infanticide as sacrifice can be traced back to

the shades of her brothers.
Euripides’ play, where Medea describes her sons as sacrificial victims.”> At the same time the

Ovidian heroine’s words echo and invert the elegiac Medea’s lament in Heroides 12 that her

%7 Med. 1347-1350 époi 8¢ tov &podv daipov’ aiblew mapa, / 8¢ obte AékTpov veoyaumv ovicopat, / o moidag odg
gpvoa ka&ebpeyauny / EEw mpooeimeiv (dvtog A" dndieca, 1395-1396 la. oteiym, dioa®v y' Gpopog tékvav. / M.
ol Bpnvels péve Kol yipac.

% Met. 8.494-496 ergo impune feret uiuusque et uictor et ipso / successu tumidus regnum Calydonis habebit, / uos
cinis exiguus gelidaeque iacebitis umbrae?

9 Med. 1049-1050 kaitot ti mdoym; Bodhopot yEAmT d@Aslv / £x0pode pebeioa Todg Epodg dnpuiong;

%% Met. 6.630-633 ab hoc iterum est ad uultus uersa sororis / inque uicem spectans ambo ‘cur admouet’ inquit /
‘alter blanditias, rapta silet altera lingua? / quam uocat hic matrem, cur non uocat illa sororem?’

%! Met. 8.476 consanguineas ut sanguine leniat umbras, 488-490 uos modo, fraterni manes animaeque recentes, / ...
magnoque paratas / accipite inferias uteri mala pignora nostri.

%2 Med. 1053-1055 ywpsite, naidec, £ d6povc. Stmt 8& i / Oéug mapeivan Toig £pnoiot Bdpacty, / adTdL pefost
xelpa &' 00 d10pepd (see Bessone 1997, v. 12.160).
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present misfortunes, namely the loss of her homeland and her abandonment by Jason, constitute
a “sacrifice” to her dead brother Apsyrtus.”>

The narrator comments that Althaea by murdering Meleager in order to placate her
brothers’ ghosts is perpetrating a deed which is simultaneously reverent and impious.”>* This
moral paradox is reminiscent of the portrayal of the Peliades in Book 7, who in their pious desire
to restore their father to his youth sacrilegiously slay him.” The essential difference between the
two scenes is that whereas the innocent daughters of Pelias are manipulated by Medea into
believing that the dismemberment of their father is a prerequisite for his magic rejuvenation,
Althaea makes an agonizing, yet conscious choice to kill her son. Moreover, just as Althaea
describes her impious filicide as a pious duty to her dead brothers, likewise Medea deceives the
Peliades into thinking that their parricide constitutes a loving act of devotion to their father.”* By
associating Althaea with the Peliades Ovid may intend to depict her as a more sympathetic and
pitiful figure than the Euripidean and Ovidian Medeas, whose infanticide is characterized as

unequivocally impious.”’ Althaea’s paradoxical portrayal as simultaneously pia and impia also

3 Her. 12.160-162 inferias umbrae fratris habete mei; / deseror amissis regno patriaque domoque / coniuge, qui

nobis omnia solus erat! (see Bessone 1997, v. 12.160). Bessone also observes that Seneca appropriates the Ovidian
theme by having his Medea represent the slaying of her sons as a sacrificial offering to the spirit of her brother,
whom she herself previously killed for Jason’s sake (Med. 970-971_victima manes tuos / placamus ista). She thus
postulates that the concept of Medea’s filicide as sacrifice to the spirit of Apsyrtus may originate in Ovid’s lost
Medea.

%% Met. 8.476-477 et, consanguineas ut sanguine leniat umbras, / impietate pia est.
5 Met. 7.339-340 his ut quaeque pia est hortatibus impia prima est / et, ne sit scelerata, facit scelus.
96 Met. 8.488-490 uos modo, fraterni manes animaeque recentes, / officium sentite meum magnoque paratas /

accipite inferias uteri mala pignora nostri, 7.336-338 si pietas ulla est nec spes agitatis inanes, / officium praestate
patri telisque senectam / exigite et saniem coniecto emittite ferro.

%7 Med. 795-796 &&eyu yaioac, ltétov maidmv eovov getyovsa kai TAds” Epyov dvosiudtatov; Met. 7.396 sanguine
natorum perfunditur impius ensis.
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contrasts sharply with Procne’s perverted conception of pietas, who considers a crime any act of
reverence towards her husband.””®

At the final part of her soliloquy Althaea is once again overwhelmed by her maternal
instinct remembering her labors of childbirth and her affection for her son.”” The Ovidian
heroine’s words evoke those of her tragic predecessor, who reminisces on her travails, labor
pangs, and toilsome rearing of her offspring grieving that they were all in vain.”® There is,
however, a significant difference between the two speeches. Whereas Medea’s remembrance of
childbirth constitutes part of her lament for her sons’ death, on whose murder she has already
resolved, Althaea’s recollection of labor functions as an emotional incentive against committing
filicide. Thus, the Ovidian protagonist is once again portrayed as a more merciful and
compassionate figure than her Euripidean counterpart.”®’

Finally, both heroines attempt to justify to themselves their decision to perpetrate
infanticide by adducing a rhetorical argument: the mother’s prerogative to determine her
progeny’s life and death. In particular, Medea claims that since her sons must die, she should be
the one to kill them, because she bore them.”® Ovid elaborates on the Euripidean motif by

having his Althaea rhetorically ask the absent Meleager to return to her the life twice given to

% Met 6.635 scelus est pietas in coniuge Tereo. I disagree at this point with Anderson (1972, v. 8.477) and Ciappi
(1998, 450), who deem Althaea and Procne’s notions of pietas as analogous.

%% Met. 8.499-500 mens ubi materna est? ubi sunt pia iura parentum / et quos sustinui bis mensum quinque labores?

90 Med. 1029-1031 8dhag &p’ dpdc, & téxv’, EEepeyduny, / 8Ahoc 8 EudyBovv kai koteEdvOny movolg / oTeppii
gveykodo’ év toko1g aAynddvog

%! Ciappi (1998, 449, n. 8) notes the affinity between the two passages, but considers them analogous arguing that
in both cases the memory of labor and maternal affection has become a futile joy for the mothers.

%2 Med. 1236-1241 ¢ilat, &80kt ToBpyov O ThyloTd pot / moidog Kavovont Tijod' dpopudodat yoovoc, kai pi
ooV dyovoav ékdodvar tékva / GAANL povedoat duopevesTépat yept. / TAVI®OG 6@’ Avaykn Kotboavelv: énel ¢
xPN, / NUelg kTevoduev oinep EEgpioaley.
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him, first by giving birth to him and then by saving the brand from the flames.”” Whereas,
however, the more humanized Ovidian heroine offers reasonable grounds for committing
filicide, namely that she is punishing Meleager for the impious murder of his uncles, her
Euripidean model wishes to slay her innocent sons in order to avenge herself on Jason for his
infidelity. She thus puts forward a self-delusional reason for killing them so as to convince
herself to perform the deed: although she can save them by bringing them with her to Athens, she
asserts that if she does not murder them quickly herself, then they will meet their death at the
hands of someone more pitiless, implying the Corinthians who will seek vengeance for their
king’s demise.

Having reached the painful decision to destroy her son Althaea turns away and hurls the
brand into the flames with trembling hand.”®* The aversion of her gaze reflects her feelings of
compunction and horror about committing infanticide and is reminiscent of the depiction of the
Peliades, who display their qualms about perpetrating patricide by turning away their eyes while
stabbing their father to death.”® The portrayal of Althaeca contrasts sharply with those of
Euripides’ protagonist, who after having resolved to murder her sons has no scruples about
performing the deed, and Ovid’s earlier refraction of Medea, Procne, who ruthlessly slays Itys

without turning away her face.”®

% Met. 8.503-505... uixisti munere nostro, / nunc merito moriere tuo. cape praemia facti / bisque datam, primum
partu, mox stipite rapto / redde animam, uel me fraternis adde sepulcris.

%% Met. 8.511-512 [...] dixit dextraque auersa trementi / funereum torrem medios coniecit in ignes.

%5 Anderson 1972, v. 8.511; Galasso 2000, vv. 478-514. Met. 7.340-342: [...] haud tamen ictus / ulla suos spectare
potest, oculosque reflectunt / caecaque dant saeuis auersae uulnera dextris.

%96 Met. 6.640-641 ense ferit Procne, lateri qua pectus adhaeret, / nec uultum uertit.
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3.7.2 The deaths of Meleager and Althaea

The brief description of Meleager’s demise is fashioned by Ovid in such a way as to evoke not
Medea’s filicide, but the account of the deaths of her other victims in the play, namely Creon and
his daughter. A thematic correspondence between the two scenes is that both heroines destroy
their enemies from afar: Medea sends to the Corinthian princess the poisoned crown and robe as
wedding gifts, which cause the death of the young bride and her father, while Althaea brings
about Meleager’s destruction by burning the fatal brand, which is intrinsically connected with the
hero’s life force. A further affinity on the level of imagery is that both Meleager and the
Corinthian princess experience a fiery death: the Greek hero feels his inwards scorching with
invisible fire, while the young woman’s flesh is consumed by the unseen flames of the poison.”®’
Moreover, there is in both scenes an interesting cause and effect relationship: the burning of the
brand directly causes Meleager’s destruction and likewise the conflagration of the Corinthian
princess brings about her father’s demise, in that he clings inextricably to her poisoned robe and
perishes with her.”®® Ovid might subtly allude to the Euripidean intertext by conferring to the
brand quasi-anthropomorphic characteristics, since it is said to utter or seem to utter a groan as it

is consumed by the flames.”® The description of the brand may echo the portrayal of the blazing

Corinthian princess as giving forth a terrible shriek of pain.””® Furthermore, both the brand and the

%7 Met. 8.515-517:[...] flamma Meleagros ab illa / uritur et caecis torreri uiscera sentit / ignibus [...]; Med.1200-
1201 obpkeg 6’ an’ d0cTémV HoTe TEVKIVOV dAKPYL / yvaBoig adNA0LS @apUdK®V Aréppeoy.

%% The motif of the supernatural connection between the fatal brand and Meleager’s life span is also found in
Accius’ play, where (probably) Althaea recalls the Fates’ prophecy about Meleager’s destiny being linked to the log
(fr. 13, eumpsum uitae finem ac fati internecionem fore / Meleagro, ubi torrus esset interfectus flammeus).

99 Met. 8.513-514 aut dedit aut uisus gemitus est ipse dedisse / stipes et inuitis correptus ab ignibus arsit.

770 Med. 1183-1184 1 & £€ davandov koi pocavtog dupatog / dewodv otevatas’ | téhow' Nyeipsto, 1190 @edyst &'
avaotdo’ €k Opodvev Tupovuévn.
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young woman undergo a metamorphosis, in that the brand turns into ashes (8.525), while the
princess’ flesh melts from her bones and her facial features become disfigured beyond
recognition (1195-1202).

The portrayal of the dying Meleager is also highly reminiscent of that of Creon. Meleager

971 In

is far away at the moment of the burning of the brand and unwitting of his mother’s actions.
an analogous fashion the Corinthian king is absent while his daughter perishes and thus when he
enters her chamber unaware he makes the fatal mistake of embracing her.”’* The ignorance of
Creon and Meleager is reflected in their words, which teem with tragic irony. The narrator
suggests that the dying Meleager may have invoked his mother with his final breath, unaware
that she has caused his death.”” Similarly the Corinthian king ignorant of Medea’s machinations
asks his dead daughter which divinity has destroyed her and his wish that he could die with her

974 The evocation of the deaths of Creon and his

will ironically be fulfilled a few moments later.
daughter may serve to emphasize the unheroic nature of Meleager’s demise. This reading is
supported by Meleager’s own lament that he is perishing in a cowardly and bloodless manner
and his pronouncing of Ancaeus as blessed for dying gruesomely in the boar hunt. Although the
warrior’s mourning for dying ingloriously away from the battlefield is a common epic topos,

Ovid’s tone here is implicitly parodic, since Ancaeus’ death is described earlier in the narrative

as foolish and mock-heroic.”””

"I The dying Meleager’s ignorance about the nature and provenance of the magic attack against him is also attested
in Accius’ Meleager (fr. 14 quae uvastitudo haec aut unde inuasit mihi?).

2 Met. 8.515-516 inscius atque absens flamma Meleagros ab illa / uritur [...]; Med. 1204-1205 matnp 8’ 6 TARp®V
GLUEOPAE Ayveciot / Gove mapeAbdV dAUE TPOGTITVEL VEKPOL.

7 Met. 8.520-522 grandacuumque patrem fratresque piasque sorores / cum gemitu sociamque tori uocat ore
supremo, / forsitan et matrem.

974 I il s . P e r ’ .
Med. 1208 1ic 6° @3’ atipmg doupdvov andreceyv;, 1210 oipot, cuvBdvoui cot, Tékvov.
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Furthermore, despite their initial attempts to resist both characters ultimately perish. The
Corinthian king engages in a futile wrestling match with the corpse of his daughter, but when he
tries to extricate himself from her embrace, he rips his flesh from his bones and he finally gives
up (1211-1217). Likewise Meleager at first overcomes with fortitude the agony of the scorching
flames, but eventually yields to their overwhelming intensity (8.516-517, 522). Finally, the death
of the two characters is described with analogous imagery: Creon’s life is extinguished as he lets
go of his soul and similarly Meleager’s fiery pain is snuffed out while his spirit gradually slips
away into the thin air.”’®

Meleager’s death has a profound impact on both his family and the city of Calydon. The
entire populace takes part in a public lamentation for the hero and special mention is made of his
father’s dirge and the excessive mourning of his sisters, who are ultimately transformed by Diana
into birds (8.526-546). The most extreme reaction to his demise, however, is that of Althaea who
kills herself. Euripides’ Medea also displays suicidal tendencies, but her motivation is entirely
different. Whereas the Ovidian heroine ends her life because she feels contrition for committing
filicide, her Euripidean counterpart wishes to die out of grief for Jason’s unfaithfulness and new
marriage (8.531-532). Althaea’s profound remorse for her deed serves to portray her as more
pathetic and emotionally fragile than her tragic antecedent. To be sure, Medea also experiences
anguish for slaying her children, but her desire to take revenge on her husband surpasses her own
pain (1361-1362). Althaea’s suicide has been foreshadowed at the conclusion of her soliloquy,

where she resolves to avenge her brothers’ death on the provision that she may follow them in

" Kenney 2011, v. 8.519

776 Med. 1218-1219 ypdvor &’ améoPn koi pediiy’6 dvopopog / wuyfiy: kokod yap odkét' v dnéptepoc; Met. 8.522-
525 [...] crescunt ignisque dolorque / languescuntque iterum; simul est extinctus uterque, / inque leues abiit
paulatim spiritus auras/ paulatim cana prunam uelante fauilla.
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the underworld.””” The Ovidian protagonist’s consistency between words and deeds is also in
stark contrast to Medea’s attitude in Euripides, since in spite of her will in the prologue to perish
she eventually makes a triumphant escape in the exodos on Helios’ chariot after she exacted
vengeance from Jason and the royal family of Corinth.””®

Ovid’s allusion to the Euripidean intertext is signaled by subtle verbal echoes. Althaea’s
acute consciousness of the abominable nature of the infanticide is reminiscent of Medea’s
analogous self-awareness.””” The essential difference is that whereas the Ovidian heroine’s
cognizance of her terrible deed drives her to commit suicide, in the case of her Euripidean
predecessor it neither prevents her from performing the filicide nor does it induce her to kill
herself afterwards. Moreover, Ovid seems to be the only author who represents Althaea as
committing suicide by stabbing herself with a sword, thus deviating from the standard version
according to which the heroine hanged herself (Diodorus 4.34.7, Apollod. 1.73).”* It may thus
be postulated that the Roman poet has adapted the description of Althaea’s suicide in order to

evoke the Euripidean play, in whose prologue the Nurse is afraid that Medea may stab herself.”’

7" Met 8.509-511 me miseram! male vincetis, sed vincite, fratres, / dummodo quae dedero uobis solacia uosque /
ipsa sequar.

78 Med. 96-97 i, dvotavog éyd peléa e movov, /id pol pot, ndg Gv ohoiuav;, 144-147 aiod, 816 pHov KeEQUAIS
QAOE ovpavia / Bain’ ti 8¢ pot (v £t képdog; / ped @ed: Bavatmt kataAvoaipay / flotdy otuyepayv TpoAltodoa.

7 Met. 8.531-532 nam de matre manus diri sibi conscia facti / exegit poenas acto per uiscera ferro;
Med. 1078-1080 «ai pavBéve pév oio Spav uéhhm kakd, / Bopde 8¢ kpeicowv Tdv &udv PovAsvudtov, /donsp
peyioTmv aitiog Kak@®v Bpotois.

%0 Segal 1999, 238.

%! Med. 39-40 [...] éydido tqvde, deipaiva € viv / i) Onktov dont edoyovov St fimatoc.
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3.8 Deianira: An aspiring Medea

Ovid’s main intertext for the Hercules and Deianira narrative (9.1-272) is Sophocles’ The
Women of Trachis. The Roman poet, however, diverges from his source in the portrayal of
Deianira drawing instead on Euripides’ Medea. In particular, Deianira functions as another
refraction of the Euripidean heroine, but unlike Procne, who surpasses Medea in her savagery
and ruthlessness, and Althaea, who is a more pathetic and remorseful version of Euripides’
protagonist, Deianira constitutes instead an aspiring Medea. Moreover, while Procne and Althaea
evoke Medea in terms of their infanticide, Deianira is reminiscent of the Euripidean protagonist
on account of the fact that she is consumed with jealousy for Hercules’ infidelity and reflects on
exacting retribution from her erotic rival.

Dan Curley argues that the Ovidian heroine briefly contemplates assuming the role of
Medea in that she considers murdering Iole, thereby recalling the Colchian who destroyed the
Corinthian princess.”®” She eventually sends, however, Nessus’ robe to Hercules thinking it to be
an erotic charm by which she will win back his love thus conforming to her Sophoclean
predecessor who harbors no enmity towards her husband’s mistress and does not devise a
revenge plot against her. Curley also contends that the Ovidian character who actually plays the
part of Medea is the centaur Nessus, in the sense that he seeks to avenge himself on his erotic
antagonist Hercules by dispatching to him his deadly robe, which is smeared with a mixture of
his blood and the poison of the Lernacan Hydra.”® In an analogous fashion Medea exacts
revenge from the Corinthian princess by sending her the envenomed robe and diadem as

wedding gifts. Furthermore, just as the Euripidean heroine employs her innocent sons as bearers

%2 Curley 2013, 205-206.
%3 Curley 2013, 201-202.
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of the gifts to the young bride, likewise Deianira and Lichas function as the unwitting carriers of
the centaur’s robe to Hercules. Curley detects allusions to the Euripidean intertext in the
description of the fatal robe, in Deianira’s soliloquy, and in the account of Hercules’ death.

In this section I will attempt to substantiate further Deianira’s evocation of Euripides’
Medea by analyzing verbal reminiscences of the Greek play in the Ovidian narrative that have
not been observed thus far. At the same time I will explore how the Metamorphoses narrative
converses intratextually with Heroides 9, Deianira’s epistle to Hercules. Whereas in his elegiac
work Ovid adheres to the Sophoclean model, in his epic version of the myth he deviates from it
by blending it with Euripides’ tragedy. Finally, I will examine possible models for Deianira as a
would-be Medea: Hypsipyle in Heroides 6, who fantasizes about killing her erotic rival Medea
and thus recalls the Colchian’s revenge on the Corinthian princess, and the Virgilian Dido, who

imagines reenacting Medea’s vengeance on Jason by murdering Aeneas’ son, Ascanius.

3.8.1 Deianira’s quandary

I will begin my analysis from the point in the Ovidian narrative in which the dying Nessus
having been shot by Hercules’ arrow besmears his robe with his blood mixed with the venom of
the Hydra of Lerna and bestows it as a gift on Deianira asserting that it is a love charm (9.128-
133). Deianira then sends the centaur’s robe to her husband as an honorary gift for his sack of
Oechalia (9.153-157). The Roman poet departs here from the Sophoclean model, where Deianira
collects the poisoned blood of Nessus, keeps it hidden in a cauldron, and later imbues with it a

robe, which she herself has woven (555-558, 568-581).984 In Heroides 9, on the contrary, Ovid

%4 Kenney 2011, vv. 9.132-133.
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had followed the Greek play by attributing the weaving of the robe and its anointment with the
centaur’s blood to Deianira (159-163).

It has been suggested that the Metamorphoses variant of the myth is intended to evoke
Euripides’ tragedy, where Medea treacherously sends her erotic rival the envenomed robe and
crown, on the pretext that they are bridal gifts by which she attempts to win the favor of the
princess, so that she may persuade her father not to banish the Colchian’s sons (780-789, 954-
956).”*> Thus Nessus, who takes revenge on his antagonist by means of his poisoned garment,
adheres to the Medea paradigm. The centaur’s evocation of the Euripidean heroine is supported
by a subtle verbal echo. At the moment of his death Nessus addresses himself in a theatrical
aside, claiming that he will not die unavenged, and then proceeds to offer his blood-stained robe
to Deianira as an erotic charm.” The centaur’s explicit desire to exact vengeance from Hercules
diverges from his Sophoclean counterpart, who addressing Deianira falsely claims that she may
use his blood as an enchantment to retain Heracles’ passion (569-577). The Ovidian Nessus may
recall instead Euripides’ Medea, who asserts in her monologue that if her revenge plot is exposed
she is resolved to slay her enemies out in the open even if it will mean her own death.”®’ At the
same time the centaur’s words may echo and invert the dying Heracles’ determination in

Sophocles to avenge himself on his wife.”*®

% Curley 2013, 201-202.

%6 Met. 9.131-133 excipit hunc Nessus ‘neque enim moriemur inulti’ / secum ait et calido uelamina tincta cruore /
dat munus raptae uelut inritamen amoris.

%7 Med. 392-394 | & &Eehavvt Evpgopd p' aufyovoc, / adth Eipog Aafodoo, kel o Bavelv, / KTevd oo,
TOAUNG &' £l TPog 1O KopTEPOY. Nessus may also echo the elegiac Medea of Heroides 12, who threatens to avenge
herself on her enemies by means of her poisonous drugs (181-182 dum ferrum flammaeque aderunt sucusque
veneni, / hostis Medeae nullus inultus erit!).

% Tr. 1109-1111 [...] mpooporot pévov, / iv' Ekdidaydi| miow dyyédhev 61t / kai {dv kokodg ye kai Bavov
greloduny.
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Deianira’s first reaction to the rumors that Hercules has been overcome with passion for
Iole is one of profound sorrow, which manifests itself through the shedding of copious tears.”®’
Soon, however, she rejects this passive state of grieving and after contemplating various ways to
oppose her erotic antagonist, including murdering her, she finally resolves to send the robe to
Hercules, in order to regain his love. This psychological portrait of the Ovidian heroine deviates
from that of her Sophoclean predecessor, who announces her plan to dispatch the robe to her
husband without a prior self-debate (584-586)" and is represented as weeping not when she
learns of Hercules’ adultery, but before her suicide.”’ Deianira echoes instead her Euripidean
antecedent, who in the prologue grieves inconsolably because of Jason’s unfaithfulness,”* but
from the first episode onward she begins to devise her revenge scheme against her husband and
the royal family of Corinth. Finally, Deianira’s dismissal of lamentation in the Metamorphoses in
favor of drastic action “corrects” the passive attitude of her elegiac counterpart, who grieves for
Hercules’ infidelity (Her. 9.1-2, 135-136) and does not contrive any stratagems against Iole.””?
Deianira opens her soliloquy with a passionate invective against her rival, which has no

994 In the Women of Trachis Deianira on the

parallel in the attitude of her Sophoclean antecedent.
one hand considers the presence of Iole in the house as an outrage to her (536-538) and hopes to

overcome her antagonist by means of the love charm (584-586), but on the other hand she

%9 Met. 9.141-143 credit amans Venerisque nouae perterrita fama / indulsit primo lacrimis flendoque dolorem /
diffudit miseranda suum; [...]

%0 Curley 2013, 204.

91 Tr. 919-922 kai Saxpdav pREaca Bepud vapato / EeEev: «d Aéym te Kai vopeel” éud, / 1o howdv fidn yaiped' dc

g’ obmote / 66EeoB’ &' €v koitauot Taicd' gvvaTpLOY.»
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9% Curley 2013, 210-212.

%4 Curley 2013, 203-204.
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accepts Heracles’ infidelities (445-446, 459-462), she does not cast any reproach against Iole
(447-448, 462-463), and even shows pity for the young woman’s misfortunes (463-466). The
characterization of the Ovidian heroine evokes rather Euripides’ protagonist. Deianira abandons
her weeping because she believes that her tears will be a source of sadistic pleasure for her
haughty rival, thus echoing Medea’s claim that she will not allow her enemies to enjoy causing
her grief.””> On the other hand, Deianira’s branding of Iole as Hercules’ concubine has no
Sophoclean or Euripidean precedent, but recalls instead the words of her elegiac predecessor.996
Deianira feels the urgent need to hatch a plot against Iole, because she views her
imminent arrival as an invasion into her house and is afraid that her rival is going to usurp her
marriage chamber.””’ The Ovidian heroine’s panic derives from her belief in the rumors spread
by Fama, according to which Hercules is has been seized with passion for Iole (9.137-143). The
narrator’s comment, however, that the goddess’ report consists of both truth and lies alerts the
reader to the fact that Deianira’s reaction may be premature and excessive, since she has not yet
received sure knowledge of the facts. The situation in the Ovidian narrative contrasts sharply
with that in the Women of Trachis, where Deianira has already met Iole before hearing of
Heracles’ adultery and learns of her husband’s passion through messenger reports and direct

investigation.””® The Roman poet has replaced the Sophoclean sequence of events with the figure

of Fama, whom he has derived from Virgil’s Aeneid, where the goddess reports to Iarbas Dido’s

95 Met. 9.143-144 [...] mox deinde ‘quid autem / flemus?’ ait ‘paelex lacrimis laetabitur istis’; Med. 395-398 ov
YOop po TV déomovav fiv £yd oéPfw / pdhoto mhvtov kai Euvepyov eihduny, / ‘Exdtny, puyoic vaiovoav €otiog
EUTic, / YOoip®V TIC ODTAY TOVUOV GAYVVEL KEQP.

9% Her. 9.121-122 ante meos oculos adducitur advena paelex, / nec mihi, quae patior, dissimulare licet!

%7 Met. 9.145-146 quae quoniam adueniet, properandum aliquidque nouandum est, / dum licet et nondum thalamos
tenet altera nostros.

%% Curley 2013, 204, 211.
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relationship with Aeneas (4.188-197)."”” What is more, unlike the Ovidian protagonist
Sophocles’ Deianira is not afraid that Iole is going to banish her from her marriage chamber, but
that she will be forced to share the same bed with her husband’s mistress.'*"

The epic Deianira’s perspective is reminiscent rather of that of the Euripidean Medea,
who protests that Jason has appointed the Corinthian princess as mistress in her house.'"!
Moreover, the Ovidian heroine’s sense of exigency for action (the plot against her rival) on the
grounds of an unfounded motive (gullible belief in the rumors about her Hercules’ adultery)
evokes the mindset of Medea who claims that she needs to swiftly commit infanticide and then
escape from Corinth, justifying her decision by means of the self-deluding argument that if she
does not murder her children herself they will be slain more savagely by the Corinthians seeking
revenge for their king’s death.'”? In addition, Deianira’s wish to devise a scheme for
neutralizing the threat posed by her adversary recalls the Nurse’s fear in the prologue of the
Euripidean play that Medea may concoct a sinister plot.'°” The Ovidian heroine’s stratagem
seems momentarily to be the murder of lole, but she ultimately resolves to employ Nessus’ robe
to rekindle her husband’s passion. The Euripidean protagonist’s design, on the other hand,

proves to be both the infanticide and the murder of Creon and his daughter. Ovid thereby raises

expectations in his reader that Deianira will become a “new Medea” only to frustrate them

99 Anderson 1972 vv. 9.137-140.

19907y, 539-540 kai viv 80 odoat pipvopey pdc vVmd / yhaivig dmaykdhopa:, 545-546 10 &' ad Evvoikeiv Tiid' opod
Ti¢ av yovi / SHvarto, Kowvmvodso TV adTdV Yapmy;, 550-551 todt' odv goPoduon pry mooig uév Hpaxhfig / uoc
KoAfTaL, Tig vemtépag &' avnp.

10TMed. 692-694 M. Gdikel p’ Taowv 00dev £ &uod mabdv. / At Ti ypiina dpdoac; epale pot cagéotepov. / Mn.
yovoik' €' uilv deomdtv douwv Eyet.

1902 Med. 1236-1239 ¢ilat, 8é8okTar ToBpyov GG ThyloTd pot / maidag ktavovont tied’ dpopudodat x0ovog, / kai p

oyoAMV dyovoay £kdodvar tékva, / GAANL povedoal duopevesTépat yept.

1993 Met. 9.145 aliquidque nouandum est; Med. 36-37 otuyel 8¢ moidag 00d” Opds” evppaivetar / d&dotka &' adTiv pn
71 foviedont véov:
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immediately afterwards. The use of the verb “novare” to signify Deianira’s contriving of a plan
may bear metapoetic connotations alluding to Ovid’s innovative treatment of the character of
Deianira by conflating her Sophoclean predecessor with Euripides’ Medea. This reading is
corroborated by the Roman poet’s employment of the same verb in the Ars Amatoria to describe
his invention of the genre of erotic epistolography, i.e. the Heroides.'*

Finally, the epic Deianira’s reaction to the news of Hercules’ unfaithfulness echoes and
inverts the outlook of her elegiac antecedent. Whereas the Heroides follow the Sophoclean
model in chronologically setting Deianira’s letter after Iole has already arrived in Trachis
(9.121), the Ovidian heroine’s dramatic monologue in the Metamorphoses precedes the advent of
her rival in the city (9.145-146).1005 Moreover, Deianira in Heroides 9 shows initial disbelief in
the reports of her husband’s infidelities, which cause her only mild grief, and she is afraid that
Iole may perhaps appropriate her place as Hercules’ lawfully wedded wife only after she sees her
entering the city in triumph.1006 In stark contrast to her elegiac counterpart the epic Deianira
credulously believes the rumors about her husband’s new love and weeps profusely fearing with
certainty that Tole will encroach on her marriage chamber.'”’ Deianira’s terror in the

Metamorphoses at the prospect of being displaced by her antagonist serves to explain her

ensuing contemplation of a murder plot against Iole, which has no equivalent in the epistle.

199 Ars 3.345-346 vel tibi composita cantetur Epistola voce: / ignotum hoc aliis ille novavit opus.
1995 Curley 2013, 210.

19% Her. 9.3-6 fama Pelasgiadas subito pervenit in urbes / decolor et factis infitianda tuis, / quem numquam Iuno
seriesque inmensa laborum / fregerit, huic Iolen imposuisse iugum., 119-122 Haec tamen audieram; licuit non
credere famae. / et venit ad sensus mollis ab aure dolor — / ante meos oculos adducitur advena paelex, / nec mihi,
quae patior, dissimulare licet!, 131-132 forsitan et pulsa Aetolide Deianira / nomine deposito paelicis uxor erit.

1997 Met. 9.137-143 [...] cum Fama loquax praecessit ad aures, / Deianira, tuas, quae ueris addere falsa / gaudet et e
minimo sua per mendacia crescit, / Amphitryoniaden Joles ardore teneri. / credit amans Venerisque nouae perterrita
fama / indulsit primo lacrimis flendoque dolorem / diffudit miseranda suum.
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In such a state of anxious anticipation of her rival’s advent Deianira begins to weigh her
options in a series of self-addressed rhetorical questions (9.147-154). We notice a gradual
escalation in her alternative courses of action as she progresses from silence, to speech, to flight,
and finally to active resistance. She first considers whether she should tacitly endure her sorrow
over Hercules’ adultery or voice her complaints to him. Next, she wavers between returning to
her homeland Calydon or awaiting Hercules’ arrival in Trachis. The Ovidian heroine is in a state
of tragic aporia, which has no parallel in Sophocles, but is reminiscent of that of the Euripidean
Medea, who asks herself whether she should go back to her native Colchis or to Iolcus.'"® The
distinguishing difference between the situations, however, is that while Medea ponders where to
find refuge after Creon has issued a decree of exile for her, the terrified Deianira considers flight,
although Hercules has not banished her from their house. Ovid’s protagonist then shifts from
passive to active attitude by wondering whether she should leave her house or, since she has
nothing left to lose, stay and oppose her adversary.

Her final deliberation is whether she should murder Iole, which is suddenly triggered by
the recollection of her brother.'®” Deianira’s concluding words engage in dialogue with a variety
of intertexts and Ovidian intratexts. To begin with, the heroine’s desire to follow the example of
Meleager in bravely committing an impious crime out of love recalls the episode in the previous
book, where the wrathful hero slew his uncles in order to take vengeance on them for insulting
his beloved Atalanta (8.737-444). Deianira’s wish, however, is fraught with tragic irony in that

she will ultimately adhere to the paradigm of her brother in a different way than she expects,

1008 Met. 9.147-148 [‘conquerar an sileam? repetam Calydona morerne? / excedam tectis an, si nihil amplius,
obstem?’]; Med. 502-505 vdv 7ot 1panmual; TOTEPO TPOS TATPOS dOUOVGE, / 0DG 60l TPodoDoa Kol TATPOV APIKOUNV;
! 1) mpod¢ Takaivag TTeMdadag; kodde y' dv odv / déEavtd p' oikolg Qv matépa kotéktavov (See Curley 2013, 204-
205).

199 Met. 9.149-151 quid si me, Meleagre, tuam memor esse sororem / forte paro facinus, quantumque iniuria possit /
femineusque dolor, iugulata paelice testor?
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namely by murdering her kin: just as he dispatched his maternal uncles, similarly she will end up
unwittingly killing her husband.'”'® At the same time the epic Deianira “corrects” her elegiac
predecessor, who invokes Meleager not as an example of perpetrating impious murder, but as an
inspiration for courageously facing death, since she intends to commit suicide in remorse for
unknowingly causing the death of her husband.'*"!

The Ovidian protagonist also diverges pointedly from her Sophoclean antecedent, who
does not contemplate vengeance on lole, but feels sympathy for the young woman’s misfortunes,
since Heracles sacked her city and killed her family, because Eurytion refused to marry his

daughter to him.'""?

Moreover, Deianira’s desire in the Metamorphoses to commit a bold and
impious crime (i.e. kill her rival) contrasts sharply with her tragic model’s explicit rejection of
brazen acts of wickedness and her hatred for women who perpetrate such deeds.'’'® The Ovidian
heroine’s scheme to murder her antagonist evokes instead one of the revenge plots entertained by
Medea, namely to infiltrate Jason’s marriage chamber and slay the Corinthian princess with the

1014
sword.'”

In addition, Deianira’s incentives for avenging herself on her adversary are
reminiscent of her Euripidean antecedent’s motivation. Both heroines are spurred by a sense of

intense grief and by having suffered a grave injustice on account of their husbands’ betrayal.'"

1910 Casali 1995, v. 9.151; Galasso 2000, vv. 9.134-158.

"' Her. 9.151-152 tu quoque cognosces in me, Meleagre, sororem! / inpia quid dubitas Deianira mori? (See
Kenney 2011, vv. 9.149-151).

912 71, 463-467 [...] 0@’ &yd / drripa 81 pdhoto TpooPréyas', Tt/ 1O kGAhog avtiic OV Blov Sibhesey, / kod yijv
TaTPOOV 0vy, Ekodoa SUGHOPOG / Enepoe KASOVAMGEY.

1013 Tr, 582-583 kadg 8¢ ToAag Pt émotaipny £yo / pit dkpddouut, TGS Te TOANDGAS GTLY®.

1914 Med. 379-380 [...] fj Onktov dow edoyavov 8t fimatoc, / oryijt d6povg dofdc’ iv' Eotpotor Aéyog (See Curley
2013, 205-206).

1915 Med. 160-165 & peydho Oéut koi motvi' Aptept/ Aedoced’ & maoym, Heydhotg SpKoLg /EvNCaiva TOV KOThpaToy
noowv; 8v ot &yd vopeoy T éoidoy' / avtoig perddpoig Srakvatopévoug, / ol dug mpdodev ToAMG Gdikelv, 395-
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Furthermore, Deianira’s appeal to her heroic brother as a stimulus to valiantly murder her rival
may echo Medea’s invocation of her noble ancestry, namely her father Aeetes and her
grandfather Helios, in order to incite herself to be courageous in exacting retribution from her
enemies.'*'®

The Roman poet’s depiction of Deianira as an “aspiring Medea” may have been inspired
by the portrayal of two other famous heroines, Virgil’s Dido and Ovid’s own Hypsipyle, in the
sense that they all fantasize about playing the role of the Colchian, but eventually do not realize
their desire for vengeance. Upon discovering that Aeneas secretly plans to abandon her and sail
for Italy in order to found “New Troy”, the Carthaginian Queen is seized with frenzied madness
and contemplates avenging herself on the Trojan hero by violent acts reminiscent of those of
other mythical heroines. In particular, she considers dismembering Aeneas and scattering his
limbs in the sea echoing Medea’s sparagmos of her brother Apsyrtus, or murdering Ascanius and
serving his flesh to his father evoking Procne’s cannibalistic banquet, in which she offers her son
Itys as a feast to Tereus.'”'” The Virgilian heroine, however, does not ultimately fulfill her
revenge fantasies, but commits suicide instead.

Heroides 6, Hypsipyle’s letter to Jason, constitutes an even closer model for Deianira.
The elegiac heroine imagines the hypothetical scenario, in which Jason returns to Lemnos
accompanied by Medea after his ship has been stranded at its shores and is thus forced to

confront the deserted queen and their twin offspring (6.141-145). Although Hypsipyle condemns

the crime of the Lemnian women, who murdered their adulterous spouses and their Thracian

399 oV yap pa v déomowvay fiv £yd céfw / pdkiota mavtov kol Euvepyov ilouny, / Exdtmy, poyoic vaiovoav £otiog
EUR, / xoip@v Tig o TV TOVUOV AAYLVETL KEap. / TKPOVG & £Yd GV Kai Avypovg 0om Yauovg.

1016 Med. 403-406 £pm' £¢ 10 Sewdv' vV dydv edyuylag. /opaig & mhoyels; 0 YédwTa Sel o' dQAEY / Toic Tioveeiolg
10100' Tacovog yapotg, / yeydoav §60A0 matpog HAiov t' dmo.

1917 Aen. 4.600-602 non potui abreptum divellere corpus et undis / spargere? non socios, non ipsum absumere ferro /
Ascanium patriisque epulandum ponere mensis?
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concubines, she nevertheless daydreams about partially following the example of her
countrywomen by sparing the unfaithful Jason out of mercy, but savagely killing his mistress.'*'®
Her wish to become “Medea” to Medea alludes to the fact that her imagined revenge scheme
against her erotic rival foreshadows the Colchian’s actual vengeance on the Corinthian princess.
The Lemnian queen’s longing for retribution will be not realized, however, since Jason will
never return to her island. A significant affinity between Deianira and Hypsipyle concerns the
invocation of a mythological exemplum as a self-exhortation to action: just as the Lemnian queen
rouses herself to bravely take revenge on her antagonist by appealing to the bloody deed of her
countrywomen as an instance of grief over male infidelity stirring women to courageously take
up arms, similarly the epic heroine’s recollection of her identity as Meleager’s sister incites her
to yearn for valiantly exacting revenge from her adversary and thus demonstrate the destructive
power of female sorrow.

After vacillating between various courses of action Deianira ultimately decides to resort
to the solution of Nessus’ robe, so as to reignite Hercules’ passion.'’'” Sophocles’ protagonist, on
the other hand, does not engage in a self-debate on how to neutralize the threat posed by her
erotic rival, but immediately announces her decision to use the centaur’s robe as a love charm to

. . 102 . g . . . ..
win back her husband’s affections.'®® The Ovidian heroine’s aporia is reminiscent of the

thought process of Euripides’ Medea, who after contemplating various revenge plots resolves to

1018 Her. 6.139-140 Lemniadum facinus culpo, non miror, Iason; / quamlibet ignavis iste dat arma dolor, 149-151
paelicis ipsa meos inplessem sanguine vultus, / quosque veneficiis abstulit illa suis! / Medeae Medea forem!

1019 Met. 9.152-154 in cursus animus uarios abit; omnibus illis / praetulit imbutam Nesseo sanguine uestem / mittere,
quae uires defecto reddat amori.

1920 Ty, 584-586 oiktpoig &’ &hv mwg TAVS' VmepPaldpeda / TV maido kai OEAkTpolot Toig £¢ Hpokhei, /
ULEUTYAVNTOL TOVPYOV.Q
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employ the poisoned robe and diadem to destroy the Corinthian princess and Creon.'"' The
distinguishing difference between the two situations is that while the Euripidean protagonist is
fully aware of the deadly properties of her gifts, her Ovidian counterpart, like the Sophoclean
Deianira, is ignorant of the fact that her donum is going to bring about her husband’s agonizing

. 1022
demise.'”

Instead of reenacting Medea’s vengeance on her adversary Deianira is thus
manipulated by Nessus into giving his lethal robe to his own erotic antagonist, Hercules. Hence,
the cunning centaur is the one who in fact plays the role of Medea, while the Ovidian heroine
along with the unwitting Lichas assume the part of the Colchian’s innocent children bearing the
fatal gifts to her rival.

Finally, it is noteworthy that Deianira disappears from the narrative after she dispatches
her deadly gift to her husband. Although her future dirge is ironically anticipated by the narrator
at the moment when she hands the fatal robe to Lichas (9.155-157), Ovid omits the anagnorisis
of the inadvertent murder of her husband and her resulting suicide. He thus diverges from both
the Sophoclean model, where the Nurse recounts her mistress’ suicide (Tr. 899-946), as well as
from the elegiac version of the myth, in which the elegiac heroine mourns for her deeds and
repeatedly expresses her intention to commit suicide (Her. 9.146, 152, 158, 164)."° One
interpretation of the poet’s choice to exclude Deianira’s suicide in the Metamorphoses is that in

this way the focus in the last part of the narrative shifts entirely on Hercules’ death and

deification. An alternative, but not mutually exclusive reading, however, is that by not

1921 Med. 376-377 moAhig 8 &xovoa Bavaoipovg avtoic 0dove, / ovk 018 dmoion TpdTOV Eyxelpd, eilar, 384-
385 kpdTicTo THV 08Ty, L TEPUKAUEY / GOPOL LAAMOTA, PAPILAKOI ADTOVG EAETV.

1922 Met. 9.155-157 ignaroque Lichae quid tradat nescia luctus / ipsa suos tradit blandisque miserrima uerbis / dona

det illa uiro mandat.

1923 Curley 2013, 212.
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recounting the heroine’s death the Roman poet assimilates her to Medea, who escapes from

Corinth unscathed after her crimes.

3.8.2 The death of Hercules

Ovid’s description of Hercules’ demise caused by Nessus’ robe creatively reworks the
Sophoclean account of the hero’s end by conflating it with the death scenes of Creon and the
Corinthian princess in Euripides’ play. The evocation of the Euripidean model in the Ovidian
narrative of the Greek hero’s death serves as a further allusion to the fact that Nessus’ revenge on
Hercules by means of the poisoned vestis reenacts Medea’s retribution against the Corinthian

1924 7o begin with, Hercules’ donning of the poisoned robe recalls verbally the parallel

princess.
description in the Women of Trachis as well as the Euripidean scene, in which the Corinthian
princess puts on the deadly peplos.'®* The emphasis on the hero’s ignorance of the deadly nature
of his wife’s gift is reminiscent of the scene in Euripides’ play, where Creon enters his
daughter’s chamber and being oblivious to the cause of her death makes the fatal error of
embracing her corpse.'”®® The unawareness of Hercules and Creon is mirrored in their speech,

which is tinged with tragic irony: just as the Corinthian king erroneously accuses a divinity of

killing his daughter instead of the real culprit, Medea, likewise the Greek hero is mistaken to

1924 Curley 2013, 202-203.

1925 Met. 9.157-158 [...] capit inscius heros / induiturque umeris Lernaeae uirus echidnae; Med. 1159 Aofodoa
némAovg Totkilovg Nuréoyeto; Tr. 757-759 «iipv an' oikwv iket' oikelog Alyxag, / 10 ooV épmv dmpnua, Bavaciuov
némhov* / OV KeIvog £vdig, ¢ oL TPoVEEPiEsO.

1026 Med. 1204-1205 natip &' 6 TAMLOV cLUEOPAC dyvasion / Geve Taperdby ddpa Tpoomitvel vekpdt. Hercules’
death scene also echoes the depiction of Meleager’s demise in the previous book in terms of the hero’s unawareness
and his initial valiant resistance to the pain (Met. 9.157 inscius heros, 163-165 dum potuit, solita gemitum uirtute
repressit, 8.515-517 inscius atque absens flamma Meleagros ab illa / uritur et caecis torreri uiscera sentit / ignibus ac
magnos superat uirtute dolores (See Galasso 2000, vv. 9.159-210).
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rebuke Juno for bringing about his destruction, whereas in reality the devious Nessus is to blame
for his death.'””’ In the Women of Trachis, on the contrary, Heracles initially reviles Deianira for
his demise, since he learns from Lichas that the robe was dispatched as a gift from her, but is
later informed by his son Hyllus that the centaur actually tricked his wife into giving him the
lethal attire.'®*®

The description of the deadly effects of the poisoned robe in the Ovidian episode also
blends elements derived from the Sophoclean and Euripidean intertexts. To begin with, the
depiction of the deadly garment as clinging closely to Hercules’ body echoes the parallel
description in Sophocles’ play.'"® The concomitant graphic image, however, of the hero’s vain
attempt to remove the robe, which causes his own flesh to be torn from his bones is drawn from
the messenger speech of Euripides’ play: Creon glued to his daughter’s robe tears away his flesh
when he tries to extricate himself from her fatal grip.'®® Ovid signals his allusion to his tragic
predecessor by means of an intertextual marker: the narrator’s parenthetical comment on the
gruesome nature of his account evokes the Euripidean messenger’s analogous remark whereby

he introduces his report of the poison’s effects on the Corinthian princess.'®*!

1927 Med. 1207-1208 "Q dvomve nai, / Tig 6> ' dripog dapdévev dndreoev;; Met. 9.176-178 “cladibus’ exclamat,
‘Saturnia, pascere nostris, / pascere et hanc pestem specta, crudelis, ab alto / corque ferum satia.

1928 Tr. 1046-1052 & moAkd 87 kod Beppd, kol Aoy Kokd, / kai yepol koi vdTolot poxdfoag &yéh: / kobmw TodTov
ot dxormig 1 Adg / mpodbnkev 0b0’ 6 otuyvdg EdpucOede éuoi / olov 108 1 Soddmg Oivémg kopn / kabfjyev Buoig
10i¢ duoic Epwvdwv / boavtov aueipinctpov, @ storivpar, 1141-1142 Néccog méiar Kévtowpog éEémetcs viv / to1hde
oiktpo TOV 6oV ékpijvon to6Bov. (See Kenney 2011, vv. 9.176-181).

1029 Met. 9.166-169 nec mora, letiferam conatur scindere uestem; / qua trahitur, trahit illa cutem, foedumque relatu, /
aut haeret membris frustra temptata reuelli / aut laceros artus et grandia detegit ossa; Tr. 767-771 idpag dvrietl ypoti
Kail TPooTTHeCETO / TAEVPOIcY GpTiKoAlog, hoTe TékTOVOG / yutdv, Gmav kot dpBpov: HABs &' dotémv / dSayudg
dvtiomactoc elta poiviog / &xBpdic &xidvng 10¢ d¢ £daivuto (Kenney 2011, v. 9.161).

1930 Med. 1211-1217 énei 8¢ Bpivov kai yoov navoato, / ypiilov yepadv éavaotijout dépag / mpoosiyed’ dote
K1660¢ Epvecty dapvng / Aemtoiot mémhoig, Sswvé &' v makaiopato. / 6 pév yap 1Bed’ éEavaotijcot yovv, /1 &'
avteddlut" i 08 Tpog Piav dyor, / chpkag yepodg éondpacs’ an’ dotémv (See Anderson 1972, v. 9.166).

191 Met. 9.167 foedumque relatu; Med. 1167 todv0évde pévrot dewvov Ry Oéap’ ideiv:
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The Roman poet continues the fusion of his tragic models in the description of the
destruction of Hercules’ body by the envenomed robe. Thus, he appropriates purely Sophoclean
elements, such as the triggering of the poison’s effects by the heat of the sacrificial flames and

the picture of the hero being bathed in sweat.'%**

In other cases he employs features found in both
plays, such as the devouring of the victim’s body by the poison.'® Finally, he includes
Euripidean motifs, such as the burning of the hero by the robe’s magical flames, a theme which
is drastically downplayed by Sophocles, who only makes a single reference to fire imagery.1034
Last but not least, the Ovidian account of Hercules’ apotheosis, which is not described in the
Sophoclean play, may contain an intriguing allusion to Euripides. After the hero is totally
consumed by the flames of his funeral pyre, his physical form is not recognizable any longer,
since his mortal part has been destroyed and only his divine part survives, which retains the
features of his father Jupiter.'”>> The Ovidian hero’s divine metamorphosis may ironically evoke

and reverse the grisly transformation of the Corinthian princess: after the young woman’s

burning by the magical flames of the poison, which involves the disfigurement of her facial

1932 Met. 9.161-162 incaluit uis illa mali resolutaque flammis / Herculeos abiit late dilapsa per artus, 173

caeruleusque fluit toto de corpore sudor; Tr. 765-767 6nwg ¢ cepvdy opylmv £daigto / AOE alpoTnpd Ko mieipog
dpvadg, / idpig avnel xpmti [...].

1933 Met. 9.172 sorbent auidae praecordia flammae, 201-202 [...] pulmonibus errat / ignis edax imis perque omnes
pascitur artus; Tr. 1053-1057 mievpaiot yap mpoopaydev éx pév €oydras / BEBpwke odpkag, mAeduovog T dpTnpiog
/ poel Evvorkodv: €k 88 YAwpdv aipd pov / mémokey §{oN, kol S18eOupuar Sépag / 10 ndv depdote Tide yeipwdeic
nwédN (see Bomer 1977, vv. 9.201-202); Med. 1187-1188 mémhot 8¢ Aemtol, cdv tékvmv dwpnpota, / Aevknv £dantov
obpka tiig dusdaipovog.

193 Met. 9.170-172 ipse cruor, gelido ceu quondam lammina candens / tincta lacu, stridit coquiturque ardente
ueneno. / nec modus est, sorbent auidae praecordia flammae, 174-175 ambustique sonant nerui, caecaque medullis /
tabe liquefactis tollens ad sidera palmas, 201-202 [...] pulmonibus errat / ignis edax imis [...]; Med. 1186-1187
YPLoODG HEV aupl Kpati Keipevog mAdkog / Bovpootov el vapa mapedyov_mopdg, 1190 @edyer &' dvaotds' €k
Bpovov mopovpévn, 1198-1201 [... ] aipa &' &€ dkpov / Eotale KpATOG CLUTEPVPUEVOY TTLpT, / GhpKeg & G’ OGTEWMV
GHote TevKVOV ddKpv / Yvaolg adroic popudxov dmnéppsov; Tr. 1081-1082 Aiod, & téhac, aiod, / EBolyev dne
omAGHOC GpTiong 68 .

1933 Met. 9.262-265 interea quodcumque fuit populabile flammae / Mulciber abstulerat, nec cognoscenda remansit /
Herculis effigies, nec quidquam ab imagine ductum / matris habet, tantumque Iouis uestigia seruat
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characteristics and the melting of her flesh, she becomes unrecognizable to everyone but her

father.'%%¢

Chapter 4

Hecuba: Maiden sacrifice and maternal revenge

The stories of Polydorus and Polyxena first woven together in Euripides’ Hecuba (c. 424 BC)
had a rich afterlife in Greek and Roman literature.'”>’ One of the most famous adaptations of the
myth is Ovid’s Hecuba narrative in the Metamorphoses (13.429-575). The Roman poet draws on
the Euripidean play as his primary model, but at the same time diverges in significant ways from
his tragic predecessor.'™® The Ovidian narrative follows closely the main plot outline of the
Greek play, which comprises Polydorus’ murder by Polymestor, the sacrifice of Polyxena at the
behest of Achilles’ ghost, Hecuba’s vengeance on the Thracian king, and finally the Trojan
queen’s canine metamorphosis. The Euripidean material, however, is radically curtailed by the
exclusion of several characters and episodes. Thus, the debate of the Achaean assembly
concerning the fate of Polyxena and Hecuba’s exchanges with Agamemnon, Odysseus, and
Polymestor are omitted in Ovid’s story. Moreover, the Metamorphoses affords its reader a direct

epic presentation of scenes which are reported in Euripides ex post facto partly due to the

1036 Med. 1195-1999 mitver 8’ £¢ 00S0C GLUQOPEL VIKOUEVY, / TAMY TdL TeKOVTL KapTo Svopodne detv: / obt’
dUpATOV Yap STiAoc v KoTdoTactc / obT’ e0QLEC TPOSMTOV, oijo & &E Bicpov / E6TalE KPUTOC CUUTEPLPUEVOV TVPT
/ obpkec &’ an' dotév dhote mevKIVOV dAKPL / YvaBolg AONAOIG PUPUAK®V GTEPPEOV.

1937 See Mossman 1995, 247-253 for a brief overview of the treatment of Polydorus and Polyxena in post-Euripidean
ancient literature.

198 For the intertextual relationship between the Euripidean and Ovidian versions of the Hecuba myth see Venini
1952, Dippel 1990, Paschalis 2003, Alvarez Moran and Iglesias Montiel 2006, Papaioannou 2007, and Curley 2013.
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dramatic convention of fifth century Athenian theater, which prohibited the display of violent
action on stage.1039 The ghost of Polydorus relates his murder by Polymestor, the appearance of
Achilles’ ghost is described by both the chorus and Polydorus, Polyxena’s sacrifice is reported
by the herald Talthybius, the discovery of Polydorus’ corpse is announced by an old
maidservant, and finally the blinding of Polymestor is recounted by the Thracian king himself.
Hence, The omniscient narrator of the Ovidian epic appropriates the role of all the internal
Euripidean narrators.

Ovid’s incentive for the omission of all male characters (Agamemnon, Odysseus,
Talthybius, and the ghost of Polydorus) except for those who are instrumental to the
development of the plot (Achilles’ ghost and Polymestor) is probably his wish to focus more
closely on the psychological portraits of his female protagonists. As I will argue below, Polyxena
surpasses her Greek antecedent both as a symbol of female sensuality and in terms of the
appropriation of masculine features such as valor and the aspiration for heroic status, while
Hecuba outdoes her tragic counterpart in terms of the excessive pathos of her lamentation for
Polyxena and the ferocity of her revenge on Polymestor. Finally, the Roman poet sets the action
of his narrative on the Thracian coast of Chersonese in adherence to his tragic model, but also
makes substantial alterations to the Euripidean setting.'®*" In contrast to the Greek play, in which
Hecuba’s metamorphosis takes place during the sea voyage towards Greece, in the
Metamorphoses she is transformed into a dog on the coast of Thrace. Furthermore, whereas in

Euripides the blinding of Polymestor is set inside the tent of the captive Trojan women, the

1939 Hopkinson 2000, 24-25.

1949 For Ovid’s innovating reworking of the spatial and temporal aspects of the Euripidean play see Curley 2013,
101-114.
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Ovidian scene unfolds in an unspecified secluded location (13.555 in secreta) somewhere on the
coast of Thrace.

Ovid derives certain elements of his narrative from other Euripidean tragedies. The
Roman poet was familiar with Euripides’ Trojan Women, which constitutes one of his major
sources for the account of the fall of Troy (Met. 13.404-428) immediately preceding the Thracian

. 1041
episode. 0

However, the only explicit allusion to the Greek play in the Hecuba narrative is the
Trojan queen’s allotment as war booty to Ulysses (Met. 13.422-425, 485-487; Tro. 277-292) in
stark contrast to Euripides’ Hecuba, where her master is said to be Agamemnon (Hec. 724-725).

What is more, I will contend that Ovid is obliquely evoking Euripides’ Bacchae in the scene of
Polymestor’s blinding by depicting Hecuba as a figurative maenad in terms of her superhuman
strength and immunity to weapons. On the other hand, the surviving fragments of Sophocles’

Polyxena do not suggest that Ovid is in any way indebted to the play.'***

Most importantly, the
Sophoclean tragedy treats only the sacrifice of Polyxena making no reference to the Polydorus
story. In addition, its action unfolds not in Thrace, but in the Troad. Likewise the scant extant
textual evidence of Ennius’ and Accius’ Hecuba plays does not allow us to determine whether
the Roman poet appropriated any features from their works, while Pacuvius’ Iliona dramatizes
an alternative variant of the Polydorus myth. The only surviving pre-Ovidian treatment of the
sacrifice of Polyxena is found in Catullus’ Carmen 64 (362-370). As I will argue below, Ovid’s

portrayal of Polyxena as a fearless maiden seeking heroic glory constitutes a direct reversal of

the Catullan depiction of the Trojan heroine as a passive and helpless sacrificial victim.

1941 Curley 2013, 104: “Ovid recalls the Trojan Women in his report of the destruction, particularly the fates of
Cassandra and Astyanax, and in the collective and emphatic Troades (421), which stamps the preceding narrative
with Euripides' title. Hecabe's final act in the Trojan Women - her departure from Troy and from the stage - becomes
her first act in the Metamorphoses”.

192 For a recent reconstruction of Sophocles’ Polyxena see Sommerstein 2006, 51-66.
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The most significant mediating intertext between Euripides and Ovid is Virgil’s
Polydorus narrative opening the third book of the Aeneid (3.13-68). Aeneas’ first stop after his
flight from the fallen Troy is the Thracian shore, where he founds a new city. While he is making
sacrifices to the gods he pulls up some myrtle and cornel branches as decoration for his altars,
but to his amazement and terror blood begins trickling from them. The Trojan hero then hears the
voice of Polydorus’ ghost recounting to him how the spears with which he was treacherously
murdered by Polymestor had grown into shoots and exhorting him to flee from the accursed land.
The Trojans decide to offer proper burial honors to the young Trojan before immediately setting
sail again. Sergio Casali has convincingly argued that Ovid employs in his story a distinctive
Virgilian allusive technique.1043 Virgil follows (or invents) a variant of the Polydorus myth
which deviates from the Euripidean version, but at the same time echoes the Greek play by
means of subtle allusions. The Metamorphoses narrative, on the contrary, adheres to the
Euripidean model while implicitly alluding to the Virgilian one.

Moreover, the Ovidian account is characterized by a substantial shift of narrative
emphasis from Polydorus to Achilles and Polyxena. The epiphany of the Virgilian ghost of
Polydorus is replaced by that of Achilles’ ghost and the focal point of action is no longer the
tomb of the young Trojan prince, but the sepulcher of the Myrmidon hero.'”** Similarly the
funeral rites for Polydorus yield their place to Polyxena’s obsequies. Finally, I will contend that

Ovid’s reworking of the Euripidean Hecuba may allude to Virgil’s refashioning of the

1043 Casali 2007, 188.

194 paschalis 2003, 154: “There is intertextual association between Ovid’s Polyxena narrative and Virgil's Polydorus
narrative: The landing of the Greek fleet on the coast of Thrace in Met. 13.439-440 becomes associated with the
arrival at the same place of Aeneas and the Trojans in Aen. 3.13-17. The events surrounding Aeneas' sacrifice and
the incident with the body of Polydorus lacking proper burial are retrospectively projected into Achilles’ demand for
proper burial honors also in the form of a sacrifice. Finally, it is worthy of note that the tumulus and the arae
(“altar”) in the Ovidian narrative of the sacrifice of Polyxena (452-3) are also central spatial constituents of Virgil's
Polydorus narrative.”
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Euripidean Polydorus. In particular, the Thracian spear-attack against the Trojan queen is
reminiscent of the death of the Virgilian Polydorus, while Ovid’s placing of Hecuba’s death on
land instead of the sea seems evocative of Virgil’s account of Polydorus’ demise. Another
Virgilian episode which Ovid’s narrative engages intertextually is the account of Priam’s death
(Aen. 2.506-508). It will be argued that the sacrifice of intrepid Polyxena by tearful Neoptolemus
evokes and reverses the slaughter of helpless Priam by ruthless Pyrrhus and that the tragic
reversal of Hecuba’s fortunes emulates the Trojan king’s peripeteia.

Finally, the Hecuba narrative converses intratextually with other stories in the
Metamorphoses. Dan Curley has suggested that the sacrifice of Polyxena echoes the miniature
account of Iphigenia’s sacrifice in the previous book of the Metamorphoses (12.29-34).'%%
Noting the intrinsic affinities between the two heroines, namely that they are both regal maidens
sacrificed for the sake of the Greek army on account of unfavorable winds, he argues that the
Polyxena narrative is fashioned in such a way as to implicitly evoke aspects of Iphigenia’s
experience, such as her initial unwillingness to die, her sudden realization of the sacrifice which
indicates her ignorance or surprise, and the presence of an altar. Furthermore, he contends that
Ovid’s conflation of Polyxena and Iphigenia is reminiscent of Euripides’ own fusion of the two
heroines in Iphigenia in Aulis. The Euripidean heroine initially recalls Aeschylus’ Iphigenia in
that she is depicted as a helpless sacrificial victim pleading for her life. Later in the play,
however, she is suddenly transformed into a fearless maiden willingly embracing death thereby
echoing the tragedian’s own Polyxena in Hecuba. Finally, as we shall see, the portrayal of
Hecuba evokes and reverses by means of explicit verbal reminiscences two other maternal

figures of the Metamorphoses, Procne and Niobe. In contrast to Procne who avenges herself on

195 Curley 2013, 185-200.
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her husband by committing infanticide, the Trojan queen takes revenge on her son’s murderer.
Moreover, both Niobe and Hecuba are mourning mothers who have been bereft of their
offspring, but whereas the former’s childlessness is a punishment inflicted on her on account of
her outrage against Latona, the latter’s loss of her progeny is due to no fault of her own, but she

is a tragic victim of fate.

4.1 The murder of Polydorus

The Ovidian narrative opens with a sketch of the background of Polydorus’ story (Met. 13.429-
438). When Priam became fearful that Troy was in danger of falling at the hands of the Greeks,
he secretly sent his youngest son Polydorus with a large sum of gold to his Thracian guest-friend,
Polymestor. After the fall of the city, however, the Thracian king, spurred by his ravenous desire
for wealth, murdered his Trojan protégée and threw his body into the sea. Ovid’s introduction
evokes the prologue of Euripides’ Hecuba by means of double allusion, namely both directly and
indirectly through Virgil’s Polydorus episode (Aen. 3.13-68), which in turn echoes the Greek

play. In particular, Ovid derives from his sources the basic plot elements of the episode, such the
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clandestine dispatch of Polydorus to Thrace, Polymestor’s gree and the direct causal

relationship between Troy’s downfall and young Trojan’s murder.'**®

Although the Ovidian text teems with explicit verbal reminiscences of both the
Euripidean and Virgilian models, it clearly adheres to Euripides’ version of the myth, according
to which Polymestor murdered Polydorus and threw his body into the sea where it was later
discovered by Hecuba.'® Virgil, on the contrary, follows or invents another mythical variant, in
which the king tries to conceal his crime by burying the Trojan prince’s corpse on the Thracian
shore with the spears transfixing his body having turned into myrtle shoots. Casali argues that
Ovid employs here the characteristic Virgilian technique of alluding to the intertext which is
dismissed.'™” He achieves this both by means of the profuse verbal echoes of the Aeneid in the

prologue of the Polydorus narrative and by opening his own “Aeneid” with a passing allusion to

the Virgilian version of the “bleeding bush”.'®"

109 Met. 13.430-434 Polymestoris illic / regia diues erat, cui te commisit alendum / clam, Polydore, pater
Phrygiisque remouit ab armis / consilium sapiens, sceleris nisi praemia magnas adiecisset opes; Aen. 3.49-52 Aen.
3.49-57 hunc Polydorum auri quondam cum pondere magno / infelix Priamus furtim mandarat alendum / Threicio regi,
cum iam diffideret armis / Dardaniae [...]; Hec. 3-7 IToAddwpocg, [...] / TIpiauov 1€ matpdg, 6g 1, énel Dpoy@dv moALy /
kivouvog €oye dopl meoelv ‘EAMMvik®, / dcicag vretémepuye Tpwikiig x0ovog / Tlolvunotopog mpog ddpoa Oprkiov
Eévov, 10-11 oAV 8¢ ouv €uol ¥pvcov ékméumel AdBpa / motnp [...], 19-20 koAdg map™ avopl Opnki Tatpd® EEve /
TPOQOicY &G Tig TtOpHoc NOEOUNY TdAac (See Bomer 1982, vv. 13.431-432; Hopkinson 2000, v. 13.431).

1947 Met. 13.432-433 [...] sceleris nisi praemia magnas / adiecisset opes, animi inritamen auari; Aen. 3.56-57 [...]
auro / vi potitur. quid non mortalia pectora cogis, / auri sacra fames?; Hec. 25 kteivel pe ypvood tov taAainmopov ydpw
(See Alvarez Moran and Iglesias Montiel 2006, 41).

1948 Met. 13.435-436 ut cecidit fortuna Phrygum, capit impius ensem / rex Thracum iuguloque sui demisit alumni;
Aen. 3.53-55 ille, ut opes fractae Teucrum et Fortuna recessit, / res Agamemnonias victriciaque arma secutus / fas
omne abrumpit; Polydorum obtruncat [...]; Hec. 21-25 éxnei 8¢ Tpoia 0° “Extopog T dmdiivtor / yoyn motpdo 0° Eotia
Kateokben / ad1og T8 POpd TPog BeodunT® TTVEL / 0Qoyeic AYIAAE®G ToudOg €K Houeovov, / kteivel pe [...] (See
Bomer 1982, v. 13.435; Hopkinson 2000, v. 13.435).

1049 Met. 13.437-438 et, tamquam tolli cum corpore crimina possent / exanimem scopulo subiectas misit in undas;
Hec. 25-27 ktsivet pe [...] / Eévog matpdog kol ktaviv & otop” dAdg / uediiy[...].

1% Casali 2007, 182-184.
1951 Met. 13.628-630 scelerataque limina Thracum / et Polydoreo manantem sanguine terram / linquit; Aen. 3.27-29
nam quae prima solo ruptis radicibus arbos / vellitur, huic atro liquuntur sanguine guttae / et terram tabo maculant, 42-
43 non me tibi Troia / externum tulit aut cruor hic de stipite manat.
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Scholars have noted an intriguing contradiction in the Ovidian poem pertaining to the
particular manner of Polydorus’ murder. Whereas in the Euripidean prologue Polymestor is said
to have cut Polydorus’ throat with a sword, later in the narrative Hecuba discovers at the shore

1052 Two different

her son’s body, which has suffered wounds made by Thracian spears.
explanations have been offered to resolve this inconsistency. Bomer advocates that both vulnera
and telis should be construed as poetic plurals and thus translated as “wound” and “sword”
respectively. 1953 Casali, on the other hand, suggests that Ovid follows the Euripidean version
(i.e. death by sword) and at the same time implicitly alludes to the Virgilian variant (i.e. murder
by spear). He contends, however, that this discrepancy need not be corrected, but instead read as

. . . . . .11054
a subtle evocation of an analogous inconsistency in Virgil.'®

The ghost of Polydorus reveals to
Aeneas that his body was pierced by an “iron crop of spears”, but immediately afterwards
Aeneas relates that Polymestor decapitated the young Trojan, implying that he killed him with a
sword.'?® Casali concludes that Ovid by reenacting the Virgilian contradiction in his narrative
engages in the reverse intertextual dialogue with Euripides than his Roman predecessor. Whereas
Virgil recounts an alternative version of the myth obliquely echoing Euripides, Ovid evokes the
Greek play and recalls the Aeneid indirectly. What has not been observed, however, is that the
Greek dramatist himself generates ambiguity regarding Polydorus’ manner of death. After the

Trojan prince’s corpse has been discovered and brought on stage Hecuba asks whether he was

slain by a spear, yet a few lines below she laments that his body has been mangled by a

1932 Met. 13.435-436 capit impius ensem / rex Thracum iuguloque sui demisit alumni, 536-537 aspicit eiectum
Polydori in litore corpus / factaque Threiciis ingentia uulnera telis.

1053 Bsmer 1982, vv. 13.536-537.
1054 Casali 2007, 184-188.

1955 Aen. 3.45-46 nam Polydorus ego. hic confixum ferrea texit / telorum seges et iaculis increvit acutis, 55 Polydorum
obtruncat.
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sword.'®® Hence, it may be argued that both Virgil and Ovid reproduce a discrepancy already
found in their Greek model.

A significant Ovidian innovation in the prologue pertains to narrative technique. In the
opening of the Euripidean play the ghost of Polydorus addresses the audience reporting his tragic
end and his appearance in Hecuba’s dream. In the Aeneid the young Trojan’s shade reveals his
fate to Aeneas, who in turn narrates his story to Dido. Ovid, however, inverts the roles of
narrator and addressee by having the external narrator make a pathetic apostrophe to the dead
Polydorus (Met. 13.431-432) and at the same time recount the Trojan’s tale to the reader.'®’
Thus, while in Hecuba Polydorus is a speaking ghost and in the Aeneid Polydorus’ voice is
emitted from a body pierced by spears and transformed into a bush, in the Metamorphoses he is
reduced to a voiceless corpse without a soul (13.438 exanimem).'®® Finally, Sophia Papaioannou
has observed that Ovid lays particular emphasis on Polymestor’s greed as an incentive for killing
Polydorus.'” In particular, the Thracian king is said to have possessed riches even before the
advent of the Trojan prince.]060 Moreover, in contrast to the Aeneid, where Polymestor is
motivated not only by his desire for wealth, but also by his alliance with the victorious

Greeks, ™" in the Metamorphoses Polydorus’ death is attributed entirely to the great treasure

accompanying him to Thrace. Ovid follows in this respect his Euripidean source, in which

196 Hec. 699-700 &kpAntov fi méonpo @owiov / 8opdg &v wapddm Aevpds, 718-720 & katdpat’ avdpdv, GG SIEROPAc®
/ xpba., O100PED TEUMYV PAcYAV® / péden TODSE TOUSOG 000" PKTIGAS.

1957 Alvarez Morén and Iglesias Montiel 2006, 40; Curley 2013, 106-107.
198 Curley 2013, 107.

1959 papaioannou 2007, 220.

1960 Met. 13.430-431 Polymestoris illic / regia diues erat [...].

191 Aen. 3.54-56 res Agamemnonias victriciaque arma secutus / fas omne abrumpit; Polydorum obtruncat et auro / vi
potitur.
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Polymestor’s allegation that he murdered Polydorus in order to promote the interests of his
Greek allies (Hec. 1136-1144, 1175-1176) is dismissed by both Hecuba and Agamemnon a mere
pretext masking his true motivation, namely his thirst for gold (Hec. 1197-1207, 1243-1246).
The Roman poet also stresses Polymestor’s avarice in his meeting with Hecuba, depicting it as

an inherent vice.'*®

4.2 The epiphany of Achilles

After the flashback narrative explaining the circumstances of Polydorus’ death the lens focuses on
the Greek fleet which has been forced to anchor at the Thracian shore of Chersonese on account of
adverse winds. The action is set in motion by the sudden appearance of Achilles’ shade demanding
the sacrifice of Polyxena as an honorary offering for his tomb (Met. 13.439-449). The Ovidian
account of Achilles’ speech constitutes a conflation of two Euripidean passages: Polydorus’
description of the words of Achilles in the prologue and the chorus’ report of the ghost’s harangue
in the parodos.'” At the same time, however, the Roman poet departs in multiple ways from his
tragic model. An important deviation on the level of narrative technique is the inversion of the
sequence of events. In Euripides the Greek fleet is halted in mid-water during its homeward
voyage by the awe-inspiring epiphany of Achilles’ apparition, who reproaches them for departing

without making a funereal offering in his honor. As a result the Achaeans moor their ships at the

192 Met. 13.554 praedaeque Tadsuetust amore.

1993 Met. 13.455-458immemores’que ‘mei disceditis’ inquit, ‘Achiui, / obrutaque est mecum uirtutis gratia nostrae?
/ ne facite! utque meum non sit sine honore sepulcrum, / _placet Achilleos mactata Polyxena manes.’; Hec. 40-41
aitel 8” adedpnyv v Eunv HoAv&évny / opPo eilov tpdceayua kai yépag Aafeiv, Hec. 113-115 moi &1, Aavoot, / Tov
1oV Touov / otélecd’ dyépactov doéviec; (See Alvarez Mordn and Iglesias Montiel 2006, 42-43).
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Thracian shore in order to sacrifice Polyxena. In Ovid, on the other hand, the ghost of Achilles

first compels the Greeks to fasten their ships at the Thracian side of the Hellespont and afterwards
appears to them so as to demand the Trojan princess’ sacrifice.'®

This alteration of the narrative structure entails another divergence from the Euripidean
source: whereas in Hecuba Achilles stops the Greek ships by his mere appearance and rebuking
address, in the Metamorphoses the shade brings the fleet to a standstill by causing the winds to
become adverse. Ovid may here be blending two distinct moments of the Euripidean play: the
epiphany of Achilles at the beginning of the play and a later scene, in which Agamemnon states
that the Greek fleet is prevented from sailing from Thrace because a god does not grant favorable
breezes.'*®® This unidentified divine entity cannot be the ghost of Achilles, who has already been
appeased by Polyxena’s sacrifice and thus has no motive for causing windlessness. It has instead
been suggested that the god responsible for the adverse weather conditions may be delaying the
fleet from departing in order to afford Hecuba sufficient time for bringing to fulfilment her revenge
scheme against Polymestor.'*’
An alternative, yet not mutually exclusive, explanation for Ovid’s innovative introduction

of the motif of the “unfavorable winds” in the epiphany of Achilles is that he wishes to depict the

circumstances which occasion the sacrifice of Polyxena in such a fashion as to evoke the analogous

194 Hec. 35-39 mavteg 8 Ayonol vaie &yovteg fiovyot / Bdooovs’ én’ dxtoic ticde Opnkiac xovéc. / 6 Tinéwg yip
Toic VEP TOUPOL Paveic / katéoy AxAked iy otpdtevp’ EAMVIKOY, / Tpdg oikov svBvvovtag évaliay mAdtmy, 109-
113 topPov &' mPaic / olo®’ Ste ypvoolc Epdvn odv STAOLE, / TG TovVTomdpoue & Eoye oyediag / Aaipn TpoTévolg
gnepedopévag, / 1éde Bodoowv [...].

1065 Met. 13.439-442 litore Threicio classem religarat Atrides, / dum mare pacatum, dum uentus amicior esset. / hic

subito, quantus cum uiueret esse solebat, / exit humo late rupta [...].

1 P rQo e SR P 4 ~ ~ 5 n . ~ ) ~ B 5
% Hec. 898-901 £oton 168° 0bto: kai yap €l pév {v otpord / Thode, 00k dv elyov Tivde cot dodvat yapv: / viv &, 00
yop ino” ovpiovg Tvoag Bedg, péveLy vaykn TAODY OpdVTOG 1GVYOVG.

1067 K ovacs 1995, 481, n. 17.
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setting of Iphigenia’s sacrifice briefly recounted in the previous book.'*®

In particular, just as the
wrathful Diana causes adverse winds which prevent the Greek fleet from sailing from Aulis against
Troy and her anger can only be placated by the sacrifice of Agamemnon’s daughter, likewise the
infuriated Achilles precludes the Greek ships from returning home by means of unfavorable
winds until they propitiate him through the sacrifice of Hecuba’s daughter.'° Thus, in contrast
to his Euripidean antecedent Ovid’s Achilles holds the power to control the weather conditions,
which elevates him to a quasi-divine level and renders his epiphany more wondrous and awe-
inspiring.

Ovid stresses the rage of Achilles’ ghost by means of an explicit Homeric allusion. The
apparition is said to gaze threateningly towards the Greeks bearing the same countenance he had
when he was about to attack Agamemnon.'””® The Ovidian description echoes the conflict
between Achilles and Agamemnon at the opening of the Iliad, during which the Myrmidon looks
menacingly towards the Achaean commander and is prevented by the intervention of Athena

1071
d

from assaulting him with his sword. In both situations Achilles’ fury is triggered by his

1068 Alvarez Morén and Iglesias Montiel 2006, 42-43.

1989 Met. 12.24-29 permanet Aoniis Boreas uiolentus in undis / bellaque non transfert; et sunt qui parcere Troiae /
Neptunum credant, quia moenia fecerat urbi. / at non Thestorides; nec enim nescitue tacetue / sanguine uirgineo
placandam uirginis iram / esse deae, 13.439-440 litore Threicio classem religarat Atrides, / dum mare pacatum, dum
uentus amicior esset, 448 placet Achilleos mactata Polyxena manes. Cf. Quintus of Smyrna, 14.216-222, where the
ghost of Achilles addresses Neoptolemus as follows: duoei §” ép’oiopa / kKivioo movoto, Bakd §° émi yeipnatt yeiua, /
Sppa kataeOvHBovteg drtacBolinow £fjot / pipves’ €vBade moAhov €mi ypdvov, eicok’ Eupotye / AoBag dperyémvtot
€eAdoevol péya vootov / autny &, €l k' €0éAmaty, énnv amo Bupov Elavtar, / kovpny tapyvcachot drodmpobev ovT
peyaipm”. See Hopkinson 2000, v. 13.440: “There is perhaps a slight hint at the version of the story, parallel to that
of the sacrifice of Iphigenia on the Greeks’ outward journey (181-204n.), which had Achilles threaten to prevent the
fleet from sailing unless Polyxena was killed. The Greek epic poet Quintus of Smyrna (third century AD) follows
that version of events (14.216-27).”

1970 Met. 13.442-444 [...] similisque minanti / temporis illius uultum referebat Achilles, / quo ferus iniusto petiit
Agamemnona ferro.

19711, 1.148 1ov &' &p’ vmddpa iddv Tpocéen modag dicdg Ayheic, 188-192 d¢ pdro IInAeinvt §' dyog yéver,, v
8¢ ol ftop / 6TMPeco1Y Maciolot St(xv&x(x pepunpigev, / 1 6 ye pdoyovov 6&v souccausvoc mapd Pnpov / Tovg eV
avactioeiey, 0 8 Atpeidnv dvapilot, / fie yoAov mavceiey Epntoceté te Qupdv. / fog & Tadh’ Hpuave Katd Qpéva
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perceived loss of honor on account of being deprived of a woman, Briseis and Polyxena
respectively, whom he considers his honorary prize (yépag). The Ovidian emphasis on Achilles’
psychological state contrasts sharply with the hero’s portrayal by the Euripidean chorus, who
only describe his physical appearance, remarking that the ghost had donned a golden armor.'"”?
If we accept the reading iniusto [...] ferro (13.444) offered by the manuscripts then Ovid seems
to completely invert the Homeric scene. In the Iliad Agamemnon is portrayed as unjust, since he
deprives Achilles of his rightful yépag, Briseis, and thus the Myrmidon’s contemplated assault
against Atreus’ son is represented as justified revenge. In the Metamorphoses, however, the
hero’s attack is viewed as unjust through the lens of the ghost’s current cruel and ruthless
demand for the sacrifice of Polyxena.'””” This reading is supported by the overall negative
portrayal of Achilles by the external narrator, who characterizes him as savage and merciless
(13.444 ferus, 449 immiti [...] umbrae).

Another significant Ovidian divergence from his tragic predecessor pertains to the
location of Achilles’ epiphany. Whereas in Euripides Achilles’ shade manifests itself over his
tomb (37 vrgp TOPPoL paveic, 93 A0’ VrEp dixpac TOUPOL KopLedcg, 109 TOuPov & émPdc) in the
Metamorphoses he springs up from a wide-gaping chasm in the earth in the vicinity of his tomb

(13.442 exit humo late rupta).'””* One possible explanation of the Roman poet’s innovation is

Koi katd Qupdv, / Eiketo §' &k koAeoio péya Eipoc, MAOe &' AOHvn / ovpoavodev: (See Bomer 1982, v. 13.444,
Hopkinson 2000, vv. 13.443, and Alvarez Moran and Iglesias Montiel 2006, 43).

192 Hec. 110 0lo0’ 1 ypucéorg £pavn odv Smhoig.
1973 If, on the other hand, we adopt Magnus’ emendation iniustum [...] Agamemnona, then Ovid depicts
Agamemnon as unjust in his strife with Achilles and therefore creates a sharp contrast between the justified wrath of
Achilles in the Iliad and the ghost’s pitiless anger, which can only be appeased by the shedding of innocent blood.
This reading does not accord, however, with the negative characterization of Achilles in the Ovidian episode.

197 There is debate among scholars concerning the location of Achilles’ tomb. Bomer (1982, vv. 13.441-443)
suggests that in Hecuba the ghost of Achilles emerges from his tomb before the Greeks depart from Troy, on the
grounds that according to the Homeric version the hero was buried at Sigeum on the Trojan coast (Od. 24.71ft.). He
then argues that Ovid has transferred the ghost’s epiphany to Thrace and since Achilles was not interred there he
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that he wishes to create another affinity between Achilles and Diana, who earlier in the poem
cleaves the earth in order to offer an escape route to her protégé Arethusa (transformed into a
spring), so that she can elude the grasp of the lustful river Alpheus (5.639 Delia rupit humum,
caecisque ego mersa cavernis). Thus, the hero’s ghost shares with the goddess the ability not
only to control the winds, but also to tear the earth asunder.

An alternate interpretation of Ovid’s choice to alter the provenance of Achilles’ epiphany
is that he aims at obliquely evoking the rape of Proserpina in Book 5 of the Metamorphoses.
Enraged by Cyane’s attempt to obstruct his kidnapping of Proserpina Dis splits the earth open by
smiting it with his scepter and drives his chariot down into Hades.'"” Following the opposite
direction the wrathful ghost of Achilles tears the earth apart and ascends into the world above in
order to demand the sacrifice of Polyxena. Moreover, the ensuing scene in which the Greeks
violently tear the Trojan princess from her mother’s embrace may echo Proserpina’s abduction
by the lord of the Underworld.'”’® Finally, just as the kidnapped Proserpina becomes Dis’ wife,

likewise Polyxena is portrayed as “bride” of Achilles’ ghost through the subtle conjugal

springs up from the earth instead of his tomb. He admits, however, that there is a conspicuous discrepancy in the
Ovidian text, in that a few lines below Polyxena’s sacrifice is said to take place before Achilles’ tomb (Met. 13.449).
Hopkinson (2000, v. 13.442, 452) follows Bomer’s argument and attempts to resolve the spatial inconsistency by
contending that the Greeks returned to the Troad in order to sacrifice Polyxena at the hero’s tomb. This explanation
is, however, unconvincing, since not only Ovid nowhere refers to a sea voyage back to Troy, but also such a journey
would be impossible given the adverse winds caused by Achilles. Finally, Alvarez Mor4n and Iglesias Montiel
(2006, 42-43) try to clarify the incongruity by suggesting that the ghost of Achilles crosses the Hellespont and
emerges from the earth at the Thracian coast. This hypothesis, however, also fails to explain the fact that Polyxena’s
sacrifice unfolds at Achilles’ tomb. Justina Gregory (1999, v. 37), on the other hand, convincingly claims that
Euripides diverges from the Homeric tradition about Achilles’ tomb since despite his vagueness regarding the exact
site of the sepulcher it is essential that it should be located at the Thracian shore, where the action of the drama takes
place. Thus, the most plausible conjecture is that Ovid follows the Euripidean model in placing Achilles’ tomb in
Thrace, but at the same time deviates from it by having the ghost arise from the ground presumably in close
proximity to the burial mound.

1975 Met. 5.420-424 haud ultra tenuit Saturnius iram / terribilesque hortatus equos in gurgitis ima / contortum ualido
sceptrum regale lacerto / condidit; icta uiam tellus in Tartara fecit / et pronos currus medio cratere recepit.

1076 Met. 13.450 rapta sinu matris, 5.520-521 quod rapta, feremus, / dummodo reddat eam!, 7.249-250:
umbrarumque rogat rapta cum coniuge regem.
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connotations in the description of her sacrifice. For instance, during her lament over Polyxena’s
corpse Hecuba says that her tears and a handful of sand will be the only “dowry” of her

daughter. 1077

Just like Achilles’ association with Diana above, the implicit connection between
Dis and the hero’s ghost through their supernatural ability to split the earth apart serves to invest
Achilles with divine-like qualities and thereby depicts his epiphany as more cosmic and
terrifying than that of his Euripidean counterpart.

As we noted above Achilles’ demand for the sacrifice of Polyxena as an honorary tribute
to his tomb recalls the words of his tragic antecedent. On the other hand, the Ovidian hero’s
reprimand of the Greeks for their forgetfulness and ingratitude towards him for his valiant
exploits has no precedent in the Greek play.'””® One suggested source for Ovid’s innovation is
the Iliadic scene in which the ghost of Patroclus appears in Achilles’ dream and after upbraiding
the hero for forgetting him demands that he bury him as soon as possible, so that he may enter
Hades.'"” Apart from alluding to the Homeric intertext the Roman poet may also be reworking
the elegiac topos of the abandoned heroine. In particular, Achilles’ accusations against the
departing Greeks are reminiscent of the querelae of Catullus’ Ariadne, who censures Theseus for

sailing away forgetful of his promise of fidelity and showing no gratitude to her for saving his

life.'” The Ovidian hero’s speech also recalls the complaints of another famous deserted

1977 Met. 13.523-52 at, puto, funeribus dotabere regia uirgo, / condeturque tuum monumentis corpus auitis. / non
haec est fortuna domus; tibi munera matris / contingent fletus peregrinaeque haustus harena.

1978 Met. 13.445-446 ‘immemores’que ‘mei disceditis’ inquit, ‘Achiui, / obrutaque est mecum uirtutis gratia nostrae?

19791, 23.69-71 bdeic, avtap Epeio Aehoopévoc Emhen, / AyAhed. o pév pev {bovtog dkideis, GALd Bavovroc: / Odmte
pe &ttt thyota, moAag Aidoo mepnom (See Papaioannou 2007, 235). Papaioannou also draws a structural parallel
between the two texts, in that just as the Achilles’ epiphany is followed by Polyxena’s sacrifice, similarly after the
appearance of Patroclus’ ghost takes place his funeral during which Achilles sacrifices Trojan hostages as funeral
offerings for his comrade (I1.23.62-108). She does acknowledge, however, that there is no exact correspondence,
since the Homeric ghost makes no request for human sacrifice.
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heroine, Virgil’s Dido. While Aeneas is preparing to set sail for Italy, the Carthaginian Queen

rebukes him for being unmindful of and ungrateful for the aid she has offered him.'*'

It may
thus be argued that the epic-tragic grandeur of Achilles is ironically undermined by means of
gender reversal, in that the hero’s ghost momentarily assumes the passive role of the forsaken
heroine. He immediately “corrects”, however, the elegiac commonplace by forbidding the

Greeks to sail away (13.447 ne facite!) and forcing them to appease his wrath by sacrificing

Polyxena at his tomb.

4.3 The sacrifice of Polyxena

In obedience to the ghost’s command the Greeks immediately tear Polyxena away from her
mother and lead her to Achilles’ tomb for the sacrifice (Met. 13.449-452).'%* Ovid has radically
compressed and simplified the action of the Greek play, where the Achaeans hold an assembly to
debate the shade’s demand and Ulysses is assigned the task of bringing Polyxena for sacrifice
(Hec. 116-143). An entire episode is then devoted to an exchange between Hecuba, Odysseus,

and Polyxena, in which the Trojan queen unsuccessfully attempts to supplicate the Ithacan to

1080 ¢ 64.134-135 sicine discedens neglecto numine divum / immemor a, devota domum periuria portas?, 155-157
quod mare conceptum spumantibus expuit undis, / quae Syrtis, quae Scylla rapax, quae vasta Charybdis, / talia qui
reddis pro dulci praemia vita?

1981 Aen. 4.537-539 Tliacas igitur classis atque ultima Teucrum / iussa sequar? quiane auxilio iuvat ante levatos / et
bene apud memores veteris stat gratia facti? (See Bomer 1982, vv. 13.445-446).

1982 The external narrator’s description of the snatching away of the maiden from her mother’s embrace (Met. 13.450
rapta sinu matris quam iam prope sola fouebat) echoes the words of the Euripidean chorus, who announce to Hecuba
that Odysseus is coming to drag her daughter away from her bosom (Hec. 141-143 1ie1 8" ‘Odvoevg 66ov ovk 116m /
TOMOV AQEAE®V oGV amd paot®dv / &k te yepardc yepog opunomv) (See Bomer 1982, 13.449-451 and Hopkinson
2000, v. 13.450). Curley (2013, 194) suggests that the Ovidian phrase rapta sinu matris may be read in an alternative
way as indicating the resistance not of the mother, but of the daughter. He notes that such a characterization of
Polyxena is not consistent with her portrayal in Euripides’ play, where the heroine accepts her fate voluntarily (Hec.
342-350). He thus argues that Ovid may be alluding here to Iphigenia’s mentality in Aeschylus’ Agamemnon or in
the first half of Euripides IA, where she expresses explicit unwillingness to die. Such a re-interpretation of the
Ovidian passage is intriguing, but also highly conjectural, since it is not supported by any concrete textual evidence.
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spare her daughter and Polyxena announces her decision to willingly become a sacrificial victim
(Hec. 216-433). By drastically abridging the Euripidean scenes in a couple of lines the Roman
poet not only lends his narrative a swift pace, but also focuses exclusively on the figure of
Polyxena. 1083

The first glimpse of Polyxena offered by Ovid constitutes a “correction” of the Virgilian
depiction of the Trojan princess.m84 During her meeting with Aeneas at Dulichium Andromache
exclaims that Polyxena was fortunate to perish at Achilles’ tomb and contrasts her sister’s
blessed fate with her own miserable lot in becoming the slave wife of Pyrrhus.'® The external
narrator of the Metamorphoses inverts Andromache’s words by characterizing the Trojan
princess as an ill-fated sacrificial victim.'** At the same time two seminal features of Polyxena’s
character are introduced, namely her exceptional valor and paradoxical nature as a woman with
masculine spirit (Met. 13.451 fortis [...] plus quam femina uirgo). As we shall see below, the
Ovidian heroine exceeds her Euripidean predecessor in terms of her assimilation of male traits,
such as courage and the yearning for a heroic and glorious death.

Another defining characteristic of Polyxena is her self-awareness. When she is led to the

tomb she does not lose her composure, but remains self-possessed and conscious of her noble

lineage (Met. 13.453 memor ipsa sui).'”’ It has been suggested that on a metapoetic level the

198 The sharp focus on Polyxena is underlined by the use of passive verbs to describe the transportation of the
maiden to Achilles’ tomb for the sacrifice (Met. 13.450 rapta, 452 ducitur [...] fit hostia, 454 admota est).

198 Hopkinson 2000, vv. 13.451-452.
1085 Aen. 3.321-323 o felix una ante alios Priameia uirgo / hostilem ad tumulum Troiae sub moenibus altis /
iussa mori!

1986 Met. 13.451-452 fortis et infelix et plus quam femina uirgo / ducitur ad tumulum diroque fit hostia busto.

197 Hopkinson 2000, v. 13.453. The motif of Polyxena’s royal birth recurs in her speech, where she characterizes
her blood as “noble” (Met. 13.457 ‘utere iamdudum generoso sanguine,’ dixit).
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Ovidian heroine is also mindful of her literary past as a Euripidean protagonist of the tragic
stage.'®® This metatheatrical reading is corroborated by the Trojan princess’ later self-address by
means of her own name (Met. 13.460). Upon being brought to the altar Polyxena realizes that
the sacrificial rites are being prepared for her, which implies her ignorance and surprise at the
revelation.'™ This psychological portrayal of the heroine constitutes a marked divergence from
the Greek play, where the Trojan princess is fully aware of the impending sacrifice before she is
led off stage by Odysseus (Hec. 435-437). Curley argues that Ovid may be alluding here to
Iphigenia’s attitude in Euripides’ IA, where the innocent maiden is enticed to the Greek camp
under the false promise of marriage with Achilles and is utterly shocked to find out that she will
instead become a sacrificial victim for Artemis.'*

Another Ovidian departure from his tragic model consists in the substantial curtailment of
the role of Neoptolemus in Polyxena’s sacrifice and the concomitant sharpening of the focus on
the Trojan princess. In Euripides’ play the Greek hero, who presides over the sacrificial rites,
takes Polyxena by the hand and escorts her to the burial mound. He then conducts the ritual by
making a libation, requesting ritual silence, and invoking his father’s spirit. Finally, he
unsheathes his sword and makes a signal to a group of Achaean youths to restrain the maiden, so

as to prevent any escape attempt (Hec. 523-545). In the Metamorphoses, however, the sacrificial

ritual is entirely omitted and Neoptolemus simply awaits Polyxena with drawn sword (Met.

1988 Curley 2013, 109.

1989 Met. 13.453-454 [...] postquam crudelibus aris / admota est sensitque sibi fera sacra parari. Curley (2013, 194-
195) notes that the inclusion of an altar in Polyxena’s sacrifice constitutes another deviation from Euripides’
Hecuba, where the rites take place at Achilles’ burial mound and there is no reference to an altar. He contends that
the Roman poet evokes once again the sacrifice of Iphigenia, where the altar is a central component of the ritual in
Aeschylus (Ag. YmepBe Popod), Euripides (IA 1555 mpdg Popdv Oedg), and Ovid himself (Met. 12.31 ante aram
stetit Iphigenia).

190 Curley 2013, 195.
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13.455). Furthermore, Ovid’s Polyxena evokes and reverses the words of the Euripidean

Neoptolemus. The Greek hero summons Achilles’ ghost to “drink” the maiden’s pure blood

honorifically addressing him as both Peleus’ son and his own father.'®"

The Ovidian heroine, on
the contrary, claims that her free blood will indeed be a pleasing propitiatory offering, but she
disdainfully feigns ignorance of the identity of the sacrifice’s recipient and she instead identifies

herself in a self-laudatory manner as king Priam’s daughter.1092

Moreover, Euripides’
Neoptolemus prays that Achilles be propitious to the Achaeans and grant them a safe
homecoming, thus conferring on him quasi-divine status and powers.'”> Polyxena, on the other
hand, contemptuously asserts that the Greeks are not going to appease a deity with her sacrifice,

1094
1.1

but a mere morta Polyxena’s statement may also be read as an implicit allusion to

Iphigenia’s sacrifice which was made to placate not a ghost, but the wrathful Artemis.'*
In Euripides’ play Polyxena delivers her speech before the Greek army, where she
expresses her desire to die free (Hec. 546-552) and at the apex of her tragic performance she

tears her robe down to her waist revealing her breasts to the assembly and offers Neoptolemus

the option between striking her neck or bosom (Hec. 558-565).'%° Euripides’ description of the

1 Hec. 534-538 6 & einev: & moi [In\éwg, matip & udg, / 84Eat yodg pot Thode knAnpiovg, / vekp@dv dymyoc:
&\02 8, mg ming puéha / kOpNG dpouvic o’ & oot Swpovuedo / oTpaTdg TE KA.

192 Met. 13.467-469 acceptior illi, / quisquis is est quem caede mea placare paratis / liber erit sanguis, 470 Priami
uos filia regis / non captiva rogat. Curley (2013, 197) suggests that Polyxena’s pretended unawareness of who
Achilles is evokes Iphigenia’s genuine ignorance of the Greek hero’s identity in IA, where she is unable to recognize
the approaching Achilles, since she has never met him before in person (1338-1341).

1993 Hec. 538-542 mpevpevic 8 fuiv yevod / Aboai te mpopvog kai xohvaipla / vedv 80¢ UiV Trpeopevodct T an’

‘TAlov / vOoTOL TUYXOVTOG TAVTOG £G TATPAY HOAETY.

194 Met. 13.461 haud per tale sacrum numen placabitis ullum, if genuine.

1993 Met. 12.27-29 at non Thestorides; nec enim nescitue tacetue / sanguine uirgineo placandam uirginis iram / esse

deae.

19% Gregory (1999, vv. 560-561) summarizes the various interpretations of the symbolic meaning of the heroine’s
gesture of uncovering herself, which include Polyxena’s establishment of herself as an object of male desire, the

332



nude Polyxena is characterized by erotic intensity, as is evidenced by the remarks of Talthybius,
who praises the exceptional beauty of the Trojan princess’ breasts and compares them to those of

1097
a statue.'”

Yet, the tragic heroine, who is in absolute control of the exposure of her body,
renders herself the object of the soldiers’ erotic gaze for a very short period of time. Ovid, on the
other hand, inverts the sequence of events by having his Polyxena uncover her breasts at the
beginning of her soliloquy before the Greek soldiers (Met. 13.457-473). This structural reversal
may on the surface seem anticlimactic, but in fact it highly eroticizes the tone of the narrative,
since it essentially means that the Trojan princess has her breasts exposed for the entire duration
of the scene, thereby affording gratuitous nudity to her male spectators.

The Ovidian description of the confrontation between Polyxena and Neoptolemus also
surpasses its tragic model in terms of sensuality. The Greek hero in the Metamorphoses casts a
penetrating gaze upon the Trojan princess described with the verb figere (‘to pierce, transfix’),
which has explicit erotic connotations.'®™® What is more, whereas Euripides’ Polyxena simply
asks Neoptolemus to strike her on her chest or neck, her Ovidian counterpart requests that the
hero plunge his sword deep into her, a statement with clear sexual undertones, since telum is a

standard euphemism for the membrum virile.'™ Finally, in contrast to the tragic heroine who

tears apart her robe, a dramatic gesture which prefigures the lethal violence that she is going to

declaration of her freedom through the controlled exposure of her body, and the ritual passage from a former self
into a new identity by means of disrobing.

197 Hec. 560-561 paoctoic T &deiée otépva 0 o dydhparoc / kéhhota (See Gregory 1999, vv. 560-561).

198 ytque Neoptolemum stantem ferrumque tenentem / inque suo uidit figentem lumina uultu (See Curley 2013,

197).
199 Met. 13.458-459 ‘nulla mora est. at tu iugulo uel pectore telum / conde meo’; Hec. 563-565 idov, 108, €1 pév

otépvov, ® veavia, / moisy mpobuud, Taicov, £i & v’ odyéva / xpNlels, mhpeott Aoupodg evtpemic 63¢. For the sexual
metaphor of telum see Adams 1982, 17, 19, 159.
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suffer at the hands of Neoptolemus, Ovid’s Polyxena simply reveals her breasts to the hero, like

11
a woman to her lover. '

Ovid’s protagonist also outshines her tragic antecedent in terms of chastity thus
underscoring Euripides’ paradoxical portrayal of Polyxena as simultaneously chaste and highly
sensual. When the Euripidean Polyxena notices Neoptolemus’ signal to the Achaean youths to

restrain her, so that she does not attempt to escape, she asks that nobody touch her, since she is

1101

resolved to die willingly. In the Metamorphoses there is no suggestion of an attempted

immobilization of the Trojan princess, yet she forbids the Greek soldiers to touch her body out of

1102

a desire to protect her virginity from male contact.” - Moreover, the dying heroine’s gesture of

covering her private parts as she is falling down echoes the analogous behavior of her Euripidean
predecessor.''”> Whereas, however, Talthybius simply comments that Polyxena fell in a seemly

manner, the external narrator of the Metamorphoses praises the heroine’s preservation of her

honor and chaste modesty.1104

Ovid’s Polyxena evokes her Euripidean model in her passionate rejection of a life of

1105

slavery " on account of her social status as a Trojan princess as well as in her resulting desire to

19 Met. 13.459 (iugulumque simul pectusque retexit); Hec. 558-560 Aafoboa némhovg &€ dixpog énmpidog / Eppnée
Aoyovag €g pécog mop” OpEOAOV / pootovg T Edetée [...]

"o Hec. 553-554 ékobioa Oviioko: i Tic Gyntat ypodg / Toduod: mopélm yap Sépnv dkapdiong.

102 Met. 466-467 ite procul, si iusta peto, tactuque uiriles / uirgineo remouete manus.

"% Bomer, vv. 13.479-80.
1% Hec. 568-570 1y 8¢ kol Ovijokovs” Spog / ToAMv Tpdvotav elyev edoyNUOV TEGELY, / kpdnTovs” & Kpomtew dppat’
apoévav ypemv; Met. 13.479-480 tum quoque cura fuit partes uelare tegendas, / cum caderet, castique decus seruare
pudoris.

195 Met. 13.460 scilicet haud ulli seruire Polyxena ferrem; Hec. 357-367 viv & €ipi 8o0An. mpdta pév pe tobvopo. /
Bavelv €pav TiBNow ovk €iwBoOg Ov' / Emert’ iowg v deomotd®V OUMY epévag / Thyoy dv, dotig dpyvdpov L’ dviceTal, /
v “Extopdg te yatépv moAADY Khotv, / mpocbeig & dviyknv oltomolov &v dopoLs / caipev e ddpa kepKiow T
gpeotavar / Aumpav dyovoav nuépav W avaykaocer / Aéyn 6€ tapd SodAog dvntdg mobev / xpavel, Tupdvvav mpdchev
né&wpéva. / o0 it [...] (See Bomer 1982, vv. 13.457-459).
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1106

die as a free woman. Furthermore, Polyxena’s complaint in the Metamorphoses that her

mother constitutes an obstacle to her death wish echoes her tragic counterpart’s exhortation to

Hecuba not to oppose her decision to perish.“o7

The Ovidian heroine, however, surpasses her
tragic antecedent in her eagerness for death. This is evident at the very opening of her speech,
where she impatiently asks Neoptolemus to spill her blood without delay.1108 What is more,
although Euripides’ Polyxena longs for death, she nevertheless joins Hecuba in a lament for her
impending doom."'” Her Ovidian counterpart, on the other hand, not only paradoxically protests
that her mother is diminishing her enjoyment of death, but also rhetorically claims that she ought
to mourn her own life rather than her daughter’s demise.''"°

Ovid’s most striking divergence from his tragic model can be found in the denouement of
Polyxena’s speech. The Trojan princess recalls the ransoming of Hector’s corpse and requests

M This statement

that her own body be returned to Hecuba without ransom (Met. 13.469-473).
has no parallel in the Euripidean play and engages instead in dialogue with epic intertexts, both

Homeric and Virgilian. First of all, the Ovidian scene constitutes an innovative reworking of the

1% Met. 13.465-467 uos modo, ne Stygios adeam non libera manes, / ite procul, si iusta peto, tactuque uiriles /
uirgineo remouete manusi, 470-471 (Priami uos filia regis, / non captiua rogat); Hec. 550-552 éAevBépav o€ ', g
E\evépo, Odve, / Tpog edv, pedévteg kteivar - &v vekpoiot yap / SovAN kexAficOar Bacthic ods’ aioyvvouon (See
Bomer 1982, vv. 13.465-467; Hopkinson 2000, v. 13.465).

197 Met. 13.462-463 mors tantum uellem matrem mea fallere posset; / mater obest [...]; Hec. 372-374 pijtep, o &
MUV undev éunodav yévn Aéyovsa unde dpdaoa, cvpfovrov &8¢ pot/ Bavely tpily aioypdv pun kot d&iov Tuyelv.

198 Met. 13.457-458 ‘utere iamdudum generoso sanguine,” dixit; / ‘nulla mora est’.

19 Hec. 432-434 kol ‘Odvooed 1’ auedels kapa mémhove / G¢ mpiv ceayfjval v gktétnka kapdiav / Oprivoiot
UNTPOC TAVOE T EKTNK® YOOIG.

1110 N fet. 13.462-463 mater obest minuitque necis mihi gaudia, quamuis / non mea mors illi, uerum sua uita gemenda
est.
" Met. 13.469-473 “si quos tamen ultima nostri / uerba mouent oris (Priami uos filia regis, / non captiua rogat),
genetrici corpus inemptum / reddite, neue auro redimat ius triste sepulcri, / sed lacrimis; tum, cum poterat,
redimebat et auro’
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ransoming of Hector in Iliad 24 112

Both Hector and Polyxena are victims of Achilles’ rage, but
whereas the former is slain by the Greek hero at the field of battle, the latter is sacrificed by the
Greeks on Achilles’ tomb in obedience to the demand of his ghost. There is also complete gender
reversal, since in the Iliad king Priam recovers from Achilles the corpse of his son, while in the
Metamorphoses Polyxena asks for the return of her body to her mother. Another distinguishing
difference between the two situations is that in contrast to the Homeric scene, where the Trojan
king paid handsome ransom to Achilles consisting of gold and various gifts, the Ovidian heroine
makes the pathetic request that her mother be allowed to redeem her body not with ransom, but
with her own tears.

The specific wording of Polyxena’s request evokes another Homeric episode, namely the
dying Hector’s appeal to Achilles to return his body to his parents in exchange for rich
ransom.''"? Papaioannou argues that Polyxena appropriates here the role of her heroic brother,
which reflects her masculization and is in keeping with her paradoxical portrayal throughout the

episode as a virile woman (13.451 plus quam femina uirgo).''™*

What has not been observed,
however, is that the Trojan princess actually emulates Hector and could be even said to outdo
him in heroic status in many ways. To begin with, Hector initially displays cowardice in his duel
with Achilles, since he turns to flight upon seeing the terrifying hero advancing against him and

has to be lured to a confrontation by Athena’s trickery (Il. 22.131-246). Polyxena, on the

contrary, is intrepid throughout the Ovidian narrative and valiantly embraces her fate as a

12 Papaioannou 2007, 241.

113 ), 22.337-343 10v 8" dAryodpavémv mpocéen kopuaiokog “Extap: / “Mocon’ Omép yuyiic kol yodvav odv e
TokNov, / pn pe £a mapd viuol kbvag kotaddyar Ayaidyv, / GAAG o0 pev xahkdv 1€ Ghc ypuoodv te 6£5eo, / ddpa Ta
TO1 0MGOVGL TOThP Kol woTvio, uienp, / o®dua 6 oikad’ Euov dduevorl wdv, depa mopdc pe / Tpdeg koi Tpdwv GAoyot
Aelbymot Bavovta.”

1% Papaioannou 2007, 241-242.
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sacrificial victim. In addition, after his defeat the dying Hector makes a supplication to Achilles
for the return of his body (Il. 22.337-343), but the enraged hero wishing to further avenge the
death of Patroclus not only ruthlessly dismisses any offer of ransom, but also threatens that the
Trojan hero will become a feast for dogs and birds instead of receiving proper burial (I1. 22.344-
354) and proceeds to defile his enemy’s body by dragging it behind his chariot (Il. 22.395-404).
Ovid’s heroine, on the other hand, makes a proud request for the return of her body to her
mother, which brings tears to the Greeks and prompts them to immediately send her back to
Hecuba for burial. Finally, it is only after the intervention of Zeus himself, the supplication by
Priam, and the payment of abundant ransom that the Greek hero finally relents and gives back
Hector’s corpse for burial (I. 24.64-590). In sharp contrast the Trojan princess secures the return
of her body to Hecuba without any ransom.

Below I will contend that apart from the Homeric source the Ovidian passage also
converses intertextually with Virgil’s epic. In particular, Polyxena’s recollection of the
ransoming of Hector echoes Priam’s analogous reminiscence of the retrieval of his son’s corpse
from Achilles in Aeneid 2.''" Given the self-reflexive connotations of memory in Latin

]‘Z)OE:’[I‘y1 He

the Ovidian heroine’s recollection can be read as a metapoetic allusion to the Aeneid
passage. Therefore, Ovid seems to evoke the Iliad by means of double allusion, in that his
Polyxena remembers the words of Virgil’s Priam, who recalls in turn the Trojan king’s encounter
with Achilles in Homer. The Roman poet also signals the evocation of the Virgilian model by

means of an intertextual marker: the Trojan princess assumes the part of her father by defining

herself as “the daughter of king Priam” (13.470 Priami [...] filia regis). The function of

15 Aen. 2.540-543 at non ille, satum quo te mentiris, Achilles / talis in hoste fuit Priamo; sed iura fidemque / supplicis

erubuit corpusque exsangue sepulcro / reddidit Hectoreum meque in mea regna remisit.’

118 Hinds 1998, 1-5.
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Polyxena’s reminiscence, however, is the exact opposite of that of Virgil’s Priam. The Trojan
king contrasts Achilles’ respectful attitude towards him as a suppliant by returning Hector’s body
for burial with the present impiety of his son Pyrrhus, who has murdered his son Polites before
his very eyes (Aen. 2.535-539). Polyxena, on the other hand, juxtaposes Priam’s recovery of
Hector by means of ransom to the request for the return of her own body to her mother without
ransom, which is granted by the Greeks. Hence, whereas Priam’s memory aims at showing the
depravity of Pyrrhus in comparison to his father, Polyxena’s recollection demonstrates
Neoptolemus’ moral superiority to Achilles, since unlike his father he sends back the heroine’s
body for burial without requiring any ransom.

Polyxena’s highly rhetorical speech has an immediate and powerful impact on the Greek
assembly. The soldiers are stirred to pity and burst into tears, and the narrator once more
accentuates the princess’ valor by remarking that unlike them she restrained herself from
weeping (Met. 13.474-475 dixerat. at populus lacrimas, quas illa tenebat, / non tenet). Ovid’s
description of the Greek response to the Trojan princess’ words contrasts sharply with the
corresponding scene in the Euripidean play, where the Achaeans voice loud approval of her
speech (Hec. 553 Aaol 6’ émeppoOnocav). The Roman poet’s goal is probably to amplify the tragic
pathos of the scene by extending to the entire Greek army the reaction of the Euripidean
Talthybius, who cried both during Polyxena’s sacrifice and while later recounting the event to
Hecuba.''"” Moreover, Curley has suggested that the Ovidian departure from the tragic model

constitutes yet another evocation of the sacrifice of Iphigenia in the previous book, where the

"7 Hec. 13.518-520 duihd pe ypRlelc daxpoa kepdivar, yovay, / ofig maddg ofkte: vov te yop Aéyov kakd / wéyém
100 dupa Tpog thew 0 6T dAAvTO.
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officiants are depicted as weeping profusely (Met 12.31 flentibus ante aram stetit Iphigenia
ministris)."'"®

The concluding description of Polyxena’s death engages simultaneously with Euripidean,
Virgilian, and Catullan intertexts. First of all, Ovid deviates from his tragic predecessor in his
portrayal of Neoptolemus. In the Euripidean play the Greek hero is ambivalent about sacrificing
Polyxena, since on the one hand he is eager to appease his father’s ghost, but on the other hand
he is out of pity reluctant to kill her (Hec. 566 6 & o0 8éhwv te kai BéAwv olkte kdépnc). The
Roman poet intensifies the pathos of the scene by depicting Neoptolemus as weeping and being
entirely unwilling to slay the Trojan princess (Met. 13.475 ipse etiam flens inuitusque
sacerdos).'"” Furthermore, Ovid markedly departs from his Greek source in the manner of his
depiction of Polyxena’s death. In both situations Neoptolemus is given the option by the heroine
to strike either at her neck or her breast. Euripides’ hero chooses to cut Polyxena’s throat and let
her blood flow on Achilles’ burial mound (Hec. 567-568 téuvel c1dnp® mveduatog d1appods: /
kpovvoi &” €ycdpovv). This mode of killing indicates that Polyxena dies as a sacrificial victim.

The Ovidian Neoptolemus, on the other hand, opts for plunging his sword into
Polyxena’s breast, a means of killing which signifies that she is slain like a male warrior in the
field of battle and thus stresses her overall depiction as a masculine woman (Met. 13.476
praebita coniecto rupit praecordia ferro).''*” Polyxena’s paradoxical death as a man in combat,
even though she is a woman, is emphasized later rhetorically by Hecuba in her lament for her

1121

daughter. = What is more, Ovid represents his Polyxena as surpassing her tragic counterpart in

"8 Curley 2013, 198-199.
1o Hopkinson 2000, v. 13.475.
120 Curley 2013, 111.

121 Met. 13.497-498 at te, quia femina, rebar / a ferro tutam; cecidisti et femina ferro.
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valor and fearlessness by yet another subtle inversion of the sequence of actions. Whereas the
Euripidean heroine kneels before Neoptolemus in readiness for his death-dealing blow, her
Ovidian counterpart bends her knee only after she is smitten by the Greek hero and retains a

1122
fearless countenance to the very end.

In addition, the Ovidian description “corrects” Catullus’
account of Polyxena’s sacrifice in Carmen 64, where she is likewise depicted as sinking to the
ground with fainting knees.''> Whereas, however, Catullus’ heroine is compared to a passive
sacrificial victim, her Ovidian counterpart dies as a courageous warrior.

The scene of Polyxena’s sacrifice may also be intended to evoke and reverse the
slaughter of Priam by Pyrrhus in Aeneid 2. As we saw above, the Trojan princess’ recollection of
the ransoming of Hector alludes to the similar reminiscence of Priam. While Polyxena’s speech,
however, has a profound emotional effect on Neoptolemus causing him to shed tears and filling
him with compunctions about killing her, his Virgilian counterpart is unmoved by Priam’s
reproachful words and proceeds to ruthlessly butcher him. Moreover, unlike the Ovidian
Neoptolemus who slays Polyxena as a valiant soldier by driving his sword through her breast,
Virgil’s Pyrrhus savagely drags Priam to Zeus’ altar, seizes him by the hair, and plunges his
blade in the old man’s flank up to the hilt (Aen. 2.550-553). Another sharp contrast between the
two figures concerns their motivation for the murder. Ovid’s hero piously offers Polyxena as a
sacrificial victim to the ghost of Achilles in order to appease his wrath and is the officiating

priest of the sacrifice (Met. 13.745 sacerdos). His Virgilian predecessor, on the other hand,

slaughters Priam sacrilegiously at the altar of Zeus Herkeios and sarcastically says to the Trojan

122 Hec. 561-562 [...] koeion mpdc yoiov yovu / Ehete mbvtmv tAnpovéotatov Aoyov; Met. 13.477-478 illa super
terram defecto poplite labens / pertulit intrepidos ad fata nouissima uultus.

2 C. 64.369-370 quae, velut ancipiti succumbens victima ferro,/ proiciet truncum submisso poplite corpus.
Hopkinson (2000, v. 13.477) notes the Catullan allusion, but does not analyze its meaning.
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king that he will send him as a messenger to Achilles in order to report to him his son’s impious
deeds and moral degeneracy (Aen. 2.547-549). Finally, the two heroes markedly diverge in the
treatment of their victim’s body. Whereas the Ovidian Neoptolemus grants Polyxena’s request
and returns her corpse to the Trojan women for burial (Met. 13.481), Virgil’s Pyrrhus decapitates
the Trojan king and leaves his headless body unburied on the shore (Aen. 557-558). Hence, Ovid
by reworking his Euripidean model, paints the picture of a more humanized and pious
Neoptolemus, who contrasts starkly with the pitiless, ferocious, and sacrilegious Pyrrhus of Virgil.
The affinity between the death scenes of Priam and Polyxena is also corroborated by an
intratextual signpost. The epigrammatic account of the Trojan king’s demise in the Ovidian
narrative of the sack of Troy earlier in Book 13 is described in such a way as to evoke the princess’
sacrifice. In particular, the narrator recounts that Jupiter’s altar drank the scanty blood of aged
Priam, an image which is reminiscent of the Euripidean Neoptolemus’ invocation of his father’s
ghost to drink Polyxena’s blood and at the same time implicitly foreshadows the Ovidian

Polyxena’s claim that her free blood will be pleasing to Achilles’ shade.''**

4.4 The lament of Hecuba

After Polyxena is sacrificed her body is returned to the Trojan women for burial in adherence to
her request as Ovid avails himself of the opportunity to paint a masterful portrait of Hecuba as the
bereft mother par excellence. His description of the Trojan queen’s dirge, however, diverges

substantially from that of Euripides and he emulates his tragic predecessor by surpassing him in

1124 Met. 13.48-410 Ilion ardebat, neque adhuc consederat ignis, / exiguumque senis Priami Iouis ara cruorem /

conbiberat [...]; Hec. 536-538 €A0¢ &°, m¢ ming pérav / k6png axporpves aip’ 6 cot dwpovpe / oTpatodg Te Kaym; Met.
13.467-469 acceptior illi, / quisquis is est quem caede mea placare paratis, / liber erit sanguis.
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terms of the pathos of his heroine. To begin with, Hecuba in the Greek play grieves for Polyxena
while she is still alive engaging in a shared lament with her daughter before she is led away by
Odysseus and her corpse is never brought back onstage (Hec. 415-440). The Roman poet,
however, heightens Hecuba’s tragic suffering through an inversion of the sequence of events, in
that the Trojan queen mourns over her daughter’s body after her sacrifice (Met. 13.488-532).''%
Moreover, upon receiving news of Polyxena’s sacrifice Euripides’ Hecuba claims that her
daughter’s noble death has diminished her grief.''*® In sharp contrast her Ovidian counterpart is
inconsolable for her loss and proceeds to lament her daughter in an excessive and unbridled
manner.''?” Hecuba’s mourning gestures are in fact highly reminiscent of Thisbe’s extreme
lament upon recognizing the corpse of Pyramus earlier in the poem.''*® More specifically, both
heroines embrace the body of their dead beloved, shed tears on their wounds, kiss them
passionately, strike themselves (Hecuba her chest and Thisbe her arms), and tear out their
hair."'* The evocation of the heart-rending story of Pyramus and Thisbe serves to accentuate the

tragic tone of Hecuba’s dirge. At the same time Hecuba’s dirge for Polyxena outdoes the queen’s

earlier lament for Hector and her other sons at Troy, where she was depicted as clinging to their

"2 Curley 2013, 112.

2% Hec. 590-592 ovk dv Suvaiuny éaleiyachon ppevog /10 8° ad Mav mapeileg dyyeAdsicd pot / yevvaioc.

127 Curley 2013, 154-155.
1128 Hopkinson 2000, v. 13.490.

129 Met. 13.488-493 quae corpus complexa animae tam fortis inane, / quas totiens patriae dederat natisque uiroque /
huic quoque dat lacrimas; lacrimas in uulnera fundit / osculaque ore tegit consuetaque pectora plangit / canitiemque
suam concreto in sanguine uerrens / plura quidem, sed et haec laniato pectore dixit, 534 albentes lacerata comas
[...]; Met. 4.137-141 sed postquam remorata suos cognouit amores, / percutit indignos claro plangore lacertos / et
laniata comas amplexaque corpus amatum / uulnera suppleuit lacrimis fletumque cruori / miscuit et gelidis in
uultibus oscula figens.
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tombs, kissing their bones, and carrying away Hector’s ashes in her bosom.'"*" Finally, the
Ovidian heroine’s act of sweeping with her hair the coagulated blood of her daughter may be
intended to exceed in wretchedness the pitiful image of her Euripidean counterpart who lies on
the ground and befouls her hair with dust.'"!

The Roman poet also outstrips in pathos his tragic model in his description of Polyxena’s
funeral. In the Hecuba the Greeks and Trojan women conduct the Trojan princess’ funeral rites
together. The Achaeans begin the obsequies by strewing leaves upon her body and erecting a
pyre (Hec. 571-575) and Hecuba states that she is going to wash, dress, adorn, and lay out for
burial her daughter’s body (Hec. 609-615). Finally, Hecuba exits the stage at the end of the play,
in order to cremate and inter the bodies of Polyxena and Polydorus (Hec. 894-897, 1287-1288).
In the Metamorphoses, on the other hand, the Trojan women receive immediately Polyxena’s
body and thus it can be assumed that they will perform the funeral on their own (Met. 13.481-
483). After her lament Hecuba goes to the beach to draw water for cleansing her daughter’s body
(Met. 13.531-535), but the discovery of Polydorus’ corpse leads the narrative in a different
direction, namely to the Trojan queen’s revenge on Polymestor and her canine metamorphosis.
Thus, she never actually buries her children herself.

Ovid’s most striking departure from his Euripidean source pertains to Hecuba’s funeral

offerings for Polyxena. In both situations the Trojan queen grieves for the fact that being a slave

she cannot provide her daughter with a funeral worthy of her noble spirit and regal status.''** The

1130 Met. 13.422-426 ultima conscendit classem (miserabile uisu) / in mediis Hecabe natorum inuenta sepulcris; /
prensantem tumulos atque ossibus oscula dantem / Dulichiae traxere manus. tamen unius hausit / inque sinu cineres
secum tulit Hectoris haustos (See Curley 2013, 155).

31 Met. 13.492 canitiemque suam concreto in sanguine uerrens; Hec. 495-496 ot 8¢ 800An ypadg dmang &mi yOovi /

Keltat, kK6veL pOpovca dvotnvov Kapa (See Bomer 1982, v. 13.492-493, Hopkinson 2000, v. 13.492).

32 Met. 13.523-525 at, puto, funeribus dotabere regia uirgo, / condeturque tuum monumentis corpus auitis. / non
haec est fortuna domus; Hec. 612-614 vopoeny t° Gvopgov mopbévov T dndpbevov, / Aobow mpobdpai 8'—amg pev
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funeral gifts offered by the Ovidian Hecuba, however, are of substantially lesser value than those
of his Euripidean predecessor. In the Greek play the Greeks afford the Trojan princess garments
and ornaments as a tribute to her valor and nobility, while Hecuba asks the Trojan women to
bring adornments purloined from their masters.''*® In the Ovidian narrative, on the other hand,
Hecuba pathetically asserts that the only “gifts” she can give her daughter are her tears and a

handful of sand from the Thracian shore.''*

Therefore, whereas the Euripidean Polyxena
receives a modest, yet decent funeral consisting of cremation, burial of her remains, and offering
of adornments, her Ovidian counterpart is afforded only symbolic burial signified by the
throwing of some sand on her corpse.

The Ovidian Hecuba’s meager funeral offerings to her daughter are also reminiscent of
her gifts to the dead Hector, namely tears and a lock of hair, at the aftermath of the fall of Troy
earlier in the book.''” Polyxena’s funeral, however, surpasses in tragic pathos that of her
brother, since whereas the Trojan hero was buried in a glorious tomb next to his brothers, his
sister’s fate is not to be interred in her ancestral sepulchers, but on a foreign shore.'"*° Finally,

the Ovidian heroine’s wretched funeral rites may be intended to echo and invert the Trojans’

sumptuous obsequies for Polydorus in Aeneid 3, which involve the raising of a high mound, the

a&ia, mobev; / ovk Gv Suvaiunv: g &’ Exm (i yap mabw;) (See Venini 1952, 370). Moreover, both heroines represent
Polyxena as a “bride” of Hades. The Euripidean Hecuba refers to the ritual washing of her daughters’ body, which was
a prominent element of both funerals and weddings (See Gregory 1999, v. 611) and characterizes Polyxena by means
of an oxymoron as a “bride, who is no bride” and a “virgin, who is no virgin”. Her Ovidian counterpart also uses
nuptial imagery in describing her daughter’s funeral rites as her “dowry”.

133 Hec. 575-580 [...] 6 8 00 @épav / mpdg 10D 9épovtog To16d” fikovev Kokd: / Eotniac, @ KAKIoTE, Tij veavidt / od
TETAOV 0D3E KOGLOV &V xepoiv Exwv; / 00K €1 TL dbowv Tij mepics” edkapdio / yoyv T dpiot;, 615-618 xdéopov v’
ayeipac’ aiypoimtidov mwhpa, / oi pot Tapedpol TOVE' E0m oKNVOUATOV /vaiovoty, &l Tig ToVg vemoti deomotag /
AoBodo” Exel Tt KAEUUO TRV aOTHC SOV,

113 Met. 13.525-526 tibi munera matris / contingent fletus peregrinaeque haustus harenae.

'35 Met. 13.427-428 Hectoris in tumulo canum de uertice crinem, / inferias inopes, crinem lacrimasque reliquit.

'3 Met. 13.524-525 condeturque tuum monumentis corpus auitis. / non haec est fortuna domus.
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building of an altar, the pouring of libations of milk and blood, and the second burial of the

Trojan prince.'"’

In contrast, however, to the Ovidian Hecuba’s extravagant dirge consisting of
passionate mourning gestures and a long soliloquy, the Virgilian funeral lacks any tragic pathos,
since the only expressions of grief are the Trojan women’s loosening of their hair and the
bidding of a last farewell to the deceased.

The narrator introduces Hecuba’s monologue (Met. 494-532) with the parenthetical
comment that what he will report is merely an excerpt of her full speech.1138 This remark has
been read as a hint of the Trojan queen’s excessive lament for her daughter, in the sense that the
narrator has omitted the redundant parts of her soliloquy."'* An alternative, but not mutually
exclusive, interpretation of the authorial note is that it constitutes a metapoetic allusion to the
Euripidean Hecuba’s speech upon receiving news of her daughter’s sacrifice (Hec. 585-628).
The narrator claims in effect that he has excluded from his version of Hecuba’s dirge the words
of her Euripidean counterpart. Indeed, upon a close scrutiny of the Ovidian heroine’s speech we
notice that it is highly original and deviates markedly from that of her tragic antecedent.''** On
the one hand, Ovid leaves out central aspects of the Euripidean Hecuba’s soliloquy, such as her
gnomic thoughts on the constancy of human nature (Hec. 592-602) and the ephemerality of mortal

happiness (Hec. 623-628). On the other hand, he inserts novel features, such as the link between

Polyxena’s death and that of her brothers (Met. 13.496-500). Finally, the Euripidean elements that

"7 Aen. 3.62-68 ergo instauramus Polydoro funus, et ingens / aggeritur tumulo tellus; stant Manibus arae, / caeruleis
maestae vittis atraque cupresso, / et circum Iliades crinem de more solutae; / inferimus tepido spumantia cymbia lacte /
sanguinis et sacri pateras, animamque sepulcro / condimus et magna supremum voce ciemus.

1138 Met. 13.493 plura quidem, sed et haec laniato pectore dixit.
1139 Curley 2013, 155.
1140 Hopkinson 2000, v. 13.494.
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the Roman poet does assimilate, such as Hecuba’s peripeteia (Hec. 620-623, 809-811), are
radically transformed and given new semantic content.

The opening of Hecuba’s lament contains an explicit allusion to the speech of her tragic
predecessor, in that both begin with an apostrophe to their dead daughter (Met. 13.494 nata; Hec.

141 This overt echo, however, serves to draw the reader’s attention to the

585 @& Ovyotep).
fundamental differences between the introductory words of the two heroines. In particular, while
the Euripidean Hecuba laments that she is beset by woes and observes that a new sorrow always
follows closely upon the previous one, her Ovidian counterpart pathetically asserts that Polyxena’s

1142 The statement of

death is her final source of grief, since she does not have anything else to lose.
Ovid’s heroine is designed to underscore the tragic irony of her situation, since after her dirge for
her daughter she will experience more agony triggered by the discovery of Polydorus’ corpse (Met.
13.538)."""* Moreover, the tragic Hecuba’s metaphorical viewing of her many miseries is
converted into the Ovidian heroine’s literal gaze on the wounds of her daughter’s corpse.''**

The next section of Hecuba’s speech, in which she depicts Polyxena as the last in a long
line of dead offspring slain by Achilles (Met. 13.499-505), has no parallel in the Greek play.
Whereas the Greek hero killed Hecuba’s sons on the field of battle, the death of Polyxena is

paradoxical in that she has been murdered by a dead Achilles. In this context the Trojan queen calls

to mind Achilles’ own demise claiming that after he was slain by Paris she thought that her

"1 Venini 1952, 370.
1142 Met. 13.494 nata, tuae (quid enim superest?) dolor ultime matris; Hec. 585-588 & 00yatep, ovk 018" &ic 6 1
BAéyw Koxdv, / TOAMGY TapdvTov: {v Yap ool Tvog, / T48" odk &8 pe, Tapakolel ' éksibsv o / AOmn Tic §AAn
01880%0G KOK®V KOKOTC.

1% Hopkinson 2000, v. 13.494.

1144 Met. 13.495 nata, iaces, uideoque tuum, mea uulnera, uulnus; Hec. 585-586 ovk oo’ glg 6 T BAéwo Kak®v, /
TOAAGDV TOPOVTOV.
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children were finally safe from his murderous wrath, but her hopes were bitterly frustrated, since
he continued to persecute her family as a ghost by demanding her daughter’s sacrifice.''*> The
Ovidian heroine evokes, but at the same time re-contextualizes and repurposes the words of her
tragic model, who identifies herself as the mother of Paris, the slayer of Achilles, in order to argue
that she is indirectly guilty of the Greek hero’s demise and thus she should be sacrificed in place of
her innocent daughter.1146 Thus, unlike the Euripidean Hecuba, who refers to the death of Achilles
at the hands of Paris as a self-incrimination, so as to save her daughter’s life, her Ovidian
counterpart mentions the same event as a rebuke against Achilles, who rages against her family
even from beyond the grave.

A central theme of Hecuba’s soliloquy is the tragic topos of peripeteia, namely the reversal
of her fortune from prosperity to disaster. Ovid appropriates this motif from Euripides, but at the
same time reworks it in an innovative manner. Upon receiving Polyxena’s body the Ovidian
Trojan women enumerate all the dead offspring of Priam ending with the sacrificed Trojan
princess (Met. 13.481-483). They quickly shift their focus, however, on Hecuba lamenting that
from royal wife and mother she became a slave (Met. 13.483-485). The Trojan queen’s downfall
from kingship to slavery is a recurrent concept in the Greek play mentioned by Talthybius (Hec.
488-496) and Hecuba herself (Hec. 809-811).”47 The Ovidian narrator, however, whose voice is
fused with that of the chorus, gives a new twist to the theme. In particular, he apostrophizes

Hecuba characterizing her as “the worst lot of the spoils”, whom Ulysses would not otherwise

1145 Met 13.501-505 at postquam cecidit Paridis Phoebique sagittis, / “nunc certe” dixi “non est metuendus Achilles”

/ nunc quoque mi metuendus erat. cinis ipse sepulti / in genus hoc saeuit, tumulo quoque sensimus hostem. /
Aeacidae fecunda fui!

1146 Hec. 383-388 i 68 8¢l 1@ IIMAéwg / yapwv yevéoBar moudl kai woyov guyelv / dpdg, 'Odvooed, THvEe pév

Ktetvete, / Mudg & dyovteg mpog mupav AyxlAémg / kevieite, ) @gidecd’” éyd ‘texov Hapw, / 6¢ moido OETid0g

drecev T6E01S Pokdv.

""*7 Hopkinson 2000, v. 13.483-484.
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have wanted as his slave (presumably due to her old age, frailty, and unattractive physical
appearance) were it not for the fact that she had given birth to Hector and ends with the bitterly
ironic comment that Hector’s heroic glory scarcely secured a master for his mother."'** There is
no precedent for this notion in Euripides’ Hecuba, where the Trojan queen’s master is not
Odysseus, but Agamemnon (Hec. 724-725). I believe that Ovid actually evokes and reverses here
a passage from Euripides’ Trojan Women, in which Hecuba expresses anguish and revulsion at
being allotted as a slave to the treacherous and unjust Odysseus.1149 Therefore, the Roman poet
stresses the utter wretchedness of the Trojan queen by transforming the Euripidean heroine’s
loathing of having Odysseus as a master into the Ovidian Ulysses’ reluctance to accept a slave
of such low worth as Hecuba.

Hecuba laments her tragic downfall from being a powerful and rich queen with a big
family to a destitute exile and slave of Ulysses.''™" The Ovidian heroine’s self-mourning recalls
the words of her tragic predecessor who contemplates her present abject state as a childless old
woman deprived of her city and allotted as a slave to Agamemnon in contrast to her earlier

. . 1151
prosperous status as a queen blessed with numerous offspring.'"

The Trojan queen’s bleak
vision of her future life as a slave in Greece assumes a concrete form as she imagines herself

being offered as a gift to Penelope, who will assign to her the menial task of weaving and display

1148 Met. 13.485-487 nunc etiam praedae mala sors, quam uictor Vlixes / esse suam nollet, nisi quod tamen Hectora
partu / edideras. dominum matri uix repperit Hector.

149 Tro. 279-292 To. 106xnc Odvooede Eday’ 8val dovAny o’ &yew. / Ex. & & Gpooce kpato koOpipov, EAk” dviyesot
/ dimtuyov mopelay. / id pol pot. / poopd doMm Aéhoyyo @t dovAevely, / molepim dikag, mopovouw daket, / Og
TovTo TAKeBEY £vOGST <AvoTpépel, / Td 87> dvtimal’ ol éxelos Simtoym YADGGq, / pika 0 mpoTep dpiha TOEIEVOG
oy, / <oiod,> yodicd’, & Tpwddec, pe PéPoxoa / Svomotpoc, ofyopor & / Téhova, SVGTLYESTAT® / TPOGEMEGOV
KMP®.

1130 Met. 13.508-513 [...] modo maxima rerum, / tot generis natisque potens nuribusque uiroque, / nunc trahor exul,
inops, tumulis auulsa meorum, / Penelopes munus.

51 Hec. 809-811 thpovvog 7 mot’ 6AAG vV 8ovAn oébev, / gbmoaug ot odoa, Vv 88 ypodg dmaug 0 8pa, / dmohig
gpnog, abAimtatn Bpotdv (See Bomer 1982, vv. 13.508-59, Hopkinson 2000, vv. 13.509-510).
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her to the other Ithacan women scornfully remarking that she used to be the mother of illustrious

1152

Hector and the spouse of king Priam." ~“ This image belongs to a literary topos that can be traced

back to Homer and involves the envisioning of a Trojan woman’s future life as a Greek slave.''>
In particular, it has been observed that the Ovidian Hecuba’s words recall the prophetic vision of
Hector about Andromache in Iliad 6, according to which she is fated to become a slave forced to
weave at a Greek woman’s loom and will be identified by a passer-by as the former wife of

- 1154
heroic Hector.'"

The Homeric passage establishes the main components of the commonplace,
which include the contrast between former nobility and future slavery in a foreign land, menial
labor, and identification of the woman through kinship with a famous Trojan man. The Roman
poet at the same time evokes various Euripidean variants on the Homeric archetype.'" In
particular, Euripides’ Polyxena fears that she will be bought by a cruel master who will compel
her, the sister of Hector, to perform base tasks, such as weaving, bread making, and cleaning,115 6
while Hecuba in the Trojan women grieves for her imminent arrival to Greece as a slave, where

she will be apportioned menial labor, such as door keeping and bread baking.'"’

32 Met. 13.511-513 Penelopes munus, quae me data pensa trahentem / matribus ostendens Ithacis “haec Hectoris
illa est / clara parens, haec est” dicet “Priameia coniunx.”

133 Curley 2013, 161.

13411, 6.456-461 Koi kev &v Apyet éodoa mpde BAMC ioTOV Doaivors, / kai kev H8mp popéorc Meaonidog §| “Yrepeing
/ OM' dexalopuévn, kpatepn) &' &mikeicet avaykn: / kai moté Tic elmnoty idav katd Sdkpv yéovoav: “Extopog Hde
yovn] 8¢ aptoteveoke payectat / Tpodwv inmodauwv dte "TAov aueepdyovto (See Hopkinson 2000, v. 13.512).

1155 Curley 2013, 159-161.

11 P > o n ~ s~ . , s P 5 , s s N e r

%% Hec. 359-364 Eneit’ fowg Gv Seomotdv dudv epévag / ooy &v, dotig dpydpov p dvioetar, / Ty “Extopde te
YATEPOV TOAADV KOG, / TPooBeic &' avayknv oltomolov &v d0uolg / caipev e ddua Kepkiow T épeotavar / Avmpay
dryovoav fuépav i avayKaoeL.

57 Tro. 490-494 800An yoviy ypodg EAMGS’ eioogifopot. / & & £otl yipe @8 GovpeopdTate, / TOVTOWK e
pocOncovcty, 1 Bupdv Adtptv / KATidaG puAdccey, Ty tekoboav "Extopa, / §| oitonoteiv [...] (See Hopkinson 2000,
v. 13.511).
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Throughout his narrative Ovid depicts Hecuba’s peripeteia as echoing and ultimately
surpassing in terms of tragic pathos that of her husband Priam in both his Euripidean and
Virgilian incarnations. To begin with, the narrator’s juxtaposition of Hecuba’s earlier status as
royal mother and spouse and the very personification of Asia’s prosperity with her current fate of
being the worst part of the war booty is reminiscent of the Virgilian Priam’s downfall from proud
ruler of the people of Asia to a headless corpse lying unburied on the Trojan shore.'!*® During
her lament Hecuba deems her own fate as more pitiable than that of Troy, on the grounds that her
city was utterly destroyed, but at least the Trojans’ woes finally came to an end, whereas she is
still suffering a life of agony having been reduced from powerful queen to helpless slave and
preserving Troy in her memory as still standing.'™® The Ovidian heroine’s words evoke Aeneas’
comment that the final outcome of Priam’s fate was to die at the hands of Pyrrhus and witness
Troy’s fall.''®

Finally, the Trojan queen mourns that her excessively long life has caused her to view
one death of a family member after the other and thus reaches the paradoxical conclusion that
Priam can be considered fortunate in his death, since he was spared from bearing witness to
Polyxena’s demise and did not experience the misery of a life without kingship, namely

slavery.''®" Ovid here reworks Andromache’s claim in both the Trojan Women and the Aeneid

that Polyxena was fortunate to have died at Troy, because she was thus saved from the doom of a

58Met. 13.483-485 [...] o modo regia coniunx, / regia dicta parens, Asiae florentis imago, / nunc etiam praedae
mala sors, Aen. 2.556-558 tot quondam populis terrisque superbum / regnatorem Asiae. iacet ingens litore truncus, /
avulsumque umeris caput et sine nomine corpus (See Papaioannou 2007, 223).

1159 Met. 13.508-511 iacet Ilion ingens, / euentuque graui finita est publica clades, / sed finita tamen; soli mihi
Pergama restant, / in cursuque meus dolor est.

160 Aen. 2.554-558 haec finis Priami fatorum; hic exitus illum / sorte tulit, Troiam incensam et prolapsa videntem /
Pergama [...].

""Met. 13.519-522 [...] quis posse putaret / felicem Priamum post diruta Pergama dici? / felix morte sua est; nec
te, mea nata, peremptam / aspicit et uitam pariter regnumque reliquit.
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life of captivity.1162

Hence, Hecuba judges the reversal of her fortune as more devastating than
that of her husband and thereby “corrects” her Euripidean counterpart’s claim that she and Priam
have both been utterly ruined by the loss of her children, namely they have experienced the same
peripeteia.''® At the same time the Ovidian heroine evokes Evander’s dirge for Pallas in the
Aeneid, who remarks that his wife is blessed to have perished, since she was not forced to see the
death of their son.''**

Hecuba’s loss of Polyxena is detrimental to her, since she considers her daughter the sole
consolation for her woes.''® Her claim is reminiscent of that of her tragic antecedent, who says
that Polyxena is her only comfort, since she plays the role of city, nurse, support, and guide for
her.''®® This latest blow of fate drives Hecuba to curse her excessive longevity and accuse the
gods of cruelty for prolonging her life only so that she can witness new deaths, a statement
fraught with tragic irony, since it implicitly foreshadows the discovery of Polydorus’ corpse a

few moments later.''®” The Ovidian protagonist echoes her Euripidean predecessor’s similar

complaint to Odysseus that she has lived too long and that Zeus keeps her alive, so that she may

162 Tro. 641-642 keivn &, dpoing Homep ovk 1Bodow PoG, / TEOVIKE KOVdEY 01de TV AT KokdV; Aen. 3.321-323 o
felix una ante alios Priameia uirgo / hostilem ad tumulum Troiae sub moenibus altis / iussa mori!

1193 Hec. 620-623 & mheiot &xov péote t evtekvartate / Hpiope, yepard 0° §8° &yd pitnp tékvav, / d¢ £ 10 undsv

flikopev, ppovipatog / tod wpiv otepévreg (See Curley 2013, 155).
1164 Aen. 11.158-161 tuque, o sanctissima coniunx, / felix morte tua neque in hunc seruata dolorem. / contra ego
uiuendo uici mea fata, superstes / restarem ut genitor (See Hopkinson 2000, v. 13.521).

1195 Met. 13.514 postque tot amissos tu nunc, quae sola leuabas / maternos luctus, hostilia busta piasti.

11 Hec. 280-281 18 Gvti moAA@V £oti pot mopayvyn, / oS, TRV, BakTpov, fyepdy 680 (See Bomer 1982, vv.
13.514-515, Hopkinson 2000, vv. 13.514-515).

"7 Met. 13.516-519 quo ferrea resto?/ quidue moror? quo me seruas, annosa senectus?/ quo, di crudeles, nisi uti
noua funera cernam, / uivacem differtis anum? (See Hopkinson 2000, v. 13.518).
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witness even worse misfortunes.''® The Roman poet once again outdoes his source in terms of
tragic pathos by altering the context and purpose of the Trojan queen’s words. Whereas
Hecuba’s protest in the Metamorphoses about her long drawn out life is made after Polyxena’s
demise and leads to a death wish,"'® her tragic counterpart’s complaint simply expresses her
sorrow for her afflictions, in order to gain the pity of Odysseus and thus convince him to spare
her daughter.

Although the Trojan queen opens her speech with the claim that by losing Polyxena she
has lost everything, which results in her desire to commit suicide, at her soliloquy’s denouement
she remembers that she still has a reason to endure living a little while longer, namely
Polydorus.''”’ In sharp contrast to Euripides’ Hecuba who having been alarmed by the visit of
Polydorus’ ghost in her dream (Hec. 68-86) is filled with terrible dread that her son is dead,""”"
her Ovidian counterpart is certain that Polydorus, her youngest and most beloved son, is alive, a
thought that offers her false comfort. Therefore, Ovid once again echoes and inverts his tragic
model aiming to heighten the tragic irony of the situation and thus create a more pathetic
anagnorisis scene, namely Hecuba’s discovery of Polydorus’ body and a more sudden and

violent peripeteia for his heroine.

168 Hec. 229-233 aiai: mopéomy’, (¢ Eouc’, dydv péyac, / TAipng otevayudv odde dakpbmv Kevoc. /kiywy’ &p’ odk
£0vnokov o W &xpfv Oavelv, / o008’ drecév pe Zeve, Tpéeet &, dmmg 6pd / koxdv bk dAla peilov’ 1 Téhov’ &yd.

1% The fact that Ovid’s Hecuba contemplates suicide is confirmed by her use of the expression quid moror? (“Why
do I linger in life?”, Met. 13.517), which recalls Dido’s protest to Aeneas that his abandonment of her will result in
her death (Aen. 4.323-325 cui me moribundam deseris hospes / (hoc solum nomen quoniam de coniuge restat)? /

quid moror?).

"7Met. 13.527-530 omnia perdidimus; superest, cur uiuere tempus / in breue sustineam, proles gratissima matri, /
nunc solus, quondam minimus de stirpe uirili, / has datus Ismario regi Polydorus in oras (See Hopkinson, 2000, v.
13.494).

"I Hec. 429-430 Io. 6 T év @ikinmoic Opnéi [oAvdwpog kéoig. / Ex. gl (i v 4miotd 8 Gde mévto Suotuyd.
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4.5 Hecuba’s revenge

Hecuba ends her speech by reproaching herself for delaying to wash Polyxena’s corpse in

172 The Ovidian narrative

preparation for her burial and goes to the shore in order to draw water.
evokes and reverses its tragic model, where the Trojan queen dispatches an old handmaid to
fetch water for bathing her daughter.''”> The Roman poet’s goal is to amplify the tragic pathos
and directness of the ensuing anagnorisis scene, in which Hecuba discovers the body of

Polydorus herself.' 174

In the Euripidean play, on the contrary, the Trojan queen recognizes her
son’s corpse after it is brought from the shore to the Achaean camp.''”> One possible intratextual
source of inspiration for Ovid’s adaptation of the Euripidean intertext may be the recognition
scene of the Ceyx and Alcyone episode, where the heroine identifies herself her husband’s body
floating close to the shore (Met. 11.710-728).

Hecuba’s reaction to the discovery of her son’s body is highly paradoxical. Whereas she
earlier indulged in an excessive lament for Polyxena consisting of both ardent mourning gestures

and a long soliloquy, she is now so overwhelmed with sorrow that she falls deadly silent and

refrains from shedding any tears.''’® Her response contrasts sharply with that of her Euripidean

172 Met. 13.531-535 ‘quid moror interea crudelia uulnera lymphis / abluere et sparsos inmiti sanguine uultus?’ /
dixit et ad litus passu processit anili, / albentes lacerata comas. ‘date, Troades, urnam’ / dixerat infelix, liquidas
hauriret ut undas.

173 Hec. 609-613 ob & ab haBodoa tebyos, dpyaia Adtpt, / Béawas’ Eveyke debpo movtiag GAdG, / (¢ Toida AovTpoig
TO1g TAVVOTATOLG EUNY, / VORENY T &vougov Ttopbévov T dmdpBevov, / Aodow [...] (See Hopkinson 2000, vv. 13.533-
535).

7% Met. 13.536-537 aspicit eiectum Polydori in litore corpus / factaque Threiciis ingentia uulnera telis.

175 Hec. 679-680 O¢par. [...] 80pnoov odpo youvedév vekpod / & oot paveitar Oodpo koi map” EAmidag.

"7 Met. 13.538-540 Troades exclamant; obmutuit illa dolore, / et pariter uocem lacrimasque introrsus obortas /
deuorat ipse dolor [...].
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counterpart, who upon seeing Polydorus’ corpse bursts into a sung dirge for her son.''”’

Moreover, Euripides’ Hecuba initially supplicates Agamemnon to punish Polymestor on her
behalf (Hec. 789-792) and upon his refusal she resolves to devise a revenge plot herself and asks
only for his protection from any retribution by the Greeks (Hec. 870-875). On the contrary, her
Ovidian counterpart is filled with wrath and immediately decides to exact vengeance from the
Thracian king on her own (Met. 13.544-546).

Hecuba’s portrayal echoes instead the depiction of two other Ovidian mothers: Procne
and Niobe. Both Procne and Hecuba have relatives victimized by savage Thracian kings:
Philomela is raped, mutilated, and incarcerated by lustful Tereus, while Polydorus is murdered
by greedy Polymestor on account of his wealth. The Trojan queen’s vengeance, however,
constitutes an inversion of the Athenian princess’ retribution. Whereas Procne perpetrates filicide
so as to punish her husband, Hecuba avenges the death of her son by blinding and slaying
Polymestor. Thus, in contrast to Procne who in the previous chapter was viewed as an
“overblown Medea”, since her filicide surpasses that of the Euripidean heroine in ferocity and
mercilessness, Hecuba may be characterized as an “anti-Medea” in that she is a loving mother
who directs her vengeful rage against her son’s killer. This reading is corroborated by a
significant Ovidian divergence from his tragic model, namely the omission of the murder of
Polymestor’s sons by the Trojan women, which effectively absolves his Hecuba of the crime of
infanticide.

The Roman poet signals the affinity between the two heroines by means of explicit verbal

echoes thoughout the last part of his narrative. To begin with, both heroines undergo a sudden

"7 Hec. 681-686 oipot, BAéno 81 moid’ pov tebvnrota, / Tloddbdmpov, 6v pot Opié Eoml’ ofkoig aviip. / dmoAopny
Svomvoc, o0KET gipl 1. / & Téxvov Tékvov, / aiod, katdpyopon vopov / Bakygiov, & dAGCTOPOG APTILAOTG KAKDV.
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psychological metamorphosis from mourners to avengers.1178 Upon reading Philomela’s tapestry
Procne is struck by dumbfounded silence and is unable to weep due to her extreme grief for her
sister’s suffering. In an analogous manner when Hecuba catches sight of Polydorus’ body her
sorrow is so consuming that she cannot express it through either words or tears.''” In both cases
the astonishing nature of the heroine’s silence is underscored by the poet: the narrator marvels at
Procne’s ability to remain tacit upon finding out Philomela’s rape and mutilation by her husband,
while Hecuba’s muteness is contrasted with the Trojan women’s shriek at the spectacle of dead
Polydorus. In addition, the profound sorrow of the two heroines is swiftly transformed into
blazing wrath and they are both completely engrossed in the idea of vengeance.''*® The essential
difference between them, however, is that unlike Procne, who plans to punish Tereus’
transgression by means of another crime, namely filicide, Hecuba turns her just anger against the
infanticide himself.

Another central maternal figure of the Metamorphoses evoked by Hecuba through
intratextual conflation is Niobe. An important thematic link between the two heroines is that they
both experience a sudden and violent peripeteia: they are rich and powerful queens blessed with
numerous children who are reduced to a state of utter wretchedness and inconsolable grief by
being bereft of all their progeny. Ovid signposts the connection between the two heroines by

means of multiple verbal reminiscences, which at the same time serve to accentuate the crucial

178 Curley 2013, 182.

17 Met. 6.581-585 euoluit uestes sacui matrona tyranny / germanaeque suae carmen miserabile legit / et (mirum
potuisse) silet. dolor ora repressit, / uerbaque quaerenti satis indignantia linguae / defuerunt; nec flere uacat [...]
(See Rosati 2009, v. 6.583).

1180 Met. 13.544-546 [...] seque armat et instruit ira. / qua simul exarsit, tamquam regina maneret, / ulcisci statuit
poenaeque in imagine tota est; Met. 6.581-585 [...] sed fasque nefasque / confusura ruit poenaeque in imagine tota
est, 609-610 ardet et iram / non capit ipsa suam Procne [...] (See Bomer 1982, vv. 13.545-546, Rosati 2009, v.
6.583).
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distinguishing difference between the two matres orbae. Whereas Niobe is a haughty and
hybristic adversary of Latona, whose loss of her offspring constitutes a punishment at the hands
of Apollo and Diana, Hecuba is an innocent victim of the vicissitudes of fortune, who is deprived
of her children through no fault of her own.

The Trojan queen makes her first appearance in the narrative at the ruins of smoldering
Troy wildly mourning her dead sons by adhering to their tombs and and kissing their bones.'"™!
This image is highly remiscent of the Theban queen’s dirge for her sons slain by Latona’s divine
offspring: she falls madly upon their lifeless bodies and gives them farewell kisses.''®> What is
more, in both cases the mother’s endless sorrow over her children’s death contrasts with her
husband’s “better” fate. Hecuba pronounces Priam blessed in his death, since he thereby escaped
the heart-rending spectacle of his daughter’s demise, while the narrator comments that Amphion
put an end to his grief for his dead sons by committing suicide.''®> The pinnacle of agony for the
two heroines is the loss of their youngest and last surviving offspring. During her lament for
Polyxena Hecuba finds solace in the thought that her youngest son, Polydorus, is still alive and

1184

this gives her strength to endure living a while longer.” ™" Her hopes, however, are immediately

thwarted by the discovery of his dead body. In an analogous fashion Niobe beseeches the gods to

81 Met. 13.423-325 in mediis Hecabe natorum inuenta sepulcris; / prensantem tumulos atque ossibus oscula dantem

/ Dulichiae traxere manus.

82 Met. 6.276-277 corporibus gelidis incumbit et ordine nullo / oscula dispensat natos suprema per omnes.

1183 Met. 13.521-522 felix morte sua est; nec te, mea nata, peremptam / aspicit et uitam pariter regnumque reliquit;

Met. 6.271-272 nam pater Amphion ferro per pectus adacto / finierat moriens pariter cum luce dolorem.

184 Met. 13.527-530 omnia perdidimus; superest, cur uiuere tempus / in breue sustineam, proles gratissima matri, /
nunc solus, quondam minimus de stirpe uirili, / has datus Ismario regi Polydorus in oras.
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show mercy to her youngest daughter, who is her last remaining progeny, but even while making
her entreaty her daughter falls dead.' 185

This final blow of fate has a drastic metamorphic impact on Hecuba highly evocative of
Niobe’s transformation.''® The Trojan queen is figuratively petrified by becoming completely
motionless, falling silent, and fixing her eyes on the ground.1187 The Theban queen, on the other
hand, undergoes a literal transformation into stone: her eyes are fixed in their sockets and her
tongue becomes still thus losing the ability to speak.1188 Next, Hecuba raises a savage gaze
towards the sky, which might be interpreted as a silent rebuke against the gods for allowing the
death of Polydorus.'"®® Her gesture is reminiscent of that of the Theban queen, who after the loss
of her sons lifts her arms torwards the sky openly accusing Latona of deriving sadistic pleasure
from her pain and asserting that she is still a more blessed mother than the goddess, in that she
has seven remaining daughters compared to the goddess’ two (Met. 6.280-285).""" Once again

the verbal echo underlines the intrinsic disparity between the two figures. Whereas the Trojan

"8Met. 6.297-300 sexque datis leto diuersaque uulnera passis / ultima restabat; quam toto corpore mater, / tota ueste
tegens 'unam minimamque relinque; / de multis minimam posco' clamauit 'et unam.” / dumque rogat, pro qua rogat
occidit.

1% Bsmer 1982, vv. 13.540-541; Hopkinson 2000, v. 13.540; Rosati 2009, v. 6.583.

87 Met. 13.539-541 obmutuit illa dolore, / et pariter uocem lacrimasque introrsus obortas / deuorat ipse dolor,
duroque simillima saxo / torpet et aduersa figit modo lumina terra. Commentators (Bomer 1982, vv. 13.540-541;
Hopkinson 2000, vv. 13.540-542) have observed that the Ovidian heroine’s momentary “petrification” is also highly
reminiscent of Dido’s reaction to Aeneas’ attempt to appease her anger in the Underworld (Aen. 6.467-471). The
Carthaginian queen, who is still filled with blazing wrath for the Trojan hero’s betrayal, remains unmoved by his
words and keeps her averted eyes fixed on the ground. Her implacable attitude is expressed through a simile
comparing her to stone or Parian marble.

1188 Met. 6.303-309 deriguitque malis. nullos mouet aura capillos, / in uultu color est sine sanguine, lumina maestis /
stant immota genis; nihil est in imagine uiuum. / ipsa quoque interius cum duro lingua palato / congelat, et uenae
desistunt posse moueri; / nec flecti ceruix nec bracchia reddere motus / nec pes ire potest; intra quoque uiscera
saxum est.

1189 Met. 13.542 interdum toruos extollit ad aethera uultus.

"% Met. 6.279 a quibus ad caelum liuentia bracchia tollens.
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queen’s protest againt the gods is justified, Niobe’s vituperation of Latona is further
manifestation of her outrage towards the goddess which inevitably leads to the total annihilation
of her progeny. Finally, both heroines are immortalized by Ovid as bereaved mothers perennially
mourning their offspring. Niobe’s endless lament for her children even after her metamorphosis
into a statue is symbolized by the tears trickling incessantly from the stone (Met. 6.310-312).
Likewise after Hecuba is transformed into a dog she continues to recall her lost progeny and
makes the fields of Thrace resound with her sad howling (Met. 13.570-571).

Ovid depicts Hecuba’s burning wrath for the loss of Polydorus by means of an epic
simile. The Trojan queen marching in anger towards Polymestor’s palace is likened to a raging
lionness bereft of her suckling cub who follows the footprints of the man who has stolen her

whelp.""!

The Ovidian picture engages in a multi-faceted dialogue with various intertexts and
intratexts. To begin with, the Roman poet evokes the Homeric simile, which compares Achilles
mourning the death of Patroclus to an enraged lion which roams the wilderness attempting to
track down the hunter who has snatched away its cubs.''”® An important affinity between the
Trojan queen and the Greek hero is that they are both filled with an explosive fusion of anger and
sorrow, which transmutes into a desire to punish the slayer of their loved ones, Polymestor and
Hector respectively. Hecuba’s association with Achilles through the lionness simile effectively

raises her to the status of a Homeric warrior and foreshadows her brutal and gory vengeance

against Polymestor.

91 Met. 13.547-548 utque furit catulo lactente orbata leaena / signaque nacta pedum sequitur quem non uidet
hostem, / sic Hecabe, postquam cum luctu miscuit iram, / non oblita animorum, annorum oblita suorurn, / uadit ad
artificem dirae Polymestora caedis.

92 Tljad 18.316-323 toiot 8¢ TINAeidng advod £ETipye Y600 / xeipag &' avdpopdvoug Bépevog othbeooty £taipov /

TUKVE POAG oTEVAYV GC TE MC NYévelog, / @ pé 8' vmd okduvovg EhagnBorog dpmdon dvip / HANG éx mokviic d
8¢ T dyvutar Dotepog EMBMV, / moAAL 06 T' Gyke EmfjABe pet’ dvépog vt Epsuv@v / €l mobev €€gbpor pdda yap
Spyvg ¥OA0g aipel’ / g 0 Papd oteviywv petepmvee Muppdovesotv (See Bomer 1982, vv. 13.547-549, Hopkinson
2000, vv. 13.547-548).
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Below 1 will argue that apart from the Homeric model Ovid’s simile also converses
intertextually with Euripides’ Hecuba. The Ovidian Hecuba’s comparison to a lioness deprived
of her young may echo and invert the portrayal of Polymestor in the Greek play. After being
blinded by the Trojan women the Thracian king exits from their tent in pursuit, groveling on all
four."'”® He explicitly likens himself to a mountain beast on account of his movement as a
quadrupedal animal as well as his desire to hunt down the women and feast on their flesh.'"*
Moreover, the Ovidian heroine’s loss of Polydorus recalls the Euripidean Polymestor’s loss of
his sons, who were snatched away and murdered by the Trojan women. Another significant
affinity between the two characters is that they are both overwhelmed with boiling anger, which
drives them to seek vengeance against their children’s murderers.''” In addition, Ovid’s
depiction of the Trojan queen as a lioness following the tracks of an enemy, whom she does not
see, since he is far away, may constitute a subtle allusion and rewriting of the Euripidean
passage, in which Polymestor likened to a mountain beast tries to find with his hands the
footprints of Trojan women, who are not visible to him due to his blindness.

Finally, the Ovidian simile functions as a further intratextual link between Hecuba and
Procne. In particular, the Trojan queen’s depiction as a lioness deprived of her cub evokes and
reverses the Athenian princess’ comparison to a tigress dragging away a suckling fawn used to

describe the way she violently drags Itys to a remote part of the palace in order to murder

193 Hec. 1056-1061 TTo. Gpot €Yo, nd fd, 1d 610, nd kéhon, / TETpamodo Baot Onpdg dpeotépov

Tépevoc €mi xelpa kat iyvog; moiov / i tavtav §j Tvd EE0ANGE®, Tag / avdpoedvoug papyat xpnlov Taadog, / of pe
SlDAECAV;

194 Hec. 1070-1072 nd 168 €naéog / copkdv dotéov T Eumincdd, / fotvay dyplov tidéuevog Onpdv, 1172-1173 ék
6¢ Tndnoag Eyd / ONp O SIOK® TAG HALPAVOLS KOVOC.

93 Met. 558-559 spectat truculenta loquentem / falsaque iurantem tumidaque exaestuat ira; Hec. 1054-1055 Ex.
QAL €xmodmv dneyut kamootnoopon / Buud CEovit Opnki SuouoyOTATE.
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1% The two comparisons cast in relief the fundamental difference between the two mothers.

him
The lioness simile reflects Hecuba’s affection for and protectiveness of Polydorus as well as her
rage against Polymestor and her yearning for vengeance. The tigress simile, on the other hand,
indicates Procne’s alienation from Itys, whom he views as a mirror-image of his father, and
anticipates the pitiless slaughter and dismemberment of her son.

Having resolved upon avenging herself on Polymestor Hecuba goes to his palace and
seeks audience with the king (Met. 13.551-552). In the Greek play, on the other hand, the Trojan
queen dispatches a handmaiden to summon Polymestor to the Achaean camp (Hec. 889-894).'""’
Ovid employs the same technique of omitting the intermediary as in the scene of the discovery of
Polydorus’ corpse, in order to sharpen the focus on the figure of Hecuba. In both texts the Trojan
queen’s revenge plot capitalizes on the Thracian king’s greed for wealth, since it involves
leading him into a trap by the deceptive promise of hidden treasure.''*® Euripides’ heroine whets
the appetite of Polymestor by telling him about caves containing hidden Trojan gold, but then
entices him into the Trojan women’s tent, where she alleges she has concealed more treasure
brought from Troy without the knowledge of the Achaeans (Hec. 1000-1116). The Roman poet,
however, alters the location of the ambush by having his Hecuba lure the Thracian king to an

unspecified secluded place by means of a false promise to show him a hidden hoard of gold.'"*

One possible explanation for the choice of an outdoors setting is that it facilitates the subsequent

1% Met. 6.636-637 nec mora, traxit Ityn, ueluti Gangetica ceruae / lactentem fetum per siluas tigris opacas (See
Curley 2013, 183).

"7 Hopkinson 2000, v. 13.551.
"% Hopkinson, vv. 13.552-553.

1199 Met. 13.552-555 [...] nam se monstrare relictum / uelle latens illi, quod nato redderet, aurum. / credidit Odrysius
praedaeque fadsuetust amore / in secreta uenit (Hopkinson, v. 13.555).
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confrontation between Hecuba and the Thracians, which would not have been possible if the
scene took place inside the Greek camp.

The most significant Ovidian divergence from his tragic predecessor in the revenge scene
is the exclusion of Polymestor’s offspring. In the Euripidean play Hecuba invites the Thracian
king along with his children and with the aid of the Trojan women blinds him and slays his two
sons thereby exacting a vengeance from the king, which surpasses in ferocity his crime. In the
Metamorphoses, on the contrary, the Trojan queen takes revenge on Polymestor alone by
blinding and killing him. As noted above, one interpretation for the Ovidian departure is that it
distinguishes Hecuba from the poem’s infanticidal mothers, Medea, Procne, and Althaea, in the
sense that she is a bereaved mother who avenges the death of her child. Ovid signals his
portrayal of Hecuba as an “anti-Medea” by describing her punishment of Polymestor in a way
that evokes and reverses Procne’s retribution on Tereus. To begin with, the Thracian king is
depicted as treacherous, a feature which he shares with his Euripidean antecedent. In the Greek
play he gives false replies to Hecuba’s questions about whether Polydorus is still alive and
remembers her and whether the gold sent with him is kept safe (Hec. 986-997). Likewise in the
Ovidian narrative he greedily and impatiently asks the Trojan queen to show him the gold, which
he promises to give to her son and even takes a perfidious oath in the name of the gods (Met.
13.555-558). Moreover, the narrator brands Polymestor with the epithet artifex (“cunning
contriver”), which was used by Procne earlier in the poem to label Tereus, another deceitful
Thracian king.]200 The two kings live up to their characterization by employing cunning

deception to conceal their crimes. Tereus deceives Procne by the false story that her sister

1200 Met. 13.551 uadit ad artificem dirae Polymestora caedis, 6.615 artificem mediis immittam Terea flammis.
Gildendhard and Zissos (2007, 16, n. 34) note that Ovid also associates the two kings by means of the epithet
Odrysius (“Thracian”) (Met. 6.490, 13.554).
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perished on the voyage to Thrace (Met. 6.563-570), while Polymestor attempts to trick Hecuba
into believing that her son is still alive.

Furthermore, the depiction of Hecuba in the vengeance scene is highly reminiscent of
that of Procne. In particular, one of the retribution schemes entertained by Procne is to remove

1201 . .
! The Athenian princess’ vengeance fantasy

Tereus’ eyes (along with his tongue and genitals).
is realized by Hecuba, who plucks out Polymestor’s eyes.'””® At the same time the Trojan
queen’s encounter with Polymestor echoes and inverts the meeting of Procne with Itys. Upon
seeing her son the Athenian princess comes up with the plan of murdering him in order to avenge
herself on her husband, her motivation being his close resemblance to his father. She thus casts
on him a pitiless gaze and is said to boil with tacit wrath as she contemplates the details of her
revenge plot.'*** In an analogous fashion the Trojan queen looks savagely on Polymestor and is
overwhelmed with seething rage as she hears him taking a false oath by the gods that her son is

1204
1,120

alive and wel In addition, the Thracian king’s crafty and fawning lies recall the child’s

blandishing gestures towards his mother consisting of embraces, kisses, and sweet words.'**
Once again, the verbal allusions are aimed to stress the fundamental difference between the two

situations: whereas Procne is about to commit a heinous crime by murdering her innocent son,

Hecuba is spurred by guilty Polymestor’s duplicity to take just revenge on him.

1291 Met 6.616-618 aut linguam atque oculos et quae tibi membra pudorem / abstulerunt ferro rapiam, aut per uulnera
mille / sontem animam expellam.

1202 Met. 13.561-562 expellitque genis oculos (facit ira potentem)/ immergitque manus foedataque sanguine sonti.

1203 Met. 6.621-623 [...] oculisque tuens immitibus 'a! quam / es similis patri' dixit; nec plura locuta / triste parat
facinus tacitaque exaestuat ira.

1204 Met. 13.558-559 spectat truculenta loquentem / falsaque iurantem tumidaque exaestuat ira.
1205 Met. 13.555-558 tum blando callidus ore / 'tolle moras, Hecabe' dixit, 'da munera nato. / omne fore illius, quod
das, quod et ante dedisti, / per superos iuro, 6.624-627 ut tamen accessit natus matrique salutem / attulit et paruis
adduxit colla lacertis / mixtaque blanditiis puerilibus oscula iunxit, mota quidem est genetrix infractaque constitit
ira.
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Ovid’s account of Polymestor’s blinding and its aftermath deviates substantially from the
description of the same events in Euripides’ Hecuba. Below I will contend that the Roman poet
draws instead on another Euripidean play: the Bacchae. More specifically, the Ovidian Hecuba’s
revenge on Polymestor reenacts the punishment visited on Pentheus by Dionysus and his Theban
maenads. To begin with, the Trojan queen’s stratagem to lure the Thracian king to a vague
outdoors location by the deceptive promise of showing him a hidden treasure trove echoes
Dionysus’ scheme of enticing the Theban king to Mt. Cithaeron by offering to show him the
secret rites of the maenads.'””® Thus, just as Hecuba exploits Polymestor’s innate greed for
wealth, similarly Dionysus capitalizes on Pentheus’ voyeurism and subconscious desire to
witness the forbidden Bacchic rituals. Furthermore, in contrast to Euripides’ Hecuba, where the
blinding of Polymestor takes place inside the Trojan women’s tent, Ovid may have been inspired
to set his scene at a remote locale by the Bacchae, in which Dionysus leads Pentheus through
deserted paths to Mt. Cithaeron.'*"’

Ovid’s version of the blinding scene departs in many ways from that of his tragic model.
In Euripides’ Hecuba Polymestor himself describes in a messenger speech how the Trojan queen
and the other captive women first disarmed the Thracian king and separated him from his sons
by pretending to play with them (Hec. 1151-1159). Then, they suddenly immobilized him,
murdered his children with swords, and blinded him by piercing his eyes with brooches (Hec.

1160-1171). Finally, they fled from the tent escaping the clutches of the enraged king (Hec.

1205 Met. 15.552-555 [...] nam se monstrare relictum / uelle latens illi, quod nato redderet, aurum. / credidit Odrysius
pracdaeque tadsuetust amore / in secreta uenit; Ba. 810-820 At &. BovAn o’ v dpect cuykadnuévac idsiv; / Tle.
uéhoto, popiov ye dovg xpvood otabudv. / Auti §°; g Epwta 100de mémTmKag uéyay; / Tle. Aompdc viv gicidoyl’ Gv

sssss

gE1yvedoovsiy os, kiv EMONG AaBpq. / TTe. AL’ EuQovic KoAdS yop Eeimac Tade. / Al dymuev odV 68 KATIYSIPHOELS
00@; / Tle. &y’ ¢ Thyioto, T0D Ypdvov 8¢ oot HovE.

1207 Meet. 13.555 in secreta uenit; Ba. 840-841 Ile. koi i 81" diotemg sl Kadpsiong Aabdv; / At. 630d¢ Epruovg iuev:
€Yo 6’ MynoopoL.
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1071-1075). The Metamorphoses, on the other hand, offers a much more gruesome spectacle:
Hecuba summons the Trojan women, but she alone seizes Polymestor and gouges out his eyes
with her bare hands (Met. 13.560-564)."%% 1 will argue that in this scene Ovid portrays Hecuba as
a figurative Bacchant by creatively reworking Pentheus’ sparagmos by the Theban maenads
recounted in the second messenger speech of the Bacchae. The Roman poet may have actually
derived this idea from Euripides’ Hecuba itself, where Polymestor depicts the Trojan women as
metaphorical maenads by branding them as “Bacchants of Hades” and fearing that they will
dismember his sons, scatter their limbs in the mountain, and offer their flesh as feast to dogs.1209
Whereas the Trojan women in Hecuba overpower Polymestor by means of guile and
superior numbers, the Ovidian heroine avenges herself on the Thracian king on her own through
sheer strength. In particular, she seizes him violently, sinks her fingers into his eyes, plucks out
his eyes, and finally plunges her arms in his head and pulls out the sockets.'*'" This grisly
description may echo verbally the scene in the Bacchae, where the frenzied Agave grabs
Pentheus’ left arm, plants her foot on his side, and tears off his shoulder.'*'" The distinguishing

difference between the two situations is that while Agave’s uncanny strength is bestowed on her

by Dionysus, Hecuba owes her superhuman power to her rage.

2% Hopkinson 2000, vv. 13.561-564.

129 Hec. 1075-1078 moi md pépopan ékv” Epnpa Mmdv / Béicyong Ado. Stopotpdoat / 6gaxtd, Kusiv te gowiav Soit’ /
avipepov T dpetov EkBorav;.

1219 Met. 13.560-564 atque ita correpto captiuarum agmina matrum / inuocat et digitos in perfida lumina condit /
expellitque genis oculos (facit ira potentem) / immergitque manus foedataque sanguine sonti / non lumen (neque
enim superest), loca luminis haurit. I opted for Heinsius’ emendation potentem instead of the reading nocentem
attested by the manuscripts, on the grounds that it explicitly alludes to the Euripidean intertext.

211 Ba. 1125-1128 hoodoo & dAévors’ dpotepiy yépa, / mhevpaiow avripdoa Tod dvodaipovoc / dneomtpatev
oV, ody, Vo cbévoug / GAL O Dedg edudpetay dnedidov yepoiv, 1135-1136 ndica & Huatmuévn / ygipag Siecpaipile
cbpxa [TevOémg.
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Ovid also diverges significantly from Euripides in his description of the aftermath of
Polymestor’s blinding. In the Hecuba the blinded king rushes out of the tent on all fours like a
wild animal seeking to exact vengeance from the Trojan women by devouring their flesh (Hec.
1056-1082). When his attempts at retribution prove futile, he calls upon the Thracians and
Greeks for aid (Hec. 1089-1097), but only Agamemnon arrives who is secretly in league with the
Trojan queen. What follows is a Euripidean agon, in which Hecuba and Polymestor plead their
respective cases before Agamemnon, who plays the role of a judge and announces his verdict in
favor of Hecuba (Hec. 1109-1251). In the Metamorphoses, on the other hand, Polymestor is slain
by Hecuba and the Thracians enraged by their king’s demise assault Hecuba by hurling stones

. 1212
and spears against her.

The Ovidian scene may evoke instead the first messenger speech of
the Bacchae, in which the countrymen infuriated by being plundered by the maenads attack them
with spears.”"> In addition, just as the Bacchants are immune to the peasants’ weapons on
account of Dionysus’ divine protection, likewise Hecuba cannot be harmed by the Thracians’
missiles due to the fact that she is transformed into a dog. Finally, the Thracian missile attack
against Hecuba may constitute an implicit allusion to the Virgilian narrative of Polydorus, in

1214 1n other

which the Thracians murdered the Trojan prince by shooting spears against him.
words, Ovid’s Thracians attempt to kill Hecuba in the way that the Virgilian Thracians slew her

son.

1212 Met. 13.565-568 clade sui Thracum gens inritata tyranni / Troada telorum lapidumque incessere iactu / coepit; at

haec missum rauco cum murmure saxum / morsibus insequitur [...].

1213 Ba. 758-764 o1 8" dpyfic mo / £¢ 8m\’ &xdpovv pepdpievor Pakydv Bro- / odmep O dewodv v Oéap’ 18eiv, dval:/

TOlg HEV Yap ovy fluocoe Aoyymtov BéAog, / o xodkdg, ob cidnpog, <€vBeov ypdo>, / kelvar 0& Bupoovg E€avigicat
xep®dV / Etpavpdtiov Kanevatilov euyT) / YOvaikeg dvopag ovk dvev Bedv Tvog.

1214 Aen. 3.45-46 nam Polydorus ego. hic confixum ferrea texit / telorum seges et iaculis increvit acutis.
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The Ovidian episode concludes with the description of Hecuba’s canine metamorphosis,
which deviates from the Euripidean account."”’> In the Greek play the blind Polymestor
announces a prophecy revealed to him by Dionysus, according to which Hecuba will be
transformed into a dog during the voyage to Greece and drown in the sea (Hec. 1259-1267). In
the Metamorphoses, on the contrary, the Trojan queen turns into a dog while she is being
assaulted by the Thracians and subsequently wanders in the fields of Thrace (Met. 13.567-571).
Ovid does preserve, however, the Euripidean aetion concerning Hecuba’s tomb. In both texts the
Trojan queen is eventually buried at a promontory on the Thracian coast, which is named
Cynossema (“Dog’s tomb”) after her.'*'® Ovid’s transferal of the setting of Hecuba’s
metamorphosis and death from sea to land may have been inspired be the Virgilian rewriting of
the death of Polydorus. Whereas Euripides’ Polymestor throws Polydorus’ body into the sea, his
Virgilian counterpart buries him at the Thracian coast. In the final scene of the Ovidian narrative
we witness Hecuba roaming the fields of Thrace in her canine form and howling mournfully in
remembrance of her misfortunes.'*'’” This pathetic denouement echoes the Trojan queen’s first
appearance in the narrative lamenting her sons at the Trojan cemetery (Met. 13.423-428). Ovid’s
concluding portrayal of Hecuba diverges from that of Euripides, who depicts her as deriving joy
from her retribution against Polymestor and being indifferent to her impending metamorphosis

and death.'?'

125 Hopkinson 2000, vv. 13.569-570.
1216 Met. 13.569-570 locus exstat et ex re / nomen habet; Hec. 1270-1273 Ex. Bavotoa &' fj {do' £vOGs' dknhiom
TBovT; / Io. Bovodoa: touPmt 8’ dvopo odt kekAnoetot ... / Ek. popefic énmidov pn Tt tiig Eug £peis; / TTo. kuvog

TaAaivng ofjua, voutilolg Tékuap.

217 Met. 13.570-571 ueterumque diu memor illa malorum / tum quoque Sithonios ululauit maesta per agros.

1218 Hec. 1257-1258 Tlo. yoipeig vPpilova’ eig &', & mavodpye 60. / Ex. o ydp e yoipew ypi o& TIUmPOLUEVYV,
1274 Ex. 00d&v pélet pot, cod y€ pot 6vtog diknyv.
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Chapter 5

Hippolytus in Aricia: Romanizing Euripides

The earliest known sources for the Hippolytus myth are the tragedies of Euripides and
Sophocles, all three of which treat Phaedra’s fatal illicit passion for her stepson, which ultimately
results in her suicide and Hippolytus’ death as a result of Theseus’ curse. Euripides composed
two plays about the story, Hippolytos Kalyptomenos and Hippolytos Stephanephoros (hereafter
referred to as HippK and HippS respectively), while Sophocles wrote a Phaedra. Out of the three
plays only HippS is fully extant. Our knowledge of HippK is based on a fragmentary hypothesis
and about twenty fragments and likewise no more than twenty fragments survive from
Phaedra.'?'” As regards chronology the prevalent view in scholarship is that HippK (ca. 436-
433) antedates HippS (428 BC) and Sophocles’ tragedy should be dated between the two
Euripidean plays (ca. 435-429 BC).'*** The attribution of an earlier date to HippK is mainly
founded on the hypothesis of HippS by Aristophanes of Byzantium, who remarks that the extant
play was written after HippK, because what had been “unseemly” and “reprehensible” in the
earlier play was “corrected” in it.'**'

Critics have suggested that this morally improper aspect of HippK pertains to Phaedra’s
direct confrontation of Hippolytus, which constitutes a major difference between the two

1222

plays. Whereas in HippS the Nurse makes an approach to Hippolytus without Phaedra’s

1219 For a detailed reconstruction of HippK and Phaedra see Sommerstein/Talboy 2006, 256-266 and 275-287
respectively.

1220 On the relative chronology of the three plays see Sommerstein/Talboy 2006, 266-272 and 287-289.
2! Halleran 1995, 25.

1222 Halleran 1995, 26; Collard/Cropp 2008, 467-468 (Vol. I); Sommerstein/Talboy 2006, 258.
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knowledge, in an attempt to arrange an adulterous affair between them, in HippK Phaedra herself
tries to seduce her stepson (fr. 430). Thus, the earlier Hippolytus most likely portrayed a wanton
Phaedra bent on adultery in sharp contrast to her virtuous counterpart in HippS, where she
struggles against her passion and displays a deep concern for preserving her good reputation
(eukleia) by avoiding any disgraceful deed. Another significant divergence between the two
tragedies relates to the time of Phaedra’s death.'?** In HippS she hangs herself prior to the return
of Theseus and falsely accuses Hippolytus of rape by means of a suicide note. On the contrary in
HippK Phaedra commits suicide after the truth has been exposed and Hippolytus has perished in
the fatal chariot ride. Finally, in contrast to the HippS, where the credulous Theseus is entirely
certain of the truthfulness of Phaedra’s incrimination of Hippolytus, in HippK he orders an
inquiry into his wife’s charge, probably after condemning Hippolytus to exile but before the
messenger’s report of the chariot disaster.'”** On the basis of evidence drawn from the
fragmentary hypothesis it has been postulated that Theseus devises a ruse in order to test
Phaedra’s fidelity.'”” He orders a slave to disguise himself as Hippolytus by putting on his
clothes and covering his head in the manner of a suppliant. The false Hippolytus then elicits the
truth from Phaedra in a meeting probably spied upon by Theseus from a place of concealment.
The primary divergences between Sophocles’ tragedy and Euripides’ Hippolytus plays
can be briefly summarized as follows. To begin with, the reason for Theseus’ absence differs
from play to play.'*** In Hipp$ the Athenian king is visiting an unspecified sanctuary in order to

receive an oracle, while in HippK he is in Thessaly with Peirithous. In Phaedra, on the contrary,

1223 Collard/Cropp 2008, 468 (Vol. I).
1224 Collard/Cropp 2008, 470 (Vol. I).
122 Sommerstein/Talboy 2006, 263-264.

1226 Sommerstein/Talboy 2006, 275.
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Theseus has descended into Hades with Peirithous in order to abduct Persephone and is
presumed dead. Thus, given that the Sophoclean Phaedra considers herself a widow, her passion
for Hippolytus was probably not depicted as deliberately illicit (though certainly still improper).
Moreover, just as in HippS the Nurse functions as a mediator between Phaedra and Hippolytus,

1227
but the roles are reversed.

In particular, whereas in Euripides’ play the Nurse approaches
Hippolytus without her mistress’ knowledge falsely claiming that she will use a magic love
philter to free her from her passion, in the Sophoclean tragedy she initially refuses to act as a go-
between and only yields after Phaedra makes a counterfeit threat of suicide. Furthermore,
Hippolytus’ early departure in Phaedra before the return of Theseus precludes two important
plot elements of the Euripidean plays, namely the confrontation (agon) between father and son as
well as the need for Theseus to banish his son.'**® Finally, an attractive hypothesis suggested by
critics is that Seneca’s portrayal of a repentant Phaedra confessing her love and false rape charge
over the corpse of Hippolytus and offering him a lock of hair before committing suicide may

have been drawn from Sophocles’ play.'**

There is also a Roman version of the Hippolytus myth attested to by Virgil (Aen. 7.761-
782), who recounts Hippolytus’ resurrection by Aesculapius and transportation to Italy by Diana,
where he became identified with the minor local divinity Virbius. The fusion of the two figures
served as an aetiological explanation of a religious taboo, which forbade the admission of horses

in Diana’s sacred grove in Aricia in light of the fact that Hippolytus was destroyed by his own

1227 Sommerstein/Talboy 2006, 276-278.
1228 Sommerstein/Talboy 2006, 279-280.

122 Sommerstein/Talboy 2006, 283-284
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steeds (7.778—780).1230 Virgil, who according to Servius (Aen. 7.778) derived this story from
Callimachus’ Aetia (fr. 190), introduces the myth by including in his catalogue of Italian warriors
Virbius Jr., the son of Hippolytus/Virbius and Aricia, who is very likely a character invented by

the poet. 1231

It has been suggested that the narrator implicitly foreshadows the young Virbius’
untimely death, on the grounds that he is never mentioned again in the narrative and is depicted
driving his chariot to battle (7.781-782), an image which bears ominous connotations in view of
the immediately preceding account of his father’s fatal chariot ride (7.779-780).'*

The Ovidian episode of Hippolytus-Virbius (Met. 15.492-546) is embedded in the
narrative of Numa and Egeria (Met. 15.479-491, 547-553). Numa’s death following a long and a
peaceful reign causes public lamentation and his wife Egeria flees into the grove of Aricia, where
she disrupts with her dirge the sacred rites of Diana. Her fellow nymphs offer her words of
consolation and the god Virbius attempts to comfort her by recounting the story of his own death
in a chariot crash and his subsequent restoration to life and apotheosis. Egeria, however, remains
inconsolable for her loss and is eventually transformed by Diana into a spring. Another Ovidian
treatment of the myth is found in the Fasti (6.733-768), where the Virbius story is inserted into
the aetiological narrative of Aesculapius’ death by Jupiter’s thunderbolt as punishment for the
revival of Hippolytus followed by his own resurrection and catasterism, namely his
metamorphosis into the constellation Ophiuchus.

In this chapter I will attempt to show that Ovid conflates the Euripidean, Virgilian, and

Sophoclean models, thereby fashioning an innovative narrative which constitutes a palimpsest of

1230 Bsmer 1986, vv. 15.492-546.
1231 Horsfall 2000, vv. 7.761-782.

1232 Horsfall 2000, vv. 7.763-764, 781.
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multiple intertexts. In particular, he reworks Virgil’s narrative of Hippolytus-Virbius in an
entirely different context, in the sense that he converts the Virgilian account embedded in the
catalogue of Latin warriors into a speech addressed by Virbius to lamenting Egeria. At the same
time the Ovidian narrative appropriates elements from all three tragic treatments of the Phaedra
and Hippolytus myth. To begin with, the messenger speech of HippS reporting Hippolytus’
chariot catastrophe is transformed into Virbius’ posthumous account of his own violent demise
and the Roman poet signals the evocation of his model by means of explicit allusions. Moreover,
I will contend that the prologue and epilogue of Virbius’ speech constitute a novel reworking of
Artemis’ epilogue speech as dea ex machina in HippS. In particular, they are both divine
characters who offer a retrospective account of the same events (i.e. Phaedra’s adulterous
passion and false rape allegation as well as Theseus’ decree of exile and fatal curse) and at the
same time recount Hippolytus’ posthumous destiny (i.e. hero cult in Troezen and deification in
Italy respectively). Furthermore, the two speeches have the same narrative function: just as the
Euripidean Artemis tries to comfort Hippolytus for his imminent death, likewise Virbius’
account of his own fate serves as a consolatory mythological exemplum by means of which he
attempts to soothe Egeria’s grief for her husband’s demise. As we shall see, however, both
speakers ironically fail to comfort their addressees because they employ ill-chosen arguments.
Ovid’s intertextual dialogue with HippK can be examined only in terms of plot, since the
meager fragments of the play render impossible the detection of any verbal echoes. I will argue
that the Ovidian narrative diverges in significant ways from HippS and echoes HippK instead.
First, Virbius describes his attempted seduction as a direct confrontation with Phaedra in
accordance with HippK and contrary to HippS, where the Nurse approaches Hippolytus of her

own accord. Second, whereas in HippS Aphrodite delivers the prologue speech explaining that
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she has caused Phaedra to fall in love with Hippolytus as a means of punishing him for his
spurning of her worship, Virbius makes no reference to a divine intervention on the part of the
goddess. This could be attributed to the briefness of the account or to Virbius’ reluctance to
mention even the name of the goddess whom he detests. It is possible, however, that Ovid may
allude to HippK, where Aphrodite probably did not participate in the dramatic action and
Phaedra was depicted as entirely culpable for her passion.1233 Third, the Ovidian Hippolytus
perishes during the chariot ride in sharp contrast to HippS, in which he is mortally wounded, but
returns on stage and is reconciled with Theseus before he dies. This version of Hippolytus’ death
converges with that of HippK, where it has been postulated that the messenger reports the
youth’s demise and his body is brought back on stage as Theseus laments the loss of his son.'***
Ovid’s intimate knowledge of HippK is attested by his earlier elegiac version of the
myth in Heroides 4, Phaedra’s letter to Hippolytus, where he makes some overt allusions to the
lost play. First of all, the reason for Theseus’ absence mentioned by Phaedra, namely his sojourn
with Peirithous in Thessaly (Her. 4.109-112), is in agreement with HippK. On the other hand, in
HippS the Athenian king is visiting an oracle and in Sophocles’ Phaedra he has descended into
the underworld.'”> What is more, the Ovidian heroine’s letter constitutes a direct attempt to
seduce her stepson and thus corresponds to Phaedra’s direct approach to Hippolytus in HippK.

This interpretation is supported by an allusion to a fragment of the lost play. Ovid’s Phaedra

claims that Amor, who rules even over the gods themselves, has commanded her to write the

1233 Halleran 1995, 38.

1234 Halleran 1995, 27; Sommerstein/Talboy 2006, 265. Ovid may also be alluding to Sophocles’ Phaedra, where it

has been likewise hypothesized that Hippolytus dies in the chariot crash and his corpse is carried back on stage
(Sommerstein/Talboy 2006, 283).

123 Sommerstein/Talboy 2006, 256.
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love letter to Hippolytus and prays for the god’s assistance in her endeavor to seduce him.'*** In
an analogous fashion her Euripidean predecessor asserts that the omnipotent Eros is her teacher

1237
3 n

of daring and audacity, a statement which foreshadows her confrontation with Hippolytus.
addition, Phaedra in the Heroides (4.109-128) attempts to induce Hippolytus to have an illicit
affair with her, on the grounds that Theseus has wrought injury on them both, referring inter alia
to his multiple infidelities. This appeal to an existing resentment towards Theseus may evoke
HippK, where her tragic antecedent complains that she is neglected by her husband, apparently
referring to Theseus' sexual infidelities.'**®

Finally, the Roman poet’s probable intertextual engagement with Sophocles’ Phaedra is
attested by a single, but essential detail. His Hippolytus drives his chariot towards Troezen,
which implies that he comes from Athens.'**” This may constitute an allusion to the Sophoclean
play which most likely had an Athenian setting in contrast to both HippS and HippK, where the

. . 1241
action took place in Troezen.'**"

1236 Her. 4.11-16 quidquid Amor iussit, non est contemnere tutum; / regnat et in dominos ius habet ille deos. / ille
mihi primo dubitanti scribere dixit: / 'scribe! dabit victas ferreus ille manus.' / adsit et, ut nostras avido fovet igne
medullas, / figat sic animos in mea vota tuos!

57 fr 430 #xo 8¢ 1OMNG Kkoi Oploove dwhokodov / v ol dumyévolsty edmopdtatov, / “Epwta, mévtwv

duouaydtaToV Oedv.

1238 Sommerstein/Talboy 2006, 256-257 and n. 21.

1239 Met. 13.506-507 Pittheam profugo curru Troezena petebam / iamque Corinthiaci carpebam litora ponti (cf. F.
6.739 non impune pius iuvenis Troezena petebat).

1240 Curley 1999, 158; Sommerstein/Talboy 2006, 275.
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5.1 Virbius’ speech as consolatio and posthumous account

As noted above, the story of Hippolytus is inserted as a mythological exemplum in the form of a
consolatory speech addressed by Virbius to lamenting Egeria. A topos in consolationes was to
argue that others have suffered worse calamities than the person being consoled. It is the only
point made by Hippolytus to Egeria (as regards the nymphs, we do not know what their “words
of consolation” consisted of), and appropriately so. I mean that this is no regular, fully developed
consolatio, but one constructed out of the calamity that befell Hippolytus and intended to
diminish Egeria’s grief. In other words it is a tragic story turned into a consolation argument.
There is no direct literary precedent for the consolatory function of the Hippolytus story and it is
probably an Ovidian invention. The Roman poet, however, may have drawn inspiration from
thematically related literary models. The archetypical consolation speech occurs in the last book
of the Iliad, where Achilles tries to comfort Priam for the death of his son Hector and persuade
him to share a meal with him by recounting the more wretched fate of Niobe (Il. 24.599-620).
This mythological precedent is appropriately adduced because the situation is analogous: both
Priam and Niobe lament the loss of their offspring, but eventually make a temporary pause in
their mourning in order to eat before resuming their dirge. Niobe’s fate sounds worse, since she
lost all her twelve children, whereas many of Priam’s progeny are still alive; on the other hand
the magnitude of Hector’s death and the repercussions of his loss were incalculable, eventually
leading to the fall of Troy and death or enslavement of its citizens and most notably its noble
ones.

Another precedent occurs in Callimachus, Bath of Pallas (Hymn 5.95-130), where Athena

attempts to console Chariclo for the blinding of her son Teiresias by prophesying the more
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disastrous fate of Actaeon. The two situations are again similar in that both Tiresias and Actaeon
accidentally beheld virgin goddesses bathing nude (Athena and Artemis respectively) and were
subsequently punished by them. The argument in Hymn 5 is that Actacon’s fate is more tragic, in
the sense that Tiresias was blinded by Athena but granted the gift of prophecy in compensation
(5.119-126), while Actaeon will be first transformed by Artemis into a stag and then torn apart
and devoured by his own hounds (5.107-119). From a thematic viewpoint the Callimachean
episode looks more attractive than the Homeric one as a precedent for the Virbius-Egeria story.
Just as the death of Actaeon, which Athena adduces as a consolatory exemplum in an effort to
soothe Chariclo’s sorrow for her son’s blinding, involves the youth’s sparagmos by his own
hounds, likewise Virbius’ account of his demise by means of which he tries to console Egeria for
her husband’s passing entails, as we shall see below, a dismemberment by his own horses.
Virbius’ speech to Egeria is prefaced by the deified hero’s wish that his own fate did not

have the ability to relieve Egeria’s grief.'*"!

What he actually wishes for is that he had not
suffered so terribly himself, but unfortunately he did suffer and his calamity can now offer
comfort to Egeria. There is subtle irony in the fact that Virbius laments his tragic ending and at
the same time appears absolutely convinced of the consolatory force of his fate, since in the end
it turns out that his sufferings cannot provide any consolation to Egeria and lessen her grief.'***
The outcome that belies Virbius’ conviction and expectation has to do with the fact that his fate

is not analogous to Numa’s, as he thinks (15.494 similes aliorum respice casus), and as a matter

of fact his ultimate destiny is far better than the king’s. Specifically, Numa enjoyed a blissful

1241 Met. 15.493-495 “siste modum’ dixit, ‘neque enim fortuna querenda / sola tua est. similes aliorum respice casus;

/ mitius ista feres. utinamque exempla dolentem / non mea te possent releuare -sed et mea possunt.’

1222 Met. 15.547-549 non tamen Egeriae luctus aliena leuare / damna ualent, montisque iacens radicibus imis liquitur
in lacrimas [...].

375



marital life with a devoted wife who inconsolably lamented his death to the point of eternally
weeping for him in the shape of a spring. By contrast Hippolytus abstained from sex and rejected
marriage and became the object of an illicit passion by his step-mother that proved the source of
his doom. What is more, as a ruler Numa exercised political control over the Latins,1243
established sacred rituals, and taught a peaceful way of life to his warlike people. Hippolytus, on
the other hand, did not participate in political life and devoted his life exclusively to the worship
of Diana, to hunting and chariot-riding; and at the most critical moment of his life he was unable

. . 1244
to exercise control over his horses.

At first sight Hippolytus’ fate seems more pathetic than
Numa’s: the Latin king died at an old age “having completed the term of kingship and his
life”,'**> while Hippolytus experienced a violent death at the bloom of his youth on account of
his father’s curse and his stepmother’s false rape allegation. Eventually, however, he was handed
a more blessed lot than Numa, in that he was both resurrected and deified. In these terms there is
further irony in the fact that Virbius feels outrage at the mere thought that Egeria may dare to
compare his own much more pitiful fate to her husband’s destiny and her own loss.'**® As
regards his motivation for offering to alleviate Egeria’s grief, this looks subtly selfish and
humorous: what triggers his consolatory speech is the fact that Egeria is disturbing the sacred

1247

rites of Diana with her sighs and lamentations; she therefore must be made to stop doing this!

1283 Met. 15.480-481 in patriam remeasse ferunt ultroque petitum / accepisse Numam populi Latialis habenas;

2% Met. 518-520 ego ducere uana / frena manu spumis albentibus oblita luctor / et retro lentas tendo resupinus
habenas.

1243 Met. 15.485 qui postquam senior regnumgque aevumque peregit, [...].

1246 Met. 15.530-531 num potes aut audes cladi componere nostrae,nympha, tuam?

1247 Met. 15.487-490 nam coniunx urbe relicta / uallis Aricinae densis latet abdita siluis / sacraque Oresteae gemitu
questuque Dianae / impedit.
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The origin of the consolatory function of Virbius’ speech can be ultimately traced back to
HippS and specifically to Artemis’ epilogue speech to Hippolytus. I will contend that both
Ovid’s Virbius and the Euripidean Artemis make consolation speeches respectively to Egeria
lamenting the death of her husband and to Hippolytus who is himself on the brink of death. Just
as Egeria’s grief, however, cannot be soothed by Virbius, whose situation is entirely different
from Numa’s, in an analogous fashion Hippolytus cannot be comforted by Artemis’ arguments.
In particular, her imminent revenge on Aphrodite’s protégé is irrelevant to him (HippS 1416-
1422), while the honors that Hippolytus is promised to receive in recompense for his tragic fate,
namely the establishment of his cult worship in Troezen (1423-1430), is posthumous and does
not change the fact that he is presently undergoing an agonizing and untimely death. In addition,
just as Virbius shows lack of empathy towards the nymph, since his incentive for the consolation
of Egeria is her disruption of Diana’s sacred rites by her mourning, likewise Artemis does not
display true compassion toward Hippolytus: she claims that she is prohibited by divine law to
weep for a mortal and departs from the stage before Hippolytus dies to avoid defiling her sight
by looking upon a corpse.'**® Finally, just as Egeria continues to weep completely unmoved by
Vibius’ consolatio, similarly Hippolytus remains inconsolable after Artemis’ speech and even
lightly rebukes the goddess for the ease with which she abandons him in his final moments
despite the fact that he is her favorite mortal,'** Hence, the Ovidian Virbius can be viewed as a
mirror image of Euripides’ Artemis, in the sense that they both deliver consolation speeches that

utterly fail to comfort their addressees.

248 HippS. 1395-1396 In. Opdg pe, déomow’, ¢ &ym, tov &0hov; / Ap. dpd* kat’ doowv & ob 0éue Bakelv Sdipo,
1437-1339 Ap. kol xoip’* €uoi yap o 0&c eBtodg Opdv / 00d’ Sppo ypaively Bavocipolow knvoais / 0pd 6¢ ¢°
11om tobde TANnGiov kokod.

2% HippS 1440-1441 / In. yaipovca koi o oteiye, mopdiv’ oAPio- / pakpay 58 Asimeg pondiog dpkioy.
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Finally, Ovid undermines the pathos of Hippolytus’ death by shifting the emphasis from
the tragedy of Hippolytus to the tragedy of Numa. In HippS Artemis predicts that the honors that
Hippolytus will receive as cult hero will include a pre-marital ritual in which unwed maidens
will cut locks of their hair as funeral offerings, mourn him eternally with copious tears, and sing
songs in his honor.'**° Furthermore, the chorus closes the play by stating that Hippolytus® demise
will bring about public lamentation in Troezen and Athens, because, as the say, “sorrowful tales
concerning illustrious men have greater power to move”.'*' In sharp contrast Virbius’ account
of his own demise has no emotional effect on Egeria, but it is the death of Numa which
occasions the dirge of his people (15.486-487) and his wife’s inconsolable grief until she is
finally turned by Diana into an eternal fountain of tears (787-490, 547-551).

The environment in which Virbius’ speech is placed is, however, different from that of
the Euripidean tragedy. Verbal allusions and the sylvan landscape (the grove of Aricia, inhabited
by wood and lake nymphs), where the encounter between Egeria and Hippolytus takes place,
recall the pastoral tradition (siluae in Virgil’s Eclogues is a synecdoche for the pastoral world
and the pastoral song). Specifically the language used for describing the public lamentation
following Numa’s demise recalls the opening of the universal lament for the death of Daphnis in
Virgil’s fifth Eclogue (in Ovid the nymphae are mentioned immediately next).'** This is the
song of the Virgilian Mopsus (Ecl. 5.20-44) which in turn reworks the song of Thyrsis in

Theocritus, Idyll 1.64-145 about the “sufferings of Daphnis’. Moreover, the Theocritean-

1230 HippS 1423-1429 Ap. coi &', & talainwp', Gvil Tdvde TdV kakdv / Tpdc peyiotag v moket Tpolnviat / ddow:
Kkopar yap dluyeg yauwv ndpog / kouag kepodvrai cot, St aidvog pakpod / méven péyiota dakpd®v Kapmovpével
/ del 8¢ povoomolog &g o€ mapbivav / Eotol uépyva [...].

121 HippS 1462-1466 Xo. kowdv 168° dyoc ndiot mohitong / HA0ev dédmtac. / moAhdv daxpdav Eotot mitvhog: / TdvV
YOp peydlov aglomevieis / @fjpot LoAAOV KoTEXOLGLY.

122 Met. 15.485-486 exstinctum Latiaeque nurus popolusque patresque / deflere Numam; Virg. Ecl. 5.20-21
exstinctum Nymphae crudeli funere Daphnin / flebant.
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Virgilian Daphnis and the Ovidian Egeria share the motif of inconsolable grief for the absence
and death of a beloved companion respectively. There is also an intriguing parallel as regards the
way in which the lives of Theocritus’ Daphnis and Ovid’s Egeria end: the former “wasted away”
(1.66 €tdketo) because of unsatisfied love and eventually “went to the stream” (whatever £Ba
poov may mean) and “the waters closed over him” (11.140-141); the latter “melts away in tears”,
until Diana out of pity transforms her into a cool fountain.'*>* Fountains are key features of the
pastoral landscape and Egeria’s transformation makes of her an integral natural element of the
grove of Aricia where she retired after the death of her husband (cf. the transformations included
in Virgil, Eclogue 6). The “eternal waters” into which Diana reduced her limbs are a new
manifestation of her unfailing tears and thus Egeria is destined to weep eternally for Numa.

As we noted above, Ovid refashions the Euripidean messenger speech recounting
Hippolytus’ chariot crash into Virbius’ retrospective narrative of his own death. The closest
antecedent for a character who gives a posthumous account of his own demise is Deiphobus in
Aeneid 6 (494-534). During his descent into the Underworld Aeneas meets the ghost of his
comrade-in- arms, Deiphobus, still bearing the marks of the cruel wounds inflicted upon him. In
grief and remorse Aeneas asks what happened, explaining that he was not able to find
Deiphobus’ body for burial. Deiphobus replies that Helen, his wife, had betrayed him to the
vengeance of Menelaus and Odysseus (6.520-529). Deiphobus is so brutally mutilated (his face
and hands mangled, the ears ripped from his head, his nostrils cut off by an ugly wound) that

1254

Aeneas barely recognizes him. “" In other words in the hands of Menelaus Deiphobus suffered a

1233 Met. 15.545-551 non tamen Egeriae luctus aliena leuare / damna ualent, montisque iacens radicibus imis /

liquitur in lacrimas, donec pietate dolentis / mota soror Phoebi gelidum de corpore fontem / fecit et aeternas artus
tenuauit in undas.

123 Aen. 6.494-499 atque hic Priamiden laniatum corpore toto / Deiphobum uidet et lacerum crudeliter ora, / ora
manusque ambas, populataque tempora raptis / auribus et truncas inhonesto uulnere naris. / uix adeo agnouit
pauitantem ac dira tegentem supplicia, et notis compellat uocibus ultro:

379



treatment so harsh that caused him to become almost unrecognizable. In an analogous fashion
the Ovidian Hippolytus suffered a sparagmos when he was thrown from the chariot and his body
was entangled in the reins and torn to unrecognizable pieces. 1255 The two heroes share one more
significant affinity: in their respective account of events they both bitterly denounce a

12
% and

treacherous female who was the cause of their violent death, respectively Helen
Phaedra.'”’ Therefore, the closest precedent for Hippolytus® narrative of his own sparagmos
(15.532 lacerum [...] corpus) is Deiphobus’ posthumous account of his mutilation (6.495
lacerum crudeliter ora); both characters accuse devious women for their tragic fate.

In conclusion, Ovid’s point of departure for shaping the Hippolytus story a consolatory
speech was the epilogue speech of HippS addressed by Artemis to dying Hippolytus. Virbius’
speech is in addition placed in a pastoral context involving inconsolable grief for the death or
absence of a companion. It is furthermore thematically close to the literary precedent of Athena’s
consolation speech to Chariclo in Callimachus’ Hymn 5. Finally, as an account in which a

character posthumously recounts his own death Virbius’ speech may be indebted to the

Deiphobus episode in Aeneid 6.

1233 Met. 15.523-532 excutior curru, lorisque tenentibus artus / uiscera uiua trahi, neruos in stipe teneri, / membra
rapi partim, partim reprensa relinqui, / ossa grauem dare fracta sonum fessamque uideres / exhalari animam
nullasque in corpore partes noscere quas posses, unumque erat omnia uulnus. / [...] / uidi quoque luce carentia regna
/ et lacerum foui Phlegethontide corpus in unda [...].

12% Aen. 6.511-512 sed me fata mea et scelus exitiale Lacaenae his mersere malis; illa haec monimenta reliquit.

157 Met. 15.497-504 fando aliquem Hippolytum uestras si contigit aures / credulitate patris, sceleratae fraude
nouercae / occubuisse neci, mirabere uixque probabo, sed tamen ille ego sum. / me Pasiphaeia quondam temptatum
frustra patrium temerare cubile,/ quod uoluit, finxit uoluisse et crimine uerso / (indiciine metu magis offensane
repulsae?)/ damnauit [...].
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5.2 Virbius as “messenger” and “deus ex machina”

Virbius’ speech to Egeria constitutes a conflation of two distinct scenes of HippS: the messenger
report and Artemis’ speech in the exodos. Dan Curley has argued that Virbius® prologue'**®
evokes the prologue of Aphrodite in HippS, in that in accordance with dramatic prologue
conventions both speakers identify themselves at the very start of their speech and offer a general
outline of the story."*® I contend instead, however, that upon closer scrutiny Virbius® preface
does not conform to the conventions of a prologue speech, but rather to those of an epilogue
speech, for the following reasons:

(a) Whereas Aphrodite’s speech is prospective, in that she foretells what is going to take place in
the play (Hippolytus’ punishment for his hybris, Phaedra’s passion, Theseus’ curse, and
Hippolytus’ death) Virbius’ narrative is retrospective in nature, recapitulating what has already
happened, just like Artemis’ speech in the exodos of the Euripidean play.

(b) In contrast to Aphrodite’s prologue, which anticipates the future events in a general and

somewhat vague manner so that the audience may still feel suspense and be surprised by the final

1258 Met. 15.497-504: fando aliquem Hippolytum uestras si contigit aures / credulitate patris, sceleratae fraude
nouercae / occubuisse neci, mirabere uixque probabo,sed tamen ille ego sum. / me Pasiphaeia quondam temptatum
frustra patrium temerare cubile,/ quod uoluit, finxit uoluisse et crimine uerso / (indiciine metu magis offensane
repulsae?)/ damnauit,[...]

129 Curley 1999, 150-151: “The prologue function of these lines (15.497-500) should not be underestimated.
First, they offer a blueprint for the ensuing narrative: Virbius’ audience can expect to hear of the intrigue with
Phaedra, the curse of Theseus, and the untimely demise of Hippolytus. Moreover, the blueprint is a general
one, much like in an actual tragedy, for the details of the intrigue and the curse remain to be told. Second,
these lines contain the speaker's self-identification, another crucial element of the tragic prologue. Third, and
perhaps most intriguing, this prologue is delivered by a god-Virbius, ex pagina — as is often the case in
tragedy, and is the case in the extant Hippolytus. The play opens with Aphrodite, who explains that
Hippolytus has slighted her (10ff.), that she has made Phaedra love him (24ff.), and that Theseus will cause
his son's death as a result (41ff.). Her prologue, in fact, is striking in its conformity to the ideal: she
identifies herself to the audience (If.), and her outline, more important, of the drama is not so
prescriptive as to remove all suspense or surprise for the audience. So Virbius’ introduction, even as it
bears the trappings of epic, seems to engage the Hippolytus as a code-model, appropriating the tragic prologue-
code of the genre as manifest in the play.”
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outcome of events, both Virbius and Artemis include in their account specific plot details, such
as Hippolytus’ exile and Phaedra’s false rape charge.

(c) While Aphrodite’s speech ends with Hippolytus’ death, the narratives of both Virbius and
Artemis describe his posthumous fate, which is a standard feature of divine epilogue speeches:
the goddess predicts the establishment of Hippolytus’ hero cult in Troezen, while Virbius
recounts his resurrection and deification.

(d) There are no verbal echoes of Aphrodite’s speech in Virbius’ opening lines, but, as we shall
see, he makes several explicit allusions to Artemis’ speech.

The prologue of Virbius’ speech offers a compressed summary of the Phaedra and
Hippolytus story that evokes and reverses the retrospective account of Artemis in HippS and, as I
will argue, it may instead echo the plot of HippK. Both Artemis and Virbius open their speech by
censuring the credulous Theseus and the deceitful Phaedra for causing Hippolytus’ death.'?*® At
this point, however, the convergences end. To begin with, Virbius condemns Phaedra
unequivocally for her illicit love, but does not refer to an intervention on the part of
Aphrodite.1261 On the contrary, the wording plainly suggests that Phaedra is entirely responsible
for her adulterous passion. Furthermore, no mediation of the Nurse is mentioned and Phaedra is

1262

said to have approached Hippolytus directly in an attempt to seduce him. Unless this is a

question of a drastically abbreviated narrative, the aforementioned elements could possibly

1260 Met. 15.497-499: fando aliquem Hippolytum uestras si contigit aures / credulitate patris, sceleratae fraude
nouercae / occubuisse neci [...]; HippS. 1286-1289: Onoed, ti téAag t0iode cuvidr, / moid’ ovy O0GIwg GOV
amokteivag / wevdéot poboig ardyov mewebei / agavi]; povepay 6 Eoyebeg dnv.

1261 Met. 15.500-501 me Pasiphaeia quondam / temptatum frustra patrium temerare cubile.

1262 Cf. Curley 1999, 157: temptatum temerare (501) while stating that Hippolytus was tempted to defile Theseus'
bed, gives no indication of how he was tempted, whether by Phaedra herself, or via letter, or via some other third
party. If anything, a predicative reading of temptatum with damnavit in 504--"she tempted and condemned me"-
would favor the direct approach presumed in the HK. Likewise the accusation; the action is clear in damnavit, as
well as in crimine verso (502), but the means is left to the reader's imagination.
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constitute allusions to HippK, the main plot features of which (i.e. direct confrontation between
Phaedra and Hippolytus, no role played by Aphrodite, no intercession of the Nurse) were
outlined in the introduction to the present chapter. In stark contrast, the Euripidean Artemis
partially exonerates Phaedra for her illicit love by adducing the extenuating factors that were
omitted by Virbius, namely Aphrodite’s instigation of Phaedra’s desire, her noble struggle
against her passion, and the Nurse’s deception of her mistress and revelation of her secret love to
Hippolytus.'*® Hence, Virbius “corrects” Artemis’ positive characterization of Phaedra as a
virtuous woman destroyed by the machinations of Aphrodite and the wiles of her Nurse by
depicting her as lustful, brazen, and fully accountable for her passion, a portrayal reminiscent of
the depraved Phaedra of HippK. Virbius may allude to Phaedra’s wanton nature by referring to
her as “daughter of Pasiphae” (15.500). In HippS Pasiphae’s unnatural passion for the bull is
adduced by the heroine as an explanation for her unlawful desire for her step-son by means of
heredity.1264

Furthermore, Virbius denounces Phaedra for her false rape accusation, but expresses
uncertainty about her motivation: was it the fear of exposure that drove her to incriminate him or
rather her vindictive indignation at being repulsed by him?'%% Curley contends that Virbius’

ambiguity about Phaedra’s incentive may allude to the fact that the heroine of HippS is

motivated by both emotions, namely fear of revelation which is closely connected with her

1263 HippS 1298-1306 6L ¢ 108° AABov, monddc &kdeican ppéva / Tob cod dikaiav, dc 1’ evkheiag Oavn, / kai ofig

YOVOIKOG oloTpov i TpdmoV TVl / yevvoudtTar THC Yo &xfiotng Bsdv / Muiv doaiot mapbéveiog Hdovr / dnydeica
KEVTPOLS Toudog Npaodn oébev. / yvoun 8¢ vikav v Kompw neipopévn / 1po@od Siwiet  ovy Ekodoo unyovoic, /
o® 01" dpkmv Toudl oNuaivel vOocov.

1264 HippS 337-343 ®o. & thAfjpov, olov. pijtep. Npaodng &pov. / Tp. dv Eoye tadpov, tékvov; fj T Mg 108e; / Pa. ob

T, ® TdAowy' Spatps, Atovocov dapap. / Tp. Tékvov, Ti TaoYELS; GLYYOVOUC Kokoppobsic; / Pa. Tpitn &' &yd dvoTnvog
¢ amorvpat. / Tp. &k tol wémAnypoat ol mpoPnoetat Aoyog; / @a. ékeibev Muels, 00 vemarti, SuoTLYELS.

1203 Met. 15.502-504 quod uoluit, finxit uoluisse et crimine uerso / (indiciine metu magis offensane repulsae?) /
damnauit [...].
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concern for her good reputation (HippS 685-694, 715-721) and desire for vengeance on
Hippolytus for the spurning her passion.'*®® He does not exclude the possibility, however, that
revenge may also be the motive of the other tragic Phaedras. I will argue, however, that Virbius’
reconstruction of Phaedra challenges that of the Euripidean Artemis. First of all, Virbius’
explanation of Phaedra’s motivation contrasts sharply with the words of Artemis, who exculpates
her in part for her false accusation by citing a single incentive for her actions: Phaedra was
afraid of Hippolytus disclosing the truth to his father, which would lead to her disgrace and ill-
repute.'*®’ In addition, although the Phaedra of HippS does wish to punish Hippolytus, it is not
for rebuffing her love as Virbius suggests, but rather because of his haughtiness, misogynism,
and lack of moderation.'?®® It has been suggested, on the other hand, that vindictiveness due to
erotic rejection may have been the motive of Phaedra’s false charge in HippK.'*®® Therefore,
Virbius undercuts Artemis’ representation of Phaedra as a noble woman seeking to preserve her

eukleia by also attributing to her the motivation of the vengeful Phaedra of HippK.

1266 Curley 1999, 157: “The speculation regarding Phaedra's motive, indiciine metu magis offensane repulsae
(503), 1is equivocal. metu points to the heroine's obsession with eukleia, reputation, on display
throughout the HS, while offensa alludes to a moment of vindictiveness in that play (724ff.). Yet there is no
reason to exclude the other dramas, especially when the motives are so general: if the extant Phaedra is
vindictive, surely the others would be to some degree. Indeed, Virbius' seeming inability to distinguish between
reputation and revenge contributes to the fragmentation of the narrative- one motive for one kind of Phaedra,
another for another.”

1267 HippS. 1310-1312 1.8 eig &heyyov ui néon ooBovuévn / wevdsic ypapic Eypaye kai dibieoev / S6Lototl cdv
7oA’ , GAA” duog Eneloe ot.

1298 HippS 728-731 drdp kokdv ye xatépo yeviicopar / Bavodo’ v’ eidij i *mi toic &poig kakoic / OynAdg elvar Tig
vOGOL 0¢& THOOE Lot/ KOWT LETAGYKDV COOPOVETV podnoeTar.

1269 Cf. Sommerstein 2006, 260: “Phaedra's second failure (in HippK) will have changed her love into the vengeful
hatred of ‘a woman scorned’. She apparently expressed her feelings, and revealed at least something of her
intentions, in the presence of the chorus, whose reaction is shown in fr. J ( 429), and possibly also of her Nurse; fr. P
(433) may belong here, and perhaps, as suggested above, fr. F (428) too.”
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Virbius also utterly condemns his gullible father for exiling him and destroying him by
means of Poseidon’s curse.'*” Artemis, on the other hand, although she reproaches Theseus for

casting a curse on Hippolytus,1271

also partially absolves him for the rash destruction of his son
due to his ignorance of the truth and because Phaedra’s death rendered her accusation
compelling.'*”* As one would expect, Virbius exonerates himself from committing any wrong,
thereby recalling his Euripidean counterpart’s self-exculpation.'?”?

Virbius’ backward-looking description of his fatal chariot ride constitutes an epic
reworking of the messenger’s report in HippS. A remarkable convergence between the two
accounts is the fact that both speakers elicit an emotional response from their audience, Egeria
and Theseus respectively, contrary to the intended one. As noted above, Virbius appears
confident that the story of his past misfortunes can and will console Egeria, but she remains
inconsolable to the very end. In Euripides the gloomy messenger, one of Hippolytus’
companions who brings the news of the disaster, feels and thinks in human terms and is therefore
convinced that his report will bring sorrow to Hippolytus’ father, to the city of Athens and the
Troezenian land.'”’* Theseus, however, ignorant of the falsehood of Phaedra’s rape allegation,

initially derives pleasure from the messenger speech, since the report reveals that the curse cast

against his son has been fulfilled by Poseidon (HippS 1169-1170). Eventually, however, he

1270 Met. 15.498 credulitate patris, 1504-1505 [...] pater eicit urbe / hostilique caput prece detestatur euntis.

71 HippS. 1315-1317 dp' oloBa motpog Tpsic apag Exmv casic; / Gv Ty piav mopsites, @ kakiote 60, / £ maida
TOV 60V, EEOV gig ExBpdV TIva.

1272 HippS.1334-1337 [...] tv 8& ofv Guoptiav / o pi eidévon pév npdtov ékhbel kbxng / &merta &' 1 Bovodo'
avilmaoey yovr / Moywv EAEyyovg, dote onv meicot gpéva.

1273 Met. 15.1504 meritumque nihil; HippS. 1378-1383: & matpdg &uod dvotavog apé: / waigdvov Tt ovyyovov
/ modoudv / mpoyevvntopwv é€opiletor / kaxoOv o00E pével, / ERoAE T €' Eué — Ti mote, TOV / 0VdEY Ovt’ Emaitiov
KOK®V;

27 HippS. 1157-1159 Ay. Onoed, pepipvng d&ov eépo Adyov / ol kai moAitaig of T Abnvainv mov / vaiovst koi
vig téppovag Tpolnviac.
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changes his hatred for Hippolytus to indifference (i.e. he feels neither sorrow nor pleasure for his
death) out of a sense of shame before the gods and because Hippolytus is his son.'?”

As noted in the introduction, Ovid adopts the Athenian setting of Sophocles’ Phaedra by
having his Hippolytus drive his chariot towards Troezen, whereas in the two Hippolytus plays by
Euripides set in Troezen the youth’s destination is Argos.1276 In both cases, however, the location
of the chariot crash is the shore of the Corinthian gulf. As regards the appearance of the bull
from the sea and the reaction of people and horses at the sight of it, Ovid generally follows the
account of Euripides, but at the same time deviates from his model in some significant ways. In
HippS a supernatural, sky-high wave is formed and the swollen sea suddenly spews forth “a bull,
a savage monster”, which fills the whole land with its bellowing.'””’ Despite its wild and
frightening appearance and the fact that it is sent by a god it remains an animal throughout,
comes ashore and chases Hippolytus’ horses (see further below). In the hyperbolic initial
description of the same event in the Metamorphoses the sea and the bull merge: the sea rises, a
huge mass of water shapes itself into a mountain and gives out bellowing sounds; next it splits at

b

the summit and from it a horned bull emerges, referred to as “monstrum’ 1278 Moreover, in
contrast to the bull of the Euripidean messenger report, the Ovidian monster is never seen on dry

land and in addition it expels quantities of seawater from its nostrils and gaping mouth like the

1273 HippS. 1257-1260: On. pioet pév avdpdc tod memovidTog 16de / Adyotowv fiobnv toiode: viv &' aidovpevog
/ Bgovg T' €kevov ', obvek' Eotiv €€ oD, / ovf' idopat T0icd’ 0T EmdyBopat Kakoic.

1270 Met. 13.506-507 Pittheam profugo curru Troezena petebam / iamque Corinthiaci carpebam litora ponti (cf. F.
6.739 non impune pius iuvenis Troezena petebat); HippS 1195-1200 [...] mpécmorot 8" 0@ dppotog / TELUG YoV
etmdpecta deondtn / v e0BLG Apyovg kdmdavpiag 636v. / Emel & Epnuov ydpov eicefdAiropey, / dktn Tic 0Tt
TOVTEKEWVO THOOE YiiG / TPOC TOVTOV 101 KEWWEVT] ZOP@VIKOV.

217 Hipp. 1214-1216: kb’ £E£0mke todpov, dyprov tépag’ / od mioa pév xOdv e8éypnatog TAnpovpévr / ppikddeg
avte@0éyyet’ [...]

1278 Met. 15.508-513: cum mare surrexit cumulusque immanis aquarum / in montis speciem curuari et crescere uisus
/ et dare mugitus summoque cacumine findi./ corniger hinc taurus ruptis expellitur undis / pectoribusque tenus
molles erectus in auras / naribus et patulo partem maris euomit ore, 517 quadripedes monstrique metu turbantur; cf.
Aen. 7.780: et iuuenem monstris pauidi effudere marinis (cf. Bomer 1986, vv. 15.508-510).

386



ketos that Perseus fights in Book 4 of the Metamorphoses1279

and the dolphins in the story of the
Tyrrhenian sailors in Book 3."%% The two Ovidian parallels bring the portrayal of the bull closer
to a sea-monster, which explains the fact that it never comes ashore.

The description of the bull-monster is probably intended to highlight Hippolytus’ fearless
reaction (he remains unperturbed at the frightening sight, his mind preoccupied with thoughts of

exile) 1281

and on the other hand to justify the fear of his companions and especially of his horses,
which are so disturbed by the appearance of the monster that they drag the chariot, headlong,
down the steep cliff.'**> In Euripides the appearance of the bull likewise throws the horses into
panic,'*® but no reaction is mentioned on the part of Hippolytus, unless he is included among
those who at the beginning are seized with a “vehement fear”” upon hearing a thunderous sound
coming from an unspecified direction.'” It is actually before the appearance of the bull that the
messenger describes Hippolytus’ psychological state: he initially laments his exile, but then
regains his composure and accepts his fate.'*** In the Metamorphoses the Euripidean Hippolytus’

tears and groans are converted into “preoccupation with exile” and condensed to half a line

which occurs at the moment of the appearance of the bull. In Euripides Hippolytus vainly

"2"Met. 4.728-729 belua puniceo mixtos cum sanguine fluctus / ore uomit.

1280 Met. 3.683-686 undique dant saltus multaque aspergine rorant / emerguntque iterum redeuntque sub aequora
rursus inque chori ludunt speciem lasciuaque iactant / corpora et acceptum patulis mare naribus efflant.

1281 Met. 15.514-515 corda pauent comitum, mihi mens interrita mansit / exiliis contenta suis [...].

1282 Met. 15.516-518 cum colla feroces / ad freta conuertunt arrectisque auribus horrent / quadripedes monstrique

metu turbantur.

128 HippS 1218 edbdg 8¢ mbrotg dewvdg umimtet ooc.

1284 Hlpp 1201- 1205 &vBev i Ny xOOvIoC, wg Bpovm A16g, / Bapdv PBpduov us@mcs QPIKDOON KAVELY* / OpBOV 68

KpdT’ EoTnoay odg T £C ovpavov / inmot, map’ Muiv & v eoBoc veavikdg / mdBev mot” sin ¢AGYYOC.

1285 Hipp. 1178-1184 6 & fA0e tavtov dakpdmv Eymv péhog / HUiv &' dktdc, popio &' dmodomovs / gpikov du'
gotery’ MAikov <0'> duryvpig. / xpévor 88 5 ot ein’ dmoddayBeic Yowv: / Ti tadt dAdw; TeioTéov TaTpdg AdYOoIS. /
évtivad' inmovg dppoct Luyneopovg, / dudec, TOMG yap ovkét’ Eotiv 1id€ pot.
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attempts to control the chariot, but the horses pay no heed to him and carry him violently along
against his will.'"*® In the Metamorphoses, however, Hippolytus struggles to control the chariot
and he would have succeeded in checking his maddened horses, if the wheel had not struck a tree

k. 1287

trun Hippolytus-Virbius’ aim may be to present himself as a charioteer superior to his

Euripidean predecessor. This raises the question of how reliable a narrator Virbius is, given that
in the Fasti the external narrator follows the Euripidean version instead. 1288

Furthermore, in HippS the bull plays a decisive role in the chariot crash: it prevents
Hippolytus from driving the chariot to flat ground by maddening the horses with fear and pushes
them instead towards rocky ground. As a result the chariot is overthrown when a wheel strikes
upon a rock.'” In the Metamorphoses, on the other hand, the monster does not actively
participate in the chariot disaster apart from the fact that it initially inspires the horses with mad

fear. The chariot crashes when a wheel accidentally hits upon a tree trunk.'*° Because of the fall

Hippolytus is gravely wounded in Euripides, but survives as long as it is needed for him to

128 Hipp. 1219-1226 koi deomdtng pév inmucoiow fibecty / modg Euvotkdv fipmac’ fviag xepoiv, / Elketl 8¢ kb
dote vavPatng avhp, / ipdow &g todmoBev dptoag déuag / ol &' évdakoboal otoo moptyevi] yvabotg / Biot
DEPOVGLY, 0VTE VOUKAN POV P0G/ 0B0' itmodéouwv obte KOAMNTOVY OV / HETACTPEPOVGAL.

1287 Met. 15.517-520 [...] monstrique metu turbantur et altis / praecipitant currum scopulis. ego ducere uana / frena
manu spumis albentibus oblita luctor / et retro lentas tendo resupinus habenas./ nec uires tamen has rabies superasset
equorum,/ nil rota, perpetuum qua circumuertitur axem / stipitis occursu fracta ac disiecta fuisset.

1288 B 6.741-742 solliciti terrentur equi frustraque retenti / per scopulos dominum duraque saxa trahunt. Cf. Segal
1984, 320: “Ovid’s Hippolytus is his own messenger, as it were, we cannot discount the possibility that the poet
means to us to perceive his story as slanted in his own favor (see also 15.530f.).”

125 HippS. 1226-1233 kei pév £ ta parbakd / yoioag Exmv olakag sd0bvor dpdpov, / mpovaivet' &¢ 10 mpdodev,
Aot avaotpieely, / Tadpog, eOfmt TéTpmpov Ekpaivav dyov: / €l §' ¢ métpog eEpotvio papydoat gpévag, / oyt
nehalov avtoyt Euveineto, / g 1000’ Emg EcenAe Kaveyaitioev / ayida TETPL TPOGPOAGY OYNHATOG.

1290 Met. 15.521-523 nec uires tamen has rabies superasset equorum,/ nil rota, perpetuum qua circumuertitur axem /
stipitis occursu fracta ac disiecta fuisset.
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1291

appear on stage again and be reconciled with his father before dying. By contrast in Ovid

Hippolytus perishes instantly by being impaled in a tree trunk and torn to pieces. 1292

Hippolytus prays to Artemis at the beginning of HippS that he may end his life as he
began it, namely dwell in an untouched meadow and have the unique privilege of being a
devotee of Artemis,'” but his wish is not fulfilled. The Euripidean Hippolytus’ wish is realized,
however, in the Metamorphoses:1294 As the deified Virbius he resides in a sacred grove, enjoys
the unique gift of resurrection, and is a divine attendant of Diana.'**> Hippolytus perishes in
HippS, but Artemis bestows on him posthumous honors in the form of a pre-marital ritual
conducted by unmarried maidens who will forever sing of him and about Phaedra’s passion for
him (HippS. 1423-1430). Thus, the Euripidean Hippolytus achieves immortality through hero

cult and poetry, while in the Metamorphoses Diana immortalizes Hippolytus by means of

deification.

1 HippS. 1232-1246 éc 1000” émc §oonie kaveyaitioey / ayida métpot mposParmv dyfnotog. / cdpeupta 8' fv
amovta oOpyyés T v / Tpoydv Emndov AEOveV T évilata, / avtog 8" O TANUOV Mvicicw éumiakels / deCHOV
dvoe&éhiktov Edketar debeic, / omododuevog pev mpog métpalg eilov kdpa / Bpadav te ohpkrag, deva 8' EEanddv
KWewv' / ZTiT, ® @drvanot Taic éuaic teBpappuévol, / un p' é€aksiynt. & motpdc téhay' dpd / Tic Evep' EpioTov
Bovreton odoot mapdv; / moAlol & PovAndévieg Votépmt modl / Eletmdpecha. yx® pev €k deopdv Avbeig / Tuntdv
pévtov oV katod' 6t tpomtmt / mintel, Bpayvv on Piotov Eunvénv Ett.

1292 Met. 15.524-529 excutior curru, lorisque tenentibus artus / uiscera uiua trahi, neruos in stipe teneri,/ membra rapi

partim, partim reprensa relinqui,/ ossa grauem dare fracta sonum fessamque uideres / exhalari animam nullasque in
corpore partes / noscere quas posses, unumque erat omnia uulnus. Cf. F. 6.743-745 exciderat curru lorisque
morantibus artus / Hippolytus lacero corpore raptus erat / reddideratque animam, multum indignante Diana; F.
3.265 Hippolytus loris direptus equorum (See Bomer 1986, vv. 15.524-525).

123 HippS 73-74, 82-87: ‘In. coi 16vde mAekTOV oté@avoy §& dxknpdrov / Aewdvos, & déomowa, Kospunoag eépm, /

[...] &N, & @iAn Séomowva, ypucéag koung / avadnua Sé€ar xepdg evoefodc dmo. / pdvan yép dott todt Euoi
vépog Bpotdv: / ool kol Evveyn kol Adyolg apeifopat, / kKhdov pév addig, dupa ' ody Opdv 10 cov. / Téhog O
Kapyap' domep np&auny Piov.

1294 ¢, Curley 1999, 209: In his final verse Virbius remarks that he resides numine sub dominae. This is his
endpoint, but also his point of departure. His prayer to Artemis in the HS has been answered: télog 6¢ képyoup'
domep NpEaunv Piov. In typical Ovidian fashion he has become what he already was, and his story, for all its epic
pretensions, has not come all that far from tragedy.

1293 Met. 15.536-537 tum mihi, ne praesens augerem muneris huius / inuidiam, densas obiecit Cynthia nubes, 545-
546 hoc nemus inde colo de disque minoribus unus / numine sub dominae lateo atque accenseor illi.
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5.3 The Virgilian and Ovidian incarnations of Virbius

The opening line in Virgil’s version of the Hippolytus-Virbius story marks the first difference
between his version and Ovid’s: after Hippolytus become Virbius he bears a son to Aricia, also
named Virbius after his father (7.761-762); on the contrary, Ovid’s Virbius remains chaste and a
celibate follower of Diana (15.545-546). Both poets engage in a drastic compression of
Euripides, but Ovid’s account of the causes of his death is more detailed and involves an explicit
condemnation of Theseus for his credulity and of Phaedra for her treachery.1296 Ovid dwells

upon Theseus’ credulity also in the Fasti,'*"’

while Virgil omits it. The only thing he tells
regarding Theseus is that Hippolytus “paid the debt due to his father with his blood”, which is a
vague reference to the curse.'””® Both poets adduce Phaedra’s intrigue as the primary cause of
Hippolytus’ death, but while Virgil ascribes it to “a stepmother’s cunning”, Ovid uses harsher
language referring to “a stepmother’s accursed deceitfulness”. This marked difference in tone
can be explained by the identity of the narrator: in the Aeneid the events are recounted by the
more detached epic narrator, whereas in the Metamorphoses Virbius himself bitterly recalls the
crimes of his father and stepmother which led to his demise. Due to the terseness of the

Virgilian account, which in addition was designed to accommodate both Hippolytus-Virbius and

Virbius Jr., Hippolytus’ dismemberment is treated in only three words (7.766 turbatis distractus

12% Met. 15.497-500 fando aliquem Hippolytum uestras si contigit / aures credulitate patris, sceleratae fraude
nouercae / occubuisse neci, mirabere uixque probabo,/ sed tamen ille ego sum [...].

1297 R, 6.737-738 notus amor Phaedrae, nota est iniuria Thesei:/ devovit natum credulus ille suum (See Bomer 1986,
vv. 15.797-499).

2% Aen. 7.764-765 namque ferunt fama Hippolytum, postquam arte nouercae / occiderit patriasque explerit
sanguine poenas (See Bomer 1986, vv. 15.797-499).
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equis), which evoke the name ‘“ImmoéAvtog” through etymological wordplay, while Ovid
dedicates a description of six lines to the same event (15 .524—526).1299

There is in my view a specific reason as to why in the Metamorphoses the fatal chariot
ride (15.506-529) as well as Hippolytus’ resurrection and deification (15.530-546) are treated at
much greater length than the other parts of the story. The reason is that the (quasi-)sparagmos,
which makes Hippolytus “unrecognizable”, constitutes a first stage of metamorphosis, to be
followed by resurrection and deification involving both a change of appearance and a change of
name. Virgil, on the contrary, gives his narrative a different focus. It is first worthy of note that
while both poets include Hippolytus’ resurrection in their accounts, Virgil devotes more space to
the punishment of Aesculapius for being the discoverer of the medicinal skills which made it
possible for a mortal to rise from the dead;”* hence Jupiter became indignant and hurled
Aesculapius to the depths of Tartarus. In Ovid’s account Aesculapius restores Hippolytus to life
with his powerful cures “despite indignant Dis”, but no punishment is inflicted on him."*'
Therefore, while the Virgilian Jupiter’s indignation and punishment of Aesculapius suggests the
poet’s interest in the violation of cosmic order, the focus of Ovid’s narrative is laid on
Hippolytus’ resurrection and subsequent deification.

Another important divergence between the two accounts concerns Hippolytus’

apotheosis. In Virgil Diana hides him in a secret location and transports him to Italy to the grove

129 Moreover, Servius detects a Latin etymological pun by explaining Virbius as “twice a man” (quasi bis virum).

B30 Aen. 7.766-773 [...] ad sidera rursus / aetheria et superas caeli uenisse sub auras,/ Paconiis reuocatum herbis et
amore Dianae./ tum pater omnipotens aliquem indignatus ab umbris / mortalem infernis ad lumina surgere uitae,/
ipse repertorem medicinae talis et artis / fulmine Phoebigenam Stygias detrusit ad undas .

BT Met. 15.531-535: uidi quoque luce carentia regna / et lacerum foui Phlegethontide corpus in unda,/ nec nisi

Apollineae ualido medicamine prolis / reddita uita foret; quam postquam fortibus herbis / atque ope Paeonia Dite
indignante recepi,[...] (See Bomer 1986, v. 15.535). In the Fasti Aesculapius’ punishment by Jupiter is mentioned,
but in compensation he is catasterized by Apollo (F. 6.746-749, 753-762).
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of Egeria and changes his name to Virbius. There Virbius spends a lonely and inglorious life. 1302

Virbius was a minor local deity, but not much is made of Hippolytus’ identification with him.
Therefore, Virgil downplays Hippolytus’ deification. In the Metamorphoses Diana conceals
Hippolytus in a cloud, changes his features, and makes him look old. She then vacillates about
where to convey him and after rejecting Delos and Crete she chooses Italy. The final step of his
transformation is the change of his name. Ovid’s Virbius openly boasts of his prerogatives: he
possesses the enviable gift of a second life, he is a minor divinity, and finally he is an attendant
of Diana enjoying the goddess’ protection.'**® Thus, in stark contrast to his Virgilian counterpart,
the Ovidian god represents himself as lacking neither company nor glory.

Hippolytus’ eventual condition is in both poets associated with aetia referring to the
circumstances of his death, but they are differently motivated: in Virgil horses are not allowed in
Diana’s sacred grove because they tore Hippolytus apart;1304 in Ovid, on the other hand, Diana
changes Hippolytus’ name into Virbius, so that he may not be reminded by his own name of the
horses which caused his death.'*” Virgil reserved for the conclusion of the story details of the

circumstances of Hippolytus’ death which he had earlier omitted (horses frightened by a sea-

monster; location of the event). Apparently he did so in order to stress that what happened once

392 Aen. 7.774-777 at Triuia Hippolyturn secretis alma recondite / sedibus et nymphae Egeriae nemorique relegat,/
solus ubi in siluis Italis ignobilis aeuum / exigeret uersoque ubi nomine Virbius esset.

139 Met. 15.536-546 tum mihi, ne praesens augerem muneris huius /inuidiam, densas obiecit Cynthia nubes,/ utque

forem tutus possemque impune uideri,/ addidit aetatem nec cognoscenda reliquit / ora mihi. Cretenque diu dubitauit
habendam / traderet an Delon; Delo Creteque relictis / hic posuit nomenque simul, quod possit equorum /
admonuisse, iubet deponere, "qui"que "fuisti / Hippolytus" dixit, "nunc idem Virbius esto." / hoc nemus inde colo de
disque minoribus unus / numine sub dominae lateo atque accenseor illi.'

1304 Aen. 7.778-780 unde etiam templo Triviae lucisque sacratis / cornipedes arcentur equi, quod litore currum / et
iuuenem monstris pauidi effudere marinis.

1305 Met. 15.542-544 hic posuit nomenque simul, quod possit equorum / admonuisse, iubet deponere, "qui"que

"fuisti / Hippolytus" dixit, "nunc idem Virbius esto”. The religious taboo aetion is however retained in F. 5.263-266:
vallis Aricinae silva praecinctus opaca / est lacus, antiqua religione sacer. / hic latet Hippolytus loris direptus
equorum,/ unde nemus nullis illud aditur equis.
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should never happen again in the life of Hippolytus-Virbius who, despite his resurrection,
remains as vulnerable as he was in the past, unlike his deified Ovidian counterpart; though it is
more likely, so the passage sinisterly suggests, that something unfortunate may befall his mirror

image, Virbius Jr., now seen driving his horses to war.
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Appendix

Conjugal reunions: Orpheus and Eurydice and the Alcestis

Ovid’s primary source for the stories of Orpheus’ retrieval and second loss of Eurydice and the
bard’s gruesome death at the hands of the Thracian maenads is Virgil’s Georgics. The poet of the
Metamorphoses engages in constant intertextual dialogue with his Roman predecessor and
clearly expects his readers to have Virgil’s version of the myth in mind while reading his poem.
This is illustrated by the fact that he shapes his narrative in such a way as to evoke the Virgilian
subtext at every step, so that a full appreciation of the Ovidian tale is impossible without
recalling its literary antecedent. Several studies have been written on the intertextual relationship
between the two stories and the prevalent scholarly view is that Ovid’s chief purpose is to parody
the Virgilian model by subverting its tragic and elegiac content through humor, irony, and
bathos. % It has also been suggested, however, that the satire of Virgil’s episode does not
preclude Ovid’s idiosyncratic brand of sympathy, pathos, and gravitas by means of a creative
reworking of the myth."*"’

The main thesis propounded in this paper is that, although Virgil is undoubtedly Ovid’s
main interlocutor, he nevertheless diverges from him at many points and seems to draw instead
on an alternative source, namely Euripides’ Alcestis. Below I will contend that the Ovidian
narrative of Orpheus and Eurydice may be read as a conflation of the Virgilian account and the
Greek play. The Roman poet’s familiarity with Euripides’ tragedy is evidenced by references he

makes to it in his other works. In particular, the Ars Amatoria (3.17-22), the Tristia (5.14.37-40),

3% For a reading of Ovid’s Orpheus episode as Virgilian parody, see Anderson 1982, Neumeister 1986, and
Makowski 1996.

97 Segal 1989, 81.
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and the Epistulae Ex Ponto (3.1.105-112) contain analogous catalogues consisting of Alcestis,
Laodamia, and Evadne, who are the protagonists in Euripides’ Alcestis, Protesilaus, and
Suppliant Women respectively and are cited as mythological exempla of women, whose
superlative devotion to their husbands drove them to perish for their sake. Despite the significant
affinities between the myths of Alcestis and Eurydice the intertextual engagement of Ovid’s
story with the Euripidean play has been largely overlooked by criticism. The main parallel
between the two stories is that both Admetus and Orpheus bring about their wives’ death, the
former by having Alcestis assume his place in Hades and the latter by gazing back at Eurydice
before they exit the Underworld. In fact, the two mythical episodes had been previously
associated in Euripides’ Alcestis and Plato’s Symposium. Mourning his wife’s imminent death
Admetus vainly wishes that he possessed Orpheus’ artistic power, so that he could descend into
the Underworld and restore Alcestis to life by enchanting Pluto and Persephone with his
song.1308 Phaedrus, on the other hand, contrasts Alcestis’ valor, who sacrificed her life out of
love for her husband and was rewarded by the gods with a second life, with Orpheus’ cowardice,
who descended to the Underworld alive to retrieve Eurydice and was thus punished by being
offered a mere simulacrum of his wife and by being later slain by women (PI. Symp. 179b-d).
Exploiting the traditional affinities of the two myths Ovid seems to evoke many aspects of the
Alcestis. It will be argued that Orpheus’ portrayal is highly reminiscent of that of Admetus, the
song that the bard performs before the gods of the Underworld appropriates rhetorical topoi of
the Euripidean drama, and finally the happy conclusion of the Ovidian story recalls the blissful

denouement of the Greek play.

B8 Alc. 357-362 €1 8 Oppémc pot yhdooo kai péhog mapiiv, / Got’ fj képnv Afunepog fi ketvng moowv / Huvotot
knAioavtd ¢’ &§ Awdov Aafelv, / katijAbov dv, kai p’ ob0’ 0 [TAobtmvog Kdwv / o0’ obml KAOTN YuyomouTOg AV
Xbpav / Eoy’ av, mpiv £G pAG GOV KataoTicat Biov.
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For the most part of the twentieth century the almost unanimous consensus of scholarship
was that the prevalent pre-Virgilian version of the Orpheus myth related his ultimate success in
bringing Eurydice back to the world of the living, while the tragic version involving the second
death of Eurydice due to Orpheus’ backward gaze attested by Virgil and Ovid was attributed to a
lost Hellenistic model. ** John Heath, however, challenged this predominant theory by
contending that a scrutiny of the extant sources, primarily Euripides Alcestis, Plato’s Symposium,
Hermesianax’ Leontion, and Ps.-Moschus Lament for Bion, reveals that the postulated happy-

1310

ending version does not in fact exist. He argues that according to the literary evidence

9 <

Orpheus’ “triumph” is limited only to the persuasion of Pluto and Persephone by means of his
song to return to him his wife. None of the aforementioned texts, however, report the events
following Orpheus’ enchanting performance in Hades nor of course do they refer to a cheerful
conclusion, in which the couple ascend from the Underworld and spend the rest of their life
together. He concludes that all the pre-Virgilian accounts of Orpheus’ katabasis actually fit
better into their narrative context, if we imagine that Eurydice never returns with her husband
from Hades. """

Virgil inserts the story of Orpheus and Eurydice as an embedded narrative in the episode

of Aristaeus in the fourth book of the Georgics. In his own account of the myth in Books 10 and

11 of the Metamorphoses Ovid omits the framing narrative of Aristaeus, but relates roughly the

1% See for instance Bowra 1952, Segal 1972, 489-490, and Thomas 1988, 225.

19 Heath 1994, 164-165.
B In the Alcestis the grieving Admetus is either unaware of or more likely deliberately omits the tragic
denouement of Orpheus’ story, since it is ironically inappropriate in the context of a speech, in which he fantasizes
about finding a way to reunite with his wife after her impending death. As regards Hermesianax, Heath (1994, 188-
189) argues that the narrative context points clearly to an unhappy conclusion, since the Leontion is a collection of
stories illustrating the overwhelming force and destructiveness of love and the third book in particular, in which the
Orpheus fragment belongs, constitutes a catalogue of the tragic loves and ensuing torments of poets and
philosophers.
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same events as Virgil, namely Eurydice’s sudden demise, Orpheus’ catabasis and retrieval of his
wife through his enthralling song, his backward gaze leading to the second loss of Eurydice, and
finally his spurning of female love, which results in his dismemberment by the Thracian
maenads. Despite Ovid’s overall adherence to the Virgilian sequence of events scholars have
long noted that his version of the story actually contains multiple departures from his

P12 The most striking perhaps divergence from his antecedent concerns the

predecessor.
episode’s denouement. Whereas Virgil gives his narrative a markedly tragic ending, in that the
mourning Orpheus is eternally separated from his beloved Eurydice, Ovid frustrates the reader’s
expectations by offering him instead a happy conclusion, where the bard is joyfully reunited with
his wife in the afterlife. I will attempt to show that Ovid’s depiction of a blissful post-mortem
marital life for Orpheus and Eurydice is in fact drawing on the Euripidean play.

The Ovidian narrative opens with the ominous wedding of Orpheus and Eurydice, which
is suddenly transformed into a funeral, when the latter is accidentally bitten by a venomous
serpent (10.1-12). Ovid deviates here from Virgil who makes no reference to the couple’s
wedding and may be subtly echoing instead the scene in the Alcestis, in which the Thessalian
king who has just given burial to his wife contrasts their initial festive entry into their home as a
married couple with his present mournful arrival at his desolate house (912-925). In particular,
the sinister presence of the god of marriage, Hymenaeus, in the Ovidian couple’s wedding,

which is soon to be followed by Orpheus’ dirge, may evoke Admetus’ bitter reminiscence of the

joyful wedding hymns (duévaior), which have now turned into mournful wailing."*'®> Whereas,

1312 Anderson 1972, 1982; Neumeister 1986; Segal 1989; Makowski 1996; Romeo 2012.

1313 Met. 10.2 Hymenaeus, 4-5 adfuit ille quidem, sed nec sollemnia verba / nec laetos vultus nec felix attulit omen,
11-12 quam satis ad superas postquam Rhodopeius auras / deflevit vates; Alc. 916 cov 6’ Duevaiolg Eoteryov €cm,
922 viv §' buevaiov yoog dvtinaloc.
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however, the newly wedded Euripidean couple is escorted by lit pine torches, the wedding torch

held by Hymenaeus cannot be kindled and produces only ill-omened smoke."*'*

Finally,
Admetus recalls entering with his wife their new home attended by a group of revelers and
likewise the new bride Eurydice is depicted strolling in the company of a band of Naiads before
the fatal snake bite."*"

Ovid’s characterization of Orpheus is highly evocative of that of Admetus and the Roman
poet may draw on the Euripidean figure in order to “correct” the Virgilian portrayal of the
Thracian bard. To begin with, the two heroes are culpable for causing their wives’ death.
Admetus is accused by his father Pheres of murdering Alcestis by asking her to take his place in
Hades (Alc. 695-696, 730), while Orpheus causes Eurydice’s second demise by looking back at
her before reaching the upper world (Met. 10.55-60). Moreover, they both regret and grieve for
their error: Admetus spends most of the play mourning his decision to ask for Alcestis’ sacrifice,
while Orpheus remains seven days without food at the banks of Styx lamenting the loss of his
wife (Met. 10.73-75). What is more, unlike Virgil, who does not recount Orpheus’ song in the
Underworld, Ovid presents the content of the bard’s musical suasoria, which seems to contain
reminiscences of the Euripidean drama.

In his attempt to convince the lords of Hades to permit him to bring Eurydice back to life
Orpheus employs rhetorical topoi about the inevitability of death. His argument is that since

every mortal is bound to die sooner or later, Eurydice should be allowed to reach maturity before

falling under the eternal sway of the reign of the Underworld (10.17-18, 32-35). In other words,

314 Ale. 915 1o1e piv mevkaig odv Iinhdow; Met. 10.6-7 fax quoque, quam tenuit, lacrimoso stridula fumo / usque

fuit nullosque invenit motibus ignes.

P13 Ale. 916-918 gotetryov Eom ghiog dhdyov ¥épa Pactdlov, / molvdymrog &' gineto kduoc; Met. 10.8-10 nam
nupta per herbas / dum nova naiadum turba comitata vagatur, / occidit in talum serpentis dente receptor.
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he cleverly employs common places about death’s inescapability so as to actually overcome
death temporarily.1316 This may be an ironic reversal of the standard consolatory and protreptic
functions of these topoi in the Alcestis. The chorus of Thessalian men remark that it is the
common lot of all mortals to die, so as to console the mourning Admetus and help him come to
terms with his wife’s death (416-419). Later in the play Heracles refers to the ineluctability of
death and the uncertainty of the span of one’s life aiming to exhort a lamenting manservant to
enjoy life to the fullest (780-802). Verbal echoes of the Euripidean play may be detected in the
notions of the necessity for all mortals to die and the need to endure the loss of one’s beloved.'*!”
Having set forth his rhetorical argumentation the bard successfully entreats Dis and Proserpina to
postpone Eurydice’s death until she completes her full allotment of years and return her to him as
a kind of “loan”."’'® Orpheus’ appeal may evoke and reverse Apollo’s vain endeavor in the
prologue of the Euripidean play to persuade Thanatos, the god of death, to defer Alcestis’ demise
until she reaches old age.""’

Ovid’s Orpheus is portrayed as hypocritical and cowardly departing from his Virgilian

counterpart and echoing Admetus. '**° The bard concludes his song with the bold assertion that if

the divinities of the Underworld do not allow Eurydice to come back to life, he is resolved to join

1316 Anderson 1982, 41.

B Ale. 416-419 Adunt’, avéykn t6ode copopdc eépelv' / od yap TL TpdTOG 0VSE AoicBog BPoTdY / Yuvaukdg
€00Afic fiumhakes: yiyvooke 6¢ / g mdow NUiv kotBovelv dpeihetar, 782 Bpotoig dnact katBavelv dpeiletan; Met.
10.17-18 o positi sub terra numina mundi, / in quem reccidimus, quicquid mortale creamur, 26 posse pati uolui nec
me temptasse negabo, 32 omnia debemur vobis.

131 . . .. . . .
¥ Met. 10.36-37 haec quoque, cum iustos matura peregerit annos, / iuris erit vestri: pro munere poscimus usum.

131 N 5N n > ’ r ) aoon ~ ~ \ I
% Alc. 48-53 Am. hoPov 10" o yap old' Gv el neiooupi oe. / Ou. kteivew y' Ov Gv ypiij; TodTo Yap tetdypedo. / Am.
a7 b3 \ ~ I3 e 3 ~. P4 3 \ B r ’ ” 1 k4 er >,
oUK, dALG Tolg péAAovot Bdvatov duBareilv. / Oa. Exw Aoyov o1 kol Tpobuuiay cébev. / AT. €0T' 0OV OTmG AAKNOTIG
€¢ yfipog udrot; / Oa. ovk Eott THalg Kape Tépnecbot dOKeL.

1320 Heath (1996, 366) argues that Ovid’s insinuation of Orpheus’ cowardice for not committing suicide evokes
Phaedrus’ explicit denouncement of the bard in Plato’s Symposium (179b-e), who accuses him of faintheartedness
for contriving to descend to Hades alive to recover his wife.
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her in death.'*?' After her second death, however, caused by his backward gaze he does not
fulfill his promise of suicide, but instead goes on living. In an analogous fashion the Thessalian
king beseeches Alcestis not to abandon him, since her death would bring about his own demise

1322
as well."?

Nevertheless, his claim proves devoid of truth, since he continues living after his
wife’s death. Furthermore, Pheres openly accuses his son of faintheartedness for avoiding to die
at his appointed time and asking his wife to perish in his place (694-702) and Admetus himself
imagines that his enemies will deride him for not having the courage to face death and sacrificing
Alcestis instead (954-957). Finally, during Alcestis’ funeral Admetus tries to commit suicide by
hurling himself on her tomb, but is restrained by the chorus (895-902). This gesture may be
interpreted, however, as disingenuous, since he is undoubtedly aware that he will be prevented
from his suicidal attempt by the Thessalian men. Orpheus’ envisioning of the double death of
himself and his wife may in fact evoke the words of his Euripidean model, who imagines
entering the Underworld with Alcestis.'”*® Therefore, although both heroes initially claim that
they will follow their wives in Hades, they do not live up to their pledge and thus turn out to be
craven and insincere.

A significant affinity between Orpheus and Admetus concerns their reactions to the loss
of their wives. In particular, both heroes reject love and marriage after their spouses’ demise for

analogous reasons. The Ovidian narrator recounts that after the second death of Eurydice

Orpheus shunned all women either because he was unfortunate with them or because he gave a

1321 Met.10.38-39 quodsi fata negant veniam pro coniuge, certum est / nolle redire mihi.

B2 Ale. 276-277 60d yap ¢Oévng odkét' v inv, / &v ool &' opsy kai (v kai pi.

32 Met. 10.39 leto gaudete duorum; Met. 900-902 &0 &' avti pidic AN wuyds / TG TOTOTATAG GOV &V ECYEV.
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pledge to his wife.'?%*

Likewise Admetus takes an oath before Alcestis never to marry another
woman and after her death claims that he will flee from weddings and female gatherings,
because he cannot endure the sight of women Alcestis’ age."** Virgil, on the other hand, makes
no reference to an oath of celibacy taken by Orpheus, but simply mentions that the bard avoided
love and marriage out of devotion to his dead wife.'*® Nevertheless, neither Admetus nor
Orpheus ultimately adhere to their pledge of chastity, since the former accepts the veiled woman
brought to him by Hercules as a gift, who is actually Alcestis in disguise, while the latter spurns
heterosexual love, but turns to pederasty instead (10.83-85). Thus Ovid’s Orpheus, portrayed as
unfaithful to the dead Eurydice, deviates from his Virgilian predecessor, who remains chaste and
loyal to his wife, recalling the Thessalian king instead.

A means by which both Orpheus and Admetus attempt to cope with their bereavement is
by constructing an erotic statue fantasy. The Euripidean hero asks that an effigy in the semblance
of Alcestis be fashioned and placed on his bed, where he may lay next to it, embrace it, and
address it by her name imagining that he has his wife in his arms."**’ Similarly one of the stories
sung by the Ovidian bard is that of the sculptor Pygmalion, who fashions the statue of a woman

with which he falls hopelessly in love (Met. 10.243-297). Pygmalion’s fantasy is highly

reminiscent of that of Admetus: he kisses and embraces the statue speaking to it as if it were

1324 Met. 10.79-81 [...] omnemque refugerat Orpheus / femineam Venerem, seu quod male cesserat illi, / sive fidem
dederat [...] .

1335 Alc. 328-331 énei o éyd / xai {doav lyov kol Oavods' £ yoviy / pévn kekAMont, kodtig avii 6od mote / Tovd'
avopa vopen Ocsocaric mpocebdéyEetal, 950-953 [...] &Embev 8¢ pe / yauor T Aol Osocar®dv kai EvAloyor /
YovaukomAn0gic ov yap é€aviéEopat/ Aedoowv dApopTog TG UG OUNALKOG.

1326 3. 4.516 nulla Venus, non ulli animum flexere hymenaei.

1327 ~ S 3\ J . \ \ > 3 3 . 3 , ¥ ~
Alc. 348-352 coofit 6¢ yepi tektOvOV dépag T0 6OV / gikacBev v Aéktpolowy éktabnoeTal, / M1 TPOSTEGOTLOL
Kol TEPITVGO®V ¥Epag / dvoua KaAdV GOV TNV @iAny &v dykdloig / 66E® yuvaika Kaimep ovk Exmv ExELv.
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alive and even places it on his couch calling it his bride.'**® Heath has argued that Pygmalion
functions as Orpheus’ alter ego, since they are both artists who spurn women and whose art
enables them to animate stone and bring their beloved to life."** Unlike Admetus who
participates himself in his reverie, Orpheus projects it instead to his mythical surrogate. Whereas,
however, the Euripidean hero is fully aware of the fictitiousness of his daydream calling it a
“cold pleasure” intended to “ease the burden of his soul” (353-354), Pygmalion is deceived by
his own artistry thinking that the statue is alive and returning his kisses and fearing that he might
bruise it with his fingers (10.252-260). Moreover, in the bard’s tale the fantasy ultimately
becomes reality, in that Pygmalion’s prayer to Venus to provide him with a wife resembling the
statue is fulfilled by the goddess, who transforms the effigy into his bride (10.274-279). Hence,
in contrast to the inconsolable Orpheus of the Georgics, for whom the lost Eurydice is
irreplaceable, his Ovidian analogue, like Admetus, seeks comfort for his grief in the delusion of
an inanimate substitute.

The aspect in which Ovid’s Orpheus narrative and the Alcestis converge most strikingly
is their conclusion. In the denouement of the Euripidean drama Heracles brings Alcestis back to
Admetus after rescuing her from Thanatos. In order, however, either to test Admetus’ fidelity to
his wife or simply to play a joke on his host for hiding from him earlier Alcestis’ death, he
conceals her identity by veiling her face and asserting that he won her as a prize in an athletic
contest and proceeds to offer her temporarily as a servant to the Thessalian king, until he returns
from his labor in Thrace (1019-1036). Despite his initial resistance Admetus ultimately yields to

Heracles’ overwhelming pressure and accepts her into his home (1042-1116). The reunion of the

1328 Met. 10.256 oscula dat reddique putat loquiturque tenetque, 267-268 collocat hanc stratis concha Sidonide tinctis
/ adpellatque tori sociam.

1329 Heath 1996, 367-370.
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couple is effected by the lifting of Alcestis’ veil and Admetus’ gaze on his wife.'**® The climax
of Ovid’s story is a direct inversion of the Euripidean scene, in that Orpheus loses Eurydice

when he looks at her.'**!

Euripides has in effect reversed the “gaze taboo” of the Orpheus myth
replacing it with a “silence taboo”: Alcestis is not allowed to speak to Admetus for three days
until she receives purification (1143-1146).

The effect that Orpheus’ gaze on Eurydice has on him is also evocative of Admetus’
reaction to the viewing of Alcestis. After witnessing the second death of his wife the bard is
“stunned” (11.64) and compared by the narrator to a man who became petrified from terror after
looking at Cerberus led by Heracles out of Hades.'™® Ovid ironically “corrects” here the
previous literary tradition, according to which Orpheus either symbolically “petrifies” Cerberus
with his song or is at least able to withstand the monster’s gaze.'**® The Ovidian description may
also echo, however, the Euripidean scene, in which Admetus at the insistence of Heracles
prepares to escort the veiled Alcestis into his house. The Thessalian king turns away as he
reaches out behind him and grasps her hand, likening the veiled woman to Medusa and thus

implicitly himself to Perseus, who in order to avoid being petrified by the Gorgon’s gaze reached

behind him with his sword as he cut off her head.'***

1330 Ale. 1121-1126 Hp. BAéwov mpdg adthy, &1 Tt ofjt Soksl mpémetv / yovouki Aoang &' edtuydv pebiotaco. / AS.
® Ocol, 11 AéEw; Budp' avédmotov t6de' / yvvaike Aeboow Ty UV &mtopme, / §i képropdg ' éx Oeod Tig
gkmAnooetl yopd; / Hp. o0k €otiv, GAAG TVE' 0pdit dapapto, ony.

1331 Met. 10.56-57 hic, ne deficeret, metuens avidusque videndi / flexit amans oculos, et protinus illa relapsa est.

1332 Met. 10.65-67 quam tria qui timidus, medio portante catenas, / colla canis vidit, quem non pavor ante reliquit, /

quam natura prior saxo per corpus oborto.
1333 Virg. G. 4.483 tenuitque inhians tria Cerberus ora; Herm. Leontion 7.10 %8¢ kai aivotdrov Préup' dmépeve
Kuvog (See Heath 1996, 363).

133 Alc. 1117-1118 Hp. oMo mpoteivan xgipo kod Orysiv Eévng. / AS. kai 81 mpoteive, Copydv' d¢ kopatoudy (See
Parker 2007, vv. 1118-1120_.
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There are many intriguing affinities between the two scenes. To begin with, unlike
Orpheus, who is deprived of Eurydice due to his backward gaze on her, Admetus regains
Alcestis precisely by turning back and looking at her. In either situation, however, the effect on

. . . 1
the gazing hero is stunning amazement. 335

Furthermore, both Alcestis and Eurydice are
ironically compared to underworld creatures possessing a petrifying gaze, namely Medusa and
Cerberus respectively. Ovid seems to lay emphasis on the affinity between the two comparisons
by means of an implicit intertextual marker: Orpheus opens his song to the lords of Hades by
claiming that he has not descended to the underworld in order to capture Cerberus, whom he
describes as “Medusa’s monstrous offspring” (Met. 10.20-22)."%% In addition, whereas Admetus’
successful reunion with his wife is described in terms of Perseus’ avoidance of the Gorgon’s
petrifying gaze, Orpheus’ emotional “paralysis” at the loss of his bride is likened to a man’s
petrification at the sight of Cerberus. Thus, in contrast to Admetus, who compares himself to the
valiant Perseus beheading Medusa, Orpheus is depicted by the narrator as a helpless victim of
Cerberus’ gaze. Finally, Heracles functions as a connective link between the two narratives: just
as he leads Alcestis back to the world of the living, likewise in the Ovidian simile he drags
Cerberus from Hades to the upper world.

As I will argue below, Ovid’s picture of the cheerful reunion of Orpheus and Eurydice in

the underworld alludes not to a hypothesized happy ending version of the myth, but to the story

of Admetus and Alcestis in the Euripidean drama. In his long farewell speech to his wife before

1335 Met.11.64 non aliter stupuit gemina nece coniugis Orpheus; Alc. 1124-1125 yvvaika Agvcom TNV EUNV

g, / §| képTopdg W' €k Beod Tig EékmAnoost yopd. Admetus’ fear that he may be mockingly deluded by a god
(Alc. 1124-1125) and his following question to Heracles, whether Alcestis is a phantom from the underworld (Alc.
1127 8pa 8& pn Tt 0o veptépmv 168" {t) may be a subtle Euripidean allusion to the version of the Orpheus myth
reported by Plato according to which the gods punished the Thracian bard for his cowardice by presenting him with
a simulacrum of his wife (Symp. 179d Opoéa 6¢ tov Oidypov / dterii anénepyav €€ Adov, paoua deiovieg Tig
yovouxde / 8¢' fiv fikev, oty 88 od 86vteg, 11 poddaxilecOar £50ker).

1336 Met. 10.20-22 non huc [...] descendi, / [...] uti villosa colubris / terna Medusaei vincirem guttura monstri.
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her imminent death the Thessalian king asks her to await him in the afterlife, where they will be

1337 Just like Admetus’ earlier

ultimately reunited, and to prepare their subterranean residence.
statue fantasy, his vision of a posthumous reunion with his wife is realized in the Ovidian
narrative, where after Orpheus’ death at the hands of the Thracian maenads his shade descends to
Hades and is happily rejoined with his beloved wife.'**® Furthermore, both texts underscore the
inseparability of the reunited couple in the next life. Admetus commands that he be buried in the
same coffin as Alcestis, so that his body may lay eternally next to hers and he may not be parted
from her even in death.””” In an analogous manner Orpheus and Eurydice stroll with
synchronized steps in the fields of the blessed.'** The essential difference between the two
situations is that whereas the Euripidean couple is joyfully reunited in real life at the end of the
play, the Ovidian couple finds its happy ending post mortem.

Hence, by giving his narrative a blissful denouement Ovid “corrects” the tragic ending of

the Georgics, where it is explicitly stated that the couple will be eternally separated,'>*'

and may
rather evoke the happy conclusion of the Alcestis. It should be noted, however, that the ending of
the Euripidean play is implicitly problematic: the cheerful reunion of the couple may actually be
deceptive given that the audience witness only Admetus’ response and not that of Alcestis, who

is temporarily unable to speak due to the ‘“silence taboo”. Thus one can only wonder what

Alcestis’ reaction will be to Admetus’ acceptance of the veiled woman into his house on the very

1337 Alc. 363-364 dAL' obv ékeloe Tpoodoka ', tav BGve, / koi ddp' £toipal, g cuVOIKAGOVGE pot.

1338 Met. 11.61-63 umbra subit terras, et quae loca viderat ante, / cuncta recognoscit quaerensque per arva piorum /
invenit Eurydicen cupidisque amplectitur ulnis.

1339 Alc. 365-368 v Taiow adTaic yap p' Emoknyo kESpoL / 6ol Tovede Beivar mhevpd T Ekteivan méhag / Thevpoiot
10i¢ 601" PndE yap Bavav mote / 6od ywpig einv.

139 Met.11.64-66 hic modo coniunctis spatiantur passibus ambo.

B4 G, 4.500-502[...] neque illum / prensantem nequiquam umbras et multa uolentem / dicere praeterea uidit [...].
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day of her funeral. The Roman poet stresses the reversal of the Virgilian model in the last line of
his narrative by means of a humorous allusion: whereas Virgil’s Orpheus lost Eurydice forever
due to his frenzied backward gaze, his Ovidian counterpart can now look back on his wife
without fear of ever losing her again.1342

Finally, a ring composition pattern can be discerned in both the Euripidean play and the
Ovidian narrative. Admetus’ painful recollection after Alcestis’ funeral of the joyful entrance
into their house as a newly-wed couple (915-917) is echoed in the drama’s denouement, where
the Thessalian king takes the veiled Alcestis by the hand and escorts her once again inside the
house, a scene which resembles a bridegroom’s leading of his wife into their new home (1113-
1119)."** Likewise the conclusion of Ovid’s narrative, in which Eurydice is shown cheerfully
promenading in the Elysian fields in the company of her husband (11.64-66) evokes its opening,

where the happy bride was depicted strolling carefree in a meadow attended by a group of

nymphs (10.8-9).

1342 G. 4.490-491 restitit, Eurydicenque suam iam luce sub ipsa / immemor heu! uictusque animi respexit; Met.
11.66 Eurydicenque suam iam tuto respicit Orpheus (See Romeo 2012, 36).

1343 parker 2007, vv. 1119-1120.
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Conclusions

The detailed analysis of the reception of Euripidean tragedy in Ovid’s Metamorphoses conducted
in this study has yielded the following conclusions. First, I have attempted to give an answer to
the pivotal research question what is distinctly Euripidean in the Ovidian epic by formulating a
typology of tragic elements in the poem which have a Euripidean provenance. In particular, the
Roman poet transforms into epic narrative several standard formal components of Euripidean
tragedy, including messenger report, dramatic monologue, prologue speech, deus ex machina
speech, anagnorisis scene, and choral lyric. To begin with, Ovid shows a particular predilection
for the Euripidean messenger speech, given that it is the part of a tragedy which most closely
approximates the epic genre in terms both of its narrative technique (third person narrator) and
its epic diction and imagery (e.g. grand style, similes, enargeia, etc.). A messenger speech is
reworked in the Metamorphoses in two different ways. In some instances it is converted into
third person epic narrative, such as the accounts of Pentheus’ dismemberment, Polyxena’s
sacrifice, and Polymestor’s blinding. In other cases it is overtly presented as a messenger report,
in the sense that it is delivered by an internal narrator to another character. Representative
examples of this type are Acoetes’ story of the Tyrrhenian sailors related to Pentheus and
Virbius’ narrative of Hippolytus’ chariot disaster recounted to Egeria. An aspect of the
Euripidean messenger speech which Ovid is fond of reworking and attempts to emulate is the
graphic description of scenes of gruesome violence. In contrast to the Euripidean Pentheus’
pathetic supplication to Agave to spare him by touching her cheek, his Ovidian counterpart
attempts to entreat his mother after his arms have been torn off and thus is unable to extend them

to her in supplication. Similarly Ovid’s description of Polymestor’s blinding surpasses in
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grisliness its tragic model: whereas in Euripides the Trojan women blind Polymestor by piercing
his eyes with brooches, the Ovidian Hecuba plucks out with her bare hands the Thracian king’s
eyeballs as well as their sockets. Finally, the Euripidean Hippolytus is gravely wounded in his
fatal chariot ride, but survives long enough to return on stage, while his Ovidian counterpart is
torn to pieces by his frenzied horses after he has been entangled in the reins and impaled in a tree
trunk.

Another important component of Euripidean tragedy appropriated by Ovid is the
dramatic soliloquy. The use of this dramatic device allows the Roman poet to fashion complex
female psychological portraits, another central feature of the Metamorphoses shared with
Euripides’ dramaturgy. Many Ovidian heroines experience an agonizing moral dilemma and
express their plight through a solo speech, which displays trademark features of tragic rhetoric,
such as apostrophe, paradox, aporia, a fortiori examples, and arguments from probability.
Medea’s monologue in Book 7 has a programmatic function in the poem, in that it is the first
purely dramatic soliloquy in the work and introduces themes like the amor-pudor conflict which
are reworked in the later monologues of Scylla, Byblis, and Myrrha. The Colchian’s speech is
essentially a rhetorical self-suasoria, whereby she attempts to convince herself to give in to her
passion for Jason, and thus it consists of a series of objections to lending her aid to the Greek
hero followed by their direct refutation. Her monologue echoes both aspects of the Euripidean
Medea, such as her acute self-awareness of the moral implications of her actions, her sexual
jealousy, murderous vengefulness, and aspirations to heroic glory, as well as Phaedra’s self-
conscious inner struggle in Hippolytus between passion and reason.

Procne in Book 6 experiences an internal conflict, which evokes the Euripidean Medea’s

inner struggle, namely her desire for vengeance against Jason which clashes with her love for her
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children, but at the same time surpasses it in complexity. In the case of Procne it is not only her
yearning for revenge against her husband that fights against her motherly pietas, but also her
affection for Philomela, which goads her to punish Tereus for the crimes he committed against
her sister. Similarly Althaea in Book 8 faces a quandary between the roles of mother and sister,
in that she is torn between her maternal feelings for her son and her pietas towards her brothers,
namely her duty to avenge them by murdering Meleager. Finally, Deianira in Book 9 vacillates
between various states of mind: her initial grief at the rumors of Hercules’ infidelity turns into
desire for vengeance against her erotic rival finally and she finally resolves to send Nessus’ robe
to Hercules, in order to regain his love. The Ovidian heroine echoes the Euripidean Medea, who
in the prologue mourns inconsolably for Jason’s unfaithfulness, but from the first episode
onward begins to devise her revenge scheme against her husband and the royal family of
Corinth.

Another tragic component assimilated by Ovid is the recognition scene (anagnorisis)
accompanied by a sudden reversal of fortunes (peripeteia). The most memorable anagnorisis of
the poem is Hecuba’s discovery of Polydorus’ body on the Thracian shore, where she has gone
to draw water to cleanse Polyxena’s corpse in preparation for her burial. The Ovidian scene
surpasses in tragic pathos and immediacy the anagnorisis of its Euripidean model, in which the
Trojan queen recognizes her son’s corpse after it is brought from the shore to the Achaean camp.
The Ovidian Hecuba’s first reaction is overwhelming sorrow which renders her speechless and
unable to shed any tears, but quickly her grief turns into boiling wrath and she immediately
decides to exact vengeance from the Thracian king. Her response contrasts sharply with that of

her Euripidean counterpart, who upon seeing Polydorus’ corpse bursts into a sung dirge for her
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son and only after Agamemnon’s refusal to punish Polymestor on her behalf does she resolve to
devise a revenge plot herself.

The Euripidean prologue is also reworked by Ovid in an epic fashion. A good example is
the introduction of the Hecuba narrative which recounts the murder of Polydorus by Polymestor.
The prologue of the Euripidean play in which the ghost of Polydorus recounts to the audience his
tragic end is transformed into third person epic narrative. Furthermore, the Roman poet inverts
the roles of narrator and addressee by having the external narrator make a pathetic apostrophe to
the dead Polydorus and at the same time relate the Trojan prince’s story to the reader. Thus,
whereas in Hecuba Polydorus is a speaking ghost, in the Metamorphoses he is reduced to a
voiceless corpse and his narrative role is assumed by the omniscient narrator. The Roman poet
also assimilates in his epic the Euripidean epilogue speech of a deus ex machina. A
representative instance is Virbius’ speech which constitutes a creative rewriting of Artemis’
epilogue speech as dea ex machina in HippS. Both are divine characters who offer a
retrospective account of the story of Hippolytus and Phaedra and at the same time recount
Hippolytus’ posthumous fate. What is more, the two speeches have the same narrative function:
just as the Euripidean Artemis tries to comfort Hippolytus for his imminent death, likewise
Virbius’ account of his own fate serves as a consolatory mythological exemplum by means of
which he attempts to soothe Egeria’s grief for her husband’s demise. Finally, another dramatic
component, which is absorbed and reconfigured by the Ovidian epic, is choral lyric. For instance,
the Theban women’s hymn to Bacchus evokes the tragic chorus’ hymnic invocation of the god in
the play’s parodos. The Theban women worshipping Bacchus resemble the chorus of the

Euripidean play, in that they employ the hymnic style and ritual diction of tragedy.
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The most comprehensive and illustrative example of Ovid’s epic reworking of tragic
elements is the Medea narrative in Book 7, which I construed as epicized “mega-tragedy”
covering Medea’s mythical res gestae, in the sense that each individual episode functions as the
epic counterpart to a conventional part of a tragedy. Thus, Medea’s monologue in the opening
episode was viewed as the structural equivalent of the expository prologue of the Nurse in
Euripides’ Medea, in that it offers an outline of important background details of Medea’s story
and anticipates later developments in the narrative, such as Jason’s betrayal and Medea’s
vengeance. The episodes of Aeson and Pelias function as “dramatic episodes”, while the
accounts of the ram’s rejuvenation and Pelias’ murder probably constitute epic versions of
messenger speeches recounting the same events in Euripides’ Peliades. I also argued that the
description of Medea’s flight over Greece is reminiscent of a choral “escape ode”, in which the
chorus wish that they may travel to distant locales. Just as the envisioned voyage of the chorus
journey contains allusions to other myths, which anticipate the play’s impending catastrophe,
likewise the Colchian’s real journey alludes to mythical stories, which implicitly foreshadow
Medea’s infanticide. What is more, Aegeus’ recognition of his son Theseus in the nick of time as
he is about to drink Medea’s poison, corresponds to the anagnorisis scene of Euripides’ Aegeus.
Finally, Medea’s escape from Athens in a conjured cloud forms the structural parallel of the
exodos of Euripides’ Medea, where she flies away from Corinth on Helios’ chariot.

Another conclusion that can be drawn from my investigation of Ovid’s appropriation of
his tragic predecessor is that the Roman poet reworks each Euripidean play in a different way by
employing a large variety of allusive techniques. The Bacchae are condensed into a 200 line epic
narrative whose four scenes correspond to an episode or conflation of episodes of the Euripidean

play. Thus, the opening confrontation between Pentheus and Tiresias blends elements from
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Dionysus’ prologue and the agon between the Theban king and the prophet in the first episode of
the Bacchae. The second scene, namely Pentheus’ harangue to the Theban people, fuses features
from the Theban king’s diatribe against Dionysus in the play’s first episode and his rallying of
the Theban army for an expedition against the Bacchants in the fourth episode. The third scene,
where the captured Acoetes, namely Bacchus in disguise, recounts the story of Dionysus and the
Tyrrhenian sailors, constitutes a conflation of the second episode of the Bacchae, where the
Theban king questions and imprisons the Lydian stranger, and the first messenger speech, in
which a herdsman recounts the failed attempt to capture Agave. Ovid substitutes the embedded
narrative of the Tyrrhenian sailors based on the Homeric Hymn to Dionysus for the messenger’s
report to the effect that Acoetes plays simultaneously the roles of the Homeric helmsman, the
Lydian stranger, and the Euripidean herdsman. The final scene, which describes the
dismemberment of Pentheus by the Bacchants, draws on the play’s second messenger speech and
at the same time evokes Theocritus’ Idyll 26. The most significant divergence between the
Euripidean and Ovidian Pentheus pertains to genre. Whereas the tragic Pentheus is a conflicted
character torn between his rational hybristic rejection of Dionysiac worship and his subconscious
desire to view the Bacchic rites, his epic counterpart is a one-dimensional character solely driven
by his extreme wrath and surpassing his model in terms of irascibility, impatience, and
ruthlessness by evoking Virgilian figures, such as Pyrrhus, Turnus, and Mezentius.

Moreover, the Roman poet grafts constituent elements of the Bacchae, which he did not
incorporate in the Pentheus episode, into the narratives of the Minyads and Orpheus by means of
“fragmentation”. In particular, the Minyads’ hybris consists in their rejection of Bacchus’
divinity and thus recalls the questioning of the god’s divine paternity by the daughters of

Cadmus in the Euripidean play; the Theban women’s hymn to Bacchus echoes the tragic chorus’
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hymnic invocation of the god in the play’s parodos; and Bacchus’ miraculous appearance to the
sisters evokes the god’s epiphany to the Asian Bacchants. The account of Orpheus’ sparagmos
alludes to the dismemberment of the Euripidean Pentheus by assimilating features from the
play’s second stasimon and the two messenger speeches. For example, the preliminary attack of
the Thracian maenads against Orpheus, which is repelled by the bard’s counteracting magical
song creatively reworks the initial assault of the Bacchants against Pentheus in the second
messenger speech, which proves unsuccessful because he is sitting on the fir tree beyond the
range of their missiles. Furthermore, the attack of the Thracian maenads against the farmers
followed by the dismemberment of their oxen evokes by means of explicit verbal reminicences
the scene in the first messenger speech of the play, where the Bacchants launch an assault against
the herdsmen after their failed attempt to abduct Agave and proceed to tear their cattle to pieces.

Finally, both the Minyads and Orpheus may be viewed as “refractions” of the Euripidean
Pentheus. The daughters of Minyas are depicted as less impious than Pentheus, in the sense that
they only refuse to take part in Bacchic worship by remaining inside their home, whereas the
Theban king not only doubts Dionysus’ divine nature, but also attempts to obstruct the
establishment of his cult in Thebes. Orpheus, on the other hand, can be characterized as an ““anti-
Pentheus”, in that he is a priest of Bacchus torn apart by the sacrilegious Thracian maenads, who
are subsequently punished by the god.

Ovid reworks Euripides’ Medea in his Medea narrative in Book 7 by drastically
abridging the main plot of the drama in a few lines and expanding the play’s peripheral elements
into full-fledged narratives. In particular, the brief retrospective allusions to the Colchis episode
and the murder of Pelias are developed in the Metamorphoses into self-contained stories.

Medea’s flight on Helios’ chariot in the play’s exodos is converted into three different aerial

413



journeys (i.e. Medea’s flight over Thessaly in search for herbs for Aeson’s rejuvenation and her
aerial escapes from lolcus and Corinth). Furthermore Medea’s stay in Athens, which is
anticipated in the Euripidean play, becomes in Ovid the denouement of his narrative. I argued
that Ovid’s portrayal of Medea in Colchis constitutes a paradoxical fusion of the mature
Euripidean Medea, the cunning infanticide, and Apollonius’ heroine, the gullible maiden in love.
The Roman poet fashions the lolcus episode by drawing on Euripides’ Peliades and at the same
time alluding to Euripides’ Medea. For example, Medea’s trickery of the Peliades evokes her
deception of Creon and Aegeus, while the ram’s rejuvenation and the murder of Pelias recall
through “fragmentation” the demise respectively of the Corinthian princess and Creon. The
narrator’s miniature outline of the Corinthian episode is reminiscent of Medea’s own sketch of
her revenge scheme in the Euripidean play. The concluding narrative in Athens is modeled on
Euripides’ Aegeus and also contains subtle allusions to the exchange between the Athenian king
and the Colchian in Euripides’ Medea. In addition, I contended that Procne, Althaea, and
Deianira constitute “refractions” of Euripides’ Medea, in the sense that they can be viewed as
graded variants of the tragic heroine. Procne is an amplified version of Medea surpassing her in
cruelty and ruthlessness; Althaea constitutes a more humanized variant of the Euripidean
protagonist in terms of her profound contrition for her filicide; finally, Deianira is merely an
“aspiring Medea”, in that she entertains a plot of dispatching her erotic rival, but eventually
abandons it.

The Ovidian narrative of Hecuba in Book 13 constitutes an epic rewriting of Euripides’
Hecuba, in that it reconfigures the central plot elements of the Greek play, namely Polydorus’
murder, the sacrifice of Polyxena, Hecuba’s vengeance, and the Trojan queen’s metamorphosis.

The Roman poet’s emulation of his tragic antecedent is reflected in the portrayal of his female
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protagonists. Polyxena outdoes her Euripidean counterpart both with regard to female sensuality
and the usurping of male characteristics, such as courage and ambition for heroic glory, while
Hecuba surpasses her tragic model in terms of the emotional intensity of her dirge for Polyxena
and the savagery of her vengeance on Polymestor.

I also attempted to show that the story of Virbius and Egeria in Book 15 appropriates
elements from both the extant Hippolytos Stephanephoros and the fragmentary Hippolytos
Kalyptomenos. In particular, the messenger report of HippS recounting Hippolytus’ fatal chariot
ride is refashioned into Virbius’ posthumous narrative of his own violent demise, while the
prologue and epilogue of Virbius’ speech evoke Artemis’ epilogue speech as dea ex machina. In
particular, they are both divinities who offer a retrospective account of the story of Phaedra and
Hippolytus and at the same time relate Hippolytus’ posthumous fate. Moreover, the two speeches
share a consolatory purpose, in that just as Artemis attempts to comfort Hippolytus for his
impending demise, similarly Virbius employs the narrative of his own death as a mythological
exemplum through which he tries to alleviate Egeria’s sorrow for her husband’s passing. Both
speakers, however, are ironically unsuccessful in lifting the spirits of their addressees owing to
the fact that they utilize unsuitable arguments. Finally, the Ovidian story deviates in certain ways
from HippS, namely the manner in which Phaedra’s passion is revealed to Hippolytus, the role of
Aphrodite, and the moment of Hippolytus’ death, evoking HippK instead. Finally, it has been
argued that Ovid reworks Euripides’ Alcestis by means of “fragmentation”, in the sense that he
transposes elements of the Euripidean play into the narrative of Orpheus and Eurydice in Book
10. In particular, Ovid’s ironical portrayal of Orpheus as cowardly, hypocritical, and unfaithful
evokes the characterization of Admetus; the bard’s song in Hades assimilates and repurposes the

Euripidean play’s rhetorical topoi about death’s inevitability; and most significantly the happy
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reunion of the Ovidian couple in the Underworld recalls the blissful denouement of the Greek
play, where Admetus is reunited with Alcestis.

The final conclusion that can be derived from this study pertains to Ovid’s intertextual
relationship with Virgil, his most immediate Roman predecessor. In particular, the Ovidian
reception of Euripidean drama emulates the Virgilian appropriation of the Greek tragedian. To
begin with, as we saw in Chapter 1, Virgil incorporates in the Aeneid figurative incarnations of
characters of the Bacchae. Dido in Book 4 views herself in her sleep as Pentheus pursued by the
Furies and is likened to a frenzied maenad, as a means to illustrate her overwhelming wrath after
her abandonment by Aeneas, and she contemplates tearing the Trojan hero to pieces. Amata in
Book 7 plays the role of a pseudo-Bacchant in an attempt to thwart the marriage of Aeneas and
Lavinia and organizes a fake Bacchic festival; similarly Helen assumes the part of a counterfeit
maenad and arranges a counterfeit Bacchic ritual as a ploy to facilitate the Greek invasion in
Troy; finally, the comparison of Sibyl to a Bacchant reflects her prophetic madness and
possession by Apollo. Ovid in reworking the Bacchae not only recounts the story of the real
Pentheus and the Theban Bacchants in Book 3, but also includes in his poem figures with
Bacchic features reminiscent of their Virgilian counterparts. As I discussed in Chapter 2, Byblis’
portrayal as a figurative Bacchant in Book 9, which is illustrative of her erotic frenzy after her
rejection by Caunus, echoes the comparison of Dido to a maenad and Procne’s disguise as a
Bacchant and participation in the Thracian Bacchic rites as a stratagem to rescue Philomela
alludes to the depiction of Amata as a pseudo-maenad. Moreover, Medea is compared to a
Bacchant while conducting Aeson’s rejuvenation ritual, in that she exhibits maenadic

characteristics, such as streaming hair and ritual cries. Finally, Ovid portrays Hecuba as a

416



figurative Bacchant in the scene of Polymestor’s blinding in terms of her superhuman strength
and her immunity to the Thracian weapons.

In Chapter 1 I analyzed Dido and Venus as “refractions” of Euripides’ Medea. After her
desertion by Aeneas the enraged Carthaginian queen envisions exacting revenge from the Trojan
hero by murdering Ascanius thereby evoking the Euripidean heroine, who commits filicide in
order to avenge herself on Jason for abandoning her for the Corinthian princess. Dido, however,
does not fulfill her revenge fantasy and thus can be viewed as an “aspiring” Medea. Furthermore,
Venus in Book 1 is depicted as a figurative Medea, in that she dispatches to Dido her son Cupid
in the guise of Ascanius bearing a robe and a crown as guest gifts, a scene which echoes the
Colchian’s sending of her sons to the Corinthian princess carrying a poisoned robe and a diadem
as bridal presents. Medea’s deadly presents bring about the Corinthian princess’ fiery death,
while Cupid’s “blazing” embrace instills burning passion for Aeneas in Dido, which ultimately
results in her suicide. In rewriting Euripides’ Medea Ovid includes in his poem both the entire
career of the real Medea as well as multiple “refractions” of the Euripidean protagonist, namely
Procne as “overblown Medea”, Althaea as “humanized Medea”, and Deianira as “would-be
Medea”.’

Virgil recounts in Aeneid 3 a short narrative about Polydorus, which alludes to Euripides’
Hecuba, but constitutes an alternative mythical variant of the murder of the Trojan prince by
Polymestor. Ovid vies with his epic antecedent’s refashioning of the Euripidean play in two
ways. First, he follows closely the mythical plot of his tragic predecessor instead of that of the
Aeneid and at the same time makes subtle allusions to the discarded Virgilian version in the
prologue of his narrative and in the opening of his own “Aeneid”. Second, he expands the brief

Virgilian episode by incorporating in his story all the major components of the Euripidean play,
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i.e. Polydorus’ murder, Achilles’ epiphany, Polyxena’s sacrifice, and Hecuba’s revenge. Finally,
the Virgilian episode of Virbius in Aeneid 7 is based on Callimachus’ Aetia (fr. 190), but at the
same time echoes Euripides’ HippS by alluding to Phaedra’s passion, Theseus’ deadly curse, and
Hippolytus’ chariot crash. Ovid’s Virbius and Egeria narrative in Metamorphoses 15
concurrently adapts the miniature Virgilian variant of the myth and augments it by extensively
reworking aspects of both HippS (e.g. the messenger report) and HippK (e.g. Phaedra’s direct

confrontation of Hippolytus).

418



Bibliography

Acosta-Hughes, B. (2010) “The prefigured muse: rethinking a few assumptions on Hellenistic
poetics,” in A companion to Hellenistic literature, (eds.) Clauss, J.J., Cuypers, M., Chichester:
81-91.

Adams, J. N. (1982) The Latin sexual vocabulary: Baltimore.

Albis, R. V. (1993) “Aeneid 2.57-59: the Ennian background,” HSPh 95: 319-322.

Alvarez Moran, M. C. and Iglesias Montiel, R. M. (2006) “Hécuba, “mater orba” (Ov. Met. XIII
399-575),” in Koinos 16gos: homenaje al profesor José Garcia Lépez, (eds.) Calder6n Dorda,
E. Morales Ortiz, A., and Valverde Sanchez M., Murcia: 35-50.

Ambiihl, A. (2010) “Narrative hexameter poetry,” in A companion to Hellenistic literature,
(eds.) Clauss, J.J., Cuypers, M., Chichester: 151-165.

Anderson, W. S. (1972) Ovid's Metamorphoses, Books 6-10. Oklahoma.

__ (1982) “The Orpheus of Virgil and Ovid; flebile nescio quid,” in Orpheus, the
metamorphoses of a myth, (ed.) Warden, J., Toronto: 25-50.

___(1997) Ovid's Metamorphoses, Books 1-5. Oklahoma.

Baraz, Y. (2009) “Euripides’ Corinthian princess in the Aeneid,” CPh 104.3: 317-330.

Barchiesi, A., Rosati, G. (2007) Ovidio: Metamorfosi, volume II (libri III-IV). Milano.

Barkhuizen, J. H. (1979) “The psychological characterization of Medea in Apollonius of Rhodes,
Argonautica 3.744-824,” AClass 22: 33-48.

Barrett, W. S. (1964) Euripides: Hippolytus. Oxford.

419



Bessone, F. (1997) P. Ovidii Nasonis Heroidum epistula XII. Firenze.

__(1998) “Medea leonessa infanticida. Ovidio, Seneca e un paradosso euripideo,” Quaderni
del dipartimento di filologia classica di Torino 11: 192-193.

Bing, P. (2011) “Afterlives of a tragic poet: the hypothesis in the Hellenistic reception of
Euripides,” in Ancient scholarship and grammar: archetypes, concepts and contexts, eds.
Matthaios, S., Montanari, F., and Rengakos, A. Berlin/Boston: 199-206.

Binroth-Bank, C. (1994) Medea in den Metamorphosen Ovids. Frankfurt.

Bomer, F. (1969-1986) P. Ovidius Naso: Metamorphosen. 7 vols. Heidelberg.

Bowra, C. M. (1952) “Orpheus and Eurydice,” CQ 2: 113-126.

Brown, M. K. (2002) The Narratives of Konon. Munich.

Burzacchini, G. (2002) “‘Flectere si nequeo superos, Acheronta movebo’ (Verg. Aen. VII
312): ‘furores’ e guerra nel Lazio (con osservazioni sull’ influsso di Euripide nel VII canto
dell’ Eneide),” AVM 70: 19-61.

Cairns, F. (1992) “Theocritus, Idyll 26,” PCPhS 38: 1-38.

Casali, S. (1995) “Tragic irony in Ovid, Heroides 9 and 11,” CQ 45: 505-511.

__(1998) “Ovid’s Canace and Euripides’ Aeolus: Two notes on Heroides 11,” Mnemosyne
51:700-710.

___(2007) “Correcting Aeneas’s Voyage: Ovid’s Commentary on Aeneid 3,” TAPhA 137: 181-
210.

___(2009) “Ovidian intertextuality”, in A companion to Ovid, (ed.) Knox, P. E., Chichester:
341-354.

420



Cassola, F. (1975) Inni omerici. Milano.

Cecchin, S. A. (1997) “Medea in Ovidio fra elegia ed epos,” in Atti delle giornate di studio su
Medea, (ed.) Uglione, R., Torino: 69-89.

Ciappi, M. (1998) “Contaminazioni fra tradizioni letterarie affini di ascendenza tragica nel
racconto ovidiano del mito di Procne e Filomela (met. VI 587-666),” Maia 50: 433-463.

Clauss, J.J. (1997) “Conquest of the mephistophelian Nausicaa: Medea’s role in Apollonius’
redefinition of the epic hero,” in Medea: essays on Medea in myth, literature, philosophy, and
art, (eds.) Clauss, J. J. and Johnston, S. 1., Princeton: 149-177.

Collard, C. (1975) “Medea and Dido,” Prometheus 1: 131-151.

Collard, C. Cropp. M. J., (2008) Euripides: fragments. Volumes I-II. Cambridge, Mass.

Coo, L. (2010) “The speech of Onetor (Ovid Met. 11.346-381) and its tragic model (Euripides
IT 236-339),” SIFC 8.1: 86-106.

Curley, D. (1997) “Ovid, Met. 6.640: A dialogue between mother and son,” CQ 47: 320-
332.

___(1999) Metatheater: heroines and ephebes in Ovid's Metamorphoses.
PhD dissertation. University of Washington, Seattle.

___(2003) “Ovid’s Tereus: theater and metatheater,” in Sommerstein, A. H. (ed.) Shards from
Kolonos: studies in Sophoclean fragments. Bari: 163-97.

__(2013) Tragedy in Ovid: theater, metatheater, and the transformation of a genre.
Cambridge.

Currie, H. Macl. (1981) “Ovid and the Roman stage”, ANRW 2.31.4: 2701-2742.

Cusset, C. (1997) “Theocrite, lecteur d’Euripide: I’exemple des Bacchantes”, REG 110: 454-468.

421



__(2001) Les Bacchantes de Théocrite. Paris.

__(2002-2003) “Tragic elements in Lycophron’s Alexandra”, Hermathena 173/174: 137-153.

Dangel, J. (1995) Accius: Oeuvres (fragments). Paris.

Danielewicz, J. (1990) “Ovid’s hymn to Bacchus (Met. 4.11ff.): tradition and originality”,
Euphrosyne 18: 73-84.

D’Anna, G. (1959) “La tragedia latina archaica nelle Metamorphosi,” in Atti del convegno
internazionale Ovidiano, 2: 217-234.

Davis, P. J. (1995) “Rewriting Euripides: Ovid, Heroides 4,” Scholia 4: 41-55.

Diggle, J. (1981-1994) Euripidis Fabulae (3 vol.). Oxford.

Dippel, M. (1990) Die Darstellung des trojanischen Krieges in Ovids Metamorphosen (XII 1-
XIII 622). Frankfurt.

Dodds, E. R. (1960) Euripides: Bacchae. Oxford.

Dyck A. R. (1989) “On the Way from Colchis to Corinth: Medea in Book 4 of the Argonautica,”
Hermes 117: 455-70.

Egan, R. B. (1996) “A reading of the Helen-Venus episode in Aeneid 2,” EMC 40: 379-395
___(2001) “Orpheus and the Ciconian women: the crux at Vergil, Georgics 4.520,” Mouseion
1.1: 55-68.

Fantuzzi, M., Hunter, R, (2004) Tradition and innovation in Hellenistic poetry. Cambridge.

Feldherr, A. (1997) “Metamorphosis and sacrifice in Ovid’s Theban narrative,” MD 38: 25-55.

422



Fenik, B. C. (1960) The influence of Euripides on Vergil’s Aeneid. PhD dissertation. Princeton
University.

Fernandelli, M. (1996) “Invenzione mitologica e tecnica del racconto nell’ episodio virgiliano di
Polidoro (Aen. 3.1-68),” Prometheus 1996 22: 247-273.

___(1997) “Il prologo divino dell’ Eneide: (il prologo delle Troiane di Euripide e Aen. 1.34-
52),” Lexis 15: 99-115.

___(2002) “Come sulle scene: Eneide IV e la tragedia,” Quaderni del Dipartimento di
filologia, linguistica e tradizione classica A. Rostagni. 19: 141-211.

Galasso, L. (2000) Ovidio: opere. Torino.

Ganiban, R. T. (2008) “The dolus and glory of Ulysses in Aeneid 2,” MD 61: 57-70.

Gibson, C. A. (1999) “Punitive blinding in ‘Aeneid’ 3,” CW 92 (4): 359-366.

Gigante Lanzara, V. (2010) “Echi dell’ Elena euripidea nell’ Alessandra,” PP 65: 257-264.

Gildenhard, 1. (2010) “Buskins & SPQR: Roman receptions of Greek tragedy,” in
Beyond the fifth century: interactions with Greek tragedy from the fourth century BCE to the
Middle Ages, (eds.) Gildenhard, 1. and Reverman, M., Berlin/New York: 153-185.

Gildenhard, 1., Zissos, A. (1999) “‘Somatic economies’: tragic bodies and poetic design in Ovid's
Metamorphoses”, in Ovidian transformations: essays on the Metamorphoses and its
reception, (eds.) Hardie, P., Barchiedi, A., and Hinds, S., Cambridge: 162-181.

___(2007) “Barbarian variations: Tereus, Procne, and Philomela in Ovid (Met. 6.412-647)
and beyond. Dictynna 4: 2-18.

Gow, A.S.F. (1952) Theocritus. Cambridge.

Gregory, J. (1999) Euripides: Hecuba. Atlanta.

423



Grimm, R. E. (1967) “Aeneas and Andromache in Aeneid III,” AJP 88: 151-62.

Gutzwiller, K. (2007) A guide to Hellenistic literature. Chichester.

Hahnemann, C. (1999) “Zur Rekonstruktion und Interpretation von Sophokles’ Aigeus,” Hermes
127: 385-396.

Halleran, M. R. (1995) Euripides: Hippolytus. Warminster.

Harder, A. (2012) Callimachus: Aetia. Oxford.

Hardie, P. (1990) “Ovid’s Theban history: the first anti-Aeneid?,” CQ 40: 224-235.

___(1997) "Virgil and Tragedy," in The Cambridge companion to Virgil, (ed.)
Martindale, C., Cambridge: 312-326.

Harrison, E. L. (1972-73) "Why did Venus wear boots?" PVS 12: 10-25.

___(1989) “The tragedy of Dido,” EMC 33: 1-21.

Heath, J. (1994) “The failure of Orpheus,” TAPhA 124: 163-196.

___(1996) “The stupor of Orpheus: Ovid’s Metamorphoses 10.64-71,” CJ 91: 353-370.

Heinze, R. (1993) Virgil’s epic technique. Bristol.

Henrichs, A. (1978) “Horaz als Aretaloge des Dionysos: credite posteri,” HSPh 82: 203-211.

Herter, (1980) “Die Delphine des Dionysos,” Archaiognosia 1: 101-134.

Hinds, S. E. (1993) “Medea in Ovid: scenes from the life of an intertextual heroine,” MD 30:9-
47.

424



___ (2005) “Dislocations of Ovidian time,” in La representation du temps dans la poésie
augustéenne, (ed.) Schwindt, J. P., Heidelberg: 203-230.

Hollis, A.S. (2009) Callimachus: Hecale. Oxford.

Hopkinson, N. (2000) Ovid: Metamorphoses Book XIII. Cambridge.

Horsfall, N. (2000) Virgil, Aeneid 7. Leiden/Boston.

___(2008) Virgil, Aeneid 2. Leiden/Boston.

Hughes, L. B.| (1995) After the fall: epic, tragedy, and Vergil's Trojan women. PhD dissertation.
University of Iowa.

___(2003) “Euripidean Vergil and the smoke of a distant fire,” Vergilius 49: 69-83.

Hunter, R. (1987) “Medea’s flight: the fourth book of the Argonautica,” CQ 37: 129-139.

____(1989) Apollonius of Rhodes, Argonautica Book III. Cambridge.

Hutchinson, G. O. (1988) Hellenistic poetry. Oxford.

Ingleheart, J. (2010) “‘I'm a celebrity, get me out of here’: the reception of Euripides’
Iphigenia among the Taurians in Ovid's exile poetry,” in Beyond the fifth century:
interactions with Greek tragedy from the fourth century BCE to the Middle Ages, (eds.)
Gildenhard, I. and Reverman, M., Berlin/New York: 219-246.

Jacoby, F. (1923-1958) Die Fragmente der griechischen Historiker. Berlin.

James, A. W. (1975) “Dionysus and the Tyrrhenian pirates,” Antichthon 9: 17-34.

James, P. (1991-1993) “Pentheus anguigena — sins of the ‘father’”” BICS 38: 81-93.

425


javascript:void(0);

Janan, M. (2004) “The snake sheds its skin: Pentheus (re)imagines Thebes,” CPh 99: 130-146.
___(2009) Reflections in a serpent’s eye: Thebes in Ovid’s Metamorphoses. Oxford.

Janka, M. (1997) Ovid: Ars Amatoria Buch 2. Heidelberg.

Jocelyn, H. D. (1967) The tragedies of Ennius, Cambridge.

Kannicht, R. (2004) Tragicorum Graecorum fragmenta, Vol. 5 Euripides. Gottingen.

Katsouris, A. G. (1975) Linguistic and stylistic characterization: tragedy and Menander. PhD
Dissertation. University of loannina.

Keith, A. (2002a) “Sources and genres in Ovid’s Metamorphoses,” in Brill’s companion to Ovid,
(ed.) Boyd, B. W., Leiden/Boston: 235-269.

___(2010) “Dionysiac theme and dramatic allusion in Ovid's Metamorphoses 4,” in
Beyond the fifth century: interactions with Greek tragedy from the fourth century BCE to the
Middle Ages, (eds.) Gildenhard, 1. and Reverman, M., Berlin/New York: 187-217.

Kenney, E. J. (2008) ““Est deus in nobis’: Medea meets her maker,” in Brill’s companion to
Apollonius Rhodius (2™ ed.), (eds.) Papanghelis, T. D. and Rengakos, A., Leiden/Boston:
363-385.

__ (2011) Ovidio: Metamorfosi, volume IV (libri VII-IX). Milano.

Knight, V. (1991) “Apollonius Rhodius, Argonautica 4.167-70 and Euripides’ Medea,” CQ 41:
248-50.

Knox, P. E. (1986) “Ovid’s Medea and the authenticity of Heroides 12,” HSPh 90: 207-223.

Kohnken, A. (2010) “Apollonius’ Argonautica,” in A companion to Hellenistic literature, (eds.)
Clauss, J.J., Cuypers, M., Chichester: 136-150.

426



[Konig,]A. (1970) Die Aeneis und die griechische Tragodie: Studien zur Imitatio-Technik
Vergils. Berlin.

Kovacs, D. (1995) Euripides: Children of Heracles; Hippolytus; Andromache; Hecuba.
Cambridge Mass.

Krummen, E. (2004) “Dido als Ménade und tragische Heroine. Dionysische Thematik und
Tragddientradition in Vergils Didoerzdhlung,” Poetica 36: 25-69.

La Penna, A. (1988) “Gli archetipi epici di Camilla,” Maia 1988 40: 221-250.

Larmour, D. H. (1990) “Tragic contaminatio in Ovid's Metamorphoses: Procne and Medea;
Philomela and Iphigeneia (6. 424-674); Scylla and Phaedra (8. 19-151),” ICS 15: 131-141.

Lyne, R. (1987) Further voices in Vergil’s Aeneid. Oxford.

Makowski, J. F. (1996) “Bisexual Orpheus: pederasty and parody in Ovid,” CJ 92: 25-38.

Manuwald, G. (2011) Roman Republican theatre. Cambridge.

March, J. (2000) “Vases and tragic drama: Euripides’ Medea and Sophocles’ lost Tereus” in
Word and image in ancient Greece, (eds.) Rutter, N. K. and Sparkes, B. A. Edinburg: 119-
139.

___(2003) “Sophocles’ Tereus and Euripides’ Medea, in Shards from Kolonos: studies in
Sophoclean fragments, (ed.) Sommerstein, A. H., Bari/Levante: 139-161.

Martina, A. (1990) “La ‘Medea’ di Seneca, Euripide e Ovidio,” QCTC 8: 133-156.

Mastronarde, D. J. (2002) Euripides: Medea. Cambridge.

____(2010) The art of Euripides: dramatic technique and social context. Cambridge.

427


javascript:ABLFrame.Search('authorname:%22K%C3%B6nig,%20Annemarie,%201940-%22',%20'user',%20'',%20'detail');

McKeown, J. C. (1998) Ovid Amores book 2, vol. III. Leeds.

McNamara, J. (2010) “The frustration of Pentheus: Narrative momentum in Ovid’s
Metamorphoses 3.511-731,” CQ 60: 173-193.

Miller, J. F. (1990) “Orpheus as owl and stag: Ovid Met. 11.24-27,” Phoenix 44: 140-147.

Mills, S. (1997) Theseus, tragedy, and the Athenian empire. Oxford.

Mossman, J. (1995) Wild justice: a study of Euripides " Hecuba. Oxford.

Mynors, R. A. B. (1972) P. Vergili Maronis Opera. Oxford.

Nachstidt, W., Sieveking, W., Titchener, J. B. (1935) Plutarchi Moralia, vol. 2. Leipzig.

Neumeister, C. (1986) “Orpheus und Eurydike. Eine Vergil-Parodie Ovids,” WJA 12: 169-181.

Newlands, C. (1997) “The Metamorphosis of Ovid’s Medea” in Medea: essays on Medea in
myth, literature, philosophy, and art, (eds.) Clauss, J. J. and Johnston, S. I., Princeton: 178-
208.

Nikolaidis, A. G. (1984) “The figure of Medea in the works of Ovid,” in A’ ITaveAAnvio
Yvundécro Aatvik®v Znovddv. loannina.

__(1985) “Some observations on Ovid’s lost Medea,” Latomus 44: 383-387.

Nugent, G. (2008) “Passion and progress in Ovid’s Metamorphoses,” in Passions and Moral
Progress in Greco-Roman Thought, (ed.) Fitzgerald, J. T., London and New York: 153-174.

Panoussi, V. (1998) “Epic transfigured: Tragic allusiveness in Vergil’s Aeneid,” PhD
dissertation. Brown University.

___(2009) Greek tragedy in Vergil's Aeneid: ritual, empire, and intertext. Cambridge.

428



Papadopoulou, T. (1997) “The presentation of the inner self: Euripides’ Medea 1021-55 and
Apollonius Rhodius’ Argonautica 3.772-801,” Mnemosyne 50.6: 641-664.

Papaioannou, S. (2007) Redesigning Achilles: ‘Recycling’ the Epic Cycle in the ‘Little Iliad’
(Ovid, Metamorphoses 12.1-13.622). Berlin/New York.

Papathomopoulos, M. (1968) Antoninus Liberalis: Les Métamorphoses. Paris.

Parker, L.P.E (2007) Euripides: Alcestis. Oxford.

Parsons, P. J. (1974) The Oxyrhynchus papyri XLII. London.

Paschalis, M. (2003) “Names, semantics and narrative in Ovid's Polydorus and Polyxena
episodes and their intertexts (Euripides’ Hecuba and Virgil's Aeneid),” SIFC 1.1-2: 142-159.

Philippides, K. (1996) “Canace misunderstood: Ovid’s Heroides XI,” Mnemosyne 49: 426-439.

Poschl, V. (1978) “Virgile et la tragedie,” in Chevallier (ed.) Presence de Virgile. Paris: 73-79.

Quinn, K. (1963) “Virgil's tragic queen”, in Latin explorations: critical studies in Roman
literature. London: 29-58.

Radt, S. (1985) Tragicorum Graecorum Fragmenta, Vol. 3 Aeschylus. Gottingen.

Reckford, K. (1961) "Latent tragedy in Aeneid VII, 1-285." AJP 82: 252-69.

__ (1981) “Helen in Aeneid 2 and 6,” Arethusa 14: 85-99.

__(1995-1996) “Recognizing Venus (I): Aeneas meets his mother,” Arion 3: 1-42.

Reggi, G. (1995) “Le Argonautiche nelle Metamorfosi di Ovidio: studio su fonti, modelli

429



et possibilita d'uso didattico,” in Aspetti della poesia epica latina: atti del Corso d'

aggiornamento per docenti di Iatino e greco del Canton Ticino, (ed.) Reggi, G., Lugano: 109-
141.

Rocha-Pereira, M. H. (1989-1990) Pausaniae Graecae descriptio. Teubner.
Romeo, A. (2012) Orfeo in Ovidio: la creazione di uno nuovo epos. Soveria Mannelli.
Rosati, G. (2009) Ovidio: Metamorfosi, volume III (libri V-VI). Milano.

Rosato, C. (2005) Euripide sulla scena latina arcaica: la Medea di Ennio e le Baccanti di
Accio. Lecce.

Scarpi, P. (2001) Apollodoro: I miti greci (Biblioteca). Lorenzo Valla.
Schierl, P. (2006) Die Tragoddien des Pacuvius. Berlin/Boston.
Schiesaro, A. (2008) “Furthest voices in Virgil’s Dido,” SIFC 4a ser. 6 (1): 60-109.

Schmitzer, U. (2003) “Video meliora proboque, deteriora sequor: Ovid und seine Medea,” in
Spurensuche, ed. Kussl, R., Miinchen: 21-47.

Seaford, R. (1984) Euripides: Cyclops. Oxford.
____(2001) Euripides: Bacchae. Warminster.
Segal, C. (1972) “Ovid’s Orpheus and Augustan ideology,” TAPhA 103: 473-494.

___(1984) “Senecan baroque. The death of Hippolytus in Seneca, Ovid, and
Euripides,”[TAPhA|114: 311-325.

___(1989) “Virgil and Ovid on Orpheus: a second look,” in Orpheus: the myth of the poet.
Baltimore: 73-94.

430


http://www.annee-philologique.com.ezp-prod1.hul.harvard.edu/aph/index.php?do=notice&num=7

__(1999) “Ovid’s Meleager and the Greeks: trials of gender and genre,” HSPh 99: 301-340.

___(2002) “Black and white magic in Ovid's Metamorphoses: passion, love, and art,” Arion
9: 1-34.

Shackleton Bailey, D. R. (2008) Q. Horatius Flaccus Opera. Stuttgart.

Smith, R. M. (1999) “Deception and sacrifice in Aeneid 2.1-249” AJPh 120 (4): 503-523.

Sommerstein, A. H., Fitzpatrick, D., Talboy T. (2006) Sophocles: selected fragmentary plays,
vol. 1. Oxford.

Spaltenstein, F. (2008) Commentaire des fragments dramatiques de Livius Andronicus. Brussels.

Steudel, M. (1992) Die Literaturparodie in Ovids Ars Amatoria. Hildesheim/Ziirich/New York.

Swanepoel, J. (1995) “Infelix Dido: Vergil and the notion of the tragic,” Akroterion 40: 30-46.

Tarrant, R. J. (1981) “The authenticity of the letter of Sappho to Phaon (Heroides 15),” HSPh 85:
133-53.

___(1995) “Ovid and the failure of rhetoric,” in Ethics and rhetoric: classical essays
for Donald Russell on his seventy-fifth birthday, (eds.) Innes, D., Hine, H., and Pelling, C.,
Oxford: 63-74.

___(2004) P. Ovidi Nasonis Metamorphoses. Oxford.

Tedeschi, G. (2002) “Lo spettacolo in eta ellenistica e tardo-antica nella documentazione
epigrafica e papiracea,” PapLup: 87-187.

Thomas, R. (1988) Virgil: Georgics (v. 2, Books III-IV). Cambridge.

Vaughn, J. W. (1976) The Megara (Moschus IV). Bern.

431



Venini, P. (1952) “L’Ecuba di Euripide e Ovidio Met. XIII 429-576 RIL 85: 364-377.

Vian, F., Delage, E. (1974-1981) Apollonios de Rhodes: Argonautiques. Paris.

Vogel, F. (1964-1969) Diodori bibliotheca historica. Teubner.

West, M. L. (2003) Greek epic fragments from the seventh to the fifth centuries BC. Harvard.

Williams, G. (1992) “Ovid’s Canace: Dramatic irony in Heroides 11,” CQ 42: 201-209.

Wilson, N. G. (1997) Aelian: historical miscellany. Cambridge, Mass.

Wissmann, J. (2010) “Education”, in A companion to Hellenistic literature, (eds.) Clauss, J. J.
and Cuypers, M., Chichester: 62-77.

Wlosok, A. (1976) “Vergils Didotragddie. Ein Beitrag zum Problem des Tragischen in der
Aeneis,” in Studien zum antiken Epos, (eds.) Gorgemanns, H. and Schmidt, E., Beitrdge zur
klassischen Philologie 72, Meisenheim am Glan: 228-50.

Zarker, W. (1969) “Amata: Vergil's other tragic queen,” Vergilius 15: 2-24.

432



