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PREFACE

My first aquaintance with ancient Greek novels was at the high school, when I
read the translation of Longus’ Daphnis and Chloe. The novel was simply
beautiful, the most beautiful love story I had read since then. As no other
translations from ancient Greek novels are available in Estonian until now, the
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fourth year of bachelor studies at the University of Tartu, when I read Achilles
Tatius’ novel Leucippe and Clitophon at the suggestion of my supervisor Janika
Péll. The novel captured me immediately, as it was so different, so bold, even
shocking when compared to the novel of Longus. Then I began with the studies
of Tatius’ style and found it more and more astonishing, how thoroughly did an
ancient writer devise and compose his work. This thesis is my attempt to
enlighten some aspects of his magnificent style.

I would like to express my sincerest gratitude to my supervisor PhD Janika
Péll for her guidance and thoroughness, which have helped me through the
many years [ have spent studying the novel of Achilles Tatius and the rhetorical
figures. I am very grateful to PhD Maarit Kaimio and PhD Koen De Temmer-
man for their remarks and recommendations made during the prelimiary review
of this dissertation. Likewise, I am very thankful to Raili Marling for correcting
my English.

I would also like to thank all my friends and colleagues for all the help and
moral support. My special thanks, besides Janika Pill, to Annika Kuuse, Urmas
Nommik and Kaarina Rein for helping me with acquiring the secondary
literature necessary for writing the thesis. The exchange program between the
University of Tartu and University of Goéttingen has allowed me to use the
University library in Goéttingen in years 1999 and 2004 and the CIMO
scholarship enabled me to work in the University library in Helsinki in 2003.
The preparation of this thesis was partially supported from the Estonian
Research Council’s project PUT132 (project leader Janika Péll).

My warmest thanks, however, belong to my family: my parents, who have
surrounded me with books and filled me with desire to get acquainted with the
ancient world since I was a child; my brothers and sister, who have urged me to
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INTRODUCTION

Ancient Greek novels, once popular, but forgotten for many centuries, have
caught attention again in the recent decades and their literary value is appre-
ciated more and more. Scholarly interest in their composition, literary origin,
character portrayal, social and literary context, connections to rhetorical theo-
ries, etc., has also been growing over the years, starting from the middle of the
20th century.' In recent years, the novels have been increasingly studied from
the narratological perspective.”

This doctoral thesis studies the narrative style of one of the authors of an-
cient Greek novels, Achilles Tatius, in his novel Leucippe and Clitophon and
concentrates on the relations between different genres, narrative tempo and
rhetorical figures occurring in this narrative text. The dissertation continues the
theme of my MA-thesis, where the occurrence of rhetorical figures in four diffe-
rent text-types (ego-narration, dialogues, speeches and letters) in Leucippe and
Clitophon were studied. The idea to divide the whole novel into different genres
and sub-genres was inspired by this analysis, where these four text-types in-
cluded sections with various contents and purposes. Therefore, the intention
was to study the use of rhetorical figures in each (sub-)genre in this novel.

One of the initial hypotheses issuing from my MA thesis is that the choice of
rhetorical figures could be influenced by the genre. The occurrence of rhetorical
figures has not been studied on a larger scale in ancient Greek novels and the
studies on genres are limited to discussions over the form or function of only
one or another rhetorical genre (e.g., judicial speeches,’ letters*), or the novels
have been studied regarding the ancient rhetorical theory in general.” As said,
the purpose of this thesis is not to study the style of Tatius from the wider per-
spective of rhetorical theory, but to observe the interrelations of narrative
tempo, genres and rhetorical figures, the interaction between the presentation of
the plot and content, the narrative tempo and the style. The lack of a thorough
study of rhetorical figures in ancient Greek novels is the main ground for this
dissertation.’

The idea to study the narrative tempo in the novel of Achilles Tatius
emerged from the study of narrative technique by T. Hagg in his Narrative
Technique in Ancient Greek Romances (1971). The most thorough analysis of

" The general surveys of ancient Greek novels include for instance the works of Higg
(1983), Holzberg (1986), an article by Reardon (1969). Examples of the collections of
articles on different aspects of novels are, e.g., Schmeling 1996, Whitmarsh 2008, Swain
1999, Morgan & Stoneman 1994. The study of Perry (1967) has greatly influenced later
research on the origins of the novels. The rhetoric in novels and the influences of the Second
Sophistic have been studied e.g., by Anderson (1982) and by Webb (2010).

* See for instance De Jong et al. 2004, De Jong & Niinlist 2007, De Jong 2012.

* E.g., Fernandez-Garrido 2009.

*E.g., Repath 2013.

* E.g., Grammenidis 2003.

% Again, the studies concern single passages in the novels, e.g., Ferrini 1987.
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the narrative tempo in Achilles Tatius’ novel is presented in Héigg’s work

(relying on the methodology of E. Ldmmert), but the discussion of relations of

tempo and genres or tempo and the occurrence of rhetorical figures is not the

purpose of his study. The methodology for analyzing narrative tempo in this
dissertation originates from Gerald Genette’s Narrative Discourse (1983) and
has been developed further here in order to suit my purposes.

This dissertation examines the following problems:

1) the genres/sub-genres and the types of narrative tempo-management occur-
ring in Leucippe and Clitophon; the interaction between (sub-)genres and
types of narrative tempo-management;

2) the use of rhetorical figures, focusing on the aspects, which influence the
choice and distribution of rhetorical figures according to the genre and type
of narrative tempo-management. The main questions are:

a) which of the 19 analyzed rhetorical figures tend to occur more frequently
in the novel of Tatius, where do they occur more frequently and how they
function?

b) is it possible to bring out any figures characteristic to certain (sub-)genres
and/or certain types of narrative tempo-management?

¢) whether the occurrence of rhetorical figures is influenced more by the
genre/sub-genre or by the type of narrative tempo-management (the
hypothesis is that the genres have greater impact on the use of figures
than narrative tempo-management types).

For solving these problems I have developed a method of analyzing rhetorical
figures and the narrative text. In addition, the analysis of the novel Hysmine and
Hysminias by Eustathius Macrembolites has been presented in first three
chapters in order to demonstrate the possiblilites to compare other narrative
texts with the novel of Achilles Tatius using the methods developed in this
dissertation and to bring out the characteristic features of Tatius’ style by this
comparison and contrast. The analysis of rhetorical figures of Eustathius’ novel
has been left out from this dissertation for future research.

The dissertation is divided into four chapters. Chapter 1 gives an overview of
the temporal and spatial field, and narrative levels in Leucippe and Clitophon.
As Achilles Tatius has written his novel almost like a diary, it is possible to
divide the whole novel into separate days and nights and to calculate the
approximate length of the story-time. Chapter 1.2 describes the spatial
movements in the novel. The occurrence of both short-distance or long-distance
movements in the whole novel is presented. Some conclusions concerning the
relationship between the narrative (main and side-stories), temporal and spatial
frames are drawn here. Ch. 1.3 discusses the narrative levels, which occur in the
novel of Achilles Tatius. Ch. 1.4 presents the analysis of temporal and spatial
field and narrative levels in Eustathius’ Hysmine and Hysminias.

Chapter 2 introduces the methodology for analyzing the narrative tempo in
the novel of Achilles Tatius regarding the relation of the story-time and narra-
tive time. Gerald Genette’s methodology of analyzing narrative tempo, deve-
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loped further by Mieke Bal and Gerald Prince, has in this dissertation been
developed even further and three narrative tempo-management types are added
in analysis. Chapters 2.1 and 2.2 present my method for qualitative-comparative
analysis of the narrative tempo-management together with the description of
seven tempo-management types in the whole novel. The same method is
applied to the novel of Eustathius for describing the occurrence of different
narrative tempo-management types in his novel. The end of Chapter 2 presents
the results of the analysis of all these narrative tempo-management types in the
whole novel of Tatius and a short comparison with Eustathius Macrembolites’
novel. Chapter 2 serves as a basis for the further analysis of different genres and
rhetorical figures presented in Chapters 3 and 4.

Chapter 3 presents the division of the whole novel of Tatius into 10
genres/21 sub-genres. At first, regarding the function, form and content of
different text sections, ten genres are distinguished, which occur in the novel.
These are in turn divided into sub-genres, when possible. The division is based
on one hand on the types of rhetorical genres known already from the ancient
times (as distinguished by the authors of progymnasmata and Menander Rhetor,
as well as Aristotle and Ps.-Aristotle).” On the other hand, the genres of
discourse described in the modern studies of literature and language have been
taken as a model. The end of Chapter 3 studies the relations of narrative tempo-
management types and genres in the whole novel. The analysis of Hysmine and
Hysminias by FEustathius Macrembolites is presented for comparison. A
qualitative-comparative method is used for the analysis in Chapters 2 and 3.

Chapter 4 presents the stylometric analysis of 19 different rhetorical figures,
which characterize the style of Achilles Tatius. Only the first two books and
some excerpts from the fifth and eighth Book of Leucippe and Clitophon are
analyzed, as the presentation of the analysis of the whole novel would be too
extensive for this dissertation. Short definitions of these 19 figures are presented
first, followed by detailed analysis of the occurrence of those figures according
to genres and according to the types of narrative tempo-management. As the
whole novel starting from Ch. 1.3 is presented as the ego-narrative of the main
protagonist Clitophon, the study of the ego-narration of the supposed author in
Ch. 1.1-1.2 is presented separately in order to compare the occurrence of
figures in two different ego-narrators.

The analysis in Chapter 4 examines in addition, whether the occurrence of
one or another figure in a certain section in one genre or type of narrative
tempo-management can be influenced also by additional features: the position
in text (i.e., by the surrounding genres or types) or by the function of the
section. The results of the analyses of different units are summarized in Chapter
4.3 in a general overview of the interaction between different genres, types of
narrative tempo-management and rhetorical figures, trying to prove or disprove

7 Many of these manuals were widely used in the time of the Second Sophistic, the time of
writing of Leucippe and Clitophon.
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the initial hypothesis about the greater influence of the genre on the use of
rhetorical figures.

The dissertation has four appendices. Appendix 1 provides the division of
the whole novel into days and nights. Appendix 2 presents the division of the
whole novel into different genres together with the numbers of occurrence of
rhetorical figures in each section of a (sub-)genre in the narration of the
supposed author, in Part I of Clitophon’s ego-narration and in the sections
analyzed from sub-genres of persuasions, accusations and refutations. Appendix
3 presents the division of the whole novel into different types of narrative
tempo-management and the occurrence of rhetorical figures in all analyzed
sections. Graphs in Appendix 4 depict the changes in narrative tempo and
genres in the novels of Achilles Tatius and Eustathius Macrembolites.

The analysis is based on the edition of Leucippe and Clitophon by Ebbe
Vilborg (1955). Vilborg’s edition in Thesaurus Linguae Graecae database has
been used for word-count in order to calculate the ratios of frequency in the
analysis of rhetorical figures, and for calculating the amount of text occurring in
different (sub-)genres and types of narrative tempo-management. The whole
novel is analysed in Chapters 1, 2 and 3 in order to give the general frame and
basis to the analysis in Ch. 4. In the last chapter of this dissertation only the first
two books and excerpts from Books V and VIII are analyzed. The analysis
excludes the last sentence in Book I, as it is dubious and interrupts the logical
time-flow in the novel, and 59 words from the end of the novel, as no definite
time-frame could be established in it.

The analysis of Eustathius Macrembolites’ Hysmine and Hysminias is based
on the edition of Miroslav Marcovich (2001), the statistics have been made
using the same edition in Thesaurus Linguae Graecae. The references to the
text are made as follows: the first number refers to the book (1 to 8 in the novel
of Tatius, 1 to 11 in the novel of Eustathius), the second number refers to the
chapter, and the third number to the line in Vilborg’s or Marcovich’s edition.
When only two numbers are used (e.g., 1.1-1.2), the first number refers to the
book and the second number to the chapter. The references to ancient authors
are given according to the abbreviations used in LSJ Greek-English Lexicon.

Most of the translations of the examples in Greek in the present thesis are
with minor adaptations taken from the translation of Leucippe and Clitophon by
John J. Winkler (in Reardon 1989: 175-284). Sometimes a translation of
Whitmarsh (in Whitmarsh, Morales 2009) is used, when the sense or use of
rhetorical figures are better expressed there.

15



I. The presentation of temporal frame, spatial frame
and narrative levels in Leucippe and Clitophon and
Hysmine and Hysminias

This chapter gives an overview of the temporal frame, spatial frame and narra-
tive levels in the novel Leucippe and Clitophon by Achilles Tatius and then
compares it with the novel Hysmine and Hysminias by Eustathius Macrembo-
lites regarding all these aspects.

.1 The temporal frame of Leucippe and Clitophon

The historical time in which the plot of Leucippe and Clitophon occurs is
unclear. Supposedly it takes place after the construction of the lighthouse on
Pharus in the third century BC and before the second half of the second century
AD, as the novel itself is dated somewhere in this time-period.® According to K.
Plepelits, the setting of the novel could be 47 AD, because of the historical
coincidence of two events mentioned in the novel: the arrival of the phoenix and
the last war between Byzantium and Thrace (Plepelits 1996: 408—411, a longer
treatment in Plepelits 1980: 18-27).

Some of the so-called pre-sophistic novels use historical figures as characters
in the story, ° but they do not attempt to specify the historical time of action.
Achilles Tatius follows the same pattern and does not attempt to locate his story
at a specific point in history. The time of narration as compared to the time
when the events of the story took place, is similarly never specified. All we
know is that the main character Clitophon is still young and describes the events
himself, so it cannot be very many years after the events in the story.

In the genre of ancient novels, the passing of time is generally displayed
quite cursorily — although the duration of a scene may be indicated, the tem-
poral space between separate scenes is rarely specified. Achilles Tatius is the
only author, who stands out in the meticulous presentation of temporal field,
describing the events almost in a diary form,'® presumably trying to imitate the

¥ Whitmarsh, Morales 2001: xiv-xvi. Also two of the papyri containing excerpts from the
novel are dated to the second century AD (see also Plepelits 1996: 391-392, Vilborg 1962:
9-10).

? For instance in the novel of Chariton the female protagonist Callirhoe is the daughter of
Hermocrates, the leader of Syracuse, who was victorious against the Athenian expedition of
415 BC (Reardon 1996: 310). The earliest known novels Ninus and Metiochus and Parthe-
nope also feature historical figures as protagonists (Kim 2008: 146).

' Hagg 1971: 76, Kim 2008: 151. This argument contradicts partly the ideas of Mikhail
Bakhtin on the adventure-time chronotope in ancient Greek novels: I agree with him, that
Tyche, the chance, is presented as steering the course of events in the novel of Tatius.
However, the timeline in Leucippe and Clitophon is quite well specified, even between
different adventures, and does not only depend on words like “suddenly* or “just then®, as
Bakhtin asserts (see Bakhtin 1986: 262—293). Similarly, I do not agree with his claim that
the characters do not change during the course of events, and therefore the passing of time is
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style of historiographical works and to add plausibility to his narration. In most

cases Tatius specifies, how many days or months have passed between

described events.'' Still, Tatius mainly uses markers between days/nights (like
in the epics of Homer) and months. References to smaller units (hours, minutes)
are missing, only rarely does he mention that an event takes place for instance at

midday (meot peonuPoiav in 2.7.1), at dawn (meot d¢ Vv éw in 1.6.17—

1.6.18) or during the second night-watch (mtept poloag g vuktog dvo in

2.31.17)."

In order to analyze the time-frame of Leucippe and Clitophon, it is necessary
to distinguish between two temporal fields and two ego-narrators in the novel.”
The first two chapters of the novel are presented as the narration of the
supposed author (who is the primary narrator) and the rest as the narration of
the protagonist Clitophon (the main narrator, see also Ch. 1.3). The ego-narrator
of the beginning of the novel arrives in Sidon'* and observes the painting of
Europe, which is meant to give the frame or introduction” to the novel — a
novel about love and the abduction of a girl by her lover. Only one day in the
supposed author’s narrative is depicted. In the third chapter Clitophon starts his
story and from there onwards only the time-frame of the main storyline is
described. Thus, we can distinguish between two temporal fields:

1) the narration of the primary ego-narrator presumably covers only one day —
his arrival in Sidon and starts listening to Clitophon’s story, presented in 788
words;

2) the story of Clitophon, which he narrates to the primary ego-narrator,
covering presumably less than one year of Clitophon’s life (including all the
ellipses), presented in 41056 words.

The ego-narration of Clitophon is the main object of research in this disser-

tation. Clitophon’s narration, which covers events directly connected to himself

and his beloved Leucippe forms the main story or main storyline. However, it
includes a fully developed side story (about Clitophon’s half-sister Calligone
and a Byzantian man Callisthenes) and describes several times the parallel

irrelevant between the points of beginning and end of the plot. Cf. also Ch. 1.4 for Hysmine
and Hysminias.

" The only problems occur in the first two and in the last book of the novel, where some
gaps or ellipses in the timeline are not clearly marked (see below).

2 See also Kim 2008: 149.

" See also Ch. 2 of this thesis.

'* According to Laplace (2007: 84) the narration has to take place in summer, during the
shipping season.

' There are two main opinions in the discussion about the frame of the novel - the supposed
author’s narration and description of the painting of Europe and the bull can be taken as a
frame to the story of Clitophon, which is not completed at the end for some reason, or it is
just meant as an introduction to a story about love and abduction. I tend to agree with the
latter opinion, as a similar tactic of introducing the story is used in the dialogues of Plato
(e.g., in Symposium, Theaitetos), who seems to have influenced Tatius in many ways. A
thorough treatment of this subject can be found in Repath 2005.
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actions, which do not occur in the presence of Clitophon himself (he thus

narrates them as an omniscient author and deviates from the principle of

narrating events as he witnessed them'®).

To describe the general time-frame (and spatial frame) of the novel of Achil-
les Tatius four parts are used as the basic unit. In the secondary literature, the
novel is usually divided into parts by pairs of books (Books I-1I, Books III-IV,
Books V-VI and Books VII-VIII)."” However, the borders of days and scenes
mostly do not coincide with the borders of books (as in Book VI and Book VII,
only two books start with an ellipsis), transgressing even the traditional border
of Part Il and IV. In addition, important changes in plot and action of the novel
take place in chapters 5.8 and 7.7. For this reason and for a clearer demarcation
of temporal field according to the action I divide Clitophon’s narration into four
larger parts as following:

e Part I: chapters 1.3-2.38 — the meeting, falling in love of main characters,
courtship, escape from home;

e Part II: chapters 3.1-5.8 — adventures (shipwreck, falling into the hands of
robbers, sacrifice of Leucippe and her “arising from the dead”, the madness
of Leucippe, her second “death™);'"®

e Part III: chapters 5.8-7.6 — the love-quadrangle between Clitophon, Melite
(the Ephesian woman Clitophon marries'”), Thersander (Melite’s husband,
who at first was thought to be dead) and Leucippe, who is found again.

e Part IV: chapters 7.7-8.7 — the trial, turn towards the happy ending,
Clitophon is exculpated and the virginity of Leucippe is proved, Leucippe
and Clitophon marry.

The time-frame of Leucippe and Clitophon is thus as follows:

The narration of the supposed author in chapters 1.1-1.2 (see Table 1 in
App. 1, App. 2, App. 3). As stated above, only one day of the supposed author’s
life is explicitly described in the novel. From Ch. 1.3 of the novel onwards the
supposed author is never mentioned again, neither does Clitophon turn towards
him during his narration. However, we cannot forget, that he is still the listener

' For the point of view in Clitophon’s narration and see Hiagg 1971 Ch. 3, especially pp.
124-137.

' See e.g., Bowie 1999: 51, Anderson 1997: 2281.

'8 Cf. Sedelmeier-Stockl 1958: 54. It would be possible to draw the border between Parts II
and III also between books IV and V, because they are separated by an ellipsis of two days
(similarly to Part I and II). However, I prefer to move the border forth, because Leucippe and
Clitophon are together at the beginning of Book V, and a major thematic change occurs in
Ch. 5.8.3 (here starts the episode, where the character of Melite is brought into the plot). Cf.
also Hagg 1971: 77 fn. 2.

' The marriage, however, was of no effect, because Melite’s husband, thought to be dead,
turned up alive after all and there is no hint in the novel that the marriage with Melite
impeded Clitophon to marry Leucippe at the end. An overiew of the different combinatorics
of couples in the fifth book of Leucippe and Clitophon see also Lowe 2004: 228, fn.8.
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of Clitophon’s story and we should include the rest of the novel into his
narration.”’

The first part of Clitophon’s story, the courting of protagonists in chapters
1.3-2.38 (see Table 2 in App. 1) describes the time-span of about 36 or more
days in 11256 words.”' 11 days and/or nights are described at length, about 26
are left undescribed in nine ellipses. Only three pairs of consecutive days occur,
the rest are separated from each other by ellipses of mostly one to three days.
There are no great movements in the spatial field until the end of Part I.

The first part of Leucippe and Clitophon is, however, not without problems

concerning the representation of time:

1) There is one suspicious gap between events, where it is not entirely clear,
how many days (if any) have passed. It occurs at the beginning of chapter
1.15, starting with words peta 0¢ v Ttadnv (after the burial), where the
funeral ceremony of a side-character Charicles has been left undescribed. As
the classical tradition mentions the funeral on the third day (Rehm 1994: 26;
Alexiou 1974: 6-7), it is likely, that at least a day without reference to
omission has been skipped in the story-time.

2) Three ellipses start with words a few days later.”* Although the reference to
time omitted is ambiguous, each of these ellipses is counted as three un-
mentioned days in the present analysis.

3) In Ch. 2.19-2.22 the actual passing of time is not specified and it is
impossible to tell, whether Clitophon’s servant Satyrus has provided the keys
to Leucippe’s chamber on the same day or not. In addition, the lines 2.20.6—
2.20.7 moooémaule MOAAAKIC KAl KWVWTA EKAAEL Kol EOKWTITE
toUvopa oLV YéAwtt (he often mocked him and called “a gnat” and good-
humouredly punned upon his name) could refer to the behaviour of Satyrus
during the preceding day or earlier, thus no days have been added to the time-
frame in this case.

4) A problematic sentence occurs at the end of Ch. 1.19 (1.19.13-1.19.14):

Kal peta HiKedv Tov delmvov Kalgog My, kal maAwv Opoiwg
OUVETILVOHEV.

(And after a short while it was time for dinner, and again we drank
together as before.)

According toVilborg the sentence is completely inconsistent with the beginning
of Book II and has been excluded from the text in editions since Jacobs (1821).

* The whole narration of the supposed author, including Clitophon’s narration (i.e., the
whole novel), enfolds 41844 words. See also the analyis of narrative levels in Leucippe and
Clitophon in Ch. 1.3.

*! There are some unspecified time-gaps and the counting of days is difficult, but in this
analysis 36 days are counted (see App. 3) starting from the beginning of Clitophon’s story
(in 1.3.1).

2 OAtywv d¢ fuegav deABovoav in 2.11.1, dAiyag d¢ fuégag daAim@v in 2.19.1
and kai 0Alyac dAmwv Npégac in 2.23.1. For the definition of ellipsis in this thesis,
see Ch. 2.2.7.

3 Vilborg 1955: x1; Vilborg 1962: 37.
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It is probably caused by some confusion with the order of chapters. In the present
dissertation, this sentence is also left out of the analysis, because it would not fit
to the time-frame of the novel.

The second part (chapters 3.1-5.8, see Table 3 in App. 1) describes the
adventures of the protagonists after leaving home. It is shorter in story-time than
the first part (presenting the time-span of 27 days — days 37-63 in story-time),
but longer in narrative time** (11454 words, see App. 2 and 3). Events or scenes
on 12 days (and 3 nights before or after these days) are described at length,
including a group of five, of three and two pairs of consecutive days. The
spatial movements occur here more frequently than in other parts (see Ch. 1.2),
three times are long-distant movements omitted in ellipses (one on the border of
Books 4 and 5). Altogether eight ellipses occur in the second part, most of them
just marking the beginning of the next day. The longest ellipsis omits eight days
of story-time.

The third part of the novel (chapters 5.8-7.6, see Table 4 in App. 1)
describes the love-quadrangle of Clitophon, Melite, Thersander and Leucippe. It
is by far the longest part in story-time, comprising altogether about 191 days of
Clitophon’s story in 9991 words in narrative time. However, there is an ellipsis
of six months (altogether 180 days, days 64—243 in story-time) at the beginning
of the third part, mentioned in only 13 words in narrative time, which divides
the novel into two halves. During these six months Clitophon stays in
Alexandria and mourns for Leucippe.

The ellipsis of six months (5.8.3-5.8.4: kai 1j01 pot yeyoveoav pnveg €£)

poses some problems:

1) we do not know which calendar is meant by the author. If we consider the
Greek calendar in Hellenistic times, where months with 29 and 30 days
alternated, we get 177 days in six months;* when we consider the fact, that
Achilles Tatius was probably a native of Alexandria, he could have
calculated the time after the Ptolemaic calendar of 30 days in each month;*®

2) the phrase probably marks the approximate amount of time passed, not
exactly six months.

In this analysis I have counted the passing of full six months (with 30 days in

each, thus 180 days altogether).

Without the ellipsis of six months the third part comprises 9978 words in
narrative time (see App. 3) and covers the time-span of 11 days and nights (days
244 to 254) in story-time, six days and a night are described at length. The five
ellipses mostly mark the beginning of the next day, one omits five days of story-
time. The narrative tempo slows down in this part and focuses more on

** Story-time is measured in the hours, days, months (in the story), narrative time in words
and/or pages.

» www.ortelius.de/kalender/greek _en.phps.

% www.ortelius.de/kalender/egypt_en.php#ptolemaic.
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narrating longer scenes (as in Part IV) or several consecutive scenes without
omitting large quantities of story-time. The last three days of this part, together
with six days from the last part of the novel form the longest group of con-
secutive days (nine altogether, nights are mostly omitted) in the novel.”’

The fourth part (chapters 7.7.1-8.19.7, see Table 5 in App. 1) describes the
trial and the turn towards the happy ending. The fourth part covers 8296 words
in narrative time (see App. 3), nine days and nights (days 255-263) are defini-
tely mentioned, six consecutive ones depicted at length. This is the shortest part
both in narrative and narrative time. Six of seven ellipses mark the beginning of
the next day, the last one omits three days in the story.

The time-frame is well discernible until the ellipsis of three days and a short
description of another day in 8.19.5-8.19.6 and the voyage to Byzantium, which
probably could take about 7-9 days. Afterwards the specific time-units are
almost never mentioned and it is impossible to count the exact passing of time.”®
If we would try to draw parallels with the travelling in real time, we could
describe the passing of story time as following: Leucippe and Clitophon get
married in Byzantium (possibly stay there for at least 3 days), and then sail to
Tyre (probably the journey takes about 8-9 days®®). They arrive two days after
Callisthenes (who is going to marry Clitophon’s sister), and attend the wedding-
rites of Calligone and Callisthenes. The protagonists decide to spend the winter
in Tyre (it would be reasonable to suppose, that the winter is just starting)
before returning to Byzantium.”® Due to the indiscernible temporal relations at
the end of the novel, I have in this analysis counted the length of the last part of
the novel until the arrival to Byzantium (until Ch. 8.19.7, seventeen days (days
255-271) in story-time, 8296 words in narrative time). With the last sentences
of the novel the fourth part would be 8355 words in narrative time, but the last
59 words are left out of the analysis in order to get the most accurate relation
between the story-time and narrative time.

Looking at the division of text into books and parts, it can be noticed, that all
the parts are separated by an ellipsis (although only a night is omitted between
Part III and Part IV). Within a part, the days usually transgress the borders of
books (between Books I and II, Books III and IV, Books V and VI, Books VII
and VIII),” only Books IV and V are separated by an ellipsis. In addition to

*7 Although the longest group of consecutive days in the novel is thus divided between two
parts (three of them in the third part and six in the fourth part), there is still a clear shift of
the main theme after the third day. Until then the main focus is on the sub-plot with Melite
and her husband, starting from the fourth day, the main theme and culmination is the trial,
and denouement of the novel is presented.

* See also Higg 1971: 70-71.

¥ Again, relying on the Vita Porphyrii 27, the voyage from Byzantium to Gaza takes 10
days, as Tyre is nearer, it probably took 8-9 days (Casson 1951: 142).

** The duration of the novel in story-time, when adding the time presented at the very end of
the novel, is thus about 10 months (similarly Hiagg 1971: 76).

31 Cf. Sedelmeier-Stockl 1958: 53, who discusses the continuance of episodes from one book
to another.
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marking the borders of days, ellipses are used to separate also the larger parts
and often occur before important thematic changes. The beginning of the novel
(Parts I and II) consists mostly of days/nights separated by ellipses of one to ten
days, the narration concentrates on a larger amount of separate scenes. The end
of the novel, after the ellipsis of six months (Parts III and IV) focuses on
narrating events during consecutive days,” there are fewer scenes and these are
longer in narrating time than in the first half. Although the first two parts of the
novel are longer in story-time and narrative time, and the last two parts much
shorter in story-time (when leaving aside the 13 words marking an ellipsis of 6
months) and also shorter in narrative time, the tempo of presenting events still
slows down in the second half.

1.2 The spatial frame

The purpose of this sub-chapter is to give an overview, where and which kind of
movements take place during the narrative of Achilles Tatius. Typically to the
genre of ancient Greek novels, the plot of Leucippe and Clitophon takes place
in the area around the Mediterranean Sea, as the protagonists travel from Phoe-
nicia to Egypt and Asia Minor. The spatial movements in the novel can be di-
vided into two categories: the large-scale (between different countries, cities,
villages) and small-scale spatial movements (around the household, the cities
and villages).

There is very little large-scale spatial movement during the first part of the
novel, but here we must again separate the narratives of the supposed author
(the primary ego-narrator) and Clitophon (the secondary ego-narrator). The
novel starts with the author’s arrival in Sidon® and describes him moving
around the city, until he sees a picture of Europe and the bull. There he meets
Clitophon and asks him to tell his story (in order to do that, they find a locus
amoenus™ and sit down). Clitophon’s narration starts in Tyre, where he lives
with his family. Most of the action in the first part of the novel takes place in
Clitophon’s father’s house and garden, only some occasional movements
outside the household (e.g., sacrifice on the seashore) are mentioned. Yet, there
is a large-scale movement at the very end of Part I — an escape from home with
Leucippe, Clitophon’s friend Clinias, and some servants. They drive via Sidon
to Beirut, where they board a ship to Egyptian Alexandria (this is the most
detailed description of a large-scale spatial movement in the novel).

*2 See also Higg 1971: 76-78, Sedelmeier-Stockl 1958: 55, 60—62.

33 There is no indication where the author comes from (Laplace 2007: 84). According to De
Temmerman (2012: 517) this is the only extant ancient Greek novel, where the location/
space of the narrator of the main narrative (in my thesis the primary narrator) at the
beginning of narration is defined.

34 Following the example of Plato’s Phaidros, see also Morales 2001: xx-xxii, Plepelits
1980: 27. For a fuller treatment of the locus amoenus in previous literature, see Laplace
2007: 77-84.

% See also Whitmarsh 2010.
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Most of the sea-voyage at the beginning of the second part is omitted in an
ellipsis. After being shipwrecked, Clitophon and Leucippe reach the shore of
Pelusium (in the eastern part of the Nile Delta). The protagonists rest for two
days, then hire a ship to Alexandria, but are captured by herdsmen on the way.
The following section (depicting the period of about two weeks) includes moving
between smaller distances — around the camps of the herdsmen and the camp of
Egyptian army. Thereafter the protagonists continue their way and reach
Alexandria (the sailing is omitted in ellipsis), where Leucippe apparently dies.

During the ellipsis of six months at the beginning of the third part Clitophon
stays in Alexandria. Then another large-scale movement occurs and Clitophon
sails to Ephesus after marrying Melite (most of the sailing is just mentioned in
ellipsis). The rest of the novel, until the last chapter, takes place in Ephesus.
Again, no major spatial movements occur, just around Ephesus and the estate of
Melite near the city. The last chapter of the novel brings Leucippe and Clito-
phon to Byzantium and then back to the starting point in Tyre (an intention to
return to Byzantium is mentioned at the very end). Such cyclic movement is
characteristic also to other ancient Greek novels (e.g., Chariton’s Chaireas and
Callirhoe, Xenophon’s Ephesiaka).”® Fig. 1 shows the large-scale movements in
the main storyline of the novel. Small-scale movements occur evenly
throughout the novel, mostly between separate scenes and during the secondary
narrator’s narration of the plot.

Most of the movements are presented in the sub-genre narration of the plot.”’
Only occasionally does the movement occur during a dialogue. Sometimes the
movement may occur during speeches (e.g., Clitophon’s embellished con-
templation about the manifestations of love in nature in 1.17.3—1.18.23 is prob-
ably held during his walk around the garden), but it is not indicated in the text.

The movements are usually presented during short narrative time (i.e., with
few words), even large-scale movements. The only exceptions here are the
description of travelling from Tyre to Beirut (at the end of Part I/Book II),
sailing along the river Nile (at the end of Book IV (in Part II)), and moving
around in Alexandria, while describing it (at the beginning of Book V in Part
II). Most of the marked ellipses in the novel do not indicate any spatial move-
ment. There are only three exceptions, when a sailing (a large-scale movement)
is omitted during an ellipsis (twice in Part I, and once in Part III).

%% See also Webb 2010: 526, cf. Nilsson 2001: 141 and Ch. 1.4 for the same in Hysmine and
Hysminias.
37 See Ch. 3 for definitions of different genres in the novel.
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Fig. 1. The large-scale spatial movements in the main storyline of Leucippe and
Clitophon.*®

Part 11 (Books Part 111 (Book
111-V) — Egypt V) — Egypt
(Pelusium, (Alexandria)

Alexandria)

N\

Part I (Books I-II) —
Phoenicia (Tyre,
Sidon, Beirut)

Part IV (Books
VII-VIN) —
Ephesus

Part 1V (Book
VIII) — Phoenicia
(Tyre)

The small-scale and large-scale movements occur in every part of the novel.
They alternate depending on the type of action and occurrence of longer scenes
in the narrative. When the plot advances more quickly, the spatial movement
tends to be rather large-scale, in longer scenes only small-scale movements
occur.

1.3 The narrative levels in Leucippe and Clitophon

The analysis of different types of narrative tempo-management in Chapter 2,
and different genres in the novel discussed in Chapter 3 is connected also with
different levels of narration. I have distinguished between different narrative
levels in order to observe, where the author changes the narrators/speakers more
often, where the changes occur infrequently and whether the author represents
the voices of different characters and ego-narrators in the novel differently (see
the analysis in Ch. 4).*’ It enables us to compare the narrative techniques of

¥ The return to Tyre occurs actually during the last 59 words of the novel, which have been
omitted from the analysis. Sailing back to Byzantium at the very end does not actually
happen in the story, but is presented as an intention. Therefore the arrow no. 5 to Byzantium
is marked with a dashed line. Clitophon’s return to Sidon, where he is narrating his story to
the supposed author is not indicated in the figure, as it is not mentioned in the main
storyline.

* In a way it corresponds to Bakhtin’s theory of polyphony or heteroglossia in a novel,
where several independent voices of characters occur (see e.g., Bakhtin 1981: 259-422).
Similar use of different voices can be found for instance in Heliodorus’ Aithiopika (e.g., in
the narrations of Knemon and priest Kalasiris, who both accompany the main protagonists
on their journey), who has developed the most complex narrative among the ancient Greek
novels.
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Achilles Tatius and Eustathius Macrembolites (or other authors of narrative

texts).

In Leucippe and Clitophon four levels of narration can be distinguished:

1) the novel starts with the ego-narration of the supposed author (or Achilles
Tatius himself) forming the first level of narration; the supposed author is
called the primary narrator;"

2) from Ch. 1.3 onwards the story is narrated in direct speech by the second
ego-narrator Clitophon, who is the secondary narrator or main narrator in
the novel; his narration forms the second level of narration; on two occasions
(in dialogue presented in Ch. 1.2) Clitophon and the supposed author (as a
character in his own story) have to be called secondary speakers (they are
not narrating), as the dialogues occur within the ego-narration of the primary
r1arrator;41

3) the direct speech of characters inside Clitophon’s story forms the third level
of narration and the characters (including Clitophon as a character in his own
story) are tertiary narrators or tertiary speakers;

4) in some cases the characters in Clitophon’s story become tertiary narrators
and quote the words of other characters — their direct speech inside the third
level of narration forms the fourth level of narration, and characters, whose
words are quoted, are speakers on fourth level of narration |/ quaternary
speakers.

The simplified depiction of these four levels is presented on Graph 1, numbered
in the same order as in the description above: the novel starts with the narration
of the supposed author, who tells the whole novel, on two occasions jumping to
the second level in the dialogue between himself and Clitophon. The second
level is mostly formed by his presentation of the ego-narration of Clitophon,
who tells his story in chapters 1.3—8.19. In many cases Clitophon presents the
speeches and dialogues of characters in his story on the third level and in few
occasions the characters quote the words of another character on the fourth
level.

% See also Morgan 2004: 491-506, De Jong 2004: 1-4.

*! Similarly, the level should then be named probably the second level of speaking or second
level of direct speech. However in this thesis the term level of narration is used for both for
level of narration and level of speaking.
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The analysis of the types of narrative tempo-management in Ch. 2 is based on
the second level of narration (the ego-narration of Clitophon; in the first two
chapters on the narration of the supposed author). That means that the
movement of story-time is considered from the view-point of the ego-narrator
Clitophon. Therefore, most of the facts regarding spatial and temporal frame are
presented on the second level of narration.*”” In the novel of Achilles Tatius the
main focalizer of the story is the ego-narrator Clitophon, who mostly presents
the events as seen through his eyes. However, sometimes he deviates from this
principle and presents events as an omniscient author, in order there would not
be a pause in the narrative tempo or he would have to make a flashback to
events at the point in the narration when they are recounted to him (e.g., some
of the parallel action in the third part of the novel concerning Leucippe; the side
story about the kidnapping of Calligone in Book II).*

According to Genette’s theory, Clitophon’s narrative has internal focali-
zation (Genette 1983: 185). Bal (2009: 145—-165) adds the criterion of percepti-
bility to the categorization; thus, according to her theory Clitophon as the main
narrator on second level is a character-bound focalizer, who perceives every-
thing in his story, displaying also his thoughts and feelings. Although in the
time of narrating the tale to the supposed author Clitophon knows all aspects of
his story, he decides not to narrate it patently as an omniscient narrator. The
tempo-management of the narration (correspondence of story-time and
narrating time) is directed by the secondary narrator Clitophon, who displays
the events mostly as he himself experienced them, presenting the listener/
reader* the same information he knew at a certain point of the story.

In many times, however, a zero® or external focalization*® occurs — the ego-
narrator Clitophon adds comments to the story from the point of view of the
omniscient narrator,”” who already knows the outcome of the story, e.g., in
5.6.1-5.6.2:

* Theoretically, similar analysis could be made in the narrations of the third and fourth level
narrators (see for instance Hégg’s analysis of the time-frame of Clinias’ narrative speech
about his adventures between the shipwreck and meeting Clitophon on Alexandria (Higg
1971: 66—67)). In this thesis, however, the analysis is based on the narrations of the primary
and secondary ego-narrators (the supposed author and Clitophon).

* For a thorough analysis of the points of view in the narration of Clitophon see Higg 1971:
126-136; 178-185.

* Clitophon’s story simultaneuosly has readers (of the written text) and a listener (the
supposed author, who is mediating the story to the readers).

* Genette 1983: 189.

* Bal 2009: 152-153. For different terms and understanding of the focalization/point of
view see Niederhoff 2009: 115-122.

47 Cf. for instance the narration of Odysseus in Od. IX—XII, where he narrates the events,
which have happened before the beginning of the action (i.e., outside the view of the reader
and listener) and messenger speeches in drama, which recount the events, which have taken
place off the stage (for latter, see De Jong 1991': 117-177).
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Tote pév ovv oltwg €fedpiyopev v ETPBOVANV: EkeQdrOapev O
0VLOEV 1) Hlay TJHéQa.

(So for the time being we escaped the snares of his plot. But our margin of grace
was only a single day ....).

Some of the explanations and digressions can also be regarded as insertions of
an external voice independent of the character Clitophon. The most extreme
manifestations of an omniscient narrator (or even the author) are sections,
where thoughts of characters other than Clitophon are presented, e.g., of
Thersander in 6.18.3—6.18.4:

... eloégyetal oxnuatioas Eavtov eig TO evaywYdTEQOV TEOS Béav, wg
QeTo.

(... Thersandros made his entrance, putting on his most seductive look (as he
thought.).

In such cases it is doubtful, whether the ego-narrator Clitophon can be aware of
them. In Genette’s terms such insertion is called a paralepsis inside the internal
focalization (Genette 1983: 197) — the thoughts of a character other than the
focal character are presented, or a scene the focal character does not witness is
described.*®

The changes in the narrative level are in this thesis analyzed through the
change of presentation mode (CPM) — although analyzed together with rhetorical
figures, it is not a figure in the classical sense, but its purpose is to show the
changes between different voices and different levels of narration in the novel
(see Ch. 4). Sometimes the ego-narration (on the second level) is enlivened for
instance only by an exclamation or a sentence in character-speech, sometimes
longer sections of character-speech occur, sometimes frequent changes between
the ego-narrator and character-speeches are presented (e.g., in dialogues).

These changes between narrative levels not not occur homogeneously
throghout the novel of Achilles Tatius. The changes tend to be less frequent in
the first and last part of the novel, where either longer scenes on the second
level or longer speeches on the third level of narration occur, although in some
sections the narrative levels may change rather quickly. The changes of
different narrative levels occur most frequently in the second and third part of
the novel (especially at the end of Books III and IV in Part II), at the end of
Book V and the beginning of Book VII in Part III), this causes a more hectic
narrative tempo. These changes of narrative levels are in most of the cases
connected to the more frequent occurrence of dialogues and the frequent
alternation of speeches by characters and the ego-narration of Clitophon in
longer scenes.”” The changes of narrative levels occur thus less frequently in

* For the deviations from the rigid form of ego-narration see also Reardon 1994: 80-96,
Morgan 1994: 497-500 (referring also to Clitophon’s judgment on other characters).

* Here belong also the internal analepseis to events (either in the main storyline or side
story), which Clitophon did not witness himself. As Clitophon is the main focalizer, he is
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these parts, where the plot advances quickly and the emphasis is on narrating
events, which Clitophon witnessed and experienced himself.

1.4 Temporal frame, spatial frame and narrative levels
in Hysmine and Hysminias by Eustathius Macrembolites

The Byzantine novel Hysmine and Hysminias was written by Eustathius
Macrembolites probably in the first half of the 12" century.” It has greatly been
influenced by the ancient Greek novels, especially by Leucippe and Clito-
phon®" — similarities can be noticed in composition, themes and sometimes even
wording. This chapter compares Hysmine and Hysminias to Leucippe and
Clitophon regarding the temporal and spatial frame, and the narrative levels of
the novel.

The spatial and temporal frame of the novel of Macrembolites is not
connected to any known geographical places or to a historical time. The author
has created an entirely fictional world for his novel, which cannot be identified
with a real time or real space.’” The travels of the protagonists bring them to
four cities: Eurykomis, which is the starting point, Aulikomis (the destination of
the male protagonist Hysminias as the herald of the festivities in honour of
Zeus, the hometown of the female protagonist Hysmine, the ending point of the
novel), Artykomis (the action brings Hysiminias to this city three times) and
Daphnepolis (where Hysminias spends about a year as a slave). The large-scale
movement with the named places is depicted on Fig. 2. However, some places
(e.g., the seashore Hysminias is put after the sacrifice of Hysmine or the
landing-points of pirates before Artykomis) are unnamed, therefore left out of
Figure 2.

almost always present during dialogues and speeches. The few exceptions occur, when he is
presenting events as an omniscient author.

** For a discussion over the date see Nilsson 2001: 16—19.

*! See e.g., Nilsson 2009: 250.

*2 Cf. Nilsson 2001: 240-241. An attempt to place the action to the real world has been made
by K. Plepelits (Plepelits 1989: 23-29), who identifies the four named cities in the novel as
Alexandria, Constantinople, Ephesus and Antiochia.
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Fig. 2. The large-scale spatial movement in Hysmine and Hysminias.

Part I (Books
1,V)—
Eurykomis

Part 11 (Book
VI —
Artykomis

Part 111 (Book

Part 111 (Books
VIII, X) -

X1) — Aulikomis
Daphnepolis

As seen from Fig. 2, the cyclic movement is not exactly complete in the novel
of Macrembolites. The cycle is complete only when we look at the movement
of the two protagonists together (starting with Aulikomis from Ch. 1.3
onwards). Similarly, the cyclic movement in Leucippe and Clitophon takes
place only within the ego-narration of Clitophon with both protagonists together
(starting inTyre from Ch. 1.3 onwards).

The distances between the cities in the novel are never specified, therefore
no exact passing of story-time in the entire novel can be calculated, and it does
not seem also important to the author, as the narrator himself says e.g., in

1.3.1-2: "Hxw totvuv €’ avtv (FAVAKWHLWY) Tl Yoo del tav péow
PLAooodety;

(I arrived to this city. Why discuss the interim?>)

Or in 9.1.1-2: OVtw totvuy, 0Utw AaUTEQC TNV TEOg TNV AQTUKWULY
goteAAope0a. Kai megl tavtnv 0 k1)oué éyévero,...

(In this way, in such a magnificent way we set out for Artykomis. And the herald
arrived at the city...)

The only definite temporal marks are the festivities of Diasia in honour of Zeus,
which occur at the beginning of the novel and in Book VIII (almost a year is
omitted before that in an unmarked ellipsis). Then an unmarked ellipsis of
unknown length introduces the festivities of Apollon in Daphnepolis, and the
rest of the novel could last from two weeks to a month in story-time. More than
one year is therefore covered in the story-time in 29006 words in narrative time,
thus it is longer in story-time, but shorter in narrative time than Leucippe and
Clitophon.
According to plot the novel can be divided into three parts:
1) Part I: chapters 1.1-6.18 (the meeting of the protagonists, falling in love);
2) Part II: chapters 7.1-8.18 (the escaping from Eurykomis, sacrifice of
Hysmine on the ship, slavery of Hysminias);

>3 The translations of examples from Hysmine and Hysminias are my own.
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3) Part III: chapters 8.19-11.23 (the protagonists meet again, are freed from
slavery, get married).”

In the first part 8 days are described in length in 14363 words in narrative time.
The two travels between cities of Eurykomis and Aulikomis (on the first day
and after four days of staying in Aulikomis) are not specified, but omitted in
ellipses of unknown length.”® After travel to Aulikomis four consecutive days
are described there and after return to Eurykomis another three consecutive days
are presented. Apart from these two travels, only small-scale spatial movements
(around the household of Hysminias and of Hysmine) take place. The time-
frame and temporal frame are in correlation in all of the Part I. Unlikely to
Achilles Tatius, Makrembolites leaves fewer nights out of his narration in
ellipses and describes often the dreams of the protagonist Hysminias,*® some-
times also the action at night. The dreams occur several times in borders of
books and may be taken as slow-downs in narrative tempo. However, they do
not seem to function as clearly as the descriptions in the borders of books in the
novel of Achilles Tatius.

There is no ellipsis between Part [ and Part II. Part [ ends with Hysminas’
dream at night, next part continues with the escaping of the protagonists from
Eurykomis on the next morning. About a year in story-time passes within the
second part, of which only about 8 days are described in length in 4911 words
in narrative time. Thus it is the longest part regarding story-time and shortest
part regarding narrative time. The passing of time in Part II is the most difficult
to determine — even the borders between consecutive days, which are usually
quite well specified in the other parts, are dubious, especially in Ch. 7.8-8.9.
During this time the spatial frame moves quickly along with time-frame:
Hysminias is captured by pirates, travels along with them to Artykomis, is then
captured by an army and brought to Daphnepolis. Most of the travelling is again
omitted in unmarked ellipses, only one ellipsis of 2 days is mentioned (in 8.8.5—
6). Unmarked, but noticeable ellipsis occurs at the beginning of Ch. 8.16, where
the second festival of Diasia is mentioned, during which Hysminias stays as a
slave in Daphnepolis. The part ends with a brief summary of an unknown time

** Nilsson (2001: 80) prefers to distribute the novels by Books I-VI, VII-IX and X-XI.
However, when looking at the plot, the turn towards happy ending starts to my opinion in
Ch. 8.19, which introduces the festivities of Apollon in Daphnepolis and Hysminias’ master
is chosen to be a herald to the city of Artykomis (cf. the beginning of Part I), where
Hysminias meets his beloved Hysmine again. Also the narrative tempo, which is faster in
Part II, seems to slow down, although the beginning of Book IX also contains three sections
of detailed summary and the tempo becomes really slow starting with Ch. 9.8. In addition,
the scene at the end of Book IX continues without pause in the next book, therefore I prefer
to move the border between Parts II and III frontward.

> In the current thesis the travels are regarded as ellipses, therefore the days of leaving and
of arriving are counted as separate days. This is probably the reason the counting is different
from Nilssons (Nilsson 2001: 80), who counts 6 days in the first part. For travelling omitted
in ellipses cf. Nilsson 2001: 83—84.

* See Nilsson 2001: 194-197.
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in Ch. 8.17 (several iterative actions of the mistress of Hysminias are
mentioned, which leaves the impression of a longer time passing).

The spatial and temporal frames seem to move on in correlation at the
beginning of Part II. The ellipsis of almost a year marks a shift in temporal
frame, but not in spatial frame (cf. the ellipsis of six months at the beginning of
Part III of Leucippe and Clitophon). Similarly the brief summary at the end of
Part II marks the moving of temporal frame, but not the moving of spatial frame
(presumably only small-scale movements around the household take place).

In Part III at least 11 days in story-time are described in length in 8635
words in narrative time. It starts with an unmarked ellipsis introducing the
festivities of Apollon and describes the day on which Hysminias’ master
becomes a herald. The following ellipsis omits the travelling from Daphnepolis
to Artykomis, where the events on following four consecutive days are narrated.
Then another ellipsis omits the travel back to Daphnepolis, where again four
consecutive days are presented. Two ellipses at the end of the novel omit the
travel from Daphnepolis to Artykomis (a day is described there) and from
Artykomis to Aulikomis. The novel ends with the description of the wedding-day
of the protagonists and a prayer to gods. Thus the spatial and temporal frame
move on again in a similar pace, as in Part I. The very end of the novel, similarly
to Leucippe and Clitophon, involves a more active large-scale movement.

The spatial and temporal frame are more correlated in the novel of
Eustathius Macrembolites than in the novel of Achilles Tatius — the dissimilar-
ities occur only at the end of Part Il of Hysmine and Hysminias, this is also the
part where the plot advances very quickly.”’ Larger movements in space and
time occur together in Eustathius’ novel, there are usually no omissions of time
while being in a place (except the great ellipsis in Part II), while Achilles Tatius
omits several times periods from one to eight days (especially in the first half of
the novel) without any large scale spatial movements.

Only three narrative levels occur in Hysmine and Hysminias, thus one less
than in Leucippe and Clitophon (the frame narrated by the supposed author is
missing’®). Imitating the novel of Tatius,” Hysmine and Hysminias starts with
the ego-narration of the primary and main narrator Hysminias, which is similar
to the ego-narration of Clitophon (the author or supposed author of the novel
does not appear anywhere). The character speech inside the narration of
Hysminias forms the second level, but it is used slightly less than in Leucippe
and Clitophon (i.e., the speeches and dialogues occur less frequently, but may
be longer than in the novel of Achilles Tatius). Only in few occasions does the
third level of narration appear (at least once in every part) — this happens, when
quotations occur inside the speeches of characters (i.e., secondary character
speech occurs; cf. the fourth level of narration in Leucippe and Clitophon), the

*"Cf. Nilsson 2001: 80.

*¥ However, the address towards Charidoux at the beginning of the novel could show the
traces of the introduction or frame as in Leucippe and Clitophon and the ego-narrator may
not be the same as the author (see Plepelits 1989: 2-3).

* Nilsson 2001: 35.
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quotations, however are rather short (either quotations from other characters or
from literary works). A simplified depiction of the changing of narrative levels
in Hysmine and Hysminias is presented on Graph 2.

The change between the first and second level of narration is usually quite
lively, but several long sections on one level also occur (e.g., the first 12
chapters of the first book are narrated mainly on the first level with occasional
insertions of character speech; in Ch. 4.5-4.17, the painting of 12 months is
described entirely on the first level; in Ch. 11.3—11.11 the speech of Hysminias
is presented on the second level of narration). The levels change less in the
second part of the novel, where the plot advances quickly (there are less
dialogues and the role of the ego-narrator is more important) — the same can be
noticed also in the second part of Leucippe and Clitophon. The third level of
narration is used much less than the correspondingly functioning fourth level in
the novel of Achilles Tatius (cf. Graph 1 and Graph 2). Thus it can be said, that
the narrative pace is more relaxed in the novel of Eustathius, as the changes of
narrative levels occur less frequently compared to Achilles Tatius.

Graph 2. The narrative levels in Hysmine and Hysminias.

MiI‘lﬂ!M‘i'1’JM’I’II|M’ll’Mlh‘llMM‘lWJil !

Part I Part II Part III
a . a . a

09

1 — first level of narratin; 2 — second level of narration; 3 — third level of narration.

The more relaxed tempo of narration can be observed on Graph 2 — the use of
narrative levels in Hysmine and Hysminias is less complex than in the novel of
Tatius. Macrembolites uses primarily the first and second level (ego-narrator
and character speech), the quotations inside character speech (i.e., secondary
character speech) are rare. Regarding the shortness of the novel in narrative
time, the relative length of sections on one level is often much longer than in
Leucippe and Clitophon.
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1.5 Conclusions to Chapter |

The time-frame of Leucippe and Clitophon can be observed relatively accurately
as the author always makes quite specific references to the time elapsed. Only in
few cases do some doubtful references to the omission of story-time, i.e., ellipses
occur. The temporal relations of events in the novel are clearly determinable until
Ch. 8.19.14 and the length of the novel according to my analysis until then is 254
days in story-time, of which 35 days are described in length. The comparison of
Leucippe and Clitophon to Hysmine and Hysminias indicates clearly, that
although both texts are fictional, the presentation of time and space is very
different. Achilles Tatius presents the story-time as if a real time, it is very
important to his style of narration, whereas Eustathius Macrembolites places the
plot of his novel to an entirely imaginary world and the temporal or spatial
relations cannot be determined accurately. Still, if we try to compare the passing
of story-time in both novels, we can deduct that more than a year is depicted in
Hysmine and Hysminias, from which about 27 days are described in length.

The eight books of Leucippe and Clitophon can be divided into four parts, all
of them are separated with ellipses, whereas the borders of days within each
part usually transgress the borders of books (the only exception is the border of
Books IV and V). The beginning of the novel describes events separating them
with many ellipses, which omit 1-8 days (and nights) in story-time (only few
ellipses mark the omission of a night). The first two parts (Books I-II and III —
V.8) are also considerably longer in story-time and narrative time than the last
two parts (Books V.8-VIL.6 and VII.7-VIII) when counted without the ellipsis
of six months at the beginning of the third part (together with it the third part
would be the longest in story-time) and the suspicious ending of the fourth part.
The end of the novel focuses more on describing longer scenes and longer
sections of consecutive days, which are mostly separated from each other by
ellipses omitting the nights. The narrative tempo gradually slows down,
especially in the last part (which is the shortest in narrating and story-time)
during the trial-episode.

Similarly to Part Il in Leucippe and Clitophon, the middle part of Hysmine
and Hysminias is more adventurous and contains an ellipsis of almost a year.
The narration focuses on consecutive days rather in Part I and Part III of the
novel. Unlikely to the novel of Tatius, only Part II and III are divided by an
ellipsis, whereas Part I and II continue the same episode (Part I/Book VI end
with the description of a dream; dreams occur several times in borders of books
in Hysmine and Hysminias).

The spatial movement in Leucippe and Clitophon can be divided into small-
scale movement and large-scale movement. The large-scale movements are
indicated at the end of Part I and in Part II (escaping from Tyre, reaching
Pelusium, sailing to Alexandria along the Nile). At the beginning of Part III
another large-scale movement occurs (sailing from Alexandria to Ephesus), the
last large-scale movement is indicated at the end of the novel (sailing from
Ephesus to Byzantium and then to Tyre). The short-distance movements occur
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in the novel all the time and are indicated mainly during the narration of the plot
and dialogues. The latter can be said also for Hysmine and Hysminias, the large-
scale movements occur in every part of Eustathius’ novel (still more often in
Parts II and III).

The depiction of the time-frame and spatial frame are not always in correlation
in the novel of Tatius. Mainly small-scale movements occur in Part I, but the
time-frame, i.e., story-time moves rather quickly. 26 days are omitted in ellipses,
the narration does not concentrate on very long scenes or description of
consecutive days. The large-scale movement at the end of Part I is narrated during
a longer narrative time than most of the short-distance movements — one of the
few instances in the novel, where longer spatial movement is described
thoroughly. The story-time does not move on very quickly either. The time-frame
and spatial frame move rather similarly in other parts — either both frames move
on slowly or very quickly. The only exceptions are the ellipsis of 8§ days in the
middle of Part II, and the ellipsis of six months at the beginning of Part III, where
no spatial movements are indicated. The last two parts, i.e., the second half of the
novel is more homogeneous in this respect. The time-frame and spatial frame are
more in correlation in the novel of Eustathios Makrembolites.

Four narrative levels can be distinguished in the novel of Achilles Tatius.
The beginning of the novel, narrated by the primary ego-narrator (the supposed
author) moves between the first and second level of narration. From chapter 1.3
onwards the main narrator, the protagonist Clitophon presents his story on the
second level of narration, often inserting character speeches on the third level of
narration to his narrative. Sometimes the fourth level (quotations inside the
character speeches) occurs. The changes of narrative levels are less frequent in
the first and last part of the novel, where longer sections are presented on the
same level of narration. In the second and third part, where also events evolve
more quickly and many dialogues between characters are presented, the changes
occur more frequently.

Only three narrative levels occur in Hysmine and Hysminias, mostly the first
level (the ego-narration of Hysminias) and second level (character speech inside
his narration) are used. Only occasionally are the quotations on third level
inserted to the direct speech of characters.

Such division of the plot into different days and nights creates an opportunity
to compare the general presentation of story-time (i.e., the scenes/episodes the
author concentrates on, the omissions in time etc.) in Leucippe and Clitophon
and in other literary works.®” In addition, it enables us to compare the general
depiction of story-time to the management of narrative tempo by Achilles
Tatius. This is analyzed in Chapter 2 of the thesis, where the relations between
narrative time and story-time are observed and seven types of narrative tempo-
management are distinguished. The passing of story-time during narrating
actions within a day and/or night, i.e., in certain situations and episodes is in
most of the cases much more important for developing this methodology.

% Cf. for instance the analysis of the structure of Ilias by J. Latacz (2002: 152-157).
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2. Narrative tempo and its management

The tempo of narration in narrative texts is usually not homogeneous — some
events and situations are presented with a quicker tempo of narration, some with
a slower tempo. Occasionally the narrative time or story-time may stop com-
pletely. The following chapter gives an overview of the types of narrative
tempo-management in Leucippe and Clitophon and studies, which types are
more dominant and which types occur infrequently in the novel of Achilles
Tatius. At the end an overview of the narrative tempo-management types in the
novel of Eustathius Macrembolites is presented with a short comparison of the
two novels.

2.1 Introduction

The management of narrative tempo in Achilles Tatius’ novel is here analyzed
as one of the aspects of his style, enabling to compare his novel to other novels.
The narrative tempo can be understood on four levels:

1) the representation of the general time-frame of the novel, resulting from the
depiction of passing of days, months and years in the plot (=story-time, see
Ch. 1);

2) the tempo of presenting the passing of the story-time, resulting from the
author’s choice and variation of different narrative tempo-management types
described below;

3) the frequency of alternation of different types of narrative tempo-manage-
ment: when longer sections in one type occur, the tempo is steadier; when
different types alternate quickly, the tempo is also more hectic;

4) the tempo resulting from the use of different rhetorical figures and sentence-
constructions on the level of sentences (e.g., asyndeta, enumeration, short
parallel cola contribute to a quicker tempo; long parallel clauses and word-
repetitions often slow the tempo down).”!

This chapter analyzes primarily the tempo-management of presenting the story-
time in the narrative (number 2 above),”> but observes also the frequency of
changes of different narrative tempo-management types (number 3 above). For
this purpose I have distinguished between two kinds of time — the story-time (of
events and action, measured in days, months, years) and narrative time (spent
on narrating the story, measured in words, lines, pages).” According to the

%' The analysis of rhetorical figures in Ch.4 shows partly the tempo on the level of sentences.
 The analysis of narrative tempo-management types in this chapter has been partly
influenced by Tomas Hagg, who analyzes the narrative technique by dividing the novel into
narrative, which falls into day and night phases, and narrative that does not. For this purpose
he observes the relation of fictional time (=story-time in this thesis) and narrative time
(=narrative time in this thesis) (see Higg 1971: 23-25). But the time-frame is counted more
specifically here and a different methodology is applied in analyzing the narrative technique.
5 Other terms used for these notions are e.g., erzdihlte Zeit and Erzdhlzeit (Laimmert 1967),
story-time and text-time (Rimmon-Kenan 2002: 43-58)), story time and narrative time
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relations between these two aspects, seven different types of narrative tempo-
management® in Leucippe and Clitophon are discerned (see Fig. 3).

The division here is inspired from Genette’s division of narrative speed or
narrative movement in the chapter Duration of his Narrative Discourse into four
types: pause, scene, summary and ellipsis (Genette 1983: 86—112). This system
has been adopted and developed by other narratologists, and a fifth type — the
stretch or slow-down — is added.® In this thesis this system is developed further:
the type of summary® is divided into three different types of narrative tempo-
management (slight compression of time, detailed summary and brief summary),
the notion of scene as a narrative tempo-management type is abandoned and
divided into O-level (indicating only the direct speech of characters) and
compression of time (one of the types of summary used for the reporting clauses,
narrating background information between sentences on the 0-level; this type can
however occur also independently, without alternating with O-level). I have used
the notion expansion of time for slow-down (or stretch).

Fig. 3. The seven narrative tempo-management types regarding the story-time and
narrative time.

v

o

v

Narrative time

(Genette 1983); fictional time and narrative time (Hagg 1971: 23); event time and duration
time (Todorov 1999: 28), narrated time and narrative time (Nilsson 2001: 136), story-time
and narrative-time (Futre-Pinheiro 1998: 3151). Mieke Bal (using the notions time of the
fabula and time of the story) discusses the problems related to the analysis of these two times
in her Narratology (2009: 98-99).

% Hereafter I use the abbreviation NTM for narrative tempo-management.

5 The term stretch occurs for instance in Prince 1982: 56-58, the slow-down in Bal 2009:
100, 104-106.

% See Genette (1983: 86—112), Prince (1982: 56) and Bal (2009: 100).
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On the figure the y-axis in bold depicts the movement of story-time, the x-axis
the movement of narrative time. O-level presents the equal movment of both
times, in other types the time is manipulated or one of them stops.

In time management, three groups of relations can be distinguished:

1) In the first group the tempo of narrating is slow: the story-time is shorter
than narrative time or stops entirely. Here belong the following types:

e pause (P), where story-time stops and narrative time moves on; *’

o expansion of time (ET), where narrative time is longer than story-time.

2) On the 0-level the story-time and narrative time move on more or less
equally, corresponding to each other. This type is used primarily for
presenting the direct speech of characters.*®

3) In the third category the tempo of narrating is accelerated, the story-time
passes quicker than narrative time. According to their different functions in
the novel and the speed of story-time, four variations of such relation are
discerned:

e slight compression of time (CT),” where story-time moves only slightly
quicker than narrative time, primarily used for narrating scenes (often in
alternation with 0-level);

o detailed summary (DS) — the descriptions of events are compressed into
the form of summary, but still retold thoroughly, main type for pre-
senting the events of the plot (used for narrating consecutive situations/
events during longer story-time®);

e brief summary (BS) — only the most essential actions are related
between more important and interesting events of the plot; it is the
quickest summary-type regarding the story-time used for narrating the
events in the plot.

57 Bal (2009: 106-107) treats analepseis (flashbacks to earlier points in narrative) as scenes,
whereas in this thesis, when presented inside the narration of the secondary narrator
Clitophon, they are categorized as pauses (the analepseis reaching a long time back, see Ch.
2.2.1) or expansion of time (analepseis reaching a short time back, see Ch. 2.2.2).

% This type of narrative tempo-management is similar to the notion of scene used by Genette
(1983: 86—112) and Prince (1982: 56). Although according to Bal’s definition (2009: 104)
“in a scene the duration of the fabula and the story are roughly the same”, she also mentions
that “most scenes are full of retroversions, anticipations, non-narrative fragments, such as
general observations, or atemporal sections, such as descriptions.” Such sections (e.g.,
descriptions, analepseis, contemplations) belong to other types of narrative tempo-manage-
ment in this thesis.

% As the notion slight compression of time is rather long, a shorter version compression of
time is used hereafter.

7 Only on few occasions we can see the detailed summary used for presenting events in the
scene, for example, in cases when the text indicates that an utterance of a character or a
situation is summarized in one-two sentences.
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o ellipsis (E) marks a gap in story-time and narrative time is close to zero.
The events, which have happened during ellipses, are mentioned with few
words or not at all.”’

For distinguishing between the different types of NTM, the temporal relations
between narrated events/action to previously presented events/action and the
main storyline are observed on the one hand, on the other hand the participation
of characters in the action is taken in account. For instance, the explanations of
previous events in the ego-narration of Clitophon, which form parallel action,
fall under the category of expansion of time (ET), if they have begun during the
main storyline’® and are closely connected to the action just described. If the the
parallel action reaches a longer time back or even into the time before the main
storyline starts, its depiction is considered as pause, because the time of the
main story stops for a while (see also Fig. 4). Similarly, contemplations over
feelings belong under ET, if they are short and closely connected to the pre-
viously described events. If these contemplations could be regarded as
independent from the action, they are considered as pauses in story-time.

The participation of the characters in a scene is important for categorizing
the text into NTM-types especially in case of ekphraseis or descriptions of
paintings, animals etc. For example, when the object is being watched or
described to other characters by Clitophon as a character in his ego-narration, or
by another character in Clitophon’s presence, it belongs to the expansion of
time. When the description is given by the ego-narrator Clitophon, or the
supposed author, and presented as such only for the reader/listener and not to a
character in the story, it belongs under the type of pause, as the action and story-
time stop.

In the analysis of the narrative tempo-management the changes between
different narrative tempo-management (NTM) types are observed as well.”
Frequent changes, which occur due to shorter sections in one type of NTM,
indicate a more rapid and lively narrating and a quicker evolution of the story.
Long sections and infrequent changes, on the other hand, indicate a steadier
narrating.

The analysis of different NTM types enables to describe the narrative style
of Achilles Tatius and serves as a basis for comparison in the analysis of two
narrative rhythms, resulting from the variation of NTM-types on one hand and
from the occurrence of certain rhetorical figures (see Ch. 4) on the other hand.
In order to maintain compatibility to the rhetorical analysis presented in Chapter
4 of the thesis, the division into NTM-types is based on the sentence-borders
given in Vilborg’s edition of Achilles Tatius.”

! Ellipses are mostly indicated in the text in 3-15 words, only two “real ellipses occur,
where an ellipsis is unmentioned in the text (in narrative time, see also Ch. 2.7).

7 For the notion “main story” or the “main storyline” see Ch. 1.1.

3 Cf. also the general presentation of story-time in Ch. 1 and the tempo on the sentence-level
in Ch. 4.

™ See also the end of this chapter.
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The following characterization of the seven types of narrative tempo-
management in this novel starts from pause, where the story-time stops, moves
towards the quicker types of narrative tempo-management (where story-time
moves quicker than narrative time), and ends with ellipsis, where the narrative
time (almost or entirely) stops.”

2.2 Characterization of the types
of narrative tempo-management

2.2.1 Pause (P)

Pauses are sections in narrative tempo-management type, where story-time
stops and narrative time moves on, functioning in the novel mainly as
digressions. The time-frame and spatial frame of the main storyline (see Ch.1)
do not move on in this type (see Fig. 4).

Fig. 4. The movement of story-time and narrative time in pauses.

Narrative time moves on,
after pause returns to the
%same spot in story-time

o>

Narrative time

Story-time o >

Pauses are used for contemplations, descriptions, narrations of myths or pre-
vious events etc. (see Ch. 3), which are told only by the ego-narrator Clitophon
(or the supposed author as in Ch. 1.1 of the novel). The subject is mostly taken
from the plot, but it does not influence the advancement of it. The addressee in a
pause is the supposed author (who is the listener of Clitophon’s story) and/or
the reader of the novel, and not any of the characters in the novel (for instance
when presenting the myth about the origin of wine and the festival of Dionysos
in Ch. 2.2). In addition, most of the introductions of new characters belong
under pauses (presented by Clitophon to the readers/listeners), e.g., in 2.20.1—
2.20.2:

"Hv d€ Ti6 a0tV 0licéTng MOAVTOAY WV KAl AGAOG kal ALXVog Kol Tty
O tLav elmot tig, Ovopa Kaova.

(One of the visitors’ servants was a busybody, and a gossip, and nosey parker,
and every name you could think of. His name was Conops.)

7 See the division of the novel into different types of narrative tempo-management in
Appendix 3.
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This example introduces the servant Conops, who has an important role to play
in prohibiting the courtship of Leucippe and Clitphon, and provides some
background information about his character.

The descriptions of objects (ekphraseis, e.g., of a city or a garden) are
classified as pauses, when they are not connected to the plot, i.e., there is no
indication in the text that a character is looking at them. Some of the descrip-
tions may provide background information to the reader, for instance the
description of the Nile and its people in 4.11.8—4.12.35 helps to understand and
imagine the battle-scene in Ch. 4.13-4.14, but it is not described by any
character or to a character.

Tatius uses pauses also for presenting contemplations about gods, emotions
etc., which receive their subject from the situations in the narrative, but develop
into deliberations independent from the course of action.”® Often such contemp-
lations amplify the emotions of the characters, e.g., in 6.7.2-6.7.9:

dAELOV YaQ O0POAAUOV AVIOTNOL KAl TOLEL TTQOTIETEOTEQOV. KAV HEV
apoEdOG 1 kAt &yQoukog, mEooTiOnow eig duapopdlov: €av d& NOUG Kal
oV péAavOg EXwV TNV Padtv Noéua t¢ Aevk@ otedavovpevog, dtav
Tolg dakguoty Uypavon), éouke T yng éykopove Hal. Xeopévng 0& TNe
TV dakQLWV AAUNG TEQL TOV KUKAOV, TO HEV Tuaivetal tO d& HéAav
nioppvEeTalL kal 0TV GHOLOV TO HEV w, TO d¢ vapkioow: T d& dakgua
TV 0pOaApwv Evdov eidovpeva yeAa.

(For a tear arouses the eye and makes it more prominent; if it be a dull, unlovely
eye, a tear only increases its unattractiveness. But say it be a sweet eye, a deep
saturation of black smoothly encircled by white; when such an eye grows moist
with tears, it is like the swelling nipple of water in a bubbling spring; as the
saltwatery tears flow into the outer rim, the white glistens, the black takes on a
purple tint, like a violet next to a narcissus; tears held swimming in the eyes
seem to smile.)

This contemplation over tears follows the first meeting of Leucippe and Ther-
sander. The maiden is crying, but it makes her even more beautiful in the eyes
of Thersander. The contemplation itself could be taken out of the text almost
without any notice of interruption.

The narrations about previous events (i.e., flashbacks or analepseis) are
categorized as pauses, when the starting-point of the events is not within the
main storyline (this corresponds to Clitophon’s story starting from his dream
and his father’s plans to marry him with Calligone) and they are told only to the
reader/listener of the novel. Achilles Tatius presents a mixed analepsis’’ once in

76 Cf. Hagg 1971: 107.

7 See Bal 2009: 89. Genette (1983: 48—67) defines a mixed analepsis as a flashback to the
events, which start before and end later than the beginning of the main storyline. It is one of
the two examples of mixed analepsis in Leucippe and Clitophon (the second one is in a
narrative speech of Menelaus in 2.34.1-2.34.23). No external analepseis, which describe
events only before the beginning of the first narrative, occur in the novel, unless we
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Leucippe and Clitophon during a pause in the story-time, in 2.13.1-2.18.3,
where Clitophon narrates the beginning of the side story or novella about a
Byzantine man Callisthenes, who plans to kidnap Leucippe. The presentation of
the side storyline during the main storyline is depicted on Fig. 5.

Fig. 5. The meeting-points of the main and side storyline in Leucippe and Clitophon.™

o,\ 3. The mixed analepsis in
N N main storyline, explaining
1. The story about Callisthenes’ plans to kidnap o .
Callstrenes and Leucippe,ending with the (the wating of Calgone
Calligone kidnapping of Calligone and Callisthenes) — third
instead — first interception : - : .
with the main storyline. interception with the main
storyline.
2. The main
storyline | ML L o o o e e e e e e e e ___

4. Sostratus’ narrative speech
during the main storyline,
explaining Callisthenes’ and
Calligones fate (internal
analepsis, second interception)

1. The movement of the side storyline; 2. the movement of the main storyline; 3. The
beginnning of the narration of the side story in the main storyline (an analepsis in pause
+ kidnapping of Calligone during the main storyline); 4. The second interception of side
and main storylines (a narrative speech of Sostratus); 5. The end of the side storyline
presented at the end of the main storyline.

The side story starts before the beginning of the main storyline. In the first
meeting-point an analepsis to Callisthenes’ plans of kidnapping Leucippe are
narrated (the pause), ending with the kidnapping of Calligone in the middle of a
sacrifice by mistake (moving on together with the main storyline). Thereafter
the side story continues as a parallel storyline unmentioned to the reader until
the final chapters of the novel — in 8.17-8.18, in a narrative speech Leucippe’s
father Sostratus explains the fate of Calligone and Callisthenes. At the very end
of the novel, the main protagonists attend Callisthenes’ and Calligone’s

understand the whole narrative of Clitophon as an external analepsis. It starts before the
story told by the supposed author and regarding the end of the novel, it does not intersect
with the story of the primary narrator. All other analepseis inside Clitophon’s narration
describe the events during the time of the main storyline, being thus internal analepseis.

’® An approximate relation between both storylines is presented, which does not indicate the
exact movement of narrative time and story-time in the novel and concentrates on story-
time.
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wedding (the third and last meeting-point) and the side storyline ends happily
together with the main storyline.

The pause, where the side story begins, is the only one which does not
function as a mere digression in the novel. The “removal” of Calligone as the
potential rival-bride gives the main storyline (the love-story of Leucippe and
Clitophon) an opportunity to develop.”

Pauses occur only in the narration of the supposed author or the main
narrator Clitophon. However, they do not occur very often (33 times in the
novel, including one section in the supposed author’s narration), tending to be
located more in the first half of the novel. Most frequently, P are preceded or
followed by sections in detailed summary, but also compression of time and
expansion of time occur often in the neighbourhood of P. Usually, P occur
between two sections in quicker types of NTM, only occasionally does the
narrative tempo gradually slow down before or accelerate after pauses. There
are also several instances, where the P is paired with ellipsis, therefore the
narrative tempo jumps from the one extreme to the other (see also App. 4).
Pauses tend to be quite long in narrative time (they are second-longest sections
after O-level by average length with 144.8 words), but their frequency of
occurrence is low and only 10.95 % of the text is in narrated in P (see Table 1 in
Ch. 2.4 and App. 3).

Pause is thematically connected to the plot, but not to the actions of
characters in the novel. The most frequent occurrence of pauses is in Book II
(10) and Books I and VI (five in both, see Table 2). At the beginning of the
novel P are used more for introducing new characters, for analepseis, and
contemplations over feelings. During the adventures in Books III and IV many
descriptions of objects encountered by the protagonists are presented in P, but in
the following narration about the love-quadrangle (Book VI) contemplations
over feelings dominate. Only few pauses, presenting some background
information, occur in the last two books (three in Book VII, one in Book VIII).

The function of pauses thus differs according to their position and the plot.
No distinct correlation between the proportions of text in pauses and the number
of occurrences in a book can be observed neither are they distributed evenly in
the text (occasionally, especially in the first half of the novel, pauses tend to
accumulate in consecutive chapters). The absence of such correlation can be
explained by the diversity of the functions of pauses.

Longer pauses thus function as slow-downs in the narrative, often accumulating
in certain parts of narrative, and present information meant only to the
reader/listener of the novel. Achilles Tatius uses pauses for narrating previous
events, introducing characters, describing objects and deliberating over feelings
or natural phaenomena.

” Higg proposes that the kidnapping of Clitophon’s sister Calligone makes the escape
motive of Clitophon and Leucippe rather meaningless, as there are no more objections to
their marriage (1971: 82).
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Pauses as digressions occur also in other ancient Greek literary works.* The
comparison with Eustathius Macrembolites (see Ch. 2.5 and 2.6) shows, how-
ever, that pause is very characteristic for the narrative style of Achilles Tatius.

2.2.2 Expansion of time (ET)

The expansion of time occurs in sections, where story-time moves more slowly
than narrative time. Similarly to pauses, they function mainly as digressions and
slow-downs in the narration. They are also informative and used for giving
background information or narrating short-time analepseis (flashbacks to
previous events) in the story-time, which present parallel actions occurring
away from the main narrator Clitophon. The narrative time in ET can move in
two forms (presented on Fig. 6):
1) the narrative time forms a loop compared to story-time (for instance the
description of an object takes more time than just looking at it, see Fig. 6.1);
2) the narrative-time makes a jump back in story-time, describing events/
emotions occurring parallelly to the events just described (analepseis
reaching not more than a couple of hours back in time), and then moves on
again (a zig-zag movement of time, see Fig. 6.2)."'

Fig. 6. The movement of time in the NTM-type of expansion of time.

H E

story-time story-time

v

v

v

narrative time narrative time

1 — narration of events, where narrative time forms a loop (i.e., lasts longer than the
event in story-time)

2 — a zig-zag movement in story-time, used for instance in short-time internal analepseis
(descriptions of parallel actions)

Similarly to pauses, Achilles Tatius often presents detailed descriptions of
objects during sections in expansion of time. Here belong the ekphraseis of
paintings, animals etc., for instance the wine bowl in 2.3.4-2.3.10 and painting

% See for instance Whitmarsh (2007: 419) for Philostratus; Harder (2007: 93-96) for
Callimachus’Aetia; Hidber (2007: 193—194) for Arrian.

8 The treatment of slow-down in Bal’s Narratology (2009: 104—106) and stretch in Prince’s
Narratology (1982: 56-58) is similar to the first option. They do not include descriptions of
the short-time parallel actions under this type of narrative rhythm.
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of Europe in 1.1.10-1.1.63, which form a loop in narrative time (see Fig. 6.1).
These descriptions function as slow-downs in the narrative.

In addition, sections in ET present background infromation to the reader/
listener — reactions of characters to events or descriptions of their emotions
within the main line of narrative, which are similarly experienced or witnessed
by main characters in the story-time; contemplations over the feelings just
experienced or explanations to the actions of characters. Such descriptions,
contemplations and explanations are presented by the ego-narrator and never
occur in direct speech of characters, as in 3.15.18-3.15.24, where the soldiers
along with Clitophon have just witnessed the sacrifice of Leucippe:

TALTA D¢ OQWVTEC Ol OTEATIVTAL Kal O OTeaTYos kaf' &v twv
TIOATTOMEVWYV AVEPBOWV Kal Tag OPelg améotoedov thg Béac, £yw Ot €k
naaAdyoL kabnuevog E0euny. TO 8¢ NV EKTANELS HETQOV YaQ OUK
€XOV TO KaKOV €veEovnoé pe. kat taxa 6 ¢ Niopng uvbog ovk v
Pevdric, aAAQ Kdxeivn) TolODTOV TL Mabovoa Emi TN TV madwv
anwAela 06Eav magéoxev €k TS dKkvnoing woet AlBog yevopévn.
(Witnessing all these acts, the soldiers and the general groaned aloud and
averted their eyes from the sight. But I, contrary to all reason, just sat there
staring. It was sheer shock: I was simply thunderstruck by the enormity of the
calamity. Perhaps the myth of Niobe was no fiction after all: faced with the
carnage of her children, she felt just as I did, and her emotional paralysis had
given the appearance of petrifaction.)

The feelings of soldiers are described after the description of the sacrifice, thus
the narrative time jumps back and presents the simultaneous feelings of
characters caused by the spectacle. An example of a contemplation over feelings
occurs e.g., in 6.5.14-6.5.17:

Puxat d¢ mePvKkaol HAVTEIS TOV KAKWV, ETEL TWV Ve ayabwv fjklota
&k povteiang evTLXOLUEV. 0VdEV oDV Uyleg évevoouv Tepl TG
Aegvkinmng, dAA' v OomTd pot mAavTa Kal Heota delpatoc. €yw HéEv
00V 0UTWG €lxOV TNV PUXTV KOKAG.

(Our souls by nature have a prophetic instinct for evil in the offing; seldom does
our fortune-telling tell good fortune and true. My thoughts then for Leucippe
were all morose; everything seemed to me suspicious and fraught with terror.
Thus I languished, ill at heart.)

Often such contemplations start or end with deictic words and connective
particles (as TavTa 6&, 00V 00Tw¢ in the examples above), which indicate the
connection to the previously described action. They describe emotions during
the action,* being thus similar to the sections describing parallel actions (i.e., a

82 Cf. Fusillo 1999: 63—64.
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zig-zag movement back in narrative time occurs to preceding action in story-
time).

The narration of events and advancement of the plot can occur in ET only as
internal analepseis narrating parallel actions, i.e., the narrations of events which
have taken place during the main storyline (see also Ch. 1.3), but not witnessed
by the character Clitophon himself during the story-time. Such parallel actions
are narrated by the ego-narrator Clitophon as omniscient author. Only ana-
lepseis to recent events are categorized under ET as a zig-zag movement in time
(see Fig. 6.2; analepseis to the events which have occurred a long time before
the current point in story-time are presented as pauses). They function as
explanations to the reader/listener, before continuation with the main narrative.
E.g., the section in 6.8.1-6.8.4 follows the narration about Thersander’s and
Sosthenes’ visit to Leucippe’s hut describing the parallel action of Melite and
the messenger at the same story-time:

‘Ev @ 8¢ tavta émpatrteto, éTuxev Emi TV AgVKITMNV HETA TV TTEOG
pe opdiav  evBlg elg tovg Aygovg TV MeAitnv  veaviokov
amnooteldaoav, énelyev adTV &g TV Emavodov, undev €tL deopévnv
doQUAKWV.

(While this was going on, it happened that Melite after her interview with me had
at once sent a young man to the estate to get Leucippe. He was to prompt her to
return home, since Melite had no need of further cure.)

As said, these are sections, where Clitophon deviates from narrating the story
strictly as he himself witnessed it (in the example above, even the previous
action is narrated as omniscient author, because Clitophon himself does not take
part in the scene). Tatius uses this principle in order to maintain the continuous
flow of narration and avoid pauses in narrative tempo (see Ch. 1.3 and 3.2.1.1).

An example of the ET section explaining intentions behind actions occurs in
7.11.22-7.11.24, where Clitophon explains Thersander’s intentions, interrupting
the presentation of Thersander’s speech:

ToUTOV O TOV Adyov 6 Bépoavdoog Tavy kakonOws magevéPalev, tva
kav DoteQov 1) Agvkinmn pweadn) Lwoa, TMEOg dovAeiav avTNV dydyr).
(Thersander inserted this argument into the record quite unscrupulously so that
if Leucippe were later discovered alive, he could take her into slavery.)

This example is the only time in the novel, where the ego-narrator Clitophon
interrupts the direct speech of a character for an authorial comment. Usually
such comments and explanations follow the direct speech or occur inside the
ego-narration.

Although new characters are usually introduced in pauses, two of the
introductions of characters belong to the category of expansion of time, because
the introduction is based on the preceding action of characters (in the case of
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Charmides in 4.18.5—4.18.9) or what has been told/heard about him, e.g., in the
case of Thersander in 5.23.9-5.23.12:

v 8¢ 6 Bépoavdog ovtog 6 g MeAltng v, Ov Evople teBvnrévat
kata OaAaooav. TV YaQ OULVOVIWV AUTE TLVEC OIKETWYV, WG
TEQLETOATIN TO OKAPOG, CwOéVTeS kal vopioavtes amoAwAéval, To0To
anayyetdavteg ETvxov.

(This Thersander was Melite’s husband, who she thought had died at sea. What
really happened was that some of his servants, who were saved when the boat
overturned, thought their master had gone down, and they had circulated this
report when they returned.)

It is possible to regard these two sections also as mixed analepseis (the facts
mentioned about character’s lives occur probably before the beginning of the
main storyline) and categorize them as pauses. On the other hand, they differ
from all the other introductions of new characters in Leucippe and Clitophon
(the characters have influenced the course of action already before intro-
duction), therefore I have understood these sections rather as explanations for
situations occurring during the main storyline.

Expansions of time function similarly to pauses — they slow down the
narrative tempo, but differently from pauses the story-time still moves slowly
on. The narrator of sections in ET can be either the supposed author or main
narrator Clitophon. A clear difference in the use of expansion of time can be
noticed between the first and second half of the novel: in first half sections in
ET occur mostly between quicker types of NTM (detailed summary,
compression of time), but in the second half the tempo accelerates or slows
down gradually and ET occurs mostly before or after 0-level (also pauses).

Sections in ET are usually very short and used for narrating descriptions of
emotions, explanations by the main narrator, presenting parallel actions etc. (see
Ch. 3). The only longer sections are the ekphraseis of some paintings and
animals (about 4 sections), which the main characters are looking at, thus the
average length of the section is 98.45 words (for comparison, the average length
of a section generally is 93 words) and 11.07 % of the text is narrated in this
type of narrative tempo-management (see Table 1 in Ch. 2.4).

Achilles Tatius uses expansion of time more often than pauses (see App. 4) —
altogether 47 sections in ET occur (see Table 2 in Ch. 2.4), most frequently in
Books II, IV and VI. If the plot is evolving quickly, the sections in ET describe
mainly parallel actions or give explanations to events and situations; in the case
of longer scenes or slower narrative tempo around ET, they mainly describe
objects or feelings. In the first half of the novel different genres occur in ET
(see Ch. 3), but in the second half descriptions of parallel action and
explanations prevail. The comparison with Eusathius Macrembolites shows,
that Tatius uses ET much more frequently and for a greater variation of genres
(see also Ch. 3). Although the relative amount of text in this type is rather
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similar in both novels, it occurs primarily in one book out of eleven in Hysmine
and Hysminias.

2.2.3 O-level (0-L)

In sections on the 0-level the story-time and narrative time move on more or
less equally, without any obvious manipulation of time. The 0-level occurs
primarily in direct speech of characters inside the ego-narration of Clitophon.
This type is analyzed only emanating from the narration of ego-narrator
Clitophon (or from the ego-narration of the supposed author), the ego-narration
as such is not categorized as 0-level.*® Thus, the narrator in this type can be the
supposed author (in reporting clauses in dialogues of the first two chapters of
the novel), the main narrator Clitophon (his direct speech in the first two
chapters and in reporting clauses of his ego-narration from the third chapter
onwards), the tertiary speaker (Clitophon or any other character in the story in
dialogue responses and speeches, e.g., Clinias’ explanatory speech in 1.10.1—
1.10.31), or even the speaker on the fourth level of narration (when a dialogue
or quotation is presented inside the direct speech of the tertiary narrator, e.g., in
the narrative speeches of Menelaus in 3.19 and Satyrus in 3.20-3.22).** The
latter two levels of narration don’t occur in any other NTM-type but the 0-level.

The direct speech of characters (and thus the 0-level) is usually connected to
the presence of the ego-narrator Clitophon. However, some deviations from this
rule occur — either Clitophon is not present (e.g., during the persuasion of
Leucippe in 6.22.1-6.22.16, presented by the omniscient narrator) or the direct
speech is not classified as 0-level. Character-speech can occur also in other
types of NTM. For instance, direct speech of characters in pauses is not
classified as 0-L (e.g., in 2.2.2-2.2.26 — the conversation between Dionysos and
a shepherd in the myth about wine), as the narrative time in main storyline (in
the ego-narration of Clitophon) in pauses does not move on. Similarly, e.g., the
letter Clitophon is writing in Ch. 5.20 is presented in direct speech in Vilborg’s
edition, but the letter-writing is analyzed as presented in compression of time
(see the next type of NTM). Such cases, however, are rare in this novel.

% The entire novel is formally presented in the direct speech of the supposed author or of the
ego-narrator Clitophon. However, in this thesis I have ignored this fact and developed the
methodology for analyzing different NTM-types inside these two ego-narrations (they are
anlyzed separately, on equal basis). Cf. for instance Marin¢i¢ 2007: 169-170: ,,As for
Leucippe and Clitophon, it is an ego-narrative presented in “direct speech”, but this in itself
does not make it imitative of speech. In spite of the first person, it is not a typical example of
what Emile Benveniste defined as discourse (discours) in opposition to history
(histoire)....The first person is there, and the narrative is framed as a conversation with a
stranger, but one does not feel the presence of either the narrator or the audience at the time
of the narration; the narrative is formally a speech, but it is (on the surface, at least) not a
speech act.”

¥ See Ch. 1.3 for different levels of narration.
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The 0-L of NTM is used for dialogues,* utterances in direct speech inside
the narration of the plot by the main narrator, or in speeches of characters
(narrative, deliberative, judicial, explanatory, descriptive speeches, contempla-
tions, lamentations, persuasions or narrations of myths and fables — see Ch. 3,
Table 6). The long speeches give a perfect opportunity for Achilles Tatius to
show the skilful usage of rhetorical figures, often the forms and themes of
rhetorical exercises called progymnasmata are used. In addition, Tatius uses 0-L
to enliven the narration or to highlight some events in the story.

The 0-level is used also for some internal analepseis presented in narrative
speeches of characters (see also Ch. 3.2.1.2), where they tell Clitophon (and the
reader/listener) about the events he has himself not witnessed. In addition, one
of the two mixed analepseis, the narrative speech of Menelaus in 2.34.1-2.34.23
is presented on 0-level.

The sentence parts introducing the character-speech (the reporting clauses)
are usually included to the category of 0-level, as in 6.17.1-2:

Tavta dxovoag 6 OEQoavdQOg KOV AvaxwENoag AéYeL QOGS TOV
LwoBévnv: “"Hrovoag anilotwv onuatwy, YePOVIwv €0wTog;...”

(When Thersander heard this, he stepped a little distance away and said to
Sosthenes: “Did you hear that incredible speech, so full of passion!...”)

According to Hagg the reporting clauses may in most of the cases be regarded
as expanding the time, because the simultaneous action in story-time must be
narrated in succession in narrative time. Sometimes the reporting clauses may
also compress the story-time in narrative time (Hégg 1971: 37). However, the
reporting clauses do not alter the tempo of narration conspicuously, thus they
are generally here classified as 0-level.

The reporting clauses of the ego-narrator in Tatius’ novel are usually very
short and mostly introduce the speaker.®® Only in few instances the direct
speech of different characters alternates without reporting clauses of the ego-
narrator.®” Sometimes the reporting clauses represent in addition an action that
would approximately take the same amount of time in reality and in narration or
accompanying the act of speaking, as in the example presented above. An
additional reason why the reporting clauses of the ego-narrator are in this thesis
counted under O-level, is that I have analyzed the occurrence of rhetorical

% Regardless of the fact that these dialogues occur within a fictional form and cannot
correspond to actual conversation, the story-time and narrative time can still be regarded
equal (see also Hagg 1971: 36). On the one hand, the sentences are presumably longer than
in an everyday dialogue, on the other hand, there are no thinking pauses in this kind of a
text. See also Lammert 1967: 84 (zeitdeckendes Erzdhlen).

% Usually the reporting clauses are 1-5 words long, see for instance example in 2.7.19—
2.7.21 from Ch. 4.1.1 under the figure change of presentation mode. Altogether 9.06% of the
text categorized as 0-level occurs in reporting clauses (see App. 3).

¥ E.g.,in2.6.6-2.6.9.

49



figures in whole sentences (presented in Ch. 4) and it would be impossible to
distinguish them in analysis.

In some occasions, however, a sentence is divided between different types
of NTM, for instance where only one or few words of a character occur within a
section in ego-narration.® It can occur also when the sentence is very long and
the change of narrative tempo is very obvious (discussed in Ch. 2.5), for
instance in 8.5.13-8.5.17, where the ego-narrator Clitophon tells his destiny in a
summarized way (as the reader/listener has already experienced the same things
in the narration of Clitophon) and suddenly continues in the direct speech as the
character in his own story, introducing the account of the sufferings of
Leucippe:

CT: ..&mel kal TO JEIMVOV €IMOV KAl WG EUAVTOL KATEYELOAUNV, Kol
péxot g Bewolag tov Adyov ovveméoava,/

(When I had given them the banquet scene and the false-confession sequence and
brought the story up to the arrival of the Byzantine embassy,/)

0-L: xai, “Ta pev épa tavta,” €pnv: “ta d¢ Aevkinmmng twv €UV
peiCova. ménpatal, dedovAevke, YNV éokae, oeavANTAL TG KEPAATS
TO KAAAOG' TV Kovpav 00ac.”

(I said: “That is my side of the story, Leucippe’s is much more intense: she was
sold, enslaved; she hoed the ground; her beautiful hair was ravaged. You see
how she’s shorn.”)*

In this example, the aorist verba dicendi (¢imov, katepevodunv, cvvenépa-

va) indicate clearly that the preceding narrating® by Clitophon (given in the
text in the form of summary in ego-narration’") is completed before his direct
speech as character and that the act of narrating has taken much more time than
acceptable on the 0-level.

Sometimes, it is very difficult to draw the line between the 0-level and the
following NTM-type of compression of time, which is often used between
sections on 0-L (see Ch. 2.2.4). Longer reporting clauses tend to occur at the
beginning of dialogues or in sections, where the plot is advancing more quickly.
There they describe the development of events, moving around, the feelings of
characters etc.

% See example from 3.9.12-3.9.15 in Ch. 3.2.1.1, where short exclamations are inserted in
order to add emotion.

* In such cases, when the rhetorical figures transcend the borders of different tempo-
management types, they are marked with grey background in App. 2 and App. 3, but double-
counted in the analysis. However, the amount of such double-counting is insignificant in the
context of the general occurrence of figures (e.g., in the analysis of Ch. 4 the percentage of
such double-counted figures remains under 0.5%).

* In temporal clauses the aorist indicative shows the past action and can be equivalent to
plusquamperfect (Simonson 1911: 192)

°! For the sub-genre of summary see Chapter 3.2.1.4.
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The 0-level can occur in the neighbourhood of every NTM-type, but most
frequently it precedes or follows compression of time in scenes (over 60 times,
see App. 4).When the author wants to advance the plot more rapidly, the 0-L is
paired with detailed summary. Other types of NTM are not specifically con-
nected to the 0-L. As the 0-L is the most frequently used type of NTM in
Leucippe and Clitophon, it is also the most frequent “neighbour” to all the other
types of NTM.

Tatius uses the 0-level very frequently, in 133 sections. About 50.36% of the
novel is written in direct speech of characters and reporting clauses of the ego-
narrator, whereas 9.06% from it corresponds to the reporting clauses of the ego-
narrator (the longest ones exceeding 30 words). Therefore, only 45.8 % of the
whole novel is actually narrated in direct speech of characters (see Table 1 in
Ch. 2.3). It is the most frequently used type of NTM in Leucippe and Clitophon,
and the sections are the longest when compared to other types. Tatius uses 0-
level for presenting long speeches (altogether 57 such speeches occur’) or
blocks of speeches alternating with dialogues in the novel. The longest unit in
one narrative tempo-management type in Leucippe and Clitophon is presented
on the 0-level — a section in 8.9.1-8.11.12 consisting of 1239 words, where two
speeches and a challenge of Thersander in court occur following each other (see
App.3).”

The highest frequency of occurrence of 0-level is in Book V, where shorter
sections on the O-level alternate with sentences presenting background
information in another type. The largest amount of text on 0-L occurs in Book
VIII (74.51 %, see Table 2), in long scenes with dialogues. In the first book the
0-level occurs in a smaller number of sections, however these sections tend to
be rather long. Although the general narrative tempo advances quickly, Achilles
Tatius chooses to narrate for instance only one scene on a day, containing long
embellished contemplations and ekphraseis. Lower occurrence of 0-level in
Book II is caused by the larger amount of text in pauses, especially the long
pause covering the side storyline of Callisthenes.

The lowest occurrence of 0-level is in Books III and IV, where the adven-
tures of protagonists are narrated and the general time-frame of the novel moves
on quickly. Sections on 0-L are longer and occur less frequently in the second
half of the novel (except in Book V), when the general time-frame slows down
conspicuously. This can be explained by the plot (the trial-scenes) and internal
analepseis (narrative speeches, which present the events unknown to the
character Clitophon). The length and frequency of occurrence of 0-level is thus
mostly in correlation with the general tempo of presenting the story-time
analyzed in Chapter 1.

%2 According to the analysis in Novikov 2004 (see pp. 55-82). I have classified sections
longer than 90 words in direct speech as long speeches.

% Speeches can also occur in dialogue-form, e.g., in 2.35.5-2.38.21, where Menelaus and
Clitophon present three speeches about love as a dialogue. The speeches themselves are not
categorized under the sub-genre of dialogue then, but as belonging to another sub-genre.
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As “Clitophon’s story is the longest first-person narrative extant in Greek,””*
the comparison of Achilles Tatius’ style to other ancient literary works can be
done only within the ego-narration of Clitophon. Then the occurrence of 0-
level, i.e., the direct speech of characters in his ego-narration, is not so
conspicuously high any more — the percentage of character-speech is similar or
higher in the epics of Homer.”” From other ancient Greek novelists for example
Chariton is similar to Achilles Tatius, but Xenophon Ephesius uses much less
direct speech.”® The analysis of Eustathius Macrembolites showed a slightly
lower occurrence of character-speech (see Ch. 2.6).

2.2.4 Slight compression of time (CT)”’

Compression of time is a NTM-type, which occurs in scenes, where the events
take place “under the reader’s/listener’s eyes” and the location does not change,
or only short-distance movements take place during the action. It is one of the
types used for summarizing the events in the novel, but compared to other two
types of summary (detailed summary and brief summary), the story-time moves
on much more slowly, as presented on Fig. 7:

Fig. 7. Comparison of narrative time and story-time in the summarizing NTM-types.

CT — compression of time; DS — detailed summary; BS — brief summary; 1 — narrative
time; 2 — story-time.

** Lowe 2004: 246,

% According to De Jong (1991%: 409) 45% of the Iliad and 67% of the Odyssey are presented
in character-speech.

% According to Higg 44% of the text in Chartion’s novel is taken up by direct speech (1971:
91), but only 29% in the novel of Xenophon Ephesius (1971: 99).

°7 The three following types of NTM are all different levels of a summary-form, where story-
time is compressed in narrative time. Compression of time is the first level, detailed
summary the second and brief summary the last level in that scale (story-time moves very
quickly compared to narrative time). Although ellipsis should also be considered as a
summary-type (there are only two real ellipses in the novel), I use the term “summary type”
only for compression of time, detailed summary and brief summary in this thesis.
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Achilles Tatius uses compression of time only in the ego-narration of Clitophon
(once also for the ego-narration of the supposed author). It occurs primarily
between direct speech of characters (0-level), for instance in dialogues and
between speeches, or for describing the action in scenes. These sections give the
background information about the feelings of characters or a meticulous
account of their actions. A description of feelings occurs for instance in 3.23.1—
3.23.4:

Q¢ odv fovoa, mavTodamog £yLryvopny kat dimmogovv 6 TL moujow
mEOg Tov MevéAaov avtaélov. O O oDV KOWOTATOV, TQOOTIECWV
Katnomalounv kat meooekUvouy wg Bedv, kal pov kata v Ppuxnv
afoa katexeito 1)dovr.

(When I heard this, the whole spectrum of emotions seized me. I had no idea
what I could do to repay Menelaus for his deeds. I went for the most common
means, throwing myself at his feet in homage, prostrating myself before him as if
he were a god. My soul was gripped by complete pleasure.)

Typically to CT, this passage occurs after the narrative speech of Clitophon’s
friend Menelaus and the following short dialogue, describing Clitophon’s own
feelings. Tatius sometimes uses also expansion of time for describing the
feelings of characters, but these occur during some other action as “parallel-
events”. In the example above, however, the verb fjkovoa in aorist indicates,
that the feelings follow the hearing. In addition, some action (TtQOOTTEOWV

Katnomalopny Kat mpooekvvouy...) is presented without any retrogression
in story-time.

Sometimes it is difficult to draw the line between compression of time and
detailed summary concerning the description of events. However, events during
detailed summary extend over several hours, whereas CT describes a shorter
time span (from several minutes in a shorter section to an hour or two in a
longer section). On the other hand, CT often describes the events in the story-
time so precisely (i.e., presenting the events in narrative time takes about the
same amount of time than the event itself in story-time) that it is very close to
the 0-L (similarly to the reporting clauses to direct speech discussed above), as
for instance in 2.7. 14-2.7.19, where Clitophon pretends to be stung by a bee so
that Leucippe would kiss him:

1 8¢ mMEOONADE te kal &évéOnkev wg émacovoa TO OTOUR, Kal Tt
EPOvELlev, €mMIMOANG Pavovod HoL TV XeWéwV. KAYw kKatepilovy
o), KAEMTwv TV PUAnuatwv tov Podov, 11 0¢ dvolyovoa kai
kAglovoa TV XelAéwv TV CLUPOATIV T@ TS €mwdne Pbvplopatt
dANuata Eémolel TV €mdnv. Kdyw Ttote 1ON TEQBAAWY daveQr
katepidovv:

(She moved closer and put her mouth near mine in ovder to mumble her charm
over the wound. In whispering the formula, she lightly grazed my lips with hers. [
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silently kissed her in return, just suppressing the noise kisses make. And as she
formed the words, opening and closing her mouth, she transformed that
incantation into a steady stream of kisses. Then I took her in my arms and really
kissed her.)

As the length of this scene in story-time is not clear, and several consecutive
actions are described, such sections (few other besides this example) are
categorized as CT.

Several times Tatius uses CT for summaries of speeches — the content of the
speech then is reported in a shortened version by the ego-narrator Clitophon.
For example in 4.3.1-4.3.15 a general describes an African elephant, but
Clitophon presents the beginning of the description as a summary in his ego-
narration; only the end is presented as the direct speech of the character.”
Achilles Tatius uses CT once for describing a dream of Clitophon (in 1.3.18—
1.3.24). In addition, I have classified the section in 5.20.13-5.20.21, where
Clitophon writes a letter to Leucippe, as compression of time, because the
writing of a letter takes presumably more time than reading it.”’

CT, as said, occurs most typically in pair with the 0-level, that is with direct
speech of characters, and helps to build up a scene around dialogues and
speeches. Narration in CT allows to bring out little nuances and thereby adds a
dramatic effect to the situation. Although several long sections in this type
occur (see the ekphraseis of events in 3.2.2.2.), most of them tend to be short
insertions between character-speech, as in 3.18.5-3.18.12, where Clitophon’s
friends appear to rise Leucippe from the dead after the sacrifice:

0-L: “AAA vOV,” 0 MevéAaog €dn, “kal ta oAGYX VA ATOATPetat kail
T otégva ovudvoetal, kat atewtov Odel. AAA EmkaAvpal cov To
MEOCWTOV* KAA® Y Vv ‘Exdtnv émni 10 €gyov.”

(“And now,” said Menelaus, “she will recover her innards, her frontal gash will
grow together, and you will see her once more sound. But cover your eyes, for I
am summoning Hekate to the deed.”)

CT: éyw d¢ muotevoag évekaAvpaunyv. 6 d¢ doxetat TepateveaOat Kol
AOYOV TV KATAAEYELV G AEY@WV TEQLAQEL TA HAYYAVEVHATA TX
ETTL TT) YAOTOL TG AEVKIMTING KAl ATIOKATEOTNOEV €IC TO AQXATOV.

(I trusted him and covered my face. He began some hocus-pocus and recited some
magic words. Then, as he spoke, he removed a contraption from her stomach and
restored her to her original condition.)

0-L: AéyeL d€é por “AmokaAvpat.”

(“Open your eyes,” he said.)

% See also the sub-genre of summary in chapter 3.2.1.4.
% The letter itself is presented as direct speech (within quotation marks) in Vilborg’s edition
of the novel.
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CT: kdyw pOALS péV kal Ppopovpevos (dANBag Yoo ounv v Exdtnv
naQetvat), Opwsg O oLV améotnoa twv OPOaAULV Tag Xelpag kol
O0AGKATIQOV TV AgUKITTTNV 6QW®.

(I was very slow and fearful about doing so, for I did indeed think Hekate was
there, but finally I removed my hands from my eyes and saw Leucippe intact and
sound.)

0-L: &t puaAdov odOv ékmAayelg €deounv Mevedaov, Aéywv: “0)
didtate Mevédae, el dLaKkovos Tis el Oewv, déopatl oov, oL YN¢ elpt Kal
ti mote tavta O6pw;” kai 1 Asgvkinmn, “Ilavoar” €on, “Mevélae,
DEDLTTOEVOC AVTOV. Aéye O& MAGS TOLG AnjoTag Nmatnoag.”

(Still more amazed, I asked Menelaus: “My dearest friend, if you are some
servant of the gods, I beg you to tell me where in the world I am and what am [

seeing.” And Leucippe said: “Menelaus, stop frightening him. Tell him how you
fooled the bandits.”)

Such examples of CT occur quite often near or inside dialogues, whereas
Achilles Tatius rarely presents longer scenes without interrupting the character
speech with sections in compression of time.

Similarly to the 0-L, CT can occur before or after all other types of NTM, but
tends to be paired with the slower types of NTM (0-L, ET and P); it is rarely
paired with brief summary or ellipsis. The narrator in sections of CT can be
either the supposed author or the ego-narrator Clitophon.

CT is one of the most frequently used types of tempo-management in the
novel, occurring in 94 sections. However, as these sections are relatively short
(average length 41.82 words), only 9.41 % of the whole text is narrated in
compression of time (see Table 1 and Table 2 in Ch. 2.3, App. 3). CT occurs
most frequently in Book V, the largest amount of text in this type is in Books IV
and VI, in the middle part of the novel, where most of the situations are
presented using CT. At the beginning of the novel it tends to give more
background information to the dialogues. In last two books it occurs quite
infrequently and is often used for summaries.

2.2.5 Detailed summary (DS)

Detailed summary is a narrative tempo-management type, which presents the
concise but meticulous description of a longer story-time. Several events follow
each other, diverse small-scale spatial movements (changes of location) can
occur or a large-scale movement is presented during a longer narrative time.
Compared to the narrative time, the story-time moves on faster here than in
compression of time and slower than in brief summary (see Fig. 7).

Detailed summary is Tatius’ most usual way for advancing the plot and
recounting events that have happened to and are narrated by the main narrator
Clitophon. E.g., in 2.23.4-2.23.8 Clitophon describes how his servant Satyrus
gives sleeping-drug to Conops, the guardian of the women’s quarters:
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€Tiel O NKe TEOG TOV LATLEOY, eltar detmviioag EpeAdev amiéval, &yxel
TOU QAQUAKOL KAt TG TeAgvTaiag KUAKOE 0 LATUQOG avTqr KAl O
HEV ETLE, Kal HkQOV daALTWVY, 600V €I TO dWUATIOV avToL GpOAoal,
KATATIEOWV EKELTO, TOV VTTVOV kaBe0dWV TOU GaQUAKOU.

(He (Conops) came over to Satyrus’ room, and after dinner, when he was just
about to leave, Satyrus poured some of the drug into his last cup. He drank it
down, and in a little while — in fact, just enough time to reach his own room — he
collapsed on his bed in a drugged stupor.)

Similarly to the NTM-type of compression of time, detailed summary is used to
present events between parts in the direct speech of characters in Clitophon’s
ego-narration. In that case, the plot is advancing faster than in compression of
time, e.g., in 7.14.15-7.14.18:

0-L: Tl pdtnv €&nyoiwoatl kat' dvdeog, 6¢ HaAAov oo Aevkimmnv
dAel; Oavatov youv Uméotn mabetv, Tt teOvavat tavtnv €dokev.”

DS: &AAa te moAAQ EAeye MaQaLOOVLEVOS AVTOV.

0-L: 6 d¢ wdvpeto kaAwv v Agtepry: “Emi tovtw pe, déomowva,
nyayes évtavOa;

(0-L: “Why this stupid outburst against a man who loves Leucippe more than
you do? He set himself up to suffer death because he thought that she was dead.”
DS: He said much more as well in the way of consolation.

0-L: Sostratus wept and wailed, invoking Artemis. “Is this why you led me here,
O Lady?”)

0-level is in this example interrupted by detailed summariy, in which the word
moAA& indicates that a longer conversation is summarized in one sentence.

Although descriptions (of objects, feelings) occur mostly in slower types of
NTM (CT, 0-L, ET and P, see Table 6), Achilles Tatius sometimes presents
them in the NTM-type of detailed summary. The most frequently occurring sub-
genre of descriptions in detailed summary is the ekphrasis (description) of
events in the plot (see Ch. 3.2.2.2). In addition, two ekphraseis of objects are
narrated as detailed summaries (the descriptions of the city of Alexandria
(5.1.1-5.2.6) and the island and lighthouse of Pharus (5.6.7-5.6.10) in scenes
where Clitophon is walking around and describing them at the same time (see
Ch. 3.2)),'” and one section (in 1.6.18-1.6.28) includes a compendious descrip-
tion of Clitophon’s dreams (an example from 1.6.18-1.6.23):

AAA' 00dE ToTE pov TG PuxTc ameABetv 10eAev 1) kKOEN TAVTA YA TV
pot  Aevkinmn  tax  EvOmviar  deAeyopnv  avti),  ovvémalov,
ovvedelmvovy, NrToUNyV, mAglova eixov ayaba thg Nuéoag: Kat yaQ
katedpiAnoa, kat v 10 piAnua aAnOwov:

1% Cf. De Temmerman 2012: 521.
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(But even then the girl would not leave my soul. All my dreams were of Leucippe.
1 spoke with her, played with her, ate with her, touched her — I had more good
sensations than during the day. Yes, I even kissed her, and truly it was a kiss ...)

Here the 35 words in narrative time describe a much longer period in story-
time, as indicated by the enumeration and adjectives tavta and tAelova.

A larger number of sections in DS occur in the middle of the novel and in
Book II (see Table 2, App. 4) and fewer at the end (4 in Book VIII, where
events are rather narrated in brief summary). In Books IV to VII the DS is
mostly used for describing events between dialogues or speeches and is
alternating with the 0-level, whereas in other books such occurrence is not so
conspicuous and DS alternates with various types of NTM. The reason for such
use is, that the second half of the novel focuses more on describing longer
scenes or even whole days, but in the first half single short situations are
described between many speeches and descriptions.

DS can occur in the neighbourhood of every type of NTM, but most
frequently it is paired with sections on the 0-level; near CT or BS it occurs quite
rarely. Thus the summary types CT and DS alternate rather with the 0-level or
slower types of NTM than with each other (see App. 4). DS occurs relatively
often also before or after ellipsis (similarly to brief summary). Most of the
sections in DS are fewer than 100 words long (average length 77.83 words),
however also 16 longer sections occur (e.g., in 3.2.3-3.4.14 — 637 words, see
App. 3). As Tatius uses this type of narrative tempo-management quite often
(82 times in the novel, see Table 1 and 2 in Ch. 2.3), altogether 15.26 % of the
novel is presented in detailed summary.

Sections in detailed summary are thus the main tool for advancing the plot
for Achilles Tatius, as it enables to present a compendious summary of
important events and situations, in order to connect different scenes narrated in
slower types of NTM.

2.2.6 Brief summary (BS)

Brief summary is a narrative tempo-management type, which presents a com-
pendious, not a very detailed narration of events. A long story-time span (for
instance half a day) is in BS narrated with two-three sentences in narrative time
and in comparison to the narrative time the story-time in BS moves on the
fastest among the NTM-types, which are used for summarizing events in the
novel (see Fig. 7 above). Often large-scale spatial movements occur during this
type of NTM. In the analysis of other ancient Greek novels, it is in most cases
probably quite difficult to distinguish between the NTM-types of brief summary
and detailed summary, but the narrative style of Achilles Tatius allows us to
make that distinction (see also Ch. 1).

Tatius uses the NTM-type brief summary relatively rarely. Events, which are
not crucial for the advancement of the plot, but have to be mentioned, occur in
this type of NTM. Often brief summary introduces or ends scenes narrated in
another NTM-type: for example in Ch. 2.9 Leucippe and Clitophon play a
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“wine-cup-kissing” game during wine drinking, whereas the game itself is
described in CT, but its end is presented in BS (2.9.11-2.9.12):

Kal Toltov &yéveto tovTo Kai Tétagtov kal O Aowmov Thc Mpéoag
oUTtwg AAANAOLS EoeTivopEeV T PATjpATA.

(This happened a third time, and a fourth time, and so we pledged our love,
drinking and kissing for the rest of the day.)

The expression TQITOV €Y£VETO TOVTO KAl TETAQTOV KAl TO AOLTOV TNG
Nuéoag shows that Achilles Tatius summarizes a repeated action, which lasts
during an entire evening with one sentence after describing it once during a
scene in CT.

The (sub-)genres in the novel, which can be narrated in BS, present the plot —
the narration of the plot and ekphraseis of events. In respect of the spatial frame,
we can observe that the change of location frequently occurs during brief
summary, e.g., in 3.9.1-3.9.6:

E: Evduxtotbavtec o0V Nuep@v dvo kal avaAafdviec éavtolg €k v
kakwv, BS: vavv Atyvntiav pobwodpevol (eixopev 0& OAtyov
xovoiov, Omep étvxopev éECwopévol) dwx tov Neldlov mAovv Em'
AAeEavdgelrv  Eémowovpeba,  pAAlOTA  pEV  €KEL  OLEYVWKOTEC
nomoaocfat Ty daTEBTV Kal VORILoVTES TavTn taxa Tovg ¢idovg
evonoeLv mpooevexBévtac.

(After two days of rest and recuperation we hired an Egyptian boat, using the

little bit of money we had tucked away under our belts, and sailed along the Nile
to Alexandria, where we had decided to stay in hopes of locating our friends.)

This example starts with an ellipsis of two days (underlined) and illustrates the
fact, that brief summary is one of the two NTM-types (besides DS), which
occur most frequently in pair with ellipsis (a gap in story-time, see the next type
of NTM). In such cases, the sentence is divided between different types.

BS alternates most frequently with 0-L, but also detailed summary is used
more often near this type than others. The slower types of NTM (pause and
expansion of time) occur near BS only on few occasions. Brief summaries occur
more in these parts of the novel (especially in Book III, V and VIII), where
longer spatial movements are depicted and the action advances quickly, or at the
end of the novel, where less interesting events between or during a trial are
narrated in this type (for instance in the middle of Book VIII).

The narrator of sections in brief summary can be the supposed author (this
type occurs once in his narration) or the main narrator Clitophon. Sections in
BS occur 33 times in Leucippe and Clitophon and are very short (the average
length is 34.03 words), so only 2.54% of the novel is narrated in this type of
narrative tempo-management (see Tables 1 and 2).

Brief summary is used for describing these events in the plot, which are less
important, but cannot be left entirely out of the narration, often introducing or
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closing a scene in slower types of NTM. It is also used for indicating larger-
scale spatial movements.

2.2.7 Ellipsis (E)

Ellipsis is the narrative tempo-management type which omits a period in story-
time in the ego-narration of Clitophon, in most cases marked with a short phrase
defining the amount of story-time omitted between two points in narrative
time.'”" Ellipses are so to say “gaps” of story-time in the text, where it is clear
that at least a day or night without a mention of any events or descriptions of
dreams has passed (for instance Tatius sometimes starts his chapters with words

) O’ Votepala — on the next day). Sometimes several days and on one occa-
sion six months has been omitted in the narrative, e.g., in Ch. 5.8.3-5.8.4:

kat 1jon pot yeyoveoav pnveg €€, kat 10 moAL tov TévBoug TjoxeTo
HaoatveoBat

(Six months had now passed, and the vivid impressions of sorrow were just
beginning to fade,).

Most of the ellipses in this analysis are not “real” ellipses — the time that has
passed is indicated in the text.'” Only twice is it possible to locate real ellipses
(i.e., “hidden ellipses”), where the omission of some story-time can only be
deduced from the text. One example of real ellipsis is between chapters 3.5 and
3.6 where presumably a night passes but it is not expressed in words. These
ellipses are also counted in the analysis (see App. 3).

Ellipses covering very short time-spans, e.g., from dinner to night between
chapters 1.5 and 1.6, are not included in this analysis, because mostly that kind
of ellipses are not clearly detectable in the narrative.'” These are mostly the
“hidden ellipses” (or “real” ellipses), which are unmarked in the text. Usually
Tatius does not describe everyday life and activities, which do not add anything
to the plot. Dinners, for instance, are depicted only in order to show the courting
of Leucippe and Clitophon, or Melite and Clitophon. The nights are also mostly

"' The ellipses mentioned within the direct speech of characters (e.g., the three year span in

Menelaus’ narrative speech about his life in Ch. 2.34) are not counted in the analysis of this
thesis, because this time moves on in a narrative embedded to Clitophon’s story; in this
dissertation only the movement of time based on the ego-narration of Clitophon (or the
supposed author in first two chapters) is studied.

192 Bal calls them “pseudo-ellipses®, “minimal summaries” or “summaries with maximum
speed” (Bal 2009: 101-102).

1% According to Higg: ,,The increase in tempo which may be necessary, in order to cover a
space of time lying between two scenes on which the author wants to concentrate, is often
avoided by simply leaving a gap in the narrative. Instead of filling the time with an iterative-
durative account, Achilles places the scenes more abruptly side by side in the text, perhaps
giving, in passing, a grammatically subordinate hint of what lies between.* (Hégg 1971: 69)
However, as Hiagg (1971: 70) also specifies, the gaps may be characterized by temporal or
local definitions in the following narrative.
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omitted in the narration, only occasionally the events of the plot take place at
night or a dream of a character is described.

References to ellipses in the text are all very short, mostly 3—4 words (see
Table 1 in Ch. 2.3), the longest one is 15 words. The ellipsis usually indicates
just the omitted time in the text, without specifying what happened during it,
e.g.,in 2.30.6-2.30.7:

Ov0 d¢ Népag dXALTIOVTEG...
(We waited two more days ...).

Occasionally, however, Tatius also gives hints about these omitted periods, e.g.,
in 3.9.1-3.9.2 (see the example under brief summary above) or in 1.6.28-1.6.29:

KAl TADTA HOL TOLOV T)HEQWV EMUQUEVETO...
(These fires continued to smoulder for three days.)

The length of the phrase marking an ellipsis does not depend on the length of
the time omitted in story-time, as the reference to an ellipsis of six month and
an ellipsis of two days can be about the same length in narrative time.

Ellipses occur mostly within the sub-genre of narration of the plot by the
ego-narrator Clitophon (not in the narration of the supposed author), but also at
the beginning of introductions of new characters or ekphraseis of events.
Ellipses occur in every book, except Book VI and often mark the borders of
days in the narration (in addition, the borders between four parts are also
indicated by ellipses, see Ch. 1.1). The ellipses tend to mark a longer omission
of time in the first half of the novel, and shorter periods (usually a night) in the
second half of the novel (e.g., in Book VI and VII, cf. the slower tempo in the
general time-frame discussed in Ch. 1.1). The advancing of the plot thus
influences the occurrence of ellipsis — where the author concentrates on
narrating longer consecutive scenes, few or no ellipses occur. In addition, more
ellipses tend to occur in longer books (Book II, V, VIII) and mostly in the
neighbourhood of detailed summary or brief summary, but in five cases an
ellipsis follows or precedes a pause.'®*

Altogether 29 ellipses occur, the average length of a section in this type is
5.69 words. Considering the shortness of ellipses, the amount of text men-
tioning the passing of time cannot be compared to other types of tempo-
management, remaining under 1% of the novel (see Tables 1 and 2). However,
the time omitted in ellipses comprises about 85% of the entire story-time, as
about 222 days from 271, and most of the nights, are mentioned in ellipses (see

App. 1).

104

In some cases the change in narrative tempo is very abrupt. Tatius either ends a narration
of a situation with an ellipsis and then slows the tempo with a contemplation or description,
or starts narrating a new event or situation with an ellipsis after a slow-down in
contemplation or description. Once an ellipsis occurs at the beginning of an introduction of a
character.
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2.3 Overview of the occurrence
of NTM-types in Leucippe and Clitophon

Regarding the relations of story-time and narrative time seven types of narrative
tempo-management are distinguished in this thesis. In pauses only narrative
time moves on, in expansion of time the story-time is shorter than narrative
time. 0-level, where story-time and narrative time are equal, is used in scenes
for character-speech. Three types are used for summarizing the story-time:
compression of time (used for narrating scenes), detailed summary (consecutive
situations during a longer story-time are narrated) and brief summary (only the
important events are presented during a long story-time). In ellipsis the passing
of story-time is only mentioned within few words.

As seen from the Table 1, which gives an overview of the occurrence of
different types of NTM in the whole novel of Achilles Tatius, the longest
sections occur on 0-level, but also in slower types of NTM (in P and ET). It
means that Tatius concentrates on narrating scenes or longer descriptions and
contemplations. The shortest sections are in quickest types (E and BS), which
indicates, that he prefers to describe events more in a detailed way, than
cursorily. Three quicker types prevail slightly over the two slower types (P and
ET), but the largest amount of text is presented on 0-level.

Table 1. The comparison of different NTM-types in Leucippe and Clitophon.

Type of narrative Number of |Words |Average | Proportions in whole
tempo-management |occurrences length of | novel (calculated as a
a section | percentage)
Pause 33 4577 138.7 10.95
Exp. of time 47 4627 98.45 11.07
0-level 133 21045 158.23 50.36 (90.94 % pure direct
(reported clauses) (1906 in speech; reporting clauses
reporting enfold 9.06 % of the 0-
clauses) level (=4.56% of the
whole novel))
Comp. of time 94 3931 41.82 9.41
Detailed summary |82 6376 77.76 15.26
Brief summary 33 1064 34.03 2.54
Ellipsis 29 165 5.69 0.39

Four aspects are presented: the number of occurrences; the number of words occurring
in a type of NTM; the average length of sections in these types (the length divided by
number of occurrences); and the proportions of a NTM-type in the whole novel.
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When looking at the number of occurrences, 0-level, compression of time and
detailed summary occur most frequently. These types dominate, because Tatius
either presents scenes using the alternation of 0-level and compression of time,
or, when advancing the plot more quickly, narrates consecutive situations more
througly rather than just mentions them. Sometimes different situations
alternate or single shorter scenes are narrated in the story-time (more in the first
half), sometimes the author focuses on longer scenes (more in the second half,
cf. Ch. 1).

Graph 3. The proportions of text in different types of NTM in eight books of Leucippe
and Clitophon.

m Ellipsis
Brief summary
B Detailed summary
i Compression of time
m 0-level
Expansion of time

Pause

Book Book Book Book Book Book Book Book
I 11 m I1v Vv VI VII VII

The following table shows the dynamics of the use of different types of NTM in
the whole novel of Achilles Tatius.
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Table 2: The occurrence of types of NTM in eight books of the novel.

Type of Ellipsis [Brief |Detailed (Comp. |[0-level |Exp. of|Pause
NTM summ. [summary |of time time
Book I'™ 3/ 2/ 7/ 8/ 10/ 4/ 5/
4996w 0.42% [1.02% |8.15% 7.49% |51.86% [22.4% |8.67%
Book 11 6/ 5/ 17/ 16/ 17/ 7/ 10/
7048w 0.44% [3.36% |14.4% 9.70% [37.73% [3.15% |31.21%
Book 111 4/ 6/ 10/ 14/ 16/ 4/ 4/
5372w 0.34% [5.47% [28.87% [9.29% |36% 16.44% (3.59%
Book IV 2/ 4/ 12/ 13/ 18/ 8/ 2/
4490w 0.56% |22% |14.61% [13.99% |40.69% [16.9% |11.05%
Book V 7/ 6/ 16/ 18/ 28/ 6/ 3/
6273w 0.64% |2.58% |19.8% 9.45% [58.7% [6.98% |1.85%
Book VI 0/ 0/ 6/ 9/ 13/ 10/ 5/
3986w 0% 0% 10.24% |11.14% |47.59% |18.54% |12.49%
Book VII 1/ 2/ 10/ 9/ 15/ 6/ 3/
3790w 0.08% [1.19% |18.71% |7.26% |54.54%/ [10.95% |7.28%
Book vIIT'™ |6/ 8/ 4/ 8/ 16/ 2/ 1/
5830w 0.46% |3.01% |6.76% 7.34% |75.27% 10.89% |6.26%
Whole  |41785w 29/ 33/ 82/ 94/ 133/ |47/ 33/
novel'”’ 0.39% |2.69% |15.26% |9.41% |50.36% |11.07% |10.95%

As seen from Table 2 and Graph 3, the prevailing type is everywhere the
0-level — 50.36% of the text is narrated in this type and it occurs 131 times
during the novel (used primarily for dialogues, speeches and single sentences in
direct speech of characters). The frequency is the highest in the third part of the
novel, especially in the fifth book, where the second Scheintod of Leucippe is
presented and the character of Melite is brought into the plot (shorter utterances
in direct speech as well as longer speeches are embedded into the ego-narration
of Clitophon). However, the largest amount of text is presented on the 0-level in
the last two books of the novel, in long judicial speeches, narrations of events
and myths (due to the slow general tempo of story-time discussed in Ch. 1, see
also App. 3). Sections on the 0-level are the longest by their average length (see
Table 1). Their length depends partly on the genre of the section: it is longer in
speeches (e.g., judicial speeches, embellished contemplations etc., see Ch. 3)
and shorter for instance in dialogues. Similarly, short O-level sections tend to
occur more frequently in these parts of Leucippe and Clitophon, where dialo-
gues are presented (especially in the middle of the novel).

On the opposite side is the ellipsis. It occurs only 29 times and covers 0.39%
of the text (see Table 1 and 2), as the sections are only 0—15 words long. The
occurrence of ellipses seems to depend on the length of the book: more ellipses

1% Book I is counted without the last sentence in Ch, 1.19, which is omitted in the analysis.

1% Book VIII is counted without the last lines of the novel (altogether 59 words), where the
time-frame cannot be specified. For data, see also App. 3.

"7 Here the occurrence is given together with the narration of the supposed author, but
without the 59 words at the end of the novel.
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appear in the longer books (e.g., in Book II and Book V) and few or none in
shorter ones (e.g., in Book VI and Book VII). On the other hand, it is strongly
connected to the advancing of the plot: very few or no ellipses occur in the parts,
where the plot concentrates on longer scenes and the general narrative tempo is
slower, but more ellipses occur in the parts, where only short scenes from the plot
follow each other (see Table 2). There are no ellipses (as well as the type brief
summary) in Book VI, because Tatius presents separate long scenes during two
days and the night between without omitting any longer story-time or com-
pressing the events between scenes into very short summary-form.

From three summarizing types of narrative tempo-management (the com-
pression of time, detailed summary and brief summary) the largest amount of
text occurs in detailed summary (15.27%), which is the main type for narrating
events and advancing the plot in the novel. Thus, it occurs more frequently in
Books III, V (the adventures of protagonists) and VII (the love-quadrangle).
The average length of sections is the longest of three summarizing types (77.8
words). Sections in compression of time occur more frequently than detailed
summaries (94 and 82 times, respectively), but these are much shorter. Only
9.41% of the text is narrated in this type. Compression of time has also a differ-
ent purpose in the novel — it is mostly used for giving background information
(actions of characters, emotions etc.) in scenes and between the sentences on
the 0-level in dialogues. Brief summary is infrequently used by Achilles Tatius
(still, more often in Books III and VIII) and is connected only with presenting
events in the plot.The average length of sections in brief summary is the
shortest of the summarizing types — only 34.03 words and 2.54% of the text
occurs in this NTM-type.

Compression of time and detailed summary are used more in Books II-V and
less in the last part, as they are used for narrating the events and often alternate
with the 0-level. Contrary to DS and CT, BS appears quite frequently in the last
book of the novel, where the last events of the plot are narrated quite cursorily,
but also in Book III and Book V, where longer spatial movements occur.

Expansion of time is used for presenting parallel actions (internal ana-
lepseis), explanations, descriptions of objects and emotions. Such sections do
not occur very often, but are quite long, 11.07% of the text is presented in ET.
No connections between the frequency of occurrence and the length of the book
can be noticed. The occurrence of ET is connected the plot, the need to explain
the events which happened during the main storyline or to describe feelings.
Therefore the occurrence of sections in ET is highest in the Book VI (where
many internal analepseis, descriptions of parallel actions occur and explanations
to events are given). In addition, Tatius uses expansion of time sometimes for
slowing down the narrative tempo between these parts, where the action is
advancing quickly by describing objects, animals or natural phenomena,
expecially in Books I and IV.

Pauses have a similar purpose with expansion of time and the frequency of
occurrence similarly depends rather on the content than on the length of a book.
As pauses are used for longer descriptions of objects, contemplations over
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feelings, they appear mostly in the first half, especially in the second book,
where Clitophon is courting Leucippe and love is the prevailing theme. The
main reason for such a high occurrence of pause in the second book is however
the mixed analepsis of 1102 words, which presents the plans of Kallisthenes.
The contemplations over feelings occur more frequently also in the sixth book,
where the love-quadrangle between Clitophon, Melite, Thersander and Leu-
cippe is presented. Pauses do not occur very often compared to the other types
of NTM, but they are the second-longest sections in the novel (see Table 1 and
2), altogether 10.95% of the text is presented in pauses. In Books I, II, IV and
VI there seems to be a tendency of a compensatory mechanism between two
slower types: the general amount of text in these two types remains more or less
the same, but where the pause prevails, the expansion of time is less significant
and vice versa.

2.4 Indication of spatial movements in the NTM-types

When looking at spatial movement in the novel and the different types of
narrative tempo-management, the following conclusions can be made. Only
short spatial movements can appear during the 0-level. In case of other types of
narrative tempo-management, the more quickly the story-time moves, the larger
spatial movements can occur. Therefore, movements on the larger scale, i.e.,
from one settlement to another, take place only during the quicker types of
narrative tempo — mainly during brief or detailed summary. However, only
three ellipses among 29 specify the change of location. In these three ellipses
sailing is indicated without longer description (in chapters 3.1.1:

Toltnv 8¢ Nuéoav mAedvTwv NUWV.. (After three days of clear sailing...).;

in5.1.1:

Towwv 8¢ mAevoavteg NUeQ@V eic Ade&avdoelav ABouev.
(After three days’ sailing, we reached Alexandria.),

and 5.17.1-5.17.2:

[Tévte d¢ TV €ENG THEQWV dDAVOOAVTEG TOV TIAODV TjKOUEV EiC TNV
"Edeocov. (After five days of continuous sailing we reached Ephesos...)).

Even during the longest ellipsis in the novel — the 6 months in Alexandria —
Clitophon stays in one place, therefore in most cases the temporal shift does not
coincide with a change of location. Still short-distance movements can be taken
for granted during this ellipsis, as well as in others.

Short-distance movements — for instance in a house, in a garden or around one
settlement — usually occur in quicker types of narrative tempo-management, where
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narrative time is more compressed (brief summary and detailed summary, as well
as in compression of time). For example in 4.1.1-4.1.3 (detailed summary):

"Edo&ev 00V T@ otoatn Y@, HABOVTL TNV TE TV EVaVTiWwV TAQATKEVTV
KAl TV TV OUHUAXWV AVABOATV, €lg TV KWUNV avaotoédoal maALy,
00evmeQ EEwounoaiey, £0T &V Ol COPUAXOL TTAQAYEVWVTAL.

(The general, on learning of the enemy’s preparedness and the allies’ delay,
decided to turn back to the village from which we had set out, until his
reinforcements should arrive.)

Sometimes the movement is indicated in the reporting clauses of the narration
on the 0-level. Only short-distance movement can occur here, e.g., in 2.23.8:

0-L: O d¢ Zatugog eloTEéXEL TOOG e Kol AEYEL....
(Satyrus ran to me and said...)

Such short-distance movements can occur also in expansion of time, e.g., in
2.23.20-2.23.21:

tagaxfetoa ovV VO delATog, WG elXev AvamndX kai €mL TOV TN
Buyatpog BAAapoV TOéXEL...

(She (Pantheia) was so distressed and frightened that she leaped up just as she
was and ran to her daughter’s bedroom....).

Spatial movements can occur also in the side storyline and during internal
analepseis'® (in narrative speeches of characters on the 0-level), but these are
not analyzed in this thesis, as the analysis of narrative tempo-management types
is based on the ego-narration of Clitophon (or on the ego-narration of the
supposed author in Ch. 1.1 and 1.2 of the novel).

Thus, the spatial movements take place mainly in brief summary, detailed
summary and compression of time, which present the story-time in a com-
pressed way, whereas the long-distance movements usually occur in brief
summary. Sometimes the long-distance movements are indicated in ellipses,
short-distance movements in the reporting clauses of the 0O-level and in
expansion of time. Spatial movement of the main storyline never appears in
pauses, because the story-time does not move on.

18 See Ch. 2.2.3.
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2.5 Excursus: tempo-management and
the division of text

Often the notion of “sentence” in the contemporary meaning does not coincide
with the division of text by ancient Greek authors. However, as the papyri
mostly do not indicate this division clearly, we have to rely on the division of
text by the modern editors. In this thesis, the sentence-borders of Vilborg’s
edition (Vilborg 1955) are considered as basis for dividing the text into different
types of narrative tempo-management in Ch. 4. E.g., in 2.28.4-2.29.4 the text in
my analysis is divided as following:

0-level: 1) d¢ &tL paAdov €0agomnoe kat Aéyer “Ti mAéov einw ooy, tiva
0¢ AAANV mpooaydyw TioTy ThG dAnOeiag peilova; el mapOeviag éott
tc doxtpaoia, dokipacov.” “Ett kai tovto,” Epn 1 IlavOewn,
“Aeinetal, va kat et HaQTUEWV dLOTLXWHEV.”

(Leucippe was all the more emboldened, and said: “What more do you want me
to tell you? What further evidence do you want me to produce that could be
weightier than the thruth? If there be a test for virginity, apply it to me.” “That,”
said Pantheia, “would cap it all — that our misfortune should be witnessed
publicly, too!”

Compression of time: tavta Gpa Aéyovoa avermdnoev éw. H 0
Aevkinmn ka@' Eautnv yevopévn Kal TV NG UNTEOG YepoOeloa
onuUAaTwv TavTodarn Tig v f)x0eto, oxvveto, weyileto. N)xOeto pév
TePQAUEVT), JOXVVETO d& OVELDILOPEVT), WQYILETO O ATUOTOVHEVT).
(With these words she jumped up and ran out of the room. Finding herself and
overburdened with her mother’s words, Leucippe felt the full range of emotions:
distress, shame, fury. She was distressed at having been found out, she felt
ashamed at being reproached, she was furious at being mistrusted.)

In this example, like in most of the cases, the sentence borders (marked by full
stop or question mark) and borders of different types of NTM coincide.
Occasionally, however, this division is not without problems: sometimes the
end of a sentence (before full stop) could by its content be categorized as
another NTM-type, but in order to maintain compatibility with the rhetorical
analysis, I have followed the editor’s sentence-borders in dividing the text. For
instance lines 16-23 of chapter 1.5 are divided as following:

Compression of time: 10 0¢ &dopa v ATOAAwV pepdopevog v Addpvnv
devyovoav kal dWkwv dua Kol PEAAwV  xataAapBavery, kol
Ywopévn GuToV 1) KO, Kal ATOAAWV TO GUTOV OTEPAVOULLEVOG. TOVTO
pot paAdov qo0év v Puxnyv ééékavoev Dmékkavpua yao Emtbvuiog
AdYOG €QwTiKOG.

(The song was Apollo’s complaint at Daphne’s running away from him, his
pursuing and almost capturing, how she was transformed to a tree and he wove
her leaves into a wreath for himself. This lyrical interlude fanned higher the fire
in my soul, for stories of love stir feelings of lust.)
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Pause: kav eic owdPooovvny Tic éavtov vouvBetr), 1@ Tapadelypatt
OGS TNV Uipnow €oebiCetal, pHAALOTA OTav €k TOU KQEITTOVOG 1) TO
TIOEAdELYU™ 1] YAQ @V AHAQTAVEL TIC aldwe T ToL PeAtiovog
a&lopatt magonoia yivetoaL.

(In spite of all our admonitions to moderation, models excite us to imitation,
particularly a pattern set by our betters. And more, the shame we feel at wrong-
ful deeds is changed by the good repute of superior people to saucy freedom of
speech.)

Here the explication Umékkavua yap émbvpiag Aoyog €owtkog could
already belong to the next tempo-management type (pause), but as the sentence
border (full stop) occurs only after it and the phrase in question is connected to
the beginning of the sentence also by a rhetorical figure (polyptoton of
e&éxkavoev-UTiékkavpa), the last part of this sentence is categorized as
compression of time as well.'”

In few instances, however, this kind of division is not possible. Occasionally
the first part of the sentence clearly belongs to one tempo-management type,
and the second part to another. It occurs mostly in the case of ellipsis, as it is
often marked only in some words in the text, and forms a part of a longer
period, e.g., in Ch. 3.9.1-3.9.2:

Ellipsis: Evdxtoipavtec o0v Nuepav dVo kat avadafévtes éavtolg ék
TOV KAKQV, /

BS: vavv Atyvntiav pioBwodapevol (eixopev d¢ 0Alyov xovolov, 6émeg
gtoxopev &lwopévor) dx w0 Neldov mAobv ém' AAe&avdoelav
émoovpeda, paAloTa pév el dleyvwkdteg mowrjoacBat v dxtoPpny
kat vopCovteg tadtn Tdxa ToUg Ppidovg evproety moooevexOévtac.
(After two days of rest and recuperation / we hired an Egyptian boat, using the

little bit of money we had tucked away under our belts, and sailed along the Nile
to Alexandria, where we had decided to stay in hopes of locating our friends.)

The following example from chapter 3.9.2-3.9.17 embeds two instances, where
the sentence is divided between an exclamation on the 0-L and the rest of the
sentence in CT or BS:

0-L: xai 6 vavtng, eimwv' “O BouvkdAoc”, /

CT: petaotédel TV vavv we EMavanAevowy &g ToUTow. Kol duo
mAYENG NV 1) Y1 PoPepdv Katl ayQiwv avOeWmwV: HeYAAOL HEV TAVTEG,
HéAaveg O TNV xpotav (00 kata TV TV Tvdwv TV dkoatov, AAA' olog

1% T understand this sentence as describing feelings ensuing from listening to the song, not as
a flashback to the feelings during listening (in that case, the sentence could be categorized as
expansion of time). The comment in the pause is meant only for the listener/reader, therefore
it is not counted as expansion of time.
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av yévorto voBog AiBiloy), Prrol tag kepaAdg, Aemtol Tovg mOdaAC, TO
owpa maxels épagBaotlov d& mavtes. /

0-L: xai 6 xuPeoving, eimav: “AnoAwAauev”,/

BS: éotnoe v vavv, O yaQ TOTAMUOC TAUT OTEVOTATOS, Kal
EMeUPAvTec TV ANOTOV TéoOQAQEG TAVTAX HEV T €v TR vl
Aapfavovot katl 0 xouvolov MUV amopégovaty, NUag d¢ dMoavteg
Kal katakAeloavteg €lg Tt dwpATIOV AMNAAGTTOVTO, PVAdKAG ULV
KATAALTIOVTEG, WG TV Emovoav AEOVTES TUAGS elg TOV PacAéar...

(Qur sailor said, “Rangers,” / and swung the boat around to sail back in the
opposite direction. All at once the shore was full of wild frightening men, all
large and black (not deep black like Indians but as black as, say, a half-Ethio-
pian might be), bareheaded, heavyset but quick on their feet. They all shouted in
a foreign language. / The pilot said, “We're done for,” / and stopped the boat.
(The river was very narrow at that point.) Four of the bandits boarded and took
everything on the boat including our bit of money. They tied us up and took us to
a hut and left us under guard. They said they would bring us later to the bandit
chief, whom they referred to as the King.)

Such instances, where a short 0-L exclamation is inserted into the ego-narration
of Clitophon, occur only few times in the novel, two of them inside this short
section."® In both cases, the first words of the sentence belong to the 0-level,
the rest of it describes the events only compendiously, and is therefore cate-
gorized under compression of time or brief summary.''" This type of switching
between different voices in the novel is however rare, usually there is a coinci-
denc with sentence borders.

2.6 Narrative tempo-management
in Hysmine and Hysminias

The narrative tempo-management in Eustathius Macrembolites’ novel is in
some aspects similar to Leucippe and Clitophon, but the overall picture in these
two novels is rather different. This chapter gives an overview of the occrrence
of seven types of narrative tempo-management in Hysmine and Hysminias and
compares it to the novel of Achilles Tatius.

One of the major differences between the novels of Tatius and Eustathius is
the occurrence of pauses — Eustathius uses them only six times in his novel (see

"% All such insertions of direct speech of characters within the ego-narration of Clitophon
(or the supposed author) are regarded as belonging to the 0-level of NTM.

"' In such cases the division slightly complicates the analysis of rhetorical figures in this
chapter as some of the figures transgress the borders of different types of tempo-
management (in the example above for instance, there are repetition of the conjunction xai,
and the polyptota of the preposition &m0 in the last sentence, which occur in two different
NTM-types). These figures are marked in Appendix 3 with grey background and counted
under both types of tempo-management in the analysis. Still, the occurrences of such
double-count are very rare and their impact on the statistics is therefore insignificant.
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Table 3, cf. Table 1), although their average length is slightly longer than in
Leucippe and Clitophon (144.8 vs. 138.7 words, see Tables 1 and 4). Only
2.99% of Hysmine and Hysminias is narrated in this type of NTM (vs. 10.95%
in Leucippe and Clitophon). Pauses are used for authorial comments, a prayer
and narrating ekphraseis and a myth. They occur only in three books (I, VIII
and XI), whereas the novel starts and ends with a pause. Thus, the pauses are
used for similar purposes in the novels of Eustathius and Tatius, but the
frequency of occurrence is very different in those two authors.

Table 3. The comparison of different NTM-types in Hysmine and Hysminias.

Type of narrative Number of Words  |Average Proportions in

tempo-management occurrences length of whole novel
a section (calculated as

a percentage)

Pause 6 869 144.8 2.99

Exp. of time 11 2812 255.6 9.73

0-level 110 12677 115.2 43.85

Comp. of time 112 8949 79.9 30.96

Detailed summary 39 2854 73.18 9.87

Brief summary 10 659 65.9 2.28

Ellipsis 10 89 8.9 0.31

The table presents the comparison of different NTM-types regarding the number of
occurrence, the average length of a section and amount of text (in percentage) in the
whole novel of Eustathius Macrembolites.

Expansion of time is similarly to pauses used rather infrequently in Hysmine
and Hysminias, but the 11 sections have the longest average length (see Table
3), thus altogether 9.72 % of the novel is narrated using this type of NTM. For
comparison, the sections in Leucippe and Clitophon are much shorter, but occur
more frequently (11.07% is narrated in ET in the novel of Tatius). Similarly to
the novel of Tatius, the longest sections in ET are used for ekphraseis of objects
and occur in the first part of Hysmine and Hysminias. The longest section in one
type of NTM is the description of the painting in Hysmine’s garden in Ch.
4.5.1-4.17.6 (1260 words) presented in expansion of time and as much as
42.04% of Book IV is narrated using ET (see Table 4). In other parts ET occurs
only three times, the sections are very short and used for descriptions (either of
objects or of feelings). Unlike in the novel of Tatius, the NTM-type ET is never
used for describing parallel action in the novel of Macrembolites, as he narrates
his novel strictly from the point of view of the protagonist Hysminias.

The direct speech of characters or 0-level (with reporting clauses) occurs in a
slightly smaller amount in the novel of Eustathius than in the novel of Tatius
(43.85% vs. 50.36%). As in Leucippe and Clitophon, the 0-level occurs most
frequently paired with compression of time in scenes, used for dialogues or
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longer speeches of characters, whereas dialogues occur more in the first part
and longer speeches in the third part of the novel. The amount of text in this
type of NTM is smaller in the first part, where dialogues occur more often, in-
creases in the second part, used for explanations, lamentations and persuasions,
and dominates in the third part, where longer narrative speeches, lamentations
and prayers occur in addition to dialogues (see Table 4, Graph 4). Thus, the plot
and content of the text influences the occurrence of this type in the novel, as in
the novel of Achilles Tatius.

One of the two main types of NTM Eustathius uses for his novel is
compression of time: most of Hysmine and Hysminias is narrated with the
alternation of this type and 0-level (see Graph 4), whereas as much as 30.96%
of the text is narrated in compression of time. This is the most important
difference between the novels of Eustathius and Tatius, because only 9.39% of
the text in Leucippe and Clitophon is narrated using this type. The sections of
CT in Hysmine and Hysminias are much longer (see Table 3, cf. Table 1) and
occur more frequently than in the novel of Tatius. The reason is that Eustathius
narrates most of his novel concentrating on longer scenes than Tatius, the
actions of characters are narrated more thoroughly using the type of CT (see for
instance the division of text in Book III in Graph 4, where only two types of
NTM occur), whereas Tatius focuses more on the direct speech of characters
while narrating scenes. Nevertheless, CT in Hysmine and Hysminias occurs
more in the first part of the novel, in Part II and III the 0-level dominates and
other summary-types are used more frequently.

However, compression of time is also the most problematic type to analyze
in the novel of Eustathius.'” There are differences between the novels of
Eusthius and Tatius in the occurrence of reporting clauses to the direct speech
of characters. In Leucippe and Clitophon the reporting clauses are usually very
short and can with few exceptions be categorized as 0-L (due to the rhetorical
analysis, which is often based on a sentence). In Hysmine and Hysminias such
sentences have to be divided more often between CT and 0-L, because the
reporting clauses are long and describe the actions of characters in a longer
time-span than possible on 0-L.

As said, Eustathius uses CT mainly for narrating longer scenes in the genre
of narration of the plot (see Ch. 3.2.1.1), where it alternates with the direct
speech of characters, i.e., the O-level. The main genre connected to CT is
narration of the plot, but in the second and third part it occurs more frequently
in dialogues. Often the narration of actions of characters is interrupted by a
sentence in direct speech, e.g., in 5.5.24-5.5.27:

"% There are sections, which may belong to the type of CT or to O-level, e.g., 4.18.3—4.18.44,
where the discussion seems to be presented as slightly compressed, but addresses to a person
in Sg. 2 occur during the section. As my analysis is based on the edition of Marcovich
(2001), where it is not presented as a direct speech, I am categorizing this section as CT.
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‘Hxe mAAW 1) KOON TEOTEWVOUEVT) TO EKMWUA: TOTOL YaQ EkAAEL
KQLO0G Eyw & AaBwv kal HIKQOV €KQod1oas TO AV AVTIOEdWKA TIROG
v maBévov einwv- “Kowvovpal oot 10 motrjglov.”

(The girl came again offering a drink; for it was drinking time again. I took the
drink and after taking a sip gave it all back to the maiden, saying: “I share the
drink with you.”)

In this example the underlined text is categorized as CT and the rest as 0-level
with a reporting clause. Eustathius seems to prefer to give more background
information and present the previous actions of characters in the reporting
clauses to the words in direct speech than Achilles Tatius. Sometimes, however,
the sentence starts with character-speech, but continues as the ego-narration of
Hysminias.

Compression of time is in Hysmine and Hysminias used also for narrating
the dreams of the male protagonist Hysminias. These dreams are narrated in a
more thorough manner and occur more often than the dreams in Leucippe and
Clitophon. Sometimes, similarly to the novel of Tatius, only the description of a
dream is presented from the night in the story-time, but sometimes other actions
of characters at night are described as well. Some of the dreams are narrated so
meticulously, that even the direct speech of characters in Hysminias’ dreams
occur, these are categorized then as 0-level. CT is also used for presenting sum-
maries, descriptions of events (similar to narration of the plot) and descriptions
of emotions.

Detailed summary is used in most of the books, but occurs more in the
second and third part of the novel, especially in Books VIII and IX. It is
strongly connected with the development of the plot and narration about the
events, as it is used only for three genres in Hysmine and Hysminias — most of
all for narration of the plot, but in addition for summaries and ekphraseis of
events (see Ch. 3). Compared to Leucippe and Clitophon the amount of text in
this type in Hysmine and Hysminias is much smaller (15.27% vs. 9.87%) and
occurs less frequently (see Tables 1, 3), but the sections are longer in the novel
of Eustathius. This also confirms that Eustathius likes to concentrate more on
scenes, where he describes the actions of characters in a slower tempo than
Achilles Tatius, but, comparing the occurrence of 0-level, uses less direct
speech of characters.

The last summary-type — brief summary — occurs infrequently, only ten
times and in three last books of Hysmine and Hysminias. As in the novel of
Tatius, it is always used for the genre narration of the plot, i.e., for narrating the
events in the plot. The amount of text presented in this type is similar in
proportions with the novel of Tatius and most of the sections are rather equal in
length. The great difference in average length (see Tables 1, 3) is caused by one
very long section of 337 words in 8.2.1-8.4.17.
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Altogether ten ellipses occur in the novel of Eustathiu, more often in the
second and third part of Hysmine and Hysminias."® Most of the ellipses omit
the travelling and occur especially often in Book VIII, where the protagonist
Hysminias is captured by pirates and travels around. Ellipses in Hysmine and
Hysminias are slightly longer and occur less fequently than in Leucippe and
Clitophon. The main difference between these novels regarding ellipses is that
Tatius rather omits the nights in his novel, while Eustathius mostly narrates the
actions of characters or dreams of Hysminias also during nights and presents the
episodes with consecutive days and nights. A hidden ellipsis occurs only once,
in Ch. 8.9.17, where the movement from the seashore to Daphnepolis seems to
be omitted.

Table 4. The occurrence of different types of NTM in of Hysmine and Hysminias.

NTM-type / |Ellipsis |Brief Detailed |Compres- |0-level Expansion [Pause
Book summary |summary |sion of time of time

Book I 1/ 0/ 2/ 10/ 9/ 2/ 2/
2049w 0.48% 0% 8.88% 39.87% 25.23%  ]20.99% 5.32%
Book IT 0/ 0/ 0/ 7/ 8/ 4/ 0/
2085w 0% 0% 0% 25.32% 29.06%  45.61% 0%
Book 111 0/ 0/ 0/ 9/ 8/ 0/ 0/
2290w 0% 0% 0% 59.26% 40.74%  [0% 0%
Book IV 0/ 0/ 1/ 10/ 7/ 2/ 1/
2247w 0% 0% 0.58% 32.65% 23.81%  [42.04% 1.11%
Book V 1/ 0/ 6/ 15/ 12/ 0/ 0/
2760w 0.36% 0% 14.57% |51.12% 33.95% 0% 0%
Book VI 0/ 0/ 4/ 9/ 11/ 0/ 0/
2932w 0% 0% 6.75% 32.4% 60.85%  [0% 0%
Book VIl |0/ 0/ 4/ 14/ 17/ 1/ 0/
2618w 0% 0% 11.80% |24.03% 62.76%/ |1.41% 0%
Book VIIT |5/ 5/ 9/ 9/ 9/ 0/ 2/
2794w 1.54% [18.86%  [25.52% |13.92% 30.92%/  [0% 9.23%
Book IX 1/ 2/ 3/ 12/ 10/ 0/ 0/
2754w 0.11% [2.18% 20.23%  |26.65% 50.84%  [0% 0%
Book X 1/ 1/ 6/ 12/ 13/ 2/ 0/
2675w 0.56% 10.34% 10.32% |31.78% 55.93% |1.08% 0%
Book XI 1/ 2/ 4/ 5/ 6/ 0/ 1/
2705w 0.3% 2.33% 7.54% 8.28% 64.33% 0% 17.23%
Whole novel |10/ 10/ 39/ 112/ 110/ 11/ 6/
28909w 0.31% |2.28% 9.87% 30.96% 43.85% 19.73% 2.99%

The table presents the amount of text (in percentage) in each type of NTM as well as the
number of occurrences in each book and in the whole novel.

" In this thesis the movements between different cities are regarded as ellipses, although
Nilsson (2001) and Alexiou (1977) seem to reckon differently — the portagonist departs from
one town and arrives to the other on the same day. My conjecture is based on Ch. 8.8.5—
8.8.6, where the sailing from Artykomis to Daphnepolis takes about three days.
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Graph 4. The proportions of text in different NTM-types in eleven books of Hysmine
and Hysminias.

m Ellipsis

Brief summary
B Detailed summary
 Compression of time
m O-level

Expansion of time

Pause

As seen from Graph 4 and Table 4, Eustathius uses in most of the books only
three or four different types of NTM. Six types are used in four books out of
eleven), only two types (CT and 0-L) are used in Book III. The first part of the
novel has a rather slow tempo of narration (the slower types, P, ET, O-L occur,
actions of characters are narrated using CT), but the slowest tempo is in the last
book, where pauses and 0-L enfold as much as 81.56% of the text. The quickest
tempo is in Book VIII, where the adventures of Hysminias after being separated
from Hysmine are narrated in a longer section in BS and several sections in DS,
in addition 5 ellipses occur in this book. Looking at the Graph 4, it is conspicu-
ous, that the pattern of the use of different types of NTM is very similar in the
border of Part I and II (Books VI and VII). In addition, Books IX and X at the
beginning of Part III are rather similar to each other.

The spatial movements in Hysmine and Hysminias take place during the
quicker types of NTM. The small-scale movements occur mainly in CT, some-
times the movements are indicated in the reporting clauses on 0-level. However,
the scenes during sailing in Book VII are also narrated in CT and 0-L. The
large-scale movements (travelling, sailing) take place during DS, BS and E,
whereas in all the ellipses the large-scale movements are indicated (cf. only
three such ellipses in Leucippe and Clitophon).
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2.7 Conclusions to Chapter 2

The use and character of types of NTM in the novels of Eustathius Macrembo-
lites and Achilles Tatius is similar in general, but several differences can also be
brought out. The compression of time differs most in these two novels. Tatius
uses it in shorter sections and primarily for giving background information
during dialogues and between speeches, focusing more on the direct speech of
characters. Eustathius uses this type in a larger amount and more frequently,
and focuses often rather to describing the actions of characters in scenes than to
the direct speech. Hence the difference (although not a very big one) in the use
of 0-level. Detailed summary is used less in the novel of Eustathius. The
amount of text in brief summary and ellipses is similar in both novels, but the
frequency of occurrence is lower in the novel of Eustathius (i.e., the sections are
longer).

The other great difference is the occurrence of pauses — very few (only six)
pauses occur in the novel of Eustathius compared to Leucippe and Clitophon,
where pauses are used much more frequently. Expansion of time occurs also in
a smaller amount in Hysmine and Hysminias and it is never used for presenting
parallel action in this novel. All the types of NTM are used for similar genres in
both novels, although more different genres occur in Leucippe and Clitophon
(see Ch. 3). The digressions (long ekphraseis of objects, contemplations), which
Tatius likes to use for slowing down his tempo of narration, are almost missing
in the novel of Eustathius.

As a conclusion, it can be said that the plot of the novel is presented in
slower tempo in the novel of Eustathius Macrembolites, as he primarily concen-
trates on narrating scenes in CT and 0-L. The plot in the novel of Achilles
Tatius advances rather in DS. However, during narrating scenes, the tempo in
the novel of Tatius is slower, because the amount of 0-L, i.e., character-speech
is larger. In addition, Tatius uses much more the slowest types — expansion of
time and pauses for digressions, thus the overall narrative tempo in the novel of
Tatius is generally slower. Achilles Tatius clearly varies the narrative tempo
much more than Eustathius.
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3. THE GENRES IN NOVEL

One of the aspects for describing the style of Achilles Tatius is the genres he
uses during his narration, how he chooses to present his plot and characters. The
following chapter gives an overview of the different genres, which occur in
Leucippe and Clitophon, and analyzes, which genres are more prevalent and
which ones are used only occasionally. The choice of genre affects also the
tempo of narration discussed above and the occurrence of rhetorical figures
analyzed in the following chapter.

3.1 Introduction

The notion of genre in literature has a long history, starting with the division of
literature into drama, poetry and prose in antiquity. The definition of literary
genres has changed over time and in different discussions.''* Even nowadays
the term is used in various contexts without a univocal meaning; “generic”
forms can be changed and manipulated in different contexts.'"”

The division of the narrative text into different genres and sub-genres is not
an easy task to begin with, especially in such a long and diverse composition as
the novel of Achilles Tatius. A comprehensive analysis of different genres of
narrative text is hard to find, especially when the genres occur within a genre in
the broader sense (e.g., the novel).''® Therefore, the following categorization is
my own attempt to divide the text of Leucippe and Clitophon in a way that
every coherent section of text is attributed to one genre or sub-genre. For that
purpose I am combining the literary genres known already from ancient
rhetorical practice and genres of discourse, which occur more in contemporary
literary and language research. Where the comparison has been possible, I have
based my classification of the genres in Tatius’ novel on different types of
progymnasmata of Aelius Theon, Ps.-Hermogenes, Aphthonius and Nicolaus,
and the types of epideictic oratory as treated by Menander Rhetor.'"’

"% See e.g., Wellek & Warren 1968 Ch. 17 and Genette 1992.

"3 For a longer discussion of genre theory, see Bhatia 2004: 22-26.

"® The novel itself is classified as genre. In this thesis this genre is divided into sub-genres,
but, as some of these sub-genres are in turn divided into sub-categories, I will henceforth use
the term genre for the different sub-genre of the novel and sub-genre for the sub-category of
the sub-genre in order to avoid excessive repeating of the prefix sub- (e.g., descriptions
occurring in the novel are named genre, but description of emotions a sub-genre of
descriptions in this thesis).

" The division of text into different genres and sub-genres in this dissertation does not
originate from the triple division of rhetoric into deliberative, judicial and epideictic oratory,
as the practice of this system was no longer clear and dominant in the second century AD
(Hesk 2009: 146). It is still mentioned in the treatices of progymnasmata, but many types of
these rhetorical exercises could belong to one or another kind of oratory.
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The whole novel of Achilles Tatius can actually be considered as the
author’s or supposed author’s narration in direct speech.''® Similarly the
narration of Clitophon is presented in direct speech and starts with quotation
marks. The “real” author has therefore decided to show the whole story to us,
when we think of the opposition of diegesis (narration) and mimesis (pre-
sentation) in Plato.'"” However, when we remove the ego-narration of the
supposed author in the first two chapters of the novel, we get a widely used
form of narrative, where the ego-narrator Clitophon introduces the utterances of
tertiary narrators/speakers with reporting clauses.'” This corresponds to the
Platonic mixed type of narration similar to that of the Homeric epics.

The entire novel is thus presented in direct speech. Indirect speech occurs
only very rarely on the second and third level of narration, given through
accusativus cum infinitivo constructions or in subordinate clauses introduced by
words like dti. However, in most cases Achilles Tatius prefers to convey the
words of characters in direct speech.

In some of the genres and sub-genres in this novel the speaker is important:
some can occur only in the ego-narrations of the supposed author and Clitophon
(genres of short contemplations, narration of the plot), some can be presented
only as character-speech (genres of judicial speeches, persuasions). The division
of the text into different genres depends on three aspects: function (persuasion,
entertainment), form (speech, letter) and content (narrating the plot, presenting
the emotions) of a text-section.

The text of Tatius’ novel according to this analysis belongs to ten genres.
Sometimes we can observe differences in text sections in the same genre, but in
a different presentation mode (e.g., in the ego-narration of Clitophon and in the
direct speech of a character), sometimes the subject of the section causes the
differences in style. Therefore, the ten genres are divided into sub-genres, where
the dissimilarities in the presentation mode, subject or function can be observed.
The division of the genres and sub-genres is presented on Fig. 8.

The purpose of such division is to analyze whether and to what extent the
similarities of the occurrence of rhetorical figures can be seen only in ten
genres, or are they perceivable also between the sub-genres of the novel. In
addition, the purpose of this thesis is to find out, whether the correspondance
between narrative tempo and the plot depends on the genre and how the style
and sense affect each other (see also Ch. 4).

The following characterization of genres and sub-genres, which occur in the
novel of Achilles Tatius, starts from the most prevalent ones and ends with
infrequent genres.'*'

"8 In the context of the present analysis direct speech is identified, when marked with

quotation marks in Vilborg’s edition of Leucippe and Clitophon from 1955.

"% Plato Rep. I1I 392¢—394c. See also Genette 1983: 162—164.

0 See Ch. 1.3 for the discussion of different narrative levels in Leucippe and Clitophon.
2! The whole novel is divided into different genres and sub-genres in Appendix 2.
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Fig. 8. The genres and sub-genres in the novel of Achilles Tatius.
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3.2 Genres and sub-genres in Leucippe and Clitophon
3.2.1 Narration of events (NE)

The largest amount of text in this novel belongs to the genre of narration of
events, which describes the action. According to the definition and character-
ization of narrative in the progymnasmata of ancient authors, narration can be a
realistic presentation of a real or unreal (fictional) event.'* The narration should
answer the questions who, what, when, where, how and why,123 the virtues to
strive for are clarity, conciseness and credibility.'**

"> Theon Prog. 4: Avjynud ¢ott Adyog K0eTIKOG TOAYHATWY YEYOVOTWV ) @G
veyovotwv. (Spengel 1854: 78) (Narrative is language representing things that have
happened or as though they had happened (All the translations of the treatments of Theon,
Ps.-Hermogenes, Aphthonius and Nicolaus are modified slightly on the basis of G.
Kennedy’s edition from 2003 (Kennedy 2003: 28)). Similarily Aphthonius Prog. 2 (Spengel
1854: 22), Nicolaus Prog. 2 (in Spengel 1861: 455) and Ps.-Hermogenes Prog. 2 (Spengel
1854: 4-5). The novel of Achilles Tatius may be taken both as a narration about real or
unreal events: when we consider Achilles Tatius as the narrator, the novel can be taken as a
narration of fictitious events; when we consider the supposed author or Clitophon as the
narrator, then the narration could be of real or fictitious events.

123 E.g., Aelius Theon 1: ototxeia d¢ g diynoews elotv €€, TO de mMEOOWTMOV, €ite
&v eln), eite MAeio, kal 1O mEaypa t0 TEXOEV VIO TOL TIEOCWTOL KAl O TOTOG, &V
@ M mME&ELS, Kal 0 Xeovog, kaB’ Ov 1) TEALLS, kai 6 TedTog TN MEAews kat éktov
N toVvtwv aitia. (Spengel 1854: 78) (Elements of narration are six: the person, whether
that be one or many; and the action done by the person; and the place, where the action was
done; and the time at which it was done; and the manner of the action, and sixth, the cause
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On the basis of the manner of narration and purpose for the novel of Achilles
Tatius, narrations of events are divided into the following minor categories:

3.2.1.1 Narration of the plot (NP)

The sub-genre narration of the plot is used for advancing the plot and describing
actions of characters in the ego-narration of the supposed author or of
Clitophon. The main plot of the novel is formed by the ego-narration of
Clitophon, where the events are displayed diachronically seen through the eyes
of the protagonist Clitophon. Although he is only the secondary narrator,'*
Clitophon is presented as the focalizer of the story, deciding what and how to
narrate (including the type of NTM, which is used for presenting the narration;
see also Ch. 1.3). The form of ego-narration allows Achilles Tatius to create
suspence in his novel, leaving some of the important detailes unmentioned (i.e.,
unseen by character Clitophon) and reveal them only later during his narrative.
The most outstanding examples of situations, where the readers/listeners are left
in unawareness due to the viewpoint of Clitophon as a character, are the first
two apparent deaths of Leucippe.'*®

The protagonists Leucippe and Clitophon (or at least one of them) mostly
take part in the situations presented to the reader/listener. However, the events
are not always narrated strictly as Clitophon himself witnessed them at a certain
point in the story-time: occassionally Clitophon presents parallel actions and/or
describes also the situations that do not involve him or Leucippe directly (e.g.,
in Ch. 7.1, where his opponents Thersander and Sosthenes plot against
Clitophon).

The narration of the plot is sometimes, usually after a longer period in
Clitophon’s ego- narration, interrupted by short exclamations or two or three
sentences in direct speech of some of the characters (see also Ch. 2), e.g., in
3.9.12-3.9.15:

Kat 0 kvPeovnng, eimav: “AmoAwAapev”’, éotnoe v vavv, 0 yYaQ
TIOTAROC TAUTY OTEVWTATOS, Kal EmMeUPAVTES TV ANOTWV TEOOAQES
TavTa PEV tx €v T vl Aaufdavovol kol TO XQUOIOV TRV
anopégovatv...

of these things. (Kennedy 2003: 28). Similarly Aphthonius Prog. 2 (in Spengel 1854: 22)
and Nicolaus Prog. 2 (in Spengel 1861: 456).

" E.g, Theon Prog. 4: Agetai d¢ dujyfoews TQelc, oadrvewa, oLVTOia,
mbavotng. (Spengel 1854: 79) (,,Virtues“ of a narration are three: clarity, conciseness,
credibility. (Kennedy 2003: 29)). Aphthonius Prog. 2 adds Hellenism (éAAnviopdc) or
purity of Greek, Nicolaus Prog. 2 (in Spengel 1861: 457) also mentions charm (1jdovr}) and
grandeur (LeyYaAOTIQETTELOY).

' In Genette’s (1983: 248) terms he is the intradiegetic-homodiegetic narrator. In Bal’s
(2009: 21) definition a character-bound narrator.

126 The third apparent death does not occur in front of Clitophon’s eyes and is presented
through a narrative speech of another character in his story.
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(The pilot said: “We're done for,” and stopped the boat. (The river was very
narrow at that point.) Four of the bandits boarded and took everything on the
boat including our bit of money.)

These words or sentences are then also included in the analysis of this sub-
genre. They are not uttered by Clitophon as the ego-narrator, but can be classi-
fied as utterances of characters within narrated scenes presenting the develop-
ment of the plot. They are the realizations of narrative deep structure in the
narration of the plot.

The purpose of short exclamations is quite obviously to add emotion to the
scene presented in ego-narration, i.e., they are used as a rhetorical device. This
technique is used primarily in narrating the most dramatic events like ship-
wreck, being caught by robbers etc. When only two-three sentences occur in
direct speech of a character, their purpose in the text seem to be the enlivenment
of the narration of the main narrator, highlighting some participants or
important events in the narrative,'”’ for instance in 3.12.1-3.12.8:

Tav0' Nupac dxAeyouévovg EAabev Mg yevopévn kal T (mmov
EmeAatvav €gxetal KOUNV EéXwv MOAANV kal ayolav. ékdpa d¢ kal O
{mTtog” YUHVoG 1)V, A0TEWTOS Kat ovk €xwv GpaAaga TolovTOL YOQ TOig
Anotaig elow ol (mmot. &mod d¢ ToL Anotagyov maenv kal, “El tig,” €dn,
“maB£€vog 0TV €V TOIC eANUPEVOLS, TAUTNV ATIAYELV TIROG TOV Oedv,
legelov €oouévny kat kabdpolov ToL oTEatoL.” oL d&¢ €Tl TV
Agvkinmnv evOLS Teémovtay, 1) d¢ eixetd Lo Kal Eexpépato Bowoa.
(During this discussion, dawn stole up on us. A man with long, wild hair arrived
on horseback. The horse too was hairy, with no trappings, saddle, or face-
protector (as is the way with bandits’ horses). He had come from the chief
bandit. “My orders,” he said, “are to take any maiden among the captives to be
sacrificed to the god, an offering to purify the army.” They immediately turned to
Leucippe, who grabbed hold of me and hung on, screaming.)

The sentence in direct speech here points to the upcoming sacrifice and first
apparent death of Leucippe.

Narration of the plot occurs in every type of narrative tempo-management
described in Ch. 2, whereas often a section of narration the plot is presented
using two or three different types of NTM (see the detailed analysis of Part I in
Ch. 4). However, it is more prevalent in quicker types — ellipsis, brief summary,
detailed summary and compression of time — as its most important purpose is to
describe the action in the novel. Almost all the ellipses in the novel occur during
this sub-genre.

The slower types of narrative tempo-management occur rather rarely. Events
are narrated in expansion of time, when parallel actions (i.e., internal analepseis
as zig-zag movements back in narrative time, see 2.2.2) are presented, as in

127 Cf. Ferrini 1987:151.
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1.12.4-2.12.7, where Clitophon describes the bad omen during the wedding-
sacrifice. He did not attend the sacrifice himself, trying to think of a way to
postpone the marriage to his half-sister Calligone and heard about the omen
afterwards. Some internal analepseis (e.g., the recollection of Clio being stung
by a bee in 1.7.1-1.7.9), the mixed analepsis with Callisthenes’ intentions (in
2.13.1-2.18.3), and in one case a comment as an omniscient narrator (in. 5.6.1—
5.6.2) occur during pauses. 0-level occurs in some words or sentences in the
direct speech of characters, which interupt the ego-narration of Clitophon.

The narration of the plot is the most frequently used sub-genre in the novel —
altogether 120 sections occur. The average length of the NP-sections is 86.9
words (see App 2 and Table 5).

3.2.1.2 Narrative speech!28 (NS)

The main function of the narrative speeches is to fill the gaps in the story, to
describe events that have not been witnessed directly by Clitophon who narrates
the plot. Hence such speeches explain to Clitophon and to the reader/listener
what has happened to other characters. These are internal analepseis, i.e., the
events described take place after the beginning of the main storyline (only the
speech of Menelaus in 2.34.1-2.34.23 is a mixed analepsis, see Ch. 2.2.1).
Unlike the internal analepseis presenting parallel actions in expansion of time or
the long mixed analepsis in 2.13.1-2.18.3 in pause, the story-time does not stop
or slow down during narrative speeches as analepseis.

These accounts are given only by other characters but Clitophon in his story
(e.g., Menelaus in 3.19, Satyrus in 3.20-3.22, Sosthenes in 6.3.13.— 6.3.24, and
Leucippe in 8.16). For instance, in her narrative speech in 8.16, Leucippe tells
about her second Scheintod (when Clitophon saw her head cut off on a pirate
ship). She explains that it was actually another woman, who was dressed like
her and decapitated. Thus the events inside the pirate ship, which could not have
been witnessed by Clitophon, who was on another ship, are reported to
Clitophon and to the reader/listener. All the narrative speeches occur in the third
and fourth level of narration, therefore on the 0-level of narrative tempo-
management (see Ch. 1.3 and 2.2.3).

A narrative speech that deserves special attention occurs in Ch. 7.3. — a
speech of a false prisoner, who has been sent to jail by Thersander in order to
convince Clitophon, that Melite has murdered Leucippe. This is the only
narrative speech, which does not describe the events of the fabula, presenting a
fabricated story instead. It is also one of the two narrative speeches, which help
to advance the action,'”” whereas other speeches are just announcing and
explaining events unknown to the ego-narrator Clitophon, but do not influence
the actions of the main character Clitophon. Clitophon, believing the false

¥ Sections longer than 90 words in the third level of narration are in this analysis referred to
as speeches, they can belong to the genres of narration of events, description, contemplation,
persuasion, lamentation, explanation, judicial speeches, or myths and fables.

12 Cf. Morgan 2004: 506.
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prisoner, decides to take the blame for Leucippe’s murder and is eventually
sentenced to death in court. Another speech, which advances the plot, occurs in
Ch. 5.11, where Satyrus tells Clinias about the widow Melite, who wants to
marry Clitophon. As a result, Clitophon’s friends convince him to marry her
and Clitophon sails to Ephesus (i.e., change of location occurs), where he meets
Leucippe unexpectedly.

The narrative speeches can also include dialogic parts,*® for instance in
Satyrus’ speech in 3. 20.1-3.22.22, where he reports the dialogues between him
and Menelaus (3.21.1-3.22.8), and between the chief of bandits, Menelaus and
himself (3.22.11-3.22.17). These parts are not separately analyzed as a
dialogue, but incorporated into the analysis of the narrative speech, because the
purpose of such embedded dialogues is still to present the events that have
happened away from Clitophon and the focalizers (here secondary focalizers) of
the narrative are the same characters as in the speech before and after the
dialogic part. As the dialogues are embedded in the narrative speech, the
reporting clauses and sentences between direct speech, are still analyzed as
occurring on the 0-level.

The average length of narrative speeches is the longest among the sub-genres
of narration of events (285.5 words), altogether eleven such speeches occur in
the whole novel (see App. 2 and Table 5).

3.2.1.3 Introduction of a character (INT)

The sub-genre introduction of a character presents new characters (including
Clitophon himself as a character in his ego-narration) entering into the plot of
the novel. The introduction is presented with few sentences by the main narrator
Clitophon, usually starting with the words 1jv d€, preceding the account of the
actions of the character. The only exceptions are the introductions of the general
Chaireas and Melite’s husband Thersander. Chaireas had previously helped to
cure Leucippe from her madness, but some introductory words are said about
him only afterwards (in. 4.18.6—4.18.9). The introduction of Thersander in
5.23.9-5.23.12 (in bold) is similar, although only one sentence by a servant is
said about him before Clitophon’s introduction:

aotL 0¢ katakAlOévtiwv Npwv 06pvPoc TOADE KAt TOV AVOQWVH
drxovetal Kol OULVOQOMT), Kal elotEéxel T Twv Oepamdviwy,
acOuatvav apa kat Aéywv: “@éooavdgog (N kat mageotv.” v d¢ O
®éooavdgog ovTog O TN MeAitng avne, ov évouile tebvnréval
kata BaAlacoav. TV YAQ OUVOVIWV AUTE TIVEG OIKETQWYV, WG
TLEQLETQATIN TO OKADOG, OwOévies kai vopioavtes AmMoAwAéval,
TOUTO Amayyeidavteg ETuxov.

%% The dialogic parts inside narrative speeches may be even longer than the direct speech
occurring inside the sub-genre narration of the plot.
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(Just as we had reclined at table, a great clamour and scrambling about oc-
curred in the men’s quarters, and one of the servants ran in, panting and
exclaiming, “Thersander is alive; he’s here now!”. This Thersander was
Melite’s husband, who she thought had died at sea. What really happened was
that some of his servants, who were saved when the boat overturned, thought
their master had gone down, and they had circulated this report when they
returned.)

All other introductions of characters, which are presented before the actions of
the characters, are narrated as pauses (see Ch. 2), giving the information about
their origin and/or characteristic features. The two introductions discussed
above are exceptional with regard to the narrative tempo-management types —
they are presented in expansion of time, because of the prior connection with
the main storyline."'

Introductions of characters are rather short, as the average length of an
introduction is 49.9 words (see App. 2, Table 5). Only seven characters are
introduced by this sub-genre in the novel.

3.2.1.4 Summary (SUM)

Summary is a difficult sub-genre to define, as all of Clitophon’s narration is
actually a summary of events that happened to him. In some sections, however,
the relation of narrative time and story-time, word choice or some stylistic
figures indicate that the content of the section is presented as a summary. All
ten summaries in the novel are presented by the ego-narrator Clitophon.
Appropriately to the name of the sub-genre, the average length of summaries is
very short (48.1 words, see App 2). Summaries can be divided into two sub-
categories according to the content (although in the analysis of Ch. 4 all
summaries are categorized as one sub-genre of narration of events):
e Shortened version of a message, a dream or a song. Five summaries
belong here. In two occasions Clitophon briefly retells the content of a song,
in 1.5.16-1.5.18 and in 2.1.5-2.1.11:

el TIC TG KAPMAS TS WONG mepLeAwv PLAov EAeyev agpoviag Tov
Aoyov, oUtwg av eixev 6 Adyog “El tolg avOeowv 1)0eAev 0 Zelg
érubetval PacAéa, O EOdOV av twv avBéwv EPacileve. yng €ott
KOOHOG, Putv ayAdiopa, odpOaApog avOéwv, Aswuwvog €ovbnua,
KAAAog dotoantov: €owtog Tvéel, Adoditnv moofevel, eLwdEOL
PUAAOLC Kop, evKLVATOLG TETAAOLS TOLDR, TO METAAOV TQ) ZePUEW
YeAx.”

! For an analysis of the introduction of characters from the perspective of the experiencing
ego-narrator (das erlebende Ich), see Effe 1997: 81-84. I regard the introductions of these
two characters as expansions of time, because the characters take already part in the action
of the novel. See also the discussion in Ch. 2.2.2.
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(The gist of the song, in plain language, without the modulations of the music,
would be as follows: “If Zeus had wanted to place one flower as king over all the
rest, the rose would reign supreme: jewel of the earth, a prodigy among plants,
most precious of all flowers, the meadow’s blush, a stunning moment of beauty,
the fragrance of Eros, invitation of Aphrodite; the rose luxuriates in fragrant
petals, surrounded by the most delicate leaves, that ripple laugter as the West
Wind strokes them.”)"*

As this song seems to be an explanation directed only to the reader/listener,
the section in 2.1.5-2.1.11 is categorized as pause in regard to NTM-types.

In 3.24.8-3.24.14 a shortened version of a message to the army general is
presented in indirect speech instead of direct speech inside ego-narration. In
2.23.17-2.23.20 Clitophon mentions the dream of Leucippe’s mother
Pantheia, which made her to go to Leucippe’s room, preventing Leucippe’s
loss of virginity. This section is categorized under summary, not a
description of a dream, as the dream is narrated only cursorily, not in a
detailed way. It is presented as parallel action, therefore narrated in
expansion of time. In 1.6.17-1.6.23 several dreams of Clitophon are
narrated, the content is expressed through short parallel clauses, which is
quite close to the figure of enumeration characteristic to the summary of
events.'” The summary of Clitophon’s dream starts with an ellipsis and
continues in the NTM-type of detailed summary, apart from the three latter
examples, two other summaries in this category occur in compression of
time.

e Summary of previously narrated events — these five sections present the
events, which the main narrator Clitophon has already narrated, in a
compressed form in his ego-narration. The purpose of such summaries is to
avoid the long repeating analepseis,”* i.e., flashbacks to the events the
reader/listerner is already aware of. Such sections are mostly characterized
by the figure of enumeration. As opposed to the sub-genre ekphrasis of an

"% The categorization of this section is somewhat problematic — the section starts with
quotation marks in Vilborg’s edition and it is not entirely clear, whether the author tells a
shortened version of the song (as following), or means that the song without the music
would be as following. The translations of Winkler and Whitmarsh as well as O’Sullivan in
his lexicon (O’Sullivan 1980) seem to support the second idea, in which case this section
could not belong to the sub-genre of summary, but for instance to contemplations. The
translation by Plepelits (in Plepelits 1980), on the other hand, supports the idea of summary
(,,Wenn man unter Weglassung der poetischen Wendung den nackten Inhalt des Gesanges
erzihlte, so wiirde dieser folgendermassen lauten:...). Grammenidis (2003: 272-273) also
interprets it as a ,,prose paraphrase® of this song. As in the previous text the content of
another song is mentioned before and it resembles other summaries in this novel in form, I
presume that this one is also presented as a summary.

33 Cf. the study of Ken Dowden (in 2007: 133—-150), which indicates, that Tatius uses more
frequently short sentences in his narration (the most frequent length of a sentence is six
words).

1% See for instance De Jong & Niinlist 2007: 509.
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event (see Ch. 3.2.2), which gives a detailed overview of an incident as if
painting a vivid picture before the readers/listeners eyes, the ego-narrator
Clitophon literally enumerates the events that have happened to him in
summaries, e.g., preceding Sostratus’ narrative speech'”” in 8.17.6-8.17.8:

agyetat dn Aéyewv & POAvw mpoegnkws anavia, Tov KaAAcOévny,
TOV XQNOMOV, TNV Oewoiav, Tov Aéppov, Trv agnaynyv.

(He began by telling everything that I have already related: Callisthenes, the
oracle, the sacred embassy, the boat, the abduction.)

Only two summaries (in 7.8.4—7.8.9 and in 8.5.17-8.5.21) do not contain an
enumeration, e.g., in 8.5.17-8.5.21:

kal kKaB' éxaotov wg €yéveto defnjewv. kav TOde kata TOV Lwodévnv
Kol @€ooavdQov YeVOpEVOS €ENQOV Kal T avThg €Tl uaAAoV 1) Taua,
EQWTIKAWG AVTH XAQLOVHEVOS AKOVOVTOG TOD TIATEOS" (WG MATAV alkiay
Nveykev elg 10 owpa kat VBEWV ATV Hag, DéQ d¢ TavTnNg Tag &AAAG
ndoag LTéoT

(I went through each event as it happened. Here too, when I got to the part about
Sosthenes and Thersander, I elaborated her tale even more than my own, my
lover’s gift to her, since her father was listening. I told, how she bore every
indignity and insult to her body save one, and how for the sake of this one she
submitted to all the others).

The beginning of the section (ka®' ékaotov ... dtefrjewv) indicates that a longer
narrative is presented in a shorter version and the narration is very short in narrative
time; therefore, it is categorized as a summary. In the first section in 7.8.4-7.8.9, the
summary again contains several short parallel clauses, which is close to the figure of
enumeration. This is also the only summary of events, which is not in the narrative
tempo-management type of compression of time, as all the others, but in detailed
summary.

Summaries may formally occur also within other genres, for instance in dia-
logues or narrative speeches. In such cases, they are incorporated into the genre
of the surrounding text. For instance, the words of Satyrus in 3.21.27-3.21.29:

TavTa Aéywv €dedunv Ala E€viov KaA@V kKal KOWNG AVAUHVIOKWY
ToaTélnG Kal KOWNG vavaylag.

Morgan (2004: 495) refers to this summary as one of three occasions, where Clitophon

makes an internal cross-reference to earlier phases of the narrative (the other two are false-
references connected to Leucippe’s father Sostratus). However, we could also add the
summary of Clitophon’s own narrative speech in 8.5.17-8.5.21 to these internal cross-
references.
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(With these words I began to beg Menelaus, calling on Zeus Xenios, reminding
him we had shared hospitality over the table and shared the experience of
shipwreck.)

These words are part of a narrative speech, where Clitophon’s servant Satyrus
reminds Menelaus, the man he and Clitophon met on the ship sailing towards
Alexandria, what they have been through together, with the puprose that
Menelaus would help him to save Leucippe from being sacrificed.

The sub-genre of summaries occurs infrequently in Leucippe and Clitophon
and Achilles Tatius uses it either for presenting a shortened version of a song,
dreams, message, or for avoiding repetition in his narrative (in case of summa-
ries of events). Summaries occur primarily in the NTM-type of compression of
time and are rather short in narrative time (average length is 48.1 words).

3.2.2 Description (DESC)

Description is the notion used for a sub-genre in the novel, which describes
something or someone. The methodology of analysis is based on the ancient
theory of ekphrasis. The meaning of ekphrasis has changed considerably from
antiquity to the present time (for a thorough overview see Webb 2009: 1-38).
The description of objects, people, events etc. (an ekphrasis) is known already
from Homer (e.g., the descriptions of the shield of Achilles and of battles).
Nowadays a poetic description of works of art is primarily meant under this
notion, whereas the handbooks of progymnasmata do not mention describing
the works of art as the main subject of ekphraseis. The most important feature
of an ekphrasis is to bring the described objects vividly before the eyes, i.e., the
visual impact on the reader/listener (Webb 2009: 7-8). The same is expressed in
the manuals on progymnasmata."*® The style should be relaxed, and the choice
of words and figures must correspond to the described object.'”’

1% Aelius Theon (Prog. 11) Exdoaoig 0t AGyog meQuynUaTiog évagyws O Sty

aywv to dnAovpevov (Spengel 1854: 118). (Ekphrasis is descriptive language, bringing
what is portrayed clearly before the sight (Kennedy 2003: 45)). Similarily Ps.-Hermogenes
Prog. 10 (in Spengel 1854: 16), Aphthonius Prog. 12 (in Spengel 1854: 46) and Nicolaus
Prog. 12 (in Spengel 1861: 491). Moreover, ekphrasis was one of the types of
progymnasmata, which was considered to be useful for all three kinds of rhetoric — the
deliberative, judicial and epideictic, e.g., Nicolaus Prog. 12: Towwv 8¢ dviwv eld@V, TOL
0¢ dkavikoL Aéyw kal mavnyvouwoD Kal CUPBOVAEVTIKOD, év AoV 1) Xoelo TO
TQOYVHVACUATOG TOVTOL €VEeBnoetar kat yoQ ovuBovAevovies Aavayknv
Exopev mMoAAGKIS Ekdodoal ToDTo, meQl 00 ToovpeBa Tovg Adyous, tva pHaAAov
TELOWEV, KAL KATNYOQOUVTEG 1) ATTOAOYOVLLEVOL DeOHEDx TNG €k TOV Ekpodlety
avfnoews, kal péviol kal €v mavnyvolkals VmoBéoeowv  ikavov TO TG
&xdodoews 1MdoVIV éumomoat Toig év Beatools kadnuévols (Spengel 1861: 492—
493). (There being three kinds of rhetoric, I mean judicial and panegyrical and deliberative,
this progymnasma will be found useful for all; for in deliberative speaking we often
encounter a necessity to describe the thing about which we are making the speech, in order
to be more persuasive, and in prosecuting or defending we need the amplification that comes
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Descriptions are a very important part of Achilles Tatius’ style.””® With
descriptions of objects Tatius usually slows down the narrative pace. They
occur after the rapid development of the plot or after dramatic events. However,
the descriptions of events can create an even more dramatic effect than the usual
narration of events, painting a vivid picture of everything that happens before
the eyes of the reader/listener. The descriptions are mostly presented by
Clitophon himself.

According to the content, descriptions in the novel fall into four sub-
categories:

3.2.2.1 Ekphrasis of an object (EO)

In Leucippe and Clitophon the ekphraseis of paintings, animals (e.g., phoenix,
crocodile, elephant, hippopotamus), cities (Sidon, Alexandria), sacrificial
offerings, a garden, a person (Leucippe), a statue (of Zeus Casius), a dress and a
panpipe occur. These are mostly longer descriptive sections, which function as
digressions, allowing the author to express his erudition in a very rhetorical way
and slowing down the narrative tempo. These descriptions occur mostly in four
slower types of narrative tempo-management: pause, expansion of time, 0-level
and compression of time. There are only two exceptions, where the description
is presented in detailed summary (in 5.1.1-5.2.6 — the city of Alexandria, and
5.6.7-5.6.10 — the island and lighthouse of Pharus) as Clitophon is describing
them during his walk.

These digressions usually come after a rapid development of events, functio-
ning as slow-downs. Such alternation of narration of events and ekphraseis
occurs most frequently in Books III, IV and V, where the adventures of

from making an ekphrasis, and, of course, in panegyrical subjects the element of ekphrasis is
capable of producing pleasure in theater-audiences (Kennedy 2003: 167).)

"7 Aphthonius Prog.12: Exdodlovtag d¢ del TOV Te XAQAKTHQA QVEHEVOV
exdéoey, kat daxdPopols mowkiAAewv toig oxrjpact, kat OAws amoppelofat T
éxdoalopeva mpdypata (Spengel 1854: 47). (In composing an ekphrasis, one should
make use of a relaxed style and adorn it with varied figures and, throughout, create an
imitation of the things being described (Kennedy 2003: 117)). Ps.-Hermogenes Prog. 10:
"Ett pévror ovvelopoovoBat ta g $podoews odeidel Toig TEAYHATLY' GV
avOnEov 1o meayua, £0Tw Kal 1) AEES TOLAvTn, AV AUXUNEOV TO TEAYUA, E0TwW
kat 1 Aé€g magamAnoia (Spengel 1854: 16-17). (Moreover, of course, the word choice
ought to correspond to the subject. If the subject is flowery, let the style be so too, if the
subject is dry, let the style be similar (Kennedy 2003: 86)). Nicolaus Prog. 12: Poaoewg 0¢
MOKIANG €V avTn dedpebar mEOS yaQ TV LMokeévny VTo0eav aguilewv del
Kal T0 TG anayyeAlag €dog, 1) YAvKaVOVTAS 1) EKTEAYWOOUVTAS TG CUHPOQAS
1 0Awg &AAo Tt maplotdvtag maboc... (Spengel 1861: 493). (We need a varied style in
it; for the kind of expression we use should fit the proposed subject, whether we make it
sweet or render happenings tragic or impart some other emotion; (Kennedy 2003: 168)).

% Cf. Hock 1997: 455, who says that ethopoiia and ekphrasis are very frequent in ancient
Greek novels. According to Bartsch (1989: 4-6) the frequent occurrence of ekphraseis is one
of the reasons, why Tatius’ novel, as well as all the other ancient Greek novels, were not
highly appreciated in earlier scholarly research.
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protagonists are narrated and plot develops very quickly (see also Ch. 1). Three
out of eight books end with an ekphrasis (Book I, III, and IV), two start with an
ekphrasis (I and V book). They are presented by the ego-narrator Clitophon, or
by characters in Clitophon’s story. The ekphraseis of paintings can also be seen
as foretelling the future events of the novel.'”

Among the genre of descriptions, the sub-genre ekphraseis of objects occurs
most frequently (21 times in the novel) and has the longest average length
(210.6 words, see App. 2 and Table 5).

3.2.2.2 Ekphrasis of an event (EE)

Relying on the discussion of ekphrasis by Aelius Theon, Ps.-Hermogenes,
Aphthonius and Nicolaus,'*’ some detailed descriptions of events are regarded
as ekphraseis here. These are the sections, where the protagonists of the novel
are not actively participating in the action, are mere witnesses of it or participate
passively, as in the description of the sacrifice of Leucippe in 3.15.4-3.15.18.
The description of the storm is categorized as an ekphrasis, as long as the
narration does not concentrate closely to the actions of the protagonists, e.g., the
rows 3.4.17-3.5.5 are divided as following:

Ekphrasis of events: €viol d¢ KOAVUPAV TELQWLLEVOL, TIQOTQXYEVTEC VTIO
TOU KUpaTog T1) méToa dtepOeipovto moAAoL d¢ Kal EVAOLS ATteQOWYdTL

OUUTIECOVTEG €melQovTo diknV ixOBVwV ol O¢ Kal uBvnTeg évixovTo.
(Some tried to dive away from the wreckage, but the surge raked them across the
rocks to their death; many were impaled on points of shattered planking, like
speared fish. Still others, half-dead, swam on.)

Narration of the plot: 'Emel obv 10 mAolov dLeAvOT), dalpwv T dyabog
TMEQLEOWOEV ULV TG TRWEAS HEQOS, EvOa mepikabloavtes Eyw Te Kkal
1 Agvkinmmn kata govv épegdpeOa g Badaoonc: 6 d¢ MevéAaog kat 6
Zatvgog oLV dAAolc Ttwv MAwTiEwV ETutuxdvTeG TOL LOTOL Kol
ETUTTEOOVTEG EVI|XOVTO.

(When the vessel broke in pieces, some good deity rescued a section of the prow
for Leucippe and me to float on wherever the sea’s movement took us. Menelaus
and Satyrus and other passengers had reached the mast and were swimming
while holding onto it.)

139
140

For paintings and dreams as omens to the future events, see Ch. 2 and 3 in Bartsch 19809.
Aelius Theon Prog. 11: T'tvetat 8¢ éxdpaois mMQOOWNWY, T KAl TEAYUATWY Kol
TOMWV Kal Xeovwv. ... [Toaypatwv 8¢ olov [dpodois] moAépov, elorvng, XelH@VOG,
Awpov, Aowpov, oelopov (Spengel 1854: 118). (There is ekphrasis of persons and events
and places and periods of time. ... Ekphrasis of events includes, for example, descriptions of
war, peace, a storm, famine, plague, an earthquake; (Kennedy 2003: 45)). Similarly, in Ps.-
Hemogenes Prog. 10 (see Spengel 1854: 16) and Aphthonius Prog. 12 (see Spengel 1854:
46). Most thoroughly in Nicolaus Prog. 12 (Spengel 1861: 491-492).
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The first section presents the epilogue to the ekphrasis of the storm, which starts
already in 3.1.1, the following section describes already the actions of the main
characters.

In addition, three descriptions of rituals belong to this sub-genre. The first
one occurs in Book III (in 3.15.4-3.15.18), where Clitophon describes the
sacrifice of Leucippe by the herdsmen of Nile. Two other descriptions are
located at the end of the novel: the description of the ritual in Pan’s cave, which
Leucippe has to pass in order to prove her virginity (8.6.46—8.6.63), and the
ritual in the river Styx, where Melite has to make an oath, that she has not
committed adultery during her husband’s absence (8.12.30-8.12.36). Both of
these descriptions follow the myth explaining the origin of the ritual.

Ekphraseis of events are presented by the ego-narrator Clitophon or by a
character in his story (the priest of Artemis). The narrative tempo of the
ekphraseis of events is considerably quicker than the tempo in the ekphraseis of
objects — the most common type of narrative tempo-management in them is
detailed summary, but ellipsis, brief summary and compression of time also
occur.' On few occasions, however, slower types are used. For instance, the
rituals in Pan’s cave (in 8.6.46-8.6.63) and in the Styx (in 8.12.30-8.12.36) are
described in a speech on 0-L and as a pause respectively. ET is used in 4.18.20—
4.18.27 (the way Egyptians drink water) after descriptions in the quicker types
of narrative tempo-management, where it is meant as an explanation at the same
time. The following description of a crocodile is also narrated in ET, thus the
narrative tempo is again slowing down at the end of a book.

Altogether 14 sections describing an event occur in the novel. The average
length of these sections is 157.1 words, thus they are shorter than the ekphraseis
of objects and longer than descriptions of dreams and emotions (see App. 2,
Table 5)

3.2.2.3 Description of emotions (DE)

Achilles Tatius often likes to describe the emotional state of a character through
the main narrator Clitophon, usually in two or three sentences.'*> These sections
do not form a complete ekphrasis and primarily provide the background-
information to the narration (most often in dialogues between sentences in
direct speech). Sometimes a contemplation or a gnome'* over the same subject
precedes or follows the description of emotions and there is often an enumer-

! The similar tendency can be noticed in analysis of the rhetorical figures in Unit 5 (the
tempo on sentence-level caused by some rhetorical figures), when comparing the sub-genres
ekphrasis of an object and ekphrasis of an event (see Ch. 4.2.2.5). In other units however, the
ekphraseis of objects also contain many asyndetic and short parallel clauses and
enumerations, which cause the quicker tempo of utterance.

2 A similar technique is used already in epics and drama (e.g., the emotions of Achilles in
Iliad 1.188-192 or the emotions of Medea in Argonautica 3.287-298, but these are
presented through the primary narrator).

" See Ch. 3.2.4.2.
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ation or parallelism with short clauses somewhere at the beginning, e.g., in
2.29.1-2.29.4:

‘H 08¢ Aevkinmn ka® éavtnv yevopévn kal TV TNG HNTEOS
vepwoBeloa gnuatwv mavtodamnt) tic fv: 1x0eto, fjoxvveto, weyileTo.
Nx0eto pev medpwoauévn, rjoxvveto d¢ ovedlopuévn, weyileto d&
ATUOTOVLEVN. aldwGg O& kat AVT kal 0QYT) TElo TAS PuXTS KOpATa:
(Left to herself and with her mother’s words still ringing in her ears, Leucippe
was caught in emotional chaos. She was vexed, ashamed, angered: vexed at
being caught, ashamed at being criticized, angered at not being believed. Shame,
grief, and anger are three waves rising in the soul.)

Here the emotional state of the heroine is described after the conversation with
her mother. The gnome (Shame, grief, and anger are three waves rising in the
soul.) introduces the following contemplation over these three feelings and is
thus already categorized a part of a short contemplation.

The sections of the descriptions of emotions are not very long (average
length of a section in Part I is 87 words, see App. 2) and they occur only in two
types of narrative tempo-management: in compression of time and in expansion
of time. In the first case they tend to be connected to dialogues (describing the
feelings of participants during the conversation), in the second case the reaction
to an event in the story is usually described.

Descriptions of emotions occur 15 times in the novel, this sub-genre is the
shortest in regard to the average length among the genre of descriptions (28.7
words).

3.2.2.4 Description of a dream (DD)

To the sub-genre of the descriptions of dreams belong only two dreams of
Clitophon (in 1.3.18-1.3.24 and 4.1.16—4.1.23), where the dreams are narrated
in a more detailed way by the main narrator Clitophon himself. Although they
are similar to the ekphraseis of events, the descriptions of dreams are cate-
gorized as a separate sub-genre, because they are shorter and do not describe the
events in the story. The other references to dreams in the novel fall into other
sub-types: the dream of Panthea in 2.23.17-2.23.20, for instance, is presented in
a very short way and is categorized as a summary, similarly to Clitophon’s own
dreams in 1.6.17-1.6.23. Of the dream of Leucippe in Ch. 4.1 only the words of
goddess Aphrodite are presented by Leucippe in direct speech; therefore it is
incorporated into the genre of dialogue.

The dreams, as paintings, foretell the future events. For instance the dream
of Clitophon in Ch. 1.3 hints to the kidnapping of Calligone or to the interrupted
love-making of Leucippe and Clitophon.'"* The dream in 4.1 foreshadows the
happy ending of the novel (the marriage of the protagonists), but also helps to

144 See Bartsch 1989: 87.
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preserve Leucippe’s virginity (the goddess Aphrodite forbids Clitophon to sleep
with Leucippe for a while).

The descriptions of dreams are rather short (average length of a section is
only 66.5 words, see App.2), the first dream of Clitophon is presented in
compression of time and the second one in expansion of time (remembering the
dream probably took less time than narrating about it, also it is an internal
analepsis'**).

3.2.3 Dialogue (D/DIAL)

Dialogue is analyzed as a separate genre here, although it is not a very homo-
genous category. The contemporary literary dialogues'*® are characterized by
Munat (2005: 404—405) as following: “Literary dialogues are characterized by
the absence of paralinguistic, suprasegmental and kinesic features of spoken
dialogue. All this background information is given to the reader through
reporting clauses, which interrupt the flow of the dialogue. Similarly, the
speakers’ turns are signalled through them. Another difference is that the
natural dialogue is predominantly interactional in nature, whereas fictional
dialogue is created by the author in order to say something to the reader, who
thus becomes a third party in the dialogue.”
When we think of ancient Greek literature, three options may be noticed
regarding the occurrence of reporting clauses:
1) they were absent (for instance in drama);
2) they preceded and/or followed the direct speech (for instance in Homer’s
epics);
3) they interrupt the direct speech (in prose).

The beginning of Plato’s Thaetetus indicates awareness of the technique of
using reporting clauses between the utterances of characters.'’ Plato himself
presents his dialogues with reporting clauses for instance in Symposium, Char-

'S Morgan (2007: 494) has used the term ,,analepsis to the proleptic dream* for the similar
occurrence in Heliodorus® novel. In the present section Clitophon recalls a dream, where
Aphrodite prohibited him from entering the temple (i.e., to sleep with Leucippe) for the time
being, but she will open it for him after a while (i.e., after marrying her). Thus it is a
flashback to the dream foretelling a future event.

140 According to Bal’s definition (Bal 1981: 51), narrative dialogue requires at least two
speakers who are diegetical actors. Continuous contact between the speakers is necessary;
they must be in a temporal and spatial continuum together and recognize each other as
partners in conversation.

" tva o0V év T [143c] yoadn) ur) maéxotev modypata ai petald v Adywv
duynoeLs megl avToL Te 0TdTE Aéyol 6 LwkpATng, olov ‘kat éyw EPnv’ 1 ‘kal €yw
eimov,” 1] av mepl ToL Amokpwopévou OtL ‘ouvédn’ 1) ‘ovx WHOAGYEL” TOUTWV
éveka g avTov avTols dlaAeyodpevov Eypada, EEeAwv ta tolavta. (Now in order
that the explanatory words between the speeches might not be annoying in the written
account, such as “and I said” or “and I remarked,” whenever Socrates spoke, or “he
agreed or he did not agree,” in the case of the interlocutor, I omitted all that sort of thing
and represented Socrates himself as talking with them. (Translation from Fowler 1921))
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mides, although in most of his dialogues Plato leaves them out for smoother
presentation (e.g., Theaetetus, Criton, Phaedrus).

In this analysis, sections of text are categorized as dialogues when at least
two utterances shorter than 90 words'*® from different characters occur. During
the dialogue, the reporting clauses in Clitophon’s ego-narration alternate with
utterances of characters (the only exception is the Ch. 1.2, where the dialogue is
presented by the supposed author and Clitophon, the future ego-narrator). As
the focalizer of the main story is Clitophon, one of the characters participating
in the dialogue is mostly the character Clitophon himself (except in presenting
parallel actions as omniscient narrator, cf. Ch. 1.1 and 1.3).

The dialogical sections have very different content and purposes: they can
contain lamentations, persuasions, erotic advice, etc. The primary characteristic
of a dialogue is the alternation of sentences in direct speech of characters, which
occur on the NTM-type of O-level. In addition, the events in the novel often also
develop during dialogues, described as background information by the ego-
narrator Clitophon between the utterances of characters. Therefore, dialogues
mostly help to build up a scene, enlivening the “dry” narration of events (cf. the
Platonic mixed type of narration). However, the narrative sections in the
dialogue are usually not long in narrative time (remain under 60 words) and do
not form an independent narrative episode. If they are longer, they are
categorized as another genre, mostly narration of the plot, as for instance in
3.17.18-3.18.2:

..oV pot, Agvkinmn, pagtognoov, i (Ne.” apa 8¢ eime kai dig mov
Kal Toilg ématage TV 00Q0V, kai kKatwlev dkovw Gpwvng mMAvv
AemThG. TEOMOG OUV €0OVG ioxel pe kai mEOg TOv Mevédaov
AméPAEMOV, UAYOV Eival DOK@V. O OE TJVOLYeV dUa TV 00QOV KAl 1)
Aevkinnn katwBev avéBarve, ¢PoPegov Béapa, @ Oeoi, kai
bolKWdETTATOV. AVEWKTO HEV AUTNG 1] YAOTNQ TACK KAl NV
EvTéQwV Kkevn Emmegovoa O¢ oL MEQLMAEKETAL KAl OUVEDPUUEV Kal
apdw xkatemégopev. MoAlc oOv avalwmuonoag Aéyw mEOS TOV
MevéAaov: “Ovx épeig pot, Tl tadta;...

(...tell him yourself that you're alive, Leucippe.” As he said this he tapped on
the top of the coffin a second and a third time, and I heard a delicate voice
from under the lid. 1 began to tremble all over and looked at Menelaus,
wondering whether he was a magus. He opened the coffin, and Leucippe rose
up, a frightening (O gods!) and blood-chilling sight. The entire length of her
stomach hung open, and the visceral cavity was hollow. She fell into my arms’

'8 When an utterance in direct speech of a character is longer than 90 words, it is

categorized as speech in another genre or sub-genre. However, sometimes it is clear also in
the case of shorter utterances, that they belong to another genre. For instance, of the four
consecutive persuasions in 5.15.11-5.16.31 the two persuasions by Clitophon are 89 and 73
words in narrative time and could be categorized as dialogic passages (turn-takings of
Clitophon) between the persuasions of Melite. Still, the style and occurrence of rhetorical
figures support the categorization under persuasions (see also Ch. 4).
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embrace, we pressed close, and then we both collapsed. When I gradually came
to, I asked Menelaus: “Tell me what’s going on. ...)

The part in bold in the example describes the events between the utterances of
Menelaus and Clitophon, as it is long (66 words) and describes a complete
action, it is categorized as narration of the plot and not included into the
dialogue.

Dialogues are thus characterized by insertions of other text genres — Achilles
Tatius rarely presents a stichomythia-like conversation between two or more
persons. Usually he adds background information to the dialogue describing the
emotions of participating characters, the situation, the action during the
conversation. On the other hand, dialogues can themselves be embedded into
narrative speeches or narrations of myth and fables. In such cases the dialogues
form and are analyzed as a part of the speech, myth or fable (usually they
consist of only two or three turn-takings then).

Dialogues can be quite short (the average length of a section is 91.4 words,
see App.2), containing only two or three sentences between two participants, for
instance in 3.11.10-3.11.12:

Aéyw obv mog TV Agvkinmnv mavta orywoav: “Ti oryag, pdtarn,
Kkal oVdév pot AaAeis” “Ott por,” édn, “mo g Yuxns, KAetrtopav,
Té0vnrev 1 Gwvn).”

(Leucippe had not said a word, so I said to her: “Why so quiet, dearest? Why do
you not speak to me?” “Because,” she replied, “ I have lost my voice, ahead of
losing my life.”)

On the other hand, dialogues could also be very long, even incorporating whole
speeches (e.g., in Ch. 2. 35 — 2.38, where Clitophon proposes to talk about
erotic themes and the dialogue comprises three speeches comparing the kisses
of boys and women). However, when a certain section in character-speech
exceeds 90 words, it is categorized under another genre. This can be seen in
5.22.4-22.26, where the dialogue between Leucippe and Melite ends with
Melite’s lamentation of 136 words (in 5.22.13-5.22.26), which is categorized
not as dialogue but separately as a lamentation, although it still forms a part of a
dialogue. For this reason also short answers, comments, questions etc. before,
between or after longer speeches (not categorized as dialogues) are regarded as
belonging into the genre of dialogues, even if it is not preceded or followed by
another short turn-taking. The short utterance of a character is a turn-taking
introducing or answering a longer turn-taking as a speech.

There is one exceptional dialogue in Tatius’ novel, where Clitophon talks to
himself: in 2.5.1-2.5.12 Clitophon instigates himself to be bolder in winning
Leucippe’s attention after Satyrus’ advice:

Tavta einwv €xwonoev éEw twv Ouvowv. éyw 0& kat Euavtov
YEVOHEVOS Kol UTIO TOD LatvQov TaQo&uvOels Tokouv EHavTOV Eig
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evToApiav Emt v magBévov: “MéxoL tivog, dvavdge, oryag; Tt O&
dellog el otpatiwtne avdoelov Oeol; TV kOENV TEOCEABelV ocol
mieQLUéVeLs;” elta mpooetiOnv: “Ti yao, @ kakddalpov, ov cwdovels; Tl
0¢ oUK €0ac v o¢ del; mapBévov Evdov Exelc AAANV KaA v tavTng
éoa, TavTNV PAéme, tavTnV €Eeotl ool yapely.” €dokovv memeloBar
katwOev 0¢ womep €k TG kKadlag 6 "Eows aviepOéyyetor “Nad,
TOAUNQE, KAT ELOD OTEATEVT) KAL AVTLITIHQATATTI); ..

(Satyrus went outside, and, left to myself, I took his advice to heart. I tried to
whip up my courage to face the maiden. “How long will you keep silent, sissy
boy? What use is a spineless soldier in the service of a virile god? Are you
waiting for her to make the first move?” Then I answered to myself: “Come to
your senses, you fool. Aim your love shafts at the proper target. You have
another lovely maiden in your own family: desire her, gaze at her; marriage with
her is in your power.” I thought I had convinced myself, but the voice of Eros
replied from deep down in my heart: “Such insubordination! So, you would take
up position and fight against me?....)

Here we can see two kinds of changes of voices: first, there is an alternation of
the voice of the ego-narrator Clitophon (in reporting clauses) and the direct
speech of the character Clitophon; second, there is a dialogue of the character
Clitophon with himself (or with the voice of Eros in him).

The nature of dialogues (direct speech) demands the 0-level of narrative
tempo-management as the primary type. The short descriptions of events by the
ego-narrator Clitophon between the utterances of characters (also are included
to the dialogue) occur only in these types of narrative tempo-management,
which are near to 0-level, mostly in compression of time. Sometimes Achilles
Tatius uses detailed summary, and only on three occasions expansion of time,
indicating that something happened during speaking (as a loop in narrative
time). Dialogues are distributed quite evenly throughout the whole novel,
almost every book has a longer block of dialogues, even the last books, where
long speeches subsume a large part of the text. The only exception is Book IlI,
where the focus is more on presenting events, as the characters encounter many
difficulties after escaping from home. Altogether 63 sections of dialogues occur
in Leucippe and Clitophon.

In addition to the traditional rhetorical figures studied in this thesis the
frequency of turn-takings in the genre of dialogues is indicated in the analysis in
Ch. 4. The purpose is to characterize the liveliness of the dialogue, indicating,
how many times the speaker changes during the conversation.

3.2.4 Contemplation (CONT)

In Leucippe and Clitophon the genre of contemplations is primarily related to
love and feelings, but also nature. The contemplations over different phenom-
ena tend to fall in this novel under epideictic oratory, as the function is
primarily to show the narrator’s erudition in a rhetorical way, also slowing
down the narrative tempo (as they occur on 0-level or slower types of NTM, see
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Table 6). However, the epideictic speeches and contemplations often have an
additional objective in the plot of this novel (for example advice or explanation,
which according to the traditional understanding of rhetoric belongs under
deliberative oratory'*’).

Contemplations are divided into two sub-genres: embellished contemplation
and short contemplation.

3.2.4.1 Embellished contemplation'’ (EC)

Embellished contemplations are speeches in a very ornate style, which
deliberate over some phenomenon, using examples from nature, mythology etc.
In Leucippe and Clitophon these speeches deliberate mainly over love and the
phenomena of love in nature. Yet, they often also serve another purpose — to
give advice, to persuade or to explain. For instance, the speech of Clinias in 1.9
is simultaneously an explanation and advice to Clitophon concerning the
matters of love. His speech to his beloved Charicles in 1.8, is a blame of the
love of women."' Clitophon’s speech about the phenomena of love in nature in
1.17-1.18 is held to induce erotic feelings in Leucippe. Such speeches differ
from the genre of explanations (see Ch. 3.2.8) by their more figurative style (cf.
rhetorical analysis in Ch. 4), several mythological or literary examples are
brought, which support the speakers’ arguments etc.

All embellished contemplations are presented on the 0-level, by the charac-
ters in the story. The only embellished contemplation in this novel that occurs

14 Several genres in this thesis could have been used within one or another kind of rhetoric

according to classical tripartite division. Cf. for example the AaAia in Menander Rhetor,
which is rather similar to contemplations in this thesis and could fall both under the
deliberative and the epideictic rhetoric (Menander II 388-394).

1% These speeches are typical representations of the epideictic oratory, however this notion
is avoided in this thesis in order to prevent confusion with the broader meaning of epideictic
oratory. They are mainly vituperations or praises, but in some elements also close to the
progymnasma of thesis (see e.g., Theon Prog. 12 in Spengel 1854: 120—128 or Aphthonius
Prog.13 in Spengel 1854: 49-53), which deliberates over something in doubt, or to the type
of AaAia in Menander (Menander II 388—394). In addition to such embellished praises and
vituperations, prayers and lamentations also belong under this type (see e.g., Menander 1 343
and II 434-437), but are regarded as separate sub-genres in the present analysis.

! This speech is similar to the exercise of Poyog (psogos or invective) in the collections of
progymnasmata. In the treatment of Aelius Theon it is mentioned under the excercises of
&yKwuov (enkomion or praise) (see Prog. 8 (Spengel 1854: 109-112)) and 0£01g (thesis or
examination — see Prog. 12 (Spengel 1854: 120—-128)). Aphthonius (Prog. 9 (Spengel 1854:
40-42)) and Nicolaus (Prog. 10 (Spengel 1861: 482—485) treat psogos as a separate
exercise, however in Kennedy 2003 it is under the excercise of enkomion). Ps.-Hermogenes
does not discuss psogos at all. Menander Rhetor mentions psogos only as one of the sub-
divisions of epideictic speeches (Menander I 331, 15): Twv 01 EMWEKTIKWY TO UEV
Poyog, 10 0¢ EmMAVOG ... TO HEV TOLVLV TOL POyov HEQOG Atuntov. (Epideictic
speeches, then, fall under the two headings of blame and praise. ... The division of ,, blame "
has no subdivisions. (Translation in Russell-Wilson 1981: 2-3))
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during a pause in story-time is the speech of Chaerophon in 2.14.25-2.14.48 — it
follows the speech of Leucippe’s father Sostratus, who interprets the oracle
received by the Byzantines. It is a part of the side story or novella about
Callisthenes (a mixed analepsis, see Ch. 2.2.1), narrated by the ego-narrator
Clitophon. It is also the only embellished contemplation, which does not delib-
erate over love. This speech just takes its subject from the previous inter-
pretation of an oracle and describes some natural phenomena.

The embellished contemplations, altogether 8 sections, occur only in the first
half of the novel, and mainly in the first two books, where Leucippe and
Clitophon fall in love. Embellished contemplation is also one of the longest
(sub-)genres in this novel, the average length of a section is 268.3 words (see
App. 2 and Table 5).

3.2.4.2 Short contemplation (SC)

This sub-genre comprises mostly quite short sections, which deliberate over the
essence of feelings, also over tears and kisses, and how gods like to tell the
future in dreams. They are all presented by the ego-narrator Clitophon. Most of
the short contemplations start with or contain a gnome, a maxim, but have also
similar features with chreia.' According to Ps.-Hermogenes, a gnome “is a
summary statement in universal terms, dissuading or exhorting in regard to
something, or making clear what a particular thing is.”'>> The latter statement
pertains most to the gnomes and contemplations in general in Tatius’ novel, as
these contemplations are at the same time explanations of how the emotions
occur and how they capture a person. The use of gnome in the contemplation
also adds credibility.'* In this novel, they function as digressions and do not
explain the event, being closer to epideictic speeches. Actually, some of the
contemplations could be classified as elaborated or expanded maxims, as taught
in the handbooks of pmgymnasmata;15 > nevertheless, in the present thesis they
are analyzed together with all the short contemplations.

"2 The basic difference between chreia and gnome is that chreia is a useful, pointed

recollection connected to a certain person, whereas gnome is a very short universal
statement. Both chreia and gnome can be elaborated with praise, paraphrase, cause, contrary,
comparison, example, testimony of the ancients, brief epilogue (Aphthonius Prog. 3 in
Spengel 1854: 23, transl. in Kennedy 2003: 97). See also Theon Prog. 5 in Spengel 1854:
96-106 (only Theon does not treat gnome and chreia separately), Ps.-Hermogenes Prog. 3
and 4 in Spengel 1854: 5-8, Aphthonius Prog. 3 and 4 in Spengel 1854: 23-27 and Nicolaus
Prog. 3 and 4 in Spengel 1861: 458—-466).

'3 Ps.-Hermogenes Prog. 4 (Spengel 1854: 7); translation in Kennedy 2003: 77. Also
Nicolaus (Prog. 4 in Spengel 1861: 463) points, that a maxim is for ,,giving some counsel
and advice for something useful in life” (Kennedy 2003: 142). However, the maxims in
Tatius’ novel mostly seem not to have such an advice-giving purpose, rather they are stating
well-known opinions or facts.

'3 Cf. Aristotle Rhet. 2. 20-21, where gnome is regarded as part of an enthymeme, one of
the two kinds of proof or pistis.

15 Cf. Morales 2000: 8085, where she discusses the prolonged gnome about love and
anger in Ch. 6.19 of Leucippe and Clitophon.
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Short contemplations occur only in two slower types of narrative tempo-
management, most frequently during pauses, but also in expansions of time.
They are used quite evenly throughout the novel and are always directly
connected to the events in the story. For instance in the third quarter of the
novel, where the love-quadrangle between Leucippe, Clitophon, Melite and
Thersander is described, the contemplations are also about jealousy, desire,
tears etc. — the feelings and phenomena characteristic to such situations. Thus,
they function as slow-downs in the narrative tempo.

Short contemplations belong to the more frequently used sub-genres in
Achilles Tatius’ novel — altogether 21 sections occur. Their average length, is
much shorter than in the sub-genre of embellished contemplations — only 72
words (see App. 2 and Table 5).

3.2.5 Judicial speech (JUD.SP.)

Judicial speeches were the most characteristic form of Greek oratory, as
Athenian laws required litigants to speak in court on their own behalf (Kennedy
1963: 126). Trials are also an important part of ancient Greek novels, being one
of the common motives of this genre. The trial in Leucippe and Clitophon takes
place in the last two books and six judicial speeches (in seven sections) are
presented there. They are the longest speeches in the novel (see App. 2), held by
the characters Clitophon, Clinias, Thersander, Thersander’s lawyer Sopatros
and the priest of Artemis."*® According to ancient theory (e.g., Arist. RA. 1,10.1),
this genre can be further divided into two sub-genres: accusation and refutation.

3.2.5.1 Accusation (ACC)

Accusations are court speeches, where a person is accusing somebody of
committing a crime. The trial in Leucippe and Clitophon is against Clitophon
and Melite, who are accused of murdering Leucippe and in committing
adultery.

Four speeches (but five sections, as one speech is interrupted by an authorial
comment) belong under this sub-genre. Two speeches are held by Thersander
(in 7.11 and 8.10) on two different days at court, accusing Clitophon and Melite
in committing adultery and killing Leucippe, whom he claims to be his slave.
The first speech differs from others, as it is once interrupted by a comment of
the ego-narrator Clitophon, explaining the intentions of Thersander. The
accusation by Thersander’s lawyer Sopatros (in 8.10) can be regarded also as a
typical court-speech.

The speech by Clitophon in Ch. 7.7 differs most from other accusations in
Leucippe and Clitophon — it is a self-accusation, where Clitophon takes the
blame for Leucippe’s murder in order to get himself condemned to death and to

%6 See also Fernandez-Garrido, Regla (2009) for the treatment of the stasis-theory in the
judicial speeches of ancient Greek novels.
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revenge Melite for committing the murder.”” This speech does not have the
typical structure of an accusation, resembling a narrative speech.'”® However, as
Clitophon himself calls it an accusation, I have categorized it under this sub-
type of judicial speeches.

The accusations are very long, the average length of all five sections is 338.2
words (see App. 2 and Table 5).

3.2.5.2 Refutation (REF)

Refutations are speeches, where the accusations of opponents are disproved.'”’
In Achilles Tatius’ novel only two speeches can be categorized as refutations.
The speech of Clinias in Ch. 7.9, where he explains the motives of Clitophon
for falsely accusing himself in the murder of Leucippe, follows the self-accu-
sation of Clitophon. The priest of Artemis refutes the accusations made by
Thersander against Clitophon (in 8.9.1-8.9.61), ridiculing Thersander and his
demands to fulfil the court-order issued on the previous day. The latter speech is
held in a more casual way, not as a serious judicial speech. According to
Russell (1983: 61 and 136), it could be taken as an dvtéykAnua (antenklema
or counter-charge), as the priest on the defendants (Clitophon’s) part makes an
accusation against Thersander (the plaintiff). He starts by describing Ther-
sander’s behaviour from his childhood to adolescence and then proceeds with
the refutation. This shows again, that the speeches are not always homogeneous
in content, but can consist of several different parts.

Refutations are the second-longest of all (sub-)genres — the average length is
299.5 words (see App. 2 and Table 5).

3.2.6 Lamentation (LAM)

Lamentations are mostly speeches, where characters bewail over their destiny
or, as also Menander Rhetor writes, over the death of a person.160 Lamentations

P71t is similar to ToooayyeAia (a self-denounciation) treated in Russell 1983: 35-37.

Clitophon, however, does not directly ask permission from the court to put an end to his life,
but confesses the murder of Leucippe, hoping to receive a death penalty for the crime. In
addition, he wants to revenge Melite for killing Leucippe by admitting adultery. The idea,
that Melite has killed Leucippe, was planted into his mind by the made-up story of a false
prisoner, who was sent to Clitophon’s prison-cell by Melite’s husband Thersander. See also
Fernandez-Garrido 2009: 458.

' Narration was still used as a part of judicial speeches (as well as other kinds of speeches,
cf. for instance the Prog. 3 by Nicolaus in Spengel 1861: 455-458).

"% The term “refutation (&dvaokevn)) appears in the treatiments of progymnasmata, e.g.,
Ps.-Hermogenes Prog. 5 Avaokevr| é0TIV AVATEOTI TOD MEOTEDEVTOC MOAYHATOG. ..
(Spengel 1854: 8) (Refutation is an overturning of something that has been proposed...
(Kennedy 2003: 79)). Similarly Aphthonius (Prog. 5 in Spengel 1854: 27) and Nicolaus
(Prog. 5 in Spengel 1861: 466).

1" The rhetorical lamentation was named povawdia (monody). According to Menanders’
treatment monody was held over a deceased person and its purpose was to lament and
express pity (e.g., Menander II 434, 19: Ognvelv kal katowktiCeoBay, in Russell-Wilson
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are characterized for instance by an extensive use of apostrophes, exclamations
and rhetorical questions and they are very figurative overall (see also Ch. 4).'®!
In Leucippe and Clitophon the lamentations are speeches of characters on the 0-
level of narrative tempo-management. They are held primarily by Clitophon,
but also by Leucippe, Melite, Panthea, Clinias and Charicles’ father, either over
someone’s destiny (by Clitophon and Leucippe), behaviour (in the case of
Panthea, who laments over the behaviour of Leucippe, or Melite, who laments
over the behaviour of Clitophon) or death (of Charicles in 1.13.6-1.14.14, of
Leucippe in 3.16.6-3.16.19, 5.7.27-5.7.34 and 7.5.1-7.5.15).

In addition to the “ordinary” lamentations, there are two exceptional ones: in
3.10.3-3.10.24, where the lamentation is not uttered at all — Clitophon laments
in his thoughts only (although it is presented as direct speech in the text) — and
in 3.23.7-3.23.13, where Clitophon presents his lamentation on two levels of
narration:

averkvoa o0V €v péom Th xad: taxL yoo épOovnoé pot daipwv Tig
e kabagag Mdovic. tov d Eue GatvOUEVOV OVDAUOD, TOV HETX
Agvkinmnv éuov deomdtnV, TOVTOV €Kk TAVTIWY Katéoxev 1) OdAaocoa,
tva un v Pouxnyv povov amoAéomn, aAAx kal v tadnv. “Q Baiat-
Ta Ayvwpov, épOovnoag 1Nuiv 0AokAneov o ¢ PrAavOowmiag cov
dpdpatog.”

(Overjoyed as I was, I cried out in distress. Some power above, it seemed, had
resented the perfection of my happiness. Clinias — gone from the face of the
earth, and all because he had tried to help me; Clinias — my mentor, after
Leucippe; Clinias — out of all the rest, he alone was swallowed by the sea, losing
not only life but proper burial. “O senseless sea, out of pure jealousy you
refused to let your drama of human kindness reach a perfectly happy ending!”)

In this section Clitophon starts the lamentation as the ego-narrator in indirect
speech (in the NTM-type of compression of time), and ends with an excla-
mation as the character (in direct speech on the 0-level).

Lamentations may also have a secondary function — accusation.'®® The
lamentation of Melite in 5.25.15-5.25.35 is simultaneously an accusation of
Clitophon, that he has made her suffer and been disrespectful towards

1981: 202-203). However, monodies were also held for instance over the destruction of a
city (e.g., Aelius Aristides — Monody over the destruction of Smyrna) or a temple (e.g.,
Libanius Or. 60 — Monody over the temple of Apollon in Daphne).

1l Cf. the examples brought in Menander II 434-436 (in Russell-Wilson 1981: 202-206)
with exclamations, addresses, rhetorical questions and short parallel clauses.

162 Cf. Menander 11 435: X0m Toivuv €v TovTOoIS Tolg Adyolg evOUG ey oxeTAldlewy €v
AQxX1 TQEOG daUOVAC Kol TIQOG HORAV ADIKOV, TQOG TETIQWHEVIV VOOV
ogioaocav &dwov.... (Thus, in these speeches, you sould begin with a complaint against the
divine powers and unjust fate, and the destiny that laid down an unjust law,...; in Russell-
Wilson 1981: 202-203).
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Aphrodite. Clitophon’s lamentation in 8.2.1-8.2.16 accuses Thersander for the
desecration of the temple of Artemis.

Altogether 18 sections of lamentations occur in Leucippe and Clitophon and
the average length of a section is 128.8 words (see App. 2), thus they belong
among the longer genres.

3.2.7 Myth and fable

According to the ancient authors of the manuals of progymnasmata,'®® myths or
fables are fictitious stories imaging truth. Both of these sub-types may be
fictitious stories and most of these authors do not distinguish between myths
and fables. Only Nicolaus mentions stories about gods, which are not called
myths, but mythical narratives,'** other manuals tend to speak only about the
fables as short stories with a moral.

The mythical narratives mentioned by Nicolaus are the closest to the genre
of myth in the present thesis. Myths and fables are separated in the present
analysis, because myths try to explain, how something has come into being or
has been discovered (representing the quest for truth), fables are inserted by
Achilles Tatius for the rhetorical pleasure, playing with the name of the servant
Conops (a gnat). A dialogue or direct speech can be embedded both into a fable
or a myth.'” Myths and fables are told by a character (i.e., on the 0-level of
narrative tempo-management) or by the ego-narrator Clitophon (in pauses as
digressions in the novel).

3.2.7.1 Myth

A myth is a fictitious story explaining the origin of something.'®® The myths in
Leucippe and Clitophon have mainly the same purpose, but in one case a myth
is told to interpret a painting. Most of the myths are narrated by the ego-narrator
Clitophon, for instance he explains the origins of wine (in 2.2.2-2.2.26) and
purple colour (in 2.11.16-2.11.33). The first narration contains also a dialogue
between Dionysus and a shepherd, but this is incorporated in the analysis of the

'8 Aelius Theon Prog.3 (Spengel 1854: 72—78); Aphthonius Prog. 2 (Spengel 1854: 21);
Ps.-Hermogenes Prog. 1 (Spengel 1854: 3—4); Nicolaus Prog. 1 (Spengel 1861: 451-455).
In addition to the term mythos Theon and Nicolaus mention the term aivog (ainos) after
MAQALVEDLIS (parainesis or advice), since the fable also had an advisory purpose.
According to Nicolaus the fable could have been used in all three kinds of rhetoric, but most
of all in deliberative oratory.

'** Nicolaus Prog. I in Spengel 1861: 452: ToUToUg dé TIVeg Kal ovdE uHBoLS, GAAX
puduca Ekadeoav dmynuata... (You should know that some people call fables about the
gods ,,mythical narratives  rather than mythoi... (Kennedy 2003: 134)).

' Theon, Ps.-Hermogenes and Nicolaus also mention, that sentences in direct speech can
occur in a mythos. Ps.-Hermogenes, for instance, gives an example of a fable in concise form
and in expanded form; in the latter form, sentences in direct speech are used by a character
(an ape) in the fable (Ps.-Hermogenes Prog. 1 in Spengel 1854: 3-4).

1% See also Graf 2000: 633-635.
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myth (in the narrative tempo-management type of pause). In Book V (5.3.4—
5.5.34) he narrates the myth of Procne, Philomela and Tereus to Leucippe as a
character, after they have seen a painting, that depicts the myth.

Two myths describing the origin of religious rituals occur in the last book,
the one in 8.6.27-8.6.46 is narrated by the priest of Artemis (i.e., as the direct
speech of a character), the one in 8.12.1-8.12.30 by the main narrator
Clitophon. Both of them are followed by the description of the rituals
(belonging to descriptions of events).

The myths occur only in two types of narrative tempo-management (0-level
and pauses) and function as digressions in the plot, slowing down the narrative
tempo. Altogether five myths are told in Leucippe and Clitophon and they
belong to the longer genres in this novel — the average length of a section is 251
words (see App. 2 and Table 5).

3.2.7.2 Fable

Fables are short, allegorical fictitious stories in narrative form, told or written
with a moral purpose.'®’ The two fables in the novel of Tatius are inserted just
for an entertaining effect as digressions.'®® They seem not to have the advisory
purpose expressed in the handbooks of progymnasmata, however, they both end
with a gnomic statement as advised also in the discussion by Theon'® and
Aphthonius'” (although the one at the end of Ch 2.22. sounds more like a threat
or warning). Both fables are presented mutually by two characters (servants
called Conops and Satyrus) on the NTM-type of 0-level. Both of them play with
the meaning of the name of Conops (a gnat), after Satyrus has been mocking
Conops about his name. The first fable (in 2.20.10-2.21.16) by Conops
demonstrates, that even elephants are afraid of gnats (the moral of the story —
size does not matter). The one by Satyrus, on the other hand (in 2.21.16—
2.22.34), is about a bragging gnat, who after defeating a lion is entangled in a
spider’s web (the moral — pride goes before a fall), also telling Conops to watch
his back (thus filling the advisory function of the fable).

One of the fables contains a dialogue, the other a speech, which are analyzed
as a part of the fable. The fables are among the few genres in the novel, which

167 See also Luzzatto, Heinze 1998: 356-360.

' Anderson (1997: 2285) proposes that the fables are used also for characterization,
because of their different style. This is supported also by the rhetorical analysis in Ch.
4.2.2.6 of this thesis.

' Theon Prog. 3: émiAéyopev d¢ @de, 6Tarv VOOV ENOEVTOC E0KOTA TV YVWLL-
KOV avT® AOYOV €muXelpwUeV kOMiCewy,... (in Spengel 1854: 75) (It is possible to
provide a conclusion whenever, after the fable has been stated, we venture to bring in some
gnomic statement fitting it. (Kennedy 2003: 26)).

""" Aphthonius in Prog. I names the moral, which is stated at the end, an epimythion
(EmuvBov): v d¢ magaiveowv d v 0 HDOOG TETAKTAL, TIEOTATTWY UEV OVOUA-
oelg TEOMVO0V. emmuvBov de teAevtatov Emeveykwv. (in Spengel 1854: 21) (When
the moral for which the fable has been assigned is stated first, you will call it a promythion,
when added at the end an epimythion. (Kennedy 2003: 96)).

101



occur on the second (in reporting clauses by the ego-narrator), third (fables told
by characters Satyrus and Conops) and fourth level (dialogues, speeches within
the fables) of narration. Like myths, fables belong to the longer genres; the
average length of fables (both of them are in Part I of the novel) is 277.5 words
(see App. 2).

3.2.8 Explanation (EXPL)

The definition of explanations in this thesis is not based on ancient theories, but
is my own attempt to bring out sections in Leucippe and Clitophon, which
elucidate or interpret the events/actions of somebody or some phaenomena.
Such sections usually do not advance the plot of the novel (rather slow down
the narrative tempo), but are closely related to the events or objects in the
preceding narration. The rhetorical figures, which occur in this genre, depend
on the purpose of each section and the character, who presents it. According to
the form, explanations are in this thesis divided into two sub-genres:
explanations by the main narrator (presented by the ego-narrator Clitophon in
the slower types of narrative tempo-management) and explanations in direct
speech (presented by characters in Clitophon’s story on the 0-level of narrative
tempo-management).

3.2.8.1 Explanation by the main narrator (EM)

In Leucippe and Clitophon explanations by the main narrator are (usually short)
sections, where the ego-narrator Clitophon explains the events in the novel, why
or how something has happened or can happen (e.g., in 2.20.6-2.20.9 he
explains that Satyrus has been mocking Conops (a gnat) because of his name —
as a result, two fables are told about gnats). Sometimes these sections give
background info (e.g., in 7. 13.7-7.13.14 — who can enter the temple of
Artemis) or supply the missing facts (e.g., in 7.14.4-7.14.8 Clitophon explains,
how Leucippe’s father Sostratus could recognize him). In addition, the nature or
intentions of characters are explained in this sub-type (e.g., in 6.10.1-6.10.6,
where Clitophon explains Melite’s plan to deceive Thersander). Such sections
occur most frequently in Book VII and accumulate in passages narrating about
the arrival of Leucippe’s father Sostratus to Ephesus.

The only explanation presented by the main narrator in Tatius’ novel, which
does not originate from Clitophon, is the explanation of Menelaus in 4.10.1—
4.10.6. This is however not presented in direct speech, but as the ego-narration
of Clitophon:

Tavta pe Aéyovta magnyodovv ot audt 1ov MevéAdaov, pAoKoVTES )
éupova etvat ta TolxvTa vooruata, ToAAdKIS 0¢ Kkal NAkiag Ceovong
UTAQXELV. TO YOQ ailpa avTn vealov kal OO TOAANG AKkpnG dvaléov
UTteEPAVCeL MOAAGKIS Tag GAEPag kal TV kePaAnv Evdov megikAvlov
BamtiCel TOL AOYIOHOD TNV AVATIVOT|V. DELV OV IATQOVG UETATIEUTIELY
kat Oepareloy mooopégery.
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(Menelaus tried to console me, claiming that such seizures were not a permanent
disability but were in many cases a normal side effect of youthful exuberance:
young blood seething in its own strength may boil over the veins and rise inside
the head, where by flooding it impedes the circuits of rational thought, so we
should send for doctors and nurse her back to health.)
In this example Menelaus'”' tries to explain Leucippe’s unusual behaviour.
Later it becomes clear, that she has been given an overdose of a love-potion.
Apart from the example above, which is presented in the NTM-type of com-
pression of time, explanations occur in the slowest types of narrative tempo-
management — in pauses and expansion of time. The latter is used when
explanations are given to events that have just happened in the story (as a loop
in narrative time, see Ch. 2.2.2), which is why it often occurs beside the sub-
genre of narration of the plot. Two explanations occur within the mixed
analepsis about Callisthenes, thus categorized as pauses. In addition, an expli-
cation of the rules of entering the temple of Artemis is presented as a pause (an
authorial comment). The explanations of the main narrator occur rather rarely
(in only 11 sections) and unevenly in the novel, most of them in Book II and
Book VII, always as background information to the events that have just
happened. They are also usually quite short — the average length of a passage is
51.6 words (see App. 2 and Table 5).

3.2.8.2 Explanation in the direct speech of a character (ED)

The explanations in direct speech are never given by Clitophon himself, but by
other characters in his story. The content of these sections varies: they can
explain some events in the story (as in 4.15.12-4.15.22, where Chaereas
explains, why Leucippe has become insane), some natural phenomena (e.g., in
4.5.2-4.5.15 the general explains, why elephants have a fragrant breath),
someone’s actions (6.9.5-6.9.29 Melite explains, why she has taken Clitophon
into her house), how to interpret an oracle (in 2.14.8-2.14.25 by Sostratus), how
to do something (in 2.4.4-2.4.12 Satyrus explains, how they can enter Leu-
cippe’s chamber), or give advice (in 1.10.1-1.10.31 Clinias explains, how to
approach a woman). Therefore, some of the explanations in direct speech are
closely connected to and elucidate the events in the novel, some of them are

"I Or people around Menelaus — the translations mostly interpret this passage as uttered by
Menelaus, only Plepelits adds other people to the translation (Plepelits 1980: 137: So sprach
ich, Menelaus und seine Begleiter aber suchten mich zu trésten...). Vilborg (in 1962: 85)
says: ,,It is hard to say whether this alludes to more than one person. Another problematic
word is Aéyovta: the present participle indicates usually simultaneous action. However,
most of the translations choose to interpret the words of Menelaus as following to
Clitophon’s lamentation. This is one of the reasons the passage is in this thesis categorized
as compression of time. Another reason is the form of indirect speech, which partially gives
the impression of a slightly summarized form of this explanation.
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longer speeches closer to epideictic oratory and inserted into the novel as
rhetorical show-offs.

The speeches are narrated always on the 0-level of narrative tempo-manage-
ment by characteers in Clitphon’s ego-narration (apart from the introductory
words by the main narrator Clitophon) and are much longer than the sub-genre
of explanation by the main narrator (average length of a section is 140.1 words
(see App. 2). Altogether 9 explanations in direct speech occur in Leucippe and
Clitophon.

3.2.9 Persuasion and prayer

Persuasion and exhortation can be the additional purposes of embellished
contemplations in Leucippe and Clitophon. The reason for considering
persuasion a separate genre in this analysis is to distinguish it from the sections,
which are merely rhetorical displays, inserted for the pleasure of the reader/
listener and not to advance the action.'’”” The genre of persuasion is directly
connected to the development of the plot and its purpose is solely to persuade
somebody, that something has or has not happened or has to happen. Because
persuasions and prayers have a similar purpose, they are put into one major
category, but set apart in two sub-categories. They are all uttered by characters
in direl%t speech, addressed to someone to accomplish a wish or an expec-
tation.

3.2.9.1 Persuasion (PERS)

Persuasions are longer speeches (i.e., over 90 words) or shorter passages,'”*
which have the function to persuade someone, or to encourage someone into
doing something.'” All persuasions are presented in character-speech on the 0-

' The only “problematic speech according to this division is Clinias’ embellished

contemplation in 1.8, which has a very strong persuasive purpose (that Charicles should not
marry a woman). However, it is very figurative (see Ch. 4.2.2.2) and resembles very much to
the following embellished contemplations in the novel.

'3 Persuasions are similar to the eldog TMEOTQEEMTIKOV (eidos protreptikon or exhortation,
persuasion) discussed in Ps.-Aristotle’s Rhetorica ad Alexandrum 1421b 7 and 1436a 38—
1439b 36 (Chiron 2002: 8, 72-86). Demetrios uses the term UmoBetikdv (Eloc. 296: ...
€1eQog d¢ TavToV moBeTk@s mEooloeTaL... (Another will ...express the same thought
in the way of precept...) (transl. from Roberts 1927: 481)). From the second century onwards
they were used also in Christian literature (see Malherbe 1989: 122—125).

17 Passages under 60 words are not categorized under the sub-genre of persuasions, but
incorporated to another genre. Persuasive parts occur for instance within dialogues or
embellished contemplations.

'3 In the manuals of progymnasmata, the function of exhortation and persuasion is attributed
mostly to gnome (see e.g., Hermogenes Prog. 4 in Spengel 1854: 7 — I'vaoun €oti Adyog
KepaAawwdng v anopavoet kKaBoAKr), ATOTEETIWV TL 1] TQOTEETIWV €Tl TL T
omoldv oty €kaotov MA@V (Grnome is a summary statement, in universal terms,
dissuading or exhorting in regard to something, or making clear what a particular thing is.
(Kennedy 2003: 77)), or Aphthonius Prog. 4 in Spengel 1854: 25 — I'veopun €oti Adyog év
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level of narrative tempo-management, they occur only in the second half of the
novel.

An interesting example, where dialogue consists of four consecutive persua-
sions, occurs in chapters 5.15-5.16. After leaving Alexandria, Melite tries to
instigate Clitophon into making love with her (in 5.15.11-5.15.22 and 5.16.9—
5.16.23), Clitophon, on the other hand, presents his counter-arguments to Melite
in his persuasions in 5.16.1-5.16.9 and 5.16.23-5.16.32. The whole episode is
composed of sections in the sub-genre narration of the plot, which introduce and
end the dialogue, and four persuasions as four turn-takings.'”®

Achilles Tatius presents an interesting combination of genres also in 8.5.21—
8.5.32, where Clitophon tries to convince Leucippe’s father, that the girl is still
a virgin. The persuasion starts from the middle of the sentence (8.5.20-8.5.22):

WS MATAV alkiav fVEYKEV €lg TO oA Kat VPOV mATV piag, Dmep d&
tavTg 1ac dAAag maocag vméotn “Kat €uetve, mate, tolavtn HEXOL
TG mapovoTS MHégag, olav avtny Eémeppag amno Bulavtiov. ...

(I told how she bore every indignity and insult to her body save one, and how for
the sake of this one she submitted to all the others. “And she has remained up to
the present day, Father, in the same condition in which you sent her from
Byzantium. ...)

Previously Clitophon has summarized the events that have happened to him and
Leucippe. The summary is once interrupted by two sentences in direct speech
(in 8.5.14-8.5.17), which turns the focus of narration to Leucippe’s destiny,
then the main events are again told in summary. At the end, this persuasive
speech of Clitophon to Sosthenes follows, explaining that they have behaved
like a brother and sister during their journey. The speech is ends with a prayer
to Aphrodite in 8.5.30-8.5.32:

déomowvar APQoditr), pr| VEHETT|ONG ULV WG VPQLOLLEVT). oUk T(0éAopeV
amdtopa yevéoOal TOV YAHOV. TTAQEOTIV OVV O TATHQ" TKE Kal ovr
€VHEVTIC T)ULY T)OT) YeVOL.”

(Oh lady Aphrodite, do not be angry at us for spurning you! We did not want the
father of the bride to miss the marriage. The father is now here: o come to us
too, we pray, and look favourably upon us!")

This prayer is meant to convince Sosthenes entirely, but because of the address
to the goddess it is not regarded as part of persuasion in this thesis and
categorized as prayer (see the next chapter).

The longest persuasion is a speech by Melite in 5.26.1-5.26.49 (477 words),
convincing Clitophon to make love to her at least once. It follows her

anopavoeot kepaAawddng, €l Tt MEOTEEMWYV 1) aAmoteénwv. (Gnome is a summary
statement, in declarative sentences, urging or dissuading something. (Kennedy 2003: 99)).
17 Rhetorical figures in this passage are analyzed in Ch. 4.2.3.1.
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lamentation and takes place in the prison cell, where Clitophon has been cast by
Thersander, Melite’s request is also fulfilled at the end.

The rhetorical figures, which characterize persuasions are figures of tempo,
addresses and rhetorical questions (see Ch. 4). Therefore, they are more emotion-
al and have a quicker tempo (generated by rhetorical figures). All ten persua-
sions occur in the second half of the novel and are uttered primarily by the main
characters of the novel: Leucippe, Clitophon and Melite. Persuasions are rather
long (average length of a section is 144.6 words, see App. 2 and Table 5).

3.2.9.2 Prayer and plea (PRAY)

Prayers are addresses to gods asking something, pleas express a wish or request
to other persons. They are mostly very short.'”” In Leucippe and Clitophon the
prayers to gods or pleas to other characters are all uttered in character-speech on
the 0-level of NTM. On one occasion a prayer is made also to a drug (in 4.17.1—
4.17.5). Such sections always start with a direct address or an imperative
expressing a request as an address,'”® they are always directly connected to and
advance the plot. Prayers to gods are mostly also fulfilled during the plot (e.g.,
in 3.5.11-3.5.17 Clitophon begs Poseidon to end the storm and so it happens).
The only prayer, which does not have a clear answer or outcome, is the one
towards Aphrodite in 8.5.30-8.5.32, where Clitophon is asking her to forgive
the lovers for not having consummated their love yet (see the example in
previous chapter).'”

The genre of prayers includes pleas towards other characters in the novel,
e.g., in 4.13.19-4.13.23, where the old men among the herdsmen of Nile make a
plea to the army general to let them die in their own village.

Most of the prayers occur in the second part'™ of the novel, where the
protagonists have escaped from home and have to encounter many difficulties,
but also in Book II, Book VIII and at the end of the Book V. All eight prayers
are very short, the average length of a prayer is only 37.6 words (see App. 2).

"7 Cf. Menander Rhetor IT 343, 5-8: del d¢ TOUG TOOVTOUG BUVOUG [T KATAKOQEIS
elvaL tag pév yop evxag dikaiag etval xon, kal [amevxacg] dikalag ovoag katl
amAag etvat del, 1O detva yevéoDal, etval d¢ [amAag] kat Poaxelag, €Tt d¢ oL
dWdokey ToLg Beovs, AAA” altelv dmep axQpws loaotv. (Such hymns must not be
wearisome. Prayers must be just, and therefore simple — “that a certain thing should
happen” — and also short. They should not give information to the gods, but ask for
something, which the gods understand perfectly. (Russell-Wilson 1981: 24-25)).

178 Cf. Ausfeld 1903: 514 ff, who has distinguisted the invocation as the first part, and prayer
itself as the third part in the structure of prayers. The middle, narrative part (pars epica) can
contain various general remarks or for example an enumeration of good deeds. As the
prayers in Tatius’ novel are very short, the middle part is missing.

' However, this prayer is also made in order to persuade Leucippe’s father that Leucippe is
still a virgin (see under persuasion).

'8 See Ch. 1 about the time-frame of the novel and its division into four parts.
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3.2.10 Letter' (LET)

By ancient definition a letter is ,,a written message, usually private, sent to
accompany or replace an oral injunction or private conversation between two
persons geographically removed from one another.“'®* The aspect of a letter as
part of a dialogue appears also in Demetrius’ Eloc. 223, where he refers to
Artemon, who said that “del £v 1@ aUT@ TEOTIW dAAOYOV Te Yoddey Kal
ETUOTOAAG elvatl yaQ TNV EMOTOATV 0loV TO €TeQOoV HEQOS TOV dXAd-
You*“ (“one ought to use the same style in writing letters as in writing a
dialogue, as the letter is like one of the two sides to a dialogue*)."*?

There are four letters in Leucippe and Clitophon. Three of them are actually
sent to someone and start with a greeting or address. The fourth is in fact a
challenge read aloud in court, but as it has been written down first, it is analyzed
as a letter. The letters are relatively short, the shortest one is in 1.3.29-1.3.32,
sent from Leucippe’s father Sostratus to Clitophons’ father. The letters in
5.18.7-5.18.22 and 5.20.15-5.20.21 form a pair: the first one is Leucippe’s
letter to Clitophon, saying that she is still alive in spite of all the hardships and
still a virgin, also accusing Clitophon of marrying another woman. The latter is
Clitophon’s response to her, assuring her that he has also maintained his
virginity.'™ The last “letter”, as said, is not a real letter, but a challenge of
Thersander to Melite and Leucippe (in 8.11.5-8.11.12).

Three of the letters are presented on the 0-level of narrative tempo-manage-
ment, the writing of the letter in 5.20.15-5.20.21 is presented during narration,
therefore it occurs in compression of time (writing probably does take longer
than just reading it, see Ch. 2.2.4). Only one of the letters is definitely read
aloud during the narrative (the challenge), but the others are also presented in
direct speech inside the main narration according to Vilborg’s edition, therefore
occurring on the third level of narration. The letters are rather short: the average
length of a section is 81.3 words (see App. 2 and Table 5).

'8! In the period of the Second Sophistic (to which the novel of Achilles Tatius belongs),

writing imaginary letters was also one of the favourite genres (see e.g., Russell 1983: 113).
They were written in rhetorical classes as exercises and embedded in e.g., historical prose,
drama and novel (Rosenmeyer 2001: 9—11).

%2 Rosenmeyer 2001: 20. The letter of Clitophon’s uncle Sostratus is sent from Byzantium
to Tyre to accompany his wife Pantheia and daughter Leucippe. The letters of Leucippe and
Clitophon to each other are not sent from a great geographical distance (both of them are in
Ephesus), but replace the private conversation, which was impossible for the time being.

'S Roberts 1902: 172; translation from Trapp: 2003: 180—181. However Demetrius adds,
that in his opinion the letter should be somewhat more formal in composition as it is written
down and not spoken impromptu as a dialogue (Eloc. 224).

'8 An analysis and comparison of these two letters is presented in Repath 2013: 237-262.
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3.3 Genres in the novel of
Eustathius Macrembolites and the comparison with
the novel of Achilles Tatius

The genres, which occur in Hysmine and Hysminias are similar to Leucippe and
Clitophon. 16 out of the (sub-)genres found in Tatius’ novel are used also by
Eustathius, mainly the genres narration of events, description, dialogue, lamen-
tation, persuasion/prayer and explanation occur. The sub-genres introduction of
a character, fable, both judicial speeches and short contemplation are missing in
the novel of Eustathius, but he uses two genres, which do not occur in Leucippe
and Clitophon (address and refutation).

Similarly to the novel of Achilles Tatius, the most frequently used sub-genre
is narration of the plot — altogether 69 sections in 9960 words belong to this
sub-genre, where the ego-narrator Hysminias tells his story about love and
adventures. 34.34% of Hysmine and Hysminias is narrated in this sub-genre
(almost 10% more than in Leucippe and Clitophon, see Table 5). The length of
sections varies much (average 144.3 words), but they are shorter for instance in
Part 1,'** where the protagonists fall in love and court. Longer sections are used
for narrating the adventures of Hysminias, presenting also the large-scale spatial
movements in the novel. In addition, some authorial comments are inserted into
this sub-genre (e.g., in 1.8.1-1.8.2: Kai t& megl T100hag kat Toudhag Tl det
Kato HéQog GprAowowvetv; Why discuss the foods and drinks one by one?),
because they are always very short and do not disturb the coherence of the
narration these sentences are incorporated to the narration of the plot.

Narration of the plot is presented in every type of NTM, but most frequently
in compression of time and detailed summary. In the first part, where the
general narrative tempo is slower (see Ch. 1.4), the compression of time
dominates. In the second and third part (i.e., in Books VIII-XI) many sections
in brief summary occur. Similarly to Achilles Tatius, Eustathius often inserts
the direct speech of characters to the narration of the plot on 0-level in order to
enliven the narration.

Five narrative speeches are presented in Hysmine and Hysminias, all
functioning as internal analepseis, most of them in Books IX-XI. However,
unlike in the novel of Tatius, they usually don’t provide new information to the
reader about the events which have happened away from the ego-narrator
Hysminias. The only narrative speech providing new information is the speech
of Hysmine in 11.13.1-11.16.8, where the reader learns the fate of Hysmine
after her sacrifice on the ship. All other narrative speeches are repeating
analepseis about the destiny of Hysminias, presented by himself as character.

Narrative speeches are presented only on the NTM-type of O-level.
Altogether five such speeches occur in Hysmine and Hysminias with an average
length of 403.6 words, thus they are longer than in the novel of Achilles Tatius,

%5 The novel is in this thesis divided into three parts as following: Part I — Ch. 1.1-6.18; Part
IT — Ch. 7,1-8.18; Part ITI — Ch. 8.19—11.23 (see Chapter 1.4).

108



but occur much less frequently. The percentage of text presented in this sub-
genre is similar in both novels (6.96% in the novel of Eustathius, 7.51 in the
novel of Tatius, see Table 5).

The third sub-genre of narration of events in the novel of Eustathius is
summary (introductions of new characters are missing in Hysmine and
Hysminias). Summaries occur in every part (altogether 8 sections), Eustathius
sometimes summarizes a dialogue or a discussion, in order to avoid repeating
the previous narration. Only two summaries differ in that respect: a summary of
a dream and a summary of Hysminias’ thoughts at night. The latter (in 9.6.4—
9.6.10) is actually presented as a series of thoughts in direct speech of
Hysminias, but the following sentence allows us to categorize it as a summary
(in 9.6.10-9.6.12):

Kat 6Anv avtnv dvemAattopny 1@ v kal Aoylopoic motkidog 6AnNV
TV VOKTA TIAQOAUETQOVLEVOG ...

(And I imagined her wholly in my mind and various thoughts filled the whole
night...)

This indicates, that the thoughts presented in direct speech were repeating and
filled the entire night, thus presented as a summary of a longer story-time.

The summaries are presented in the NTM-types of compression of time,
twice in detailed summary and once partly on 0-level (in the section discussed
above). As in the previous sub-genre, the average length of a section in much
longer than in the novel of Achilles Tatius (109.4 words). 3.02% of the text in
Hysmine and Hysminias is presented as summaries — about twice as much as in
Leucippe and Clitophon.

All four sub-genres of descriptions found in Leucippe and Clitophon are
used also by Eustathius. The largest amount of text here belongs to the sub-
genre of ekprasis of an object, although only six sections occur, all in the first
part (in Books I-VI) of the novel. Most of them describe paintings, but also
descriptions of a city and a garden are presented, following the example of
Achilles Tatius. The ekphrasis of the painting of twelve months in 4.4.16—
4.16.9 is the longest section in one (sub-)genre in Hysmine and Hysminias
(1250 words). Unlike Clitophon in Leucippe and Clitophon, Hysminias does not
describe his beloved Hysmine at their first meeting.

Most of the ekphraseis of objects occur in expansion of time, the description
of the city (as at the beginning of Tatius’ novel) is presented during a pause,
thus they function as slow-downs in the narrative. The beginning of the
ekphrasis of the garden (in 1.4.1-1.4.19) and the introduction to the painting in
the garden (in 4.4.16—4.4.20) are presented in compression of time, because the
characters are looking at them in a compressed story-time. The following
detailed description of the painting (in 4.5.1-4.17.6), is however presented as
expansion of time. Twice is an ekphrasis of object interrupted by an
exclamation on the 0-level (similarly for instance to the ekphrasis of Alexandria
in Leucippe and Clitophon). The ekphraseis of objects in Hysmine and
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Hysminias are more than twice as long as in the novel of Tatius (the average
length of a section in Eustathius’ novel is 461.7 words), but occur less
frequently. 9.55% of the novel is narrated in this type, which is rather similar to
Achilles Tatius. According to my previous research it can be said, that the
rhetorical figures used in ekphraseis are also similar in both novels, although
Eustathius is slightly more figurative than Tatius."®

The ekphraseis of events occur on the contrary only in the second and third
part of the novel (in Leucippe and Clitophon mainly in the second part).
Similarly to the novel of Tatius, there is an ekphrasis of the storm at the
beginning of the second part (7.8.1-7.9.5). Parallels can be brought also with
the descriptions of the ritual in the spring of Artemis for determining the
virginity of women (in 8.7.14-8.7.27) and the rituals described in Leucippe and
Clitophon. In the latter novel, these ekphraseis are preceded by narrations of the
myth (of Pan and Syrinx and the river Styx in 8.6.27-8.6.46 and 8.12.1-8.12.30
respectively), in Hysmine and Hysminias the myth explaining the origin of this
ritual is missing.

Two other ekphraseis of events describe the situation at the altar of Apollo,
where the mothers and fathers of protagonists make sacrifices in order to find
their children, and the wedding of Hysmine and Hysminias at the end of the
book. Most of the ekphraseis of events in the novel of Eustathius are in quicker
types of NTM — in compression of time or detailed summary. The description of
the ritual is narrated during a pause. There are altogether four ekphraseis of
events with an average length of 106.8 words. This sub-genre occurs here much
less frequently than in the novel of Tatius and the sections are shorter, thus the
amount of text in ekphraseis of events is more than three times smaller than in
Leucippe and Clitophon (1.47% vs. 5.26%).

Descriptions of emotions occur most frequently from the sub-genres of
descriptions (8 times in Books III-VIII, once in Book XI, i.e., in all three parts
of the novel) and present the feelings of characters. Achilles Tatius often adds a
contemplation over those feelings, this never happens in the novel of Eustathius.
The similar feature is the shortness of such sections in both novels (the average
length in Hysmine and Hysminias is 56.2 words), but the amount of text in this
genre is slightly larger in Eustathius’ novel (1.74% vs. 1.04%). Eustathius
describes the emotions of Hysminias mainly in the NTM-type of compression
of time, once in expansion of time and once a quotation is added on 0-level. The
latter two NTM-types are used for describing emotions also by Achilles Tatius,
but he never inserts direct speech into this sub-genre.

The descriptions of dreams are very important in Eustathius’ narrative —
the author describes five dreams of Hysminias (in addition one summary of
dreams, see above), all of them about his beloved Hysmine. Most of them occur
in the first part of the novel, which focuses on the falling in love and courtship
of the protagonists. The function of descriptions of dreams is also slightly
different: in Tatius’ novel dreams can be seen mainly as foreshadowing the

186 See Novikov 2008: 85-94.
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future events, but in the novel of Eustathius they in addition reflect preceding
situations in the narrative, present Hysminias’ erotic fantasies or demostrate the
power of Eros. All of the descriptions of dreams in Hysmine and Hysminias
contain also direct speech, either short sentences, a whole dialogue (e.g., in
3.1.1-3.1.34) or a lamentation (e.g., in 7.18.4-7.19.8).

The descriptions of dreams are partially narrated on 0-level, but mainly in
the NTM-type of compression of time (Tatius uses CT and ET for this sub-
genre). The importance of the dreams is emphasized also by their situation in
the novel: four out of five dreams occur at the beginning or at the end of a
book.'®” The descriptions of dreams in Hysmine and Hysminias are considerably
longer (average length 342.8 word) and the amount of text considerably larger
(5.91%) compared to the same sub-genre in Leucippe and Clitophon. As in the
novel of Tatius, descriptions are mostly used as digressions and slow-downs in
the narrative (except the ekphraseis of events) and occur primarily in the first
half of the novel.

The genre dialogue is the only one apart from narration of the plot that
occurs in every book of the novel and is the second-frequently used genre after
NP (altogether 50 sections of dialogues occur in Hysmine and Hysminias). Two
third of the dialogues are intervowen into the narration in the first part of the
novel, where they are usually shorter. Longer dialogues are presented between
the two lovers Hysmine and Hysminias or between Hysminias and his friend
and adviser Cratisthenes. The former dialogues are used to develop the love-
affair of the protagonists, the latter are more deliberative, sometimes Cratisthe-
nes explains the essence of love or gives advice to Hysminias about love.

Several longer dialogues occur in the third part. Eustathius uses this genre
for instance to express the love of Hysminias’ new mistress Rhodope for
Hysminias. The formal reunion of the protagonists takes place during a dialogue
in 9.14.14-9.15.14. In Book XI the priest persuades Hysminias and Hysmine to
tell their adventures in dialogues. Although this dialogue introduces the
narrative speeches of the protagonists, the narrative speech of Hysminias is
presented several chapters after the dialogue (in 10.16.12—10.17.22), on the next
day and in the next book (11.2.8-11.10.22). The dialogue persuading Hysmine
to narrate her story (in 11.11.1-11.12.21) connects the two narrative speeches.

Similarly to the novel of Tatius, the dialogues in Eustathius’ novel very often
precede, follow or connect speeches (e.g., persuasions, explanations, lamenta-
tions) as turn-takings. The sections of dialogues themselves are however usually
shorter in Hysmine and Hysminias (their average length is 78.3 words). The dia-
logues are presented only in two types of NTM: on 0-level, which is the pre-
vailing type, and in compression of time (the narrative parts of dialogues).
Eustathius never uses expansion of time during dialogues (as sometimes occurs
in the novel of Tatius), that means he does not describe the action of characters

"7 Cf. Nilsson 2001: 95-96 for sleep as a structural element, refering also to Homer’s epics,
where several times a book ends with people or gods falling asleep.
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during speaking. The amount of text in this sub-genre is very similar in both
novels (13.5% in Eustathius and 13.78% in Achilles Tatius, see Table 5).

Unlike in Leucippe and Clitophon the genre of contemplation occurs very
infrequently in Hysmine and Hysminias and only the sub-genre embellished
contemplations is used by Eustathius. Three sections out of four are presented
by the character Hysminias, one by his friend Cratisthenes, all in the NTM-type
of 0-level. All contemplations occur in the first part and get their subject from
the pictures in the garden of Hysmine’s father — they deliberate over the talent
of the artist and the might of Eros depicted on the paintings. Two contem-
plations (in 4.20.8-4.20.17 and 4.20.18-4.20.29) are presented mutually by
Hysminias and Cratisthenes.

The average length of embellished contemplations in the novel of Eustathius
is 109.5 words, thus considerably shorter than in the novel of Tatius. The per-
centage of text is also much smaller (1.51%, the same sub-genre in Tatius’
novel enfolds 5.14%, see Table 5).

Lamentations in Hysmine and Hysminias reflect the situations presented in
the previous narration, presented in direct speech (i.e., on 0-level of NTM-type)
by several different characters: Hysmine, Hysminias, Hysmine’s mother
Panthea and the fathers of both protagonists. Lamentations occur in only four
books (III, VI, VII and X, thus in all three parts of the novel), whereas in Book
VI and X two or three different lamentations follow each other. The subjects of
lamentations are very similar to the ones in Leucippe and Clitophon — love,
destiny or the loss of somebody. The peculiarity of Eustathius is that he
combines several lamentations with prayers (to gods, once by Hysmine to her
mother), which either precede or follow the lamentation. A lamentation occurs
once also in Hysminias’ dream (in 7.18), but this is embedded into the longer
section in the genre description of a dream.

Altogether 11 lamentations occur in the novel of Eustathius, the average
length of a section is longer in the lamentations in the novel of Eustathius
(173.8 words) than in the novel of Achilles Tatius. The percentage of text in this
sub-genre is also slightly higher (6.59 in Eustathius and 5.42 in Tatius, see
Table 5).

Both sub-genres of explanations occurring in the novel of Tatius are used by
Eustathius. The explanations by the main narrator occur six times in his
novel. In five sections they provide background information to an object, ritual
or festivity in one or two sentences. The explanation in 4.18.3-4.18.44 is on the
contrary very long (299 words) and categorized as the explanation of the ego-
narrator Hysminias, although several addresses in the explanation allude rather
to direct speech (see also Ch. 2.5 for the discussion). This section presents the
main points of the discussion over the painting of 12 months by Hysminias and
Cratisthenes.

The explanations by the main narrator in Hysmine and Hysminias never
explain the action or intentions of characters, which is one of the functions of
this sub-genre in Leucippe and Clitophon. The passages are similarly short in
both novels, apart from the above-mentioned long explanation of the painting
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(this makes the average length of an explanation by the main narrator longer
than in Tatius’ novel — 79.2 words). The percentage of text in this sub-genre in
Eustathius and Tatius is rather similar (1.64 and 1.36 respectively, see Table 5).

The explanations in direct speech of characters are presented seven times
in Hysmine and Hysminias. According to the main theme of the novel, several
explanations about love and the power of Eros occur. Two explanations in Book
IX are caused by the attempts of Hysmine’s mistress Rhodope to court with
Hysminias — Hysmine explains that she has to behave as she were Rhodope and
mediate the kisses of Hysminias to her mistress. The longest explanation (203
words), presented by Hysminias’ father Themisteus in 6.15.9-6.15.33, shows
Hysmine’s mother Panthea, that the bad omen at the sacrifice to Zeus should be
rather regarded a good omen. However, as the other explanations are
considerably shorter, the average length of a section in this sub-genre is 98.7
words (much shorter than in the novel of Tatius). The percentage of text in this
sub-genre is slightly smaller in Eustathius’ novel (2.38%) than in Tatius’ novel
(3.02%).

An important genre in Eustathius’ novel is persuasion. Persuasions occur 13
times in his novel, whereas only 10 persuasions are presented by Tatius (whose
novel is considerably longer). Similarly to Tatius, one of the persuasions is a
self-instigation of the protagonist Hysminias (in 3.4.7-3.4.35). Parallels can be
brought also with the persuasions of Hysmine in 5.17.1-5.17.18 and Leucippe’s
words in Tatius’ novel (in Ch. 5.1). Both try to convince their beloved that they
have to preserve their virginity for the time being. In the novel of Tatius the
situation is solved by the reminiscence of the dream of Clitophon, where
Aphrodite forbids him to enter the temple yet. In Hysmine and Hysminias two
other persuasions follow — one by Hysmine and other by Hysminias (in 5.19.1—
5.19.14 and 5.20.2-5.20.12), where they persuade and promise that they will
always love each other (cf. the persuasions of Melite and Clitophon in Tatius’
novel in 5.16.1-5.16.31). Several other persuasions in Part I and III of Hysmine
and Hysminias have a similar function.

Slightly different is the section in 10.3.1-10.3.10, where Hysminias promises
Hysmine to fulfil all the wishes of her mistress Rhodope, as long as Hysmine
will be the mediator. This is formally more an agreement, but the real purpose
seems to be still to persuade Hysmine that he is committed to her. The persua-
sions in the second part of the novel (the adventures of Hysmine and
Hysminias) are on a different subject and not held by the protagonists. In
7.12.1-7.12.10 the captain of the ship persuades others that they have to
sacrifice somebody in order to calm Poseidon. In 8.20.1-8.20.13 the mistress of
Hysminias persuades her husband not to take Hysminias with him, while going
to Artycomis as a herald.

Persuasions are all presented on the NTM-type of 0-level (in direct speech of
characters), the average length of a persuasion is 123.3 words (slightly shorter
than in the novel of Tatius), but the percentage of text in this sub-genre is larger
(5.53% vs. 3.46% in Tatius’ novel).
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The prayers in Hysmine and Hysminias are mainly addressed to gods, only
one prayer or a plea is addressed by Hysmine to her mother (in. 7.11.7—
7.11.12). The latter section is part of the scene on the ship caught by a severe
storm, where several lamentations and persuasions alternate with prayers (to
Zeus, to Poseidon). This pattern occurs also with other prayers, e.g., in 6.10.12—
6.10.20 Hysmine’s mother Panthea prays to Zeus, followed by a lamentation
(her fear to lose her daughter after the bad omen at sacrifice) or in 10.11.48—
10.11.51, where Panthea’s prayer to Apollon is preceded by a lamentation over
the loss of her daughter. These sections are preceded by the longest prayer in
the novel — a prayer by Hysminias’ mother to Apollon of 323 words. In this
prayer all traditional parts of a prayer are present (see Ch. 3.2.9.2), i.e., it has a
long narrative part. Peculiar is the prayer which ends the novel (in 11.20.3—
11.23.10). This section starts as a formal prayer to gods, but ends rather as a
wish or contemplation over the possible readership of the novel.

The average length of a section in this sub-genre is 131.1 words, which is
four times as long as in the novel of Tatius. The percentage of text in prayers is
thus also much higher — 4.07%, whereas in the novel of Tatius it is only 0.72%
(see Table 5).

The sub-genre myth is represented only by one section in Hysmine and
Hysminias, in 8.18.4-8.18.11 of 64 words (0.22% of the novel). It is narrated by
ego-narrator Hysminias (in the NTM-type of pause) as a digression and background
information to the festivities and name of the city Daphnepolis. The function is thus
similar to the novel of Tatius — to explain the origin of the festivities.

The two letters in Hysmine and Hysminias are presented in Books IX and X.
The letter in 9.9.1-9.9.13 is very similar to the letter of Leucippe in Tatius’
novel (in 5.18.7-5.18.22) — both Hysmine and Leucippe let their beloved know,
that they are alive and are still virgins. The other letter in Eustathius’ novel is
from Rhodope — Hysmine’s mistress, who has fallen in love with Hysminias
and persuades him to marry her, offering the freedom from slavery in exchange.
Both letters are presented in direct speech (on the NTM-type of 0-level), as are
most of the letters in Tatius’ novel. The average length, however, is longer in
Hysmine and Hysminias (121 words), the percentage of text is also slightly
larger (0.83%, in Tatius’ novel 0.78%, see Table 5).

Compared to the genres and sub-genres occurring in the novel of Achilles
Tatius, there are no judicial speeches (the motive of trial is missing entirely in
Eustathius’ novel), introductions of new characters, short contemplations and
fables. Other (sub-)genres are represented by at least one section. Some
sections, however, cannot be categorized under the genres or sub-genres found
in Tatius’ novel. One of them may be named rejection — in 6.14.22—-6.14.29
Hysmine’s mother Panthea refuses to go to the altar of Zeus after a bad omen
happened during the wedding-sacrifices. This section cannot however be
compared to the progymnasma of refutation (&vaokevr]) mentioned in the
manuals, which was used to disprove a fact known from tradition. Panthea just
expresses her refusal to do something. The section categorized as persuasion in
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10.3.1-10.3.10 may be regarded actually as the opposite genre — an acceptance.
Still, a persuasive purpose of this section is also present.

One section could be called address."™ In 2.6.33-2.6.37 the ego-narrator
Hysminias interrupts the summary of the discussion over pictures with an
address to the painter:

[Tepumtvooopat cov v xepa, yoaded: aomalopatr v yoaddo:
XAV OHOAOY® 0oL TTEAG Ve TOlG AAAOLG OTL UT) TQ OTEPAVQ TNG OVTWG
napBévov 1o 00dov ovvémAeEag. OVdEV KOOV 0wdEOoUVT) Kat 00dw
T ALOXWGS PadPéVTL kdik TNG aldovg EguOQALVOUEVQ TO TIEOTWTIOV.

(I shake Your hand, artist. I salute Your brush. Besides other things [
acknowledge You with gratitude, because You did not twine a rose into the
wreath of the maiden. The prudence has nothing in common with the rose, which
is disgracefully dyed and whose cheeks blush from shame.)

The style of this section is very different from the surrounding summary of a
discussion, thus has to be categorized into another genre.

In conclusion it can be said that the use of genres is generally very similar in the
novels of Eustathius Macrembolites and Achilles Tatius: the main genre—
narration of events — alternates with descriptions, dialogues, lamentations, and
persuasions. The most significant differences may be seen in the smaller use of
contemplations and myths, and larger occurrence of descriptions of dreams and
prayers in the novel of Eustathius. Eustathius does not avoid repeating
analepseis in his novel (in narrative speeches) — this is very characteristic
feature of his novel.'"™ The subject and function of (sub-)genres is also
sometimes different. Some of the sub-genres occurring in Leucippe and Cli-
tophon are missing in Hysmine and Hysminias, but two additional genres occur
in the latter novel.

The occurrence of all genres is not homogeneous — in some parts the
narration of the plot and dialogues (often longer sections in the alternation of
these two sub-genres occur) prevail more clearly, e.g., in Part I and Part III. The
persuasions occur similarly more frequently in these two parts. As they are also
longer in narrative time, more different (sub-)genres occur in them than in Part
II. In the second part more lamentations, prayers and explanations (but also
persuasions) are presented between narration of the plot and dialogues,
therefore it has a more dramatic nature than the other two parts.

"% This passage is also very similar to the rhetorical figure of apostrophe, where the speaker
turns away from the ordinary audience and adresses for instance a dead person or an
inanimate/abstract object.

'8 See Nilsson 2001: 56-78. The narrative speeches as repeating analepseis present the
adventures of Hysminias in the same order and content as in the previous narration. But the
whole novel of Eustathius is built up on repetition or doubling the plot, as the same motives
reapeat in different parts of the novel (e.g., going as a herald to another town, the sacrifices
etc.).
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3.4 Conclusions to Chapter 3:
genres in the novel and their relations with types of
narrative tempo-management

The prevailing genre in the novel of Achilles Tatius is the narration of events
(altogether 148 sections in 14343 words), which is used for advancing the plot.
This genre is divided into four sub-genres. The most frequently used one is the
narration of the plot (in 120 sections), which depicts the events between utter-
ances in the direct speech of characters in different other genres, and between
contemplations, descriptions etc., in the narration of the ego-narrator Clitophon.
Occasionally Achilles Tatius enlivens the narration with exclamations and
sentences of characters in direct speech (in the NTM-type of the 0-level). Usual-
ly this sub-genre is presented in quicker types of NTM, only occasionally
expansion of time (describing parallel action) or pause are used (for instance in
analepseis, see Table 6 in Ch. 3.4). Most of the spatial movement, either long or
short-distance, is indicated in this sub-genre. Several times different sub-genres
of narration of events alternate with each other (see App. 2), but mainly they
alternate with other genres (more frequently with descriptions and dialogues,
see App. 4).

The sub-genre introduction of a character is also presented by the ego-
narrator Clitophon and mainly in the narrative tempo-management type of
pause. Only in two cases is the introduction given in expansion of time,
describing the preceding actions of a character.

Sections in the sub-genre of narrative speech function in the novel as inter-
nal analepseis — Tatius’ novel is narrated through the perspective of Clitophon
the character, thus the events which have happened away from him are reported
through these speeches. They are all presented in direct speech of charactes on
0-level of NTM and usually do not advance the plot.

The sub-genre summary is the most diverse in content. There are summaries
of dreams, songs, messages, dialogues, speeches. The summaries of dialogues
and speeches show the careful avoidance of repeating analepseis by Achilles
Tatius — he never tells an event twice at length, but presents it in a summary
form in the second time. Summaries are presented in all NTM-types except
brief summary, but mostly in compression of time (see Table 6).

The sections in the genre of descriptions bring the objects, events, emotions
or dreams vividly before the eyes of the reader/listener. From its four sub-
genres Achilles Tatius uses most frequently ekphraseis of objects, which
function mainly as digressions after a rapid development of events. Three of the
eight books in the novel end with an ekphrasis of an object. Ekphraseis of
events are used for describing the actions, when the protagonists of the novel
are not actively participating in them. The visual aspect is important — events
are described as if they were in a picture. The descriptions of the rituals, which
occur in the novel, belong to this sub-genre as well.

The sub-genre description of emotions presents the feelings of characters
during the course of action. Therefore, this sub-genre occurs mainly in compres-
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sion of time (when described in dialogues between direct speech as background
information, see also Table 6) or in expansion of time (when the emotions occur
for instance during a speech or dialogue and described as parallel action later).
The sub-genre description of a dream occurs most infrequently, only twice,
presented by the ego-narrator Clitophon. Again compression of time and expan-
sion of time are used as in the descriptions of emotions. Sections in the genre of
descriptions occur more often in Books III-V of the novel, and only twice in the
last books, where the focus is on speeches of the characters (see App. 4),
whereas sometimes several sections of descriptions alternate with sections in
the genre narration of events.

Dialogues are mostly narrated using the alternation of 0-level (utterances in
direct speech of characters) and compression of time (reporting clauses, back-
ground information in the ego-narration of Clitophon). The reporting clauses
and background info between sections in direct speech can occur also in
detailed summary or expansion of time (see Table 6). Sometimes short-distance
spatial movement is indicated during dialogues. The character Clitophon is
usually one of the parties in the conversation, as he is the focalizer of the main
story. Dialogues, which occur during the narration of a fable, myth, or narrative
speech are not categorized as dialogues in this dissertation. Dialogues occur
rather evenly throughout the novel (see App. 4), most frequently alternating
with the sub-genre narration of the plot.

The genre of contemplations occurs in two sub-genres. Embellished con-
templations are longer speeches in ornate style, which deliberate over love or
over phenomena of nature, functioning as digressions. However, they often
have an advisory, explaining or persuasive purpose in addition to showing the
author’s learnedness. All these speeches are presented by characters on the
NTM-type of 0-level, only one speech occurs during the pause (during a mixed
analepsis) in story-time. The subject is connected directly to the events in the
main storyline. All embellished contemplations occur in the first half of the
novel, mainly in Books I and II. Sections in the sub-genre of short con-
templation are narrated by the main narrator Clitophon and deliberate over the
essence of feelings, tears, kisses and gods. They occur in all parts of Leucippe
and Clitophon except in last two books (see App. 4), presented mostly in
pauses, but also in expansion of time.

Judicial speeches occur only in the last part of the novel, during the trial
over Clitophon and Melite. Achilles Tatius uses two sub-genres here —
accusations and refutations. The accusations occur more frequently, most of
them uttered by Melite’s husband and plaintiff Thersander. One of them is
however a self-accusation by Clitophon. Refutations occur only twice and their
purpose is to rebut the accusations. These speeches occur in the NTM-type of 0-
level in direct speech of characters.

The genre of lamentations, speeches where characters bewail over their
destiny or over a death of a person, occur again mainly on the NTM-type of 0-
level. The only exception is the lamentation of Clitophon in 3.23.7-3.23.13,
which starts as the ego-narration of Clitophon in the NTM-type of compression
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of time and then continues in his direct speech on the 0-level. Another excep-
tional lamentation of Clitophon is presented as occurring only in his thoughts.
Lamentations always result from the preceding events. They are presented quite
evenly throughout the novel (although not very frequently), except in Part IV,
where only one lamentation occurs.

The myths and fables both present a story, but the purpose of these sub-
genres is different. Myths explain the origins; in one case a myth is used to
interpret a painting. The fables, on the other hand, are inserted into the narrative
for a purely entertaining purpose, taking its subject from the name of an an-
noying slave (kwvoy — a gnat). Both fables contain dialogues, and are pre-
sented on the third and fourth level of narration (in the NTM-type of O-level).
Myths are narrated either by the ego-narrator Clitophon or by a character and on
the NTM-types of O-level or pauses (as digressions). They occur very infre-
quently in the novel, mainly at the beginning and at the end of the novel (see
App. 4).

The genre of explanations is used either for giving background info or
missing facts for events in the novel or for elucidating some natural phenomena,
oracles etc. The explanations by the main narrator are usually digressions
and slow-downs in the novel, narrated in the NTM-types of expansion of time
or pauses (see Table 6). Explanations in the direct speech by characters occur
only on the 0-level and are the only speeches in the novel, which are presented
always by other characters but Clitophon. Some explanatory speeches also give
advice or explain the events in the novel, but some are inserted just as rhetorical
showpieces. The frequency of explanations seems to be connected to the length
of parts — they occur more in Part [ and II (which are longer) and less in Part III
and IV (which are shorter in narrative time, see Ch. 1 and App.4).

Genres persuasion and prayer & plea are close to the genre of lamentations
— very emotional and used to convince or to exhort somebody. Persuasions
occur more frequently in the second half of the novel and are connected mainly
to the three most important characters in the novel (Leucippe, Clitophon and
Melite). Prayers and pleas are very short, uttered by characters in direct speech
on the O-level of NTM. Prayers are addressed to gods (once to a medicine),
pleas to other characters. Similarly to lamentations, persuasions and prayers/
pleas are directly connected to the plot of the novel and usually help to advance it.

The genre of letter occurs four times in Leucippe and Clitophon (in Books I,
V and VIII, see App. 4), once during the trial of Clitophon and Melite. As
letters are presented in direct speech, they occur on the 0-level of NTM. Only
one letter is written during narration and is therefore categorized as narrated in
the type of compression of time.

About a third of the text in Leucippe and Clitiphon is used for narrating the
plot and the adventures of the protagonists. The rest of the novel is full of
descriptions, contemplations and dialogues. Some of the genres are connected
directly to the events and situations in certain parts of the novel — for instance
judicial speeches, which occur only during the trial at the end of the novel, or
descriptions of objects, which occur primarily in the first half. Some genres are
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used throughout the novel, but still tend to accumulate in certain parts (for
instance dialogues, which occur more frequently in the second part, or
persuasion in the second half of the novel).

The use of certain genres determines also the narrative tempo. The tempo is
quicker only while developing the plot, narrating the events in the main
storyline. The rest of the novel is presented either on the 0-level (in lamenta-
tions, persuasions, judicial speeches etc.) or in slower types of NTM used e.g.,
for contemplations, ekphraseis, explanations. Thus it can be said, that resulting
from Tatius’ choice to prefer genres, which occur primarily on O-level,
expansion of time or pauses, the overall narrative tempo in Leucippe and
Clitophon is rather slow.

The comparison of the novel of Achilles Tatius with the novel of Eustathius
shows, that the quicker types of NTM occur more frequently in Hysmine and
Hysminias, thus the overall narrative tempo is slightly quicker in his novel. The
same can be seen in the occurrence of different genres. Although the general
choice of genres is rather similar in both novels, the genre narration of events is
used about 10% more in Hysmine and Hysminias than in the novel of Tatius.
The persuasions, prayers and descriptions of dreams are also much more
important and frequent in the novel of Eustathius. Other descriptions, contem-
plations and myths, however, occur less frequently. From other genres, some
are used similarly (e.g., dialogues), some in a larger amount (e.g., persuasions
and prayers), some in slightly smaller amount (e.g., explanations) in the novel
by Eustathius.

The choice and preferance of certain (sub-)genres in also one of the causes
of the differences in the general narrative tempo — as Eustathius prefers nar-
ration of events more, the tempo is quicker. Pauses and expansion of time used
for descriptions and contemplations occur much less frequently. Achilles Tatius,
on the other hand, prefers to slow down the tempo of narration by contempla-
tions, descriptions and explanations much more often than Eustathius. In
addition, he presents some of the parallel actions (in narration of the plot) in
slower types of NTM. The choice to insert longer speeches (e.g., judicial
speeches, which are missing in Hysmine and Hysminias) into the ego-narration
of Clitophon causes the more extensive occurrence of 0-level.
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Table 5. Comparison of the use of different genres in the novels of Tatius and Eustathius.

Genre Sub- Achilles Tatius Eustathius Macrembolites
genre
Average Percentage Average Percentage
length of from the length of from the
a section | whole novel a section | whole novel
NE NP 86.9w 24.8% 1443w 34.34%
NS 285.5w 7.51% 403.6w 6.96%
INTR 49.9w 0.84% — —
SUM 48.1w 1.15% 109.4w 3.02%
Descriptions | EO 210.6w 10.58% 461.7w 9.55%
EE 157.1w 5.26% 106.8w 1.47%
DE 28.7Tw 1.04% 56.2w 1.74%
DD 66.5w 0.32% 342.8w 5.91%
Dialogue D 91.4w 13.78% 78.3w 13.5%
Cont. EC 268.3w 5.14% 109.5w 1.51%
SC 72w 3.62% -—- ---
Jud. Sp. ACC 338.2w 4.05% --- —
REF 587w 2.81% - ---
Lamentation | LAM 125.8w 5.42% 173.8w 6.59%
Myth&Fable | Myth 251w 3.00% 64w 0.22%
Fable 277.5w 1.33% - -—-
Explanation | EM 51.6w 1.36% 79.2w 1.64%
ED 140.1w 3.02% 97.1w 2.68%
Pers.&Pray | Pers. 144.6w 3.46% 1233w 5.53%
Pray 37.6w 0.72% 131.1w 4.07%
Letter LET 81.3w 0.78% 121w 0.83%
Address -—- 39w 0.13%
Rejection -—- -—- 64w 0.22%
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4 Narrative tempo, genres and rhetorical figures
in Leucippe and Clitophon

4.] Introduction

Achilles Tatius has been called the most rhetorical of all the ancient Greek
novelists. This is greatly a result of all the aspects analyzed in this thesis: the
tempo of presenting the events and advancing the plot, the choice of certain
genres (many of them belonging to the rhetorical exercises or progymnasmata)
and use of rhetorical figures. The purpose of this chapter is to compare the
occurrence of rhetorical figures in respect of the two aspects described in the
previous parts of the dissertation, i.e., the types of narrative tempo-management
and the genres in the novel of Achilles Tatius, and to find out, if certain figures
are characteristic to a type of NTM or a (sub-)genre.

After introducing the rhetorical figures analyzed in the novel of Achilles
Tatius, Chapter 4 presents the results of the analysis in the narration of the
supposed author in Ch. 1.1 and 1.2, in Part I of Clitophon’s ego-narration in
Leucippe and Clitophon and three sub-genres in the novel, which do not occur
in Part I (persuasion, accusation, refutation — in chapters 4.2 and 4.3), altogether
13671 words in narrative time. This enables to compare the use of rhetorical
figures in two ego-narrators, two different ego-narrating voices in the novel.

I have analyzed the entire novel of Tatius, but the discussion of the whole
text would be too extensive for this thesis. Thus, I have focused on Part 1. The
purpose of presenting the analysis of an entire part is to demonstrate, that the
occurrence of certain rhetorical figures cannot always be explained by a genre
or type of NTM and the statistics characteristic to each of them. Sometimes the
linear aspect must be taken into account — the use of rhetorical figures may be
influenced also by the neighbouring genre or type of NTM.

Part I of the novel is in this detailed analysis presented as eight units (cor-
responding to the division of Part I in App. 1), which mostly focus on
describing one day in story-time. These units are divided into sections regarding
both the narrative tempo-management types and the genres. However, when
two or three consecutive days are described only superficially (i.e., described in
less than 120 words'"), these days are presented as one unit of analysis. On
some occasions the sections in the sub-genre of narration of the plot overlap the
borders of two units, because the change of days often occurs within a longer
section in this sub-genre. The correspondence occurs however between the
sections regarding the types of narrative tempo-management and borders of
days, because in most cases an ellipsis marks the beginning or the end of a unit
(and thus the division of the plot).

In each sub-chapter at first a short overview of the content of the unit is
presented together with the division of the text into different genres and types of

' The shortest depiction of a day is in Unit 2, where the second day is narrated in only 119
words.

122



narrative tempo-management. Then the frequency of changes and relations of
genres and NTM-types are observed. The frequency of occurrence of rhetorical
figures is analyzed both from the aspect of the possible influence of the genre
and the possible influence of the type of narrative tempo-management,
comparing also different sections occurring in the same genre or NTM-type.
The discussion focuses more on the genres, as the analysis will reveal that the
differences in occurrence of rhetorical figures tend to be influenced more by this
aspect. The figures which occur in sections of genres and types of NTM are
presented in Appendix 2 (genres) and Appendix 3 (tempo).

Chapter 4.3 gives an overview and conclusions about the frequency and
function of rhetorical figures in all the genres and sub-genres and in all types of
narrative tempo-management in the analyzed text. It observes, which rhetorical
figures tend to occur in particular genres or types of NTM. The conclusions
start with an overview of the coexistence of genres and NTM-types in the text,
continues with the discussion of genres, of the types of NTM and ends with an
overview of frequency and function of rhetorical figures. Chapter 4.4 presents
the general conclusions to Chapter 4.

4.1.1 Rhetorical figures

The rhetorical figures are mostly analyzed within a sentence (marked with a full
stop or question mark) according to the interpunctuation of Vilborg’s edition
(Vilborg 1955). The figure of asyndeton is analyzed at the beginning of sen-
tences (i.e., after full stop or question mark) and at the beginning of parts of
sentences preceded by a stigme. Figures analyzed within a sentence are lexical
repetitions, sound-repetitions, figures of tempo and address. Figures analyzed
within parts of a sentence and between consecutive sentences are anaphora,
epiphora, anadiplosis, epanadiplosis, all structural repetitions and homoioteleu-
ton. The principles of analysis are based on my MA-thesis (Novikov 2004), but
some adjustments have been made here.
Rhetorical figures, which are analyzed in Leucippe and Clitophon in this
dissertation are divided into six groups:'”’
1) Lexical repetitions:
e Polyptoton (POL) — the repetition of the same word within one sentence
in different cases or genders, the repetition of the word-stem (e.g., in a
noun and in a verb or in different verbal forms), the repetition of a part
of a word (e.g., prefixes, stems, ov, un alone and composed with
particles etc.).'”?

! The division was used already in Novikov 2004.

"2 See Lausberg 1960: 325-329, Staab 2003: 1526-1530. In ancient handbooks the
polyptoton includes nouns (cf. Rowe 1997: 133), but in this analysis also repetition of
different verbal forms are regarded as polyptoton (cf. Brogan 1993°: 967). In Novikov 2004,
the figures of polyptoton and stem-repetitions were analyzed separately, but are categorized
as one in this analysis. According to Hermogenes, the polyptoton is characteristic of Beauty,
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e  Word-repetition (WR) — repetition of a word in exactly the same form
and meaning within one sentence. Repetitions counted under anaphora
or rarely occurring word-repetitions (epiphora, anadiplosis, epana-
diplosis, epanalepsis), are not categorized under this figure.

e Anaphora (AN) — repetition of the same word (in few cases also prefix)
at the beginnings of consecutive commata, cola, complex cola or
sentences.'

e Rarely occurring word-repetitions (RWR) — epiphora (repetition of the
same word at the end of consecutive commata, cola, complex cola or
sentences),'” anadiplosis (repetition of the same words following
immediately to each other),'” epanadiplosis (repetition of the same
word at the beginning of one colon/sentence and at the end of the
followillngg7 colon/sentence),'”® epanalepsis (repetition of the word-
group).

2) Structural repetitions:

e Parallelism (PRL) — juxtaposition of syntactically coordinated cola,
complex-cola or sentences of similar syntactic structure. Parallelism can
occur also as gradation or amplification (without the same or similar
number of syllables).'®

e Antithesis (ANT) — adjacent cola/complex-cola or sentences based on
syntactic parallelism, but contrasting thoughts, ideas.'”’

e Chiasmus (CHM) — repetition of parallel structure in inverted order.
Can occur in adjacent cola/complex cola or sentences.””” When chias-
mus is part of a longer parallelism, both figures (chiasmus as well as
parallelism) are counted in the analysis. Also when an antithesis has a
chiastic structure, both figures (antithesis and chiasmus) are counted in
statistics.

it it is used in different clauses. If used in phrases, it creates Rapidity (but is not far from
Beauty) (Rabe 1969: 306; transl. in Wooten 1987: 61).

' See Lausberg 1960: 318-320; Blasberg 1992: 542-545, Brown 1965: 37-38, Brogan
1993': 73, Rowe 1997: 131.

"** See Lausberg 1960: 320-321, also Till 1996: 697701 geminatio.

1% See Lausberg 1960: 312315, also Till 1996: 697-701 geminatio and Rowe 1997: 130.

1% See Lausberg 1960: 317.

7 See Lausberg 1960: 312-314.

1% Ostrowicz 2003: 546552 brings out three principles of parallelism: 1) semantical (same
meaning); 2) syntactical (similar syntactical structure, often connected with anaphora and
homoioteleuta); 3) quantitative (with similar number of syllables or rhythm). In this
dissertation parallelism mostly proceeds from the second principle, although often
semantical parallelisms also occur (cf. O’Connor 1993: 877). The parallel structure under the
third, quantitative principle, is here attributed to parison or isocolon. See also Lausberg
1960: 359-374.

1 See Lausberg 1960: 389-393, Villwock 1992: 722750, Brogan-Halsall 1993°: 79.

% See Lausberg 1960: 361, Fauser 1994: 171-173, Brogan-Halsall 1993°: 183—184, Rowe
1997: 137.
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e Isocolon (ISO) — adjacent commata, cola, complex-cola or sentences
with an exactly the same number of syllables. This is a figure of
syllabic rhythm, which can occur also without syntactically parallel
structures (though syntactic parallelism often occurs).*"'

e Parison (PRS) — strict structural repetition with a similar number of
syllables (the difference may not be more than four syllables) in
adjacent commata, cola, complex cola or periods. It can occur in
parallelisms, antitheses, chiasms and enumerations.*’”

3) Figures of tempo:

e Asyndeton (AS) — absence of a connective word or particle at the
beginning of sentences or sentence parts.”” Still, the sentences or cola
beginning with particles puév and dr] are also regarded as asyndeton,
because these particles do not have a clear connective function.”” The
preliminary analysis of Leucippe and Clitophon shows, that the “pure”
asyndeton occurs only in aboult half of the cases which are analyzed in
this dissertation, otherwise one of these particles occurs. Asyndeton is
never analyzed in rhetorical questions and sentences/cola starting with
exclamations or addresses, or when a change of presentation mode

2" See Lausberg 1960: 359-368. However, there is a great confusion with the notions of
isocolon, parison and parisosis. Isocolon and parison have very similar definitions, both
seem to require a parallel structure and similar or exact number of syllables (or words, cf.
Rowe 1997: 137). The only more distinct figure is parisosis — according to Anaximenes
(Techn. 27), it is formed out of two cola with exact number of words, not of parallel
structures. Still, in some handbooks parison and isocolon are distinguished. According to
Neuber (1998: 655-658) isocolon has ,,mostly the same number of syllables or words, or
syntactic structure.“ According to Brogan (2012: 734) ,,two members could be isosyllabic
and even identical rhythmically without having exact correspondence of members.* Thus the
syntactic parallelism seems not to be an absolute requirement. Without parallel structures it
is also analyzed e.g., in Péll (2007: 111-112). In this thesis the isocolon is analyzed in
adjacent commata/cola/complex-cola/sentences with exactly the same number of syllables,
without a requirement of a parallel structure. Strict parallel structures with a similar number
of syllables are analyzed as parisa. According to Ps.-Arist. (Rhet. ad Alex. 27,1435 b 39ff)
the isocolia can be formed also between several shorter and one longer colon (see also
Martin 1974: 310). According to Hermogenes parison is one of the figures, which create
Beauty (Rabe 1969: 299; transl. in Wooten 1987: 56).

2 See Lausberg 1960: 359-368, and Ostrowicz 2003: 578-582. According to Martin (1974
310) parison tends to be antithetic, when consisting of two cola, especially when a chiastic
structure is used.

% See Lausberg 1960: 353-355; Blasberg 1992: 1154—1156, Preminger-Brogan-Halsall
1993: 105-106. Asyndeton is counted after the occurrence of stigme or full stop in Vilborg’s
edition. The asyndeton of adjacent shorter cola and commata is not analyzed in this thesis (as
shown by Rowe in 1997: 136). According to Hermogenes it belongs to the figures, which are
,necessarily concise and rapid“ (Rabe 1969: 305-306; transl. in Wooten 1987: 67).

** According to Denniston 1954: 359 and 1954: 203-204, uév and d1) have primarily an
emphatic function. The occurrence of asyndeton in Achilles Tatius’ novel still needs to be
studied more thorougly.
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occurs (because these cases can be regarded as interruption in the flow
of discourse). However, when several cola beginning with addresses or
imperatives follow each other, the second, third, etc. are categorized as
asyndeton. Sentences and cola beginning with demonstrative pronoun
oUtog, altn, TovTo or adverbial forms from pronouns (e.g., oUTwWG,
Wde) are not categorized as asyndeton.

e Enumeration (EN) — counting of at least three objects, feelings etc. in
adjacent commata or cola.’” Sometimes the last member of an
enumeration is longer. Enumeration can be polysyndetic or asyndetic,
the enumerations containing verbal forms or sentence parts with
missing copula are categorized as parallelisms. It is more used for
instance at the beginning of descriptions or before contemplations,’®®
and is amplified later (e.g., feelings are enumerated as a gnome in
description of emotions and then amplified in the following con-
templation).

4) Figures of appellation:

e Rhetorical question (RQ) — a question to which no answer is expected,
asked to make a point, to express certain feelings. On the other hand, it
is used in argumentation, in emphasizing someone’s point of view and
has a persuasive function.*”’

e Exclamation (EX) — a word or phrase expressing an outcry.”” Also
asseverations in the name of gods are in this thesis analyzed as excla-
mations.

e Address (AD) — an address towards another person (in vocative or in
the form of imperative), an appellation or apostrophe.*”’

%5 See Lausberg 1960: 337-340; Schopsdau 1994: 1231-1234. According to Hermogenes,
enumeration ,,produces Distnctness and Simplicity, if there is a parallel construction in close
proximity. But if the parallel construction is delayed, this produces Abundance* (in Rabe
1969: 287, transl. in Wooten 1987: 48).

2% Cf. the partitio in Quint. 4,5, I (see also Lausberg 1960: 190, Schépsdau 1994: 1232).

27 See Lausberg 1960: 379-381, distinguishing interrogatio, which can be answered only by
“yes” or “no”, and quaesitum, which demands a longer answer. Here both types are analyzed
as rhetorical question. According to Hermogenes this figure is typical of Vehemence
(Hermog. Id. 277 in Rabe 1969; transl. in Wooten 1987: 41).

% See Lausberg 1960: 399, Till 1996: 48-52. According to Rowe (1997: 143) it conveys a
strong emotion, such as pity and indignation.

29 Apostrophe (the turning away from the principal audience) is usually treated as address
towards an absent or dead person, a thing, or an abstract idea as if it were alive or present
(see e.g., Waters 2012: 61-62, Lausberg 1960: 377-379, Halsall 1992: 830-836). In the
novel of Achilles Tatius apostrophes are rare, mostly a person who is present is addressed in
a dialogue or speech. According to Hermogenes apostrophe is one of the elements that create
Rapidity, especally if it is used frequently (Rabe 1969: 314; transl. in Wooten 1987: 66).
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5) Change of presentation mode and quotation:

Change of presentation mode (CPM) — not a traditional rhetorical
figure, analyzed in this novel primarily in order to show changes
between different voices in narration, and to study narrative tempo.
CPM is analyzed every time a voice of a speaker changes (either
different voices alternate on the same level of narration or the level of
narration changes), as for instance in 1.8.40-1.8.42:

ETUKOVPLEL D€ LIOL TO YUUVAOLOV TG PUXNG TO AVTIOUHEVOV.” O WEV
ovv ammel TV teAgvtalay 000V, Votata kal mMEWTA UEAANIOWV
inmaleobal

(The exercise will lighten my sorrow.” So it was that Charicles departed for
his last ride, his first and last feat of horsemanship.)

Here the direct speech of the character Charicles ends and the ego-
narration of Clitophon begins.

The beginning and end of reporting clauses, even if only one word
indicates the change of speaker, are analyzed as CPM, because the
voice of the ego-narrator interrupts the character speech. When part of
the reporting clause is inserted into the direct speech of a character, it is
considered as occurring together with the previous reporting clause, for
instance the word édn in 2.7.19-2.7.21:

Kayw tote 10N mepBaAwv Pavepws katedidovv: 1) d¢ dixoxovoa, “Ti
notelg;” EPn. “kal oL katentddels;” “Trv €mwddv,” einov, “OAw, dtL
LoV TV 6dVVNV how.”

(Then I took her in my arms and really kissed her. She stepped back. “What
are you doing?” she cried. “Is that some spell you know?” “I am kissing my
enchantress,” I replied, “because you have relieved my pain.”).

Here CPM is analyzed as occurring at the beginning of the first direct
speech of a character (Leucippe, interrupting the ego-narration of
Clitophon) and twice at the change between the two character-
utterances (starting with v émwdov..., where the change of charac-

ters’s voice occurs, eirtov marks the insertion of the voice of the ego-
narrator Clitophon). In analyzing dialogues, usually the number of turn-
takings are indicated to express the liveliness of a dialogue. However,
this aspect is not analyzed separately, as it always coincides with the
change of presentation mode and is included into analysis under CPM.

The quotations from Homer, Hesiod or other characters are analyzed
as the insertions of different voices as well. The comments of the ego-
narrator inside the direct speech of characters, which occur in brackets
in the edition, are also analyzed as the alternation of different voices,
e.g., in 8.10.3-8.10.5:
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LUAAA EpdG,” etmev, “évteDBev 6 AdGYOoC KATA TOUTWV TV HOLXWYV, @
BéATiote Nucootoate” (To0TO YA 1)V GVOpA TwH@ O1jTooL), “elta gog: ...
(... It is my turn,” he said, “to speak against these adulterers, my dear
Nikostratos, ” (this was our rhetor’s name) “‘and then yours; ...)
The direct speech of a lawyer in court is here interrupted by the com-
ment by the ego-narrator Clitophon and the change of presentation
mode is analyzed at the beginning of the direct speech of the lawyer, at
the beginning of the comment of ego-narrator Clitophon and at the
continuation of character-speech (all underlined in the example).

e Quotation (QUOT) — the repetition of words of another character or an
excerpt from the work of another author (in Leucippe and Clitophon
only quotations from Homer and Hesiod occur).

6) Sound-repetitions:

e Alliteration (ALL) — repetition of the same initial sound or letter in
adjacent words.”'” The words may be separated by an enclitic, an article
or a conjunction when they form a pair. In this thesis alliteration is ana-
lyzed in a very narrow and strict sense. However, the preliminary study
of sound-figures in Tatius’ work shows that also the word-internal repe-
tition and the repetition of similar sounds (e.g., Y-k-X; p-7-p-1) is
important. It helps to divide the text into smaller units (cola, commata)
and emphasize the keywords.

e Homoioteleuton (HOM) — the repetition of exactly same grammatical
ending in words at the end of adjacent commata, cola, complex-cola or
sentences.”’’ The similarly ending words can belong to different word
classes, e.g., noun and participle, noun and pronoun, etc. The occur-
rence of epiphora is not categorized as homoioteleuton.

e Paronomasia (PRN) — the sentence-internal repetition of words which
sound alike, but have different meanings.”’* Such words may not be
farther from each other than a row (mostly in adjacent commata/cola/
complex cola).

! Alliteration has different meanings — repetition of the same sound or letter at the
beginnings of adjacent words, word-internal repetition of the same sound or letter in a
sentence, repetition of the same sound at the beginnings of syllables in a word. In a more
narrow meaning it can denote the repetition of consonants in adjacent words (see Margolin
1992: 406—410; Goldsmith 1965: 15-16, Adams 1993: 36-38). In this thesis alliteration
refers to the repetition of the same letters (vowels as well as consonants) at the beginning of
adjacent accentuated words (except articles and particles).

" See Lausberg 1960: 361-363, Chico-Rico 1996: 1531-1535, Brogan 1993* 538). Rowe
(1997:137) defines it as a feature of isocolon (i.e., a parallel structure), but in this thesis it is
analyzed also as occurring independently. The words, which end similarly, but do not have
the same grammatical ending, are categorized as paronomasia, when no more than four
letters differ in these two words.

*12 See Czapla 2003: 649—652, Rowe 1997: 132. Some of the examples given in Lausberg
(1960: 322-325), however, are categorized as polyptota in this dissertation (e.g., repeating
words from the same stem).
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4.2 Rhetorical figures in Leucippe and Clitophon
4.2.1 Narration of the supposed author, Ch. I.1.1-1.2.15

Leucippe and Clitophon begins with two introductory chapters (of 788 words)
narrated by the supposed author, who is the mediator of Clitophon’s story to the
readers or listeners. The 788 words of narrative time describe about one day*"
in the story-time. The narration of the supposed author is the only part of the
novel where the first level of narration occurs: the supposed author is the
primary narrator. However, the sentences in direct speech in his dialogue with
Clitophon are already on the second level of narration (the author thus becomes
a character in his story together with the protagonist Clitophon; see Ch. 1.3).

The genres and types of narrative tempo-management change five times (see
Graph 5) during the narration of the supposed author. Although the average
length of a section is 131.3 words,”' five out of six sections are shorter than 100
words. The reason is that the description of the painting of the abduction of
Europe comprises 540 words in narrative time, which is about 2/3 of the
supposed author’s narration.

The novel starts and ends with the name of a city — Sidon is the starting point
of the supposed author’s narration, and Byzantium is the destination of the
protagonists Leucippe and Clitophon at the end of the novel. Thus, a circular
composition is not formed in that respect.”'> Only the fact, that the novel starts
and ends with a name of the city, may be taken as a compositional element.
However, when we leave out the frame or the introductory chapters of the novel
and take the actual location of protagonists at the beginning and at the end of
the novel, we do have a circular composition similar to other ancient Greek
novels: Clitophon’s narration about his adventures starts and ends in Tyre (see
also Fig. 1 in Ch. 1.2).

The two introductory chapters are presented in five different NTM-types but
in three genres. First, Achilles Tatius describes the location of the supposed
author — Sidon — (as the sub-genre of ekprasis of object) in a pause in story-
time, which is used as an introductory NTM-type also elsewhere in the novel
(e.g., introductions of new characters, for instance Clinias in 1.7.1-1.7.8). In
brief summary Tatius lets the supposed author describe, how he looks around in
the city (this belongs to the sub-genre of narration of the plot) and stops by a
painting, which is described in expansion of time (again in sub-genre of

*B It is not possible to tell how long Clitophon’s narration lasts, but we can presume it ended
before the night.

*'* The number of words divided by the number of changes between different types of NTM
or genres.

215" Although Nakatani (2003: 74) brings out the aspect of the weather and climate: the
narrative of the novel takes place between the storm in Sidon and the winter in Byzantium. I
also like the idea of Gareth Schmeling (in Schmeling 2007: 34-35), that Tatius is actually
not trying to write a completed story, but intentionally leaves the end of the novel open
(similar technique is used e.g., in Theaetetus by Plato). The reader should think back to the
beginning of the novel and regard the narrative as continuing.
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ekphrasis of objects). A dialogue on the 0-level presents the protagonist of the
novel — Clitophon. The supposed author does not formally introduce Clitophon,
as the ego-narrator Clitophon introduces other characters in his story. Instead,
Clitophon introduces himself in Ch. 1.1.3.

A section in detailed summary narrates the events of going to a locus
amoenus, where another short dialogue (on the 0-L) ends the so called “frame”
presented by the supposed author, and introduces the ego-narration of
Clitophon. As seen from the Graph 5, the transitions of NTM-types and (sub-)
genres coincide everywhere, with each genre corresponding to one NTM-type.
Spatial movement and events are presented in brief summary and detailed
summary, descriptions in pause and expansion of time, dialogues on 0-level.

Graph 5. Distribution of text into (sub-)genres and types of NTM in 1.1.1-1.2.15.

EO | N[ Ekphrasis of objects Dial. N D

62w | P | 570w 92w P2

4 3 |

w w W

P =8 Expansion of time 0-L cjo

62w 570w 92w L
3

y 2

817

W w

Abbreviations: Narration of events: NP — narration of the plot. Descripitons: EO —
ekphrasis of objects. D/Dial. — dialogue. NTM-types: BS — brief summary; CT —
compression of time; 0-L — 0-level; P — pause.

Regarding the genres, the general frequency of rhetorical figures®' in all genres
occurring in the narration of the supposed author tends to be higher than in the
narration of Clitophon in Part I analyzed below (see Ch. 4.3.2 and 4.3.3). It is
here the highest in the sub-genre of ekphraseis of objects (of both sections, 0.3
and 0.4 when counted in ratios>"”), the dialogues and narration of the plot are
slightly less figurative (see Table 7). Regarding the narrative tempo-manage-
ment types, rhetorical figures are most frequently used in the pause (description

16 A5 the term general frequency of occurrence of rhetorical figures is very long, a shorter

version general frequency of figures is used. For calculating it the sum of all figures in a
section/unit/part is divided by the number of words in it. This helps to determine, which
genres or types of NTM are more figurative in general. The term firequency of rhetorical
figures (or frequency of figures) shows the frequency of one rhetorical figure (the number of
occurrences of the figure divided by the number of words in a asection/unit/part) in one
genre or type of narrative tempo-management, either in one section or in a unit, part. This
helps to compare the occurrence of single figures (or sometimes group of figures) with other
sections in the same genre/type of NTM or with sections in other genres/types of NTM.

*'7 The number of occurrences of rhetorical figures divided by the number of words in a
section.
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of Sidon, 0.4) and less frequently in brief summary (0.21, NP). Sections in ex-
pansion of time and compression of time stay in the middle (ratios 0.3 and 0.24
respectively), the 0-level sections are with a very dissimilar general frequency
of figures. Dialogue is the only genre which occurs only in one type of NTM;
ekphraseis and narration of the plot are both narrated in two different types.
Thus, the possible influence of a narrative tempo-management type on the
occurrence of rhetorical figures can be observed rather comparing different
sections in the latter genres.

The two sections in the sub-genre of narration of the plot are equal in
narrative time (34 words in BS and 33 words in CT respectively), but the use of
rhetorical figures in them is slightly different (see Table 7). In both sections
Tatius uses more common rhetorical figures, however the section in brief sum-
mary contains a smaller number of different figures: only lexical (polyptoton,
word repetition) and structural repetitions (parallelism, isocolon, parison). The
section in compression of time contains in addition to describing events (going
to the locus amoenus) elements of description of the place, alliteration and paro-
nomasia are used as embellishment besides lexical and structural repetitions.
This is in accordance also with the overall characteristics of these NTM-types,
as BS is always used for narrating events, but CT gives mostly a background to
events in other types of NTM (see Ch. 2.2.4 and 2.2.6).

The two sections in the sub-genre of ekphraseis of objects are very unequal
in narrative time (62 and 540 words). The one in pause presents an initial
description of the location of the supposed author. The description of the
painting of Europe in expansion of time introduces the theme of the novel. It
gives another parallel feature with other sophistic ancient Greek novels,'®
especially with the novel of Longus®” (but also with Heliodorus’ description of
the scene on the seashore, which appears to a band of robbers from a mountain).
The paintings in Longus’ Daphnis and Chloe and in Tatius’ Leucippe and
Clitophon both function as introductions to the main themes of the novel, both
give an opportunity to start explaining the picture. In Daphnis and Chloe this is
presented more directly, as the painting represents the adventures of the
protagonists Daphnis and Chloe, but in Leucippe and Clitophon it gives an
motive for Clitophon to start telling the story of his experiences and sufferings
caused by love.

*"®There was a growing interest in using descriptions as a literary device during the period of
the Second Sophistic. This could have been the influence of the rhetorical exercises or
progymnasmata (Bartsch 1989: 7-10).

*1% Cf. Marin¢i¢ 2007: 179.
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Table 7. Rhetorical figures in different (sub-)genres and types of NTM in the narration
of the supposed author (1.1.1-1.2.16).

EO/P [NP/BS EO/ET |[D/0-L NP /CT D/0-L
1.1.1-1.6 {1.1.6-1.10 |1.1.10— 1.2.1-2.10 ({1.2.10-2.13 |[1.2.13-2.16
62w 34w 1.63 540w (92w 33w 27w
POL 0.0484 0.0882 0.0593 0.0326 0 0.0741
WR 0.0484 10.0294 0.0130 0.0326 0.0303 0
AN 0.0161 |0 0.0185 0.0217 0.0303 0
RWR 0 0 0 0 0 0
PRL 0.0645 ]0.0294 0.0167 0.0109 0.0303 0
ANT 0 0 0.0093 0 0 0
CHM 0.0161 |0 0.0130 0 0 0.0370
ISO 0.0323  [0.0294 0.0259 0.0109 0 0
PRS 0.0323  ]0.0294 0.0333 0 0.0303 0
AS 0.0645 |0 0.0759 0 0 0
EN 0 0 0.0056 0.0109 0 0
RQ 0 0 0 0 0 0
EX 0 0 0 0.0217 0 0
AD 0 0 0 0.0217 0 0
CPM 0 0 0 0.1196 0.0303 0.0370
QuUOT 0 0 0 0 0 0
ALL 0.0161 |0 0.0148 0 0.0606 0.0370
HOM 0.0161 |0 0.0130 0.0109 0 0
PRN 0.0484 |0 0.0056 0 0.0303 0
Gen. fi. 0.4032 |0.2059 0.3037 0.2935 0.2424 0.1852

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; NP — narration of the
plot; EO — ekphrasisi of an object; D — dialogue; P — pause; ET — expansion of time;
0-L — O-level; CT — compression of time; BS — brief summary; Gen.fr. — general
frequency.

It may seem difficult to compare the two section of ekphraseis of objects
because of the uneven length and different purpose in the narrative. However,
the occurrence of rhetorical figures is very similar in those sections (see Table
7), which supports the hypothesis that certain figures are characteristic to a
(sub-)genre. Achilles Tatius uses more figures of tempo (asyndeton, in addition
an enumeration) in the long description of the painting, the number of polyptota
and anaphora is also higher.
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The description of Sidon is presented as following (1.1.1-1.1.6):

Lidwv éni OBaddrtn moAle Tvpiwv 1) Oddacoa untnp Powikwv m
moALg: OnPaiwv 6 duoc matnp. dOLUOC AWV &V KOATTW TAXTUC,
noéua kAsiwv 10 méAAYoC 1 yap 6 k0Amog kata mAsvpav Emi defix
KoAaiveTat, otéua deVTEQOV OQWOULKTXL, KAl TO VdwE avbic €lopel,

Kal yivetar 100 Apévog aAdoc Apny, wg xewudCew pEv toavtn tag
0AkGdac év yaAnvn, OepiCewv d¢ 100 Aévog eig 1O TEOKOATILOY.

(Sidon is a city beside the sea. The sea is the Assyrian, the city is the metropolis of
Phoenicia, its people are the forefathers of Thebes. Nested in its bosom, discretely
refusing the ocean’s advances, is a broad double harbour: where the bay curves
round on the right, a second entrance has been channeled, a further inlet for the
tidewater, a harbor within the harbor. There the great freighters calmly wait out
the storms of winter and in the summer ply the harbor’s forebay.)

The first five cola of this example start with asyndeton, the first four cola have a
parallel structure, being also parisa, the third and fourth chiastically placed cola
(double-underlined) form an isocolon of 8+8 syllables. The first sentence
contains two paronomasia (X1dwv-Xviwv and prtne-matr)o), a polyptoton
(Oarat-0dAacoa) and a repetition of TOALC. The second sentence contains
two parallelisms (first underlined in bold is also parison of 9+10 syllables) and
an antithesis (double-underlined, also an isocolon of 13+13 syllables). The first
two cola of the second parallelism (underlined) end with homoioteleuton (in
bold and italics), the last two cola are connected with anaphora of kai. Two

polyptota (in bold and italics) and a paronomasia of xeipudCewv-Oeoilewv
occur.

In the description of Sidon, the general frequency of figures is higher than in
the ekphrasis of the painting, when calculated in ratios (0.4 vs. 0.3 in the longer
one). Achilles Tatius uses here more structural repetitions (literally the whole
section is narrated with structural repetitions), a higher number of word-
repetitions and sound-repetitions.

Similarly to the first ekphrasis, the ekphrasis of the meadow and of Europe
in the painting starts with consecutive asyndetic cola and parallel structures.
The occurrence of rhetorical figures in the ekphrasis of the painting is more
frequent in the first half, where parallel structures, lexical and sound-repetitions
occur. In the second half mostly lexical repetitions, but also several sound-
repetitions and many asyndeta are used, as for instance in the description of
Europe in 1.1.47-1.1.51:

Xitwv aupl ta otégva e magbévou péXQLS aidolc TovvTevOev
énekdAvnte yAaiva o KATw TOU CWHATOS. Aevkoc 0 yitwv: 1 yAaiva
mopdvpa 10 d¢ cwua dx e ¢0OnTog vMedaiveto. Badvc oupaioc
Yaotnp tetauévn)y Aandpa otevy T0 oTevov ¢ic &LV kataPaivov

novEVVETO.
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(There was a chiton over the maiden’s chest down to her modesty, from there on
a robe covered the lower part of her body: the chiton was white, the robe red,
and the body showed subtly through the clothing — navel well recessed, stomach
flat, waist narrow, but with a narrowness that widened downward towards the

hips.)

Most of the cola here (and in following cola until 1.1.54) start with an asyn-
deton (in italics). Thus we can see a seeming contradiction between two tempos:
a section presented in a slow type of NTM (expansion of time) is presented with
a rather quick tempo of utterance.

A chiasmus is used in the second sentence of this example (underlined) and
an enumeration in third (double-underlined). Both also form parisa, the last two
members of enumeration end with homoioteleuton (in bold). The polyptoton of
oTteVvI)-otevov binds the last member of the enumeration and its amplification,
and empasizes the contrast between the words narrow and widen.

The two sections on the O-level are both used for dialogues between the
supposed author and the protagonist Clitophon. The occurrence of rhetorical
figures in dialogues differs from the previously discussed genres mostly by the
use of figures of appellation (address and exclamation) besides lexical, struc-
tural and sound-repetitions (see Table 7, Graph 6). The characteristic feature of
dialogues is also the much more frequent change of narrative voice (CPM) than
in most of the other genres (exceptions may be for instance the fables with
embedded dialogues). The first dialogue in the supposed authors narration in
1.2.1-1.2.10 is quite lively compared to other dialogues — there are altogether 5
turn-takings during the 92 words in narrative time. The reporting clauses are
short (apart from the first introductory one of 22 words), consisting usually of
verbs expressing speaking (eimetv/dpdvar). Two addresses and exclamations
make it more emotional than the second short dialogue. This can be interpreted
as an influence of the preceding description of the picture of Europe being
abducted by a bull/Zeus, which evokes admiration and awe in the viewers. The
general frequency of rhetorical figures is also unusually high (0.29%*°) for this
genre (the general frequency of figures in all dialogues is 0.24, see Table 44).

" When comparing the genre of dialogues with other genres, the turn-taking is left out of

the calculations of genral frequency of occurrence of rhetorical figures. In this dialogue, the
general frequency with turn-taking would be 0.35, the second dialogue in the narration of the
supposed author would then have the general frequency of 0.22.
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The second dialogue consists of only one sentence in direct speech of the
supposed author, continuing the first dialogue after a short interruption in the
genre of narration of the plot.”*' The second turn-taking corresponds actually to
the whole ego-narration of Clitophon (not categorized as dialogue here), the
“final”** part of the dialogue between the supposed author and Clitophon. Due
to the shortness, it contains only few rhetorical figures: they belong to the three
most frequently occurring groups of figures: two lexical repetitions (polyptota),
a structural parallelism (chiasmus) and a sound-repetition (homoioteleuton, see
also App. 2).

Regarding the types of narrative tempo-management, the highest general
frequencies of rhetorical figures occur here in slower types, in pause and
expansion of time. However, these sections belong both to the sub-genre of
ekphrasis of objects, which tends to have a higher frequency of figures overall
(see Tables 7 and 45). Both sections on the 0-level belong to the genre of
dialogues. The most characteristic figures to this genre (here and in general) are
figures of appellation and change of presentation mode, i.e., change of voices.
The last two types, compression of time and brief summary are used for
narrating the plot, but more figures occur in the former type, they all belong to
the three most frequently occurring groups of figures (lexical, structural and
sound-repetitions). Only change of presentation mode occurs from other groups
of figures, as the narration of the plot often follows a section in the direct
speech of characters (i.e., speech or dialogue on the 0-level).

In conclusion: the highest frequency of rhetorical figures in the narration of the
supposed author occurs in the sub-genre of ekphrasis of objects, where Achilles
Tatius uses a great number of structural repetitions and asyndeta. Both sections
of EO are similar regarding the figures used and the type of narrative tempo-
management does not seem to have an influence. Nevertheless, more different
figures occur in the longer description. The beginning of the novel serves for
two purposes — it gives the initial point of narration, but more importantly, it
introduces the rhetorically elaborate style of the whole novel.

Similarly to the ekphraseis, the two dialogues in the narration of the
supposed author are quite unequal in length and number of figures used. Unlike
in other genres, figures of appellation are used in both sections. The frequency
of rhetorical figures is the lowest in the sub-genre of narration of the plot, where
the lexical repetitions and some structural and sound-repetitions are used most
commonly. The author concentrates on narrating the content rather than on the
form and style of the narration in this genre.

2! When a section in direct speech of a charcter precedes, follows or is situated between a

longer section in the direct speech of a character in another genre (e.g., embellished
contemplation, narrative speech), it is still categorized as dialogue. See also Ch. 3.2.3.

*2 When we take the whole novel as the narration of the supposed author, Clitophon’s whole
ego-narration about his experiences can be taken as one answer to the author’s request to tell
his story.
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The sections in different genres and types of NTM in the ego-narration of the
supposed author show some typical features, which are characteristic also to the
genres and types of NTM in the ego-narration of Clitophon: ekphraseis are
more figurative, dialogues are characterized by figures of appellation and
change of voice, and lower occurrence of figures in narration of the plot. From
the NTM-types the pauses tend to be more figurative, whereas less figures occur
in quicker types.

4.2.2 Part | of the ego-narration of Clitophon
4.2.2.1 Unit |: Ch. I.3.1-1.6.17

This section (927 words) corresponds to the beginning of Clitophon’s narration,
which is presented entirely as the ego-narration of Clitophon and describes the
first day and two nights in his story. Several very short scenes are presented in
alternation with the summarized narration of events. Clitophon starts by
introducing himself (presented in pause), followed by a short contemplation
(how gods reveal the future in dreams). The narration of the plot tells the age of
Clitophon (19), when Tyche starts the drama and Clitophon sees a weird dream
(description of the dream in compression of time). After that three scenes may
be discerned. The narration of the plot in detailed summary tells how a letter
arrives from Clitophon’s uncle. The letter is presented on the 0-level. The
second scene starts again with narration of the plot (in detailed summary)
presenting the arrival of Leucippe with her mother. A description of Leucippe
(ekphrasis of an object), a contemplation over her beauty and description of
feelings that capture Clitophon are presented in expansion of time. A longer
narration of the plot in three quicker NTM-types relates the third scene, the
dinner in the evening. Summary of a song about Apollo and Daphne and a
description of Clitophon’s emotions are narrated in compression of time,
followed by a short contemplation (how erotic stories fuel the passion) in pause
and 0-level (Clitophon incites himself). Unit 1 ends with narration of the plot
(everyone goes to bed) in detailed summary and a contemplation over feelings
presented in pause.

The narrative tempo changes 12 times during these 927 words (the average
length of one section in this unit is 71.3 words), but the genres change 15 times
(the average length of a section is 57.9 words, the shortest among all eight
units). Thus, several sections in one type of NTM include two or three sections
in different genres. On the other hand, one section of narration of the plot
(154w) is narrated in three different tempo-management types, and the last
contemplation in this unit (of 64 words) in two NTM-types. The narrative
tempo is rather quick, because the short sections in compression of time,
detailed summary and brief summary are prevalent, embracing altogether more
than half of the narrative time here (the largest amount of text in this section is
in detailed summary). Still, the longest sections are narrated in pause and
expansion of time, which slow the narrative tempo down.
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In the further analysis we will also see, that shorter sections in quicker types
of NTM alternate with longer sections on 0-level or slower types of NTM and
the general narrative tempo is rather slow (cf. the analysis in Ch. 2). In this
introductory unit the narrative tempo is quicker than in most of the other units
in Part I because of the domination of the genre narration of events. The
contrast with the previous narration of the supposed author, which focuses on
descriptions in expansion of time and pauses and has a very slow narrative
tempo, is remarkable.

Seven sections from the prevailing genre narration of events include three
sub-genres: narration of the plot by the main narrator, introduction of a
character and summary. Similarly, several sub-types of descriptions occur
(ekphrasis of object, description of a dream, two descriptions of emotions),
three sections contain contemplations. Apart from the introduction in the first
section, the narration of events occurs only in quicker types of NTM (mainly in
detailed summary, but also compression of time and brief summary), con-
templations and descriptions, in contrast, more in slower types (pauses, expan-
sion of time). Part of one contemplation and the letter are presented on the 0-L.

The occurrence of rhetorical figures is uneven (see Table 8) in the genre of
narration of events, which is used by Tatius in seven sections in Unit 1. More
different rhetorical figures occur in longer sections, only few figures in shorter
ones (even polyptoton, the most frequently used figure in the whole novel, does
not appear in NP-sections under 60 words in this unit). Mostly lexical repeti-
tions, structural repetitions, sound-repetitions and asyndeton are used. In one
section an exclamation occurs, which is not a very characteristic figure to this
genre.

The highest general frequency of rhetorical figures (0.24, see Table 8)
among the sub-genres of narration of events in Unit 1 is in the section of sum-
mary (in 1.5.16-1.5.18). The high frequency of figures is caused by the short
character of this sub-genre, here it is narrated only by using structural repeti-
tions with anaphora, the main words are emphasized by word-repetition — all
figures characteristic to summaries in general. But as only five different figures
are present, the general frequency of rhetorical figures is below the average of
all summaries (see Table 44).
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Introduction of a character, on the other hand, has the highest number of
various figures (see Table 8), although it is not the longest section in narrative
time. The general frequency is very close to the average of this sub-genre — 0.2
(see Tables 8 and 45). Tatius uses mostly lexical and structural repetitions (in
1.3.1-1.3.6):

O 8¢ adoxetat 1oL Aédyewv wde Epoi Powikn vévoe, Tpog 1) matpic,
ovoua KAeitopwv, matnp Inmiac, adeAdOg matpog Y.doT10atog, 0U
navia d¢ dOsAPOg, AAA' boov audolv elc maThp: al Yyag UNTéQEs, TQ
uev fv Bulavtia, 1@ ¢ éuw natpi Tvpia. O eV o0V TOV TAVTA XQOVOV
eixev év Bulavtia moAvg yap O The unTeoc KANQOC Ny adtw: O dé €uoc
natno €v TUoW KATWKEL.

(And he began to speak as follows. I was born at Tyre in Phoenicia. My name is
Clitophon. My father and his brother are named Hippias and Sostratus — they
are not full brothers; they had the same father, but my uncle’s mother was a lady
of Byzantium, and mu father’s mother was from Tyre. My uncle Sostratus indeed
spent all his time in Byzantium, where his mother had left him a considerable
estate. My father dwelt in Tyre.)

The introduction starts with a fivefold parallelism (double-underlined), which is
also parison, the third and fourth colon form an isocolon of 6+6 syllables (in
italics) and the TOpog 1) matic, dvoua KAettopawv a chiasmus. The paral-
lelism contains also three polyptota (one of them fivefold, in bold and italics)
and a word-repetition of tatrjo. The repetition of &deApog at the beginning of
the fifth and at the end of the sixth colon forms a rare word-repetition called
epanadiplosis (underlined in bold). This parallelism is followed by three
antitheses (underlined). There are three homoioteleuta (in bold): Zwotoatoc-
adeAdAc (not at the ends of parallel clauses as usual; instead the first part is in

the colon preceding the antithesis), BuCavtia-Tvola and Bulavtiw-avtw.
The two halves of the last antithesis are not equal — the first half is an
explanatory clause but this, with the second half of the antithesis, forms an
isocolon of 12+12 syllables. Thus, the style of this passages uses many Gorgian
figures considered appropriate for the epideictic style.”*

The rhetorical figures have accumulated into this first half of the intro-
duction presented in the example. The second half (not given in the example)
contains only one polyptoton and one paronomasia. The introduction resembles
the description of Sidon at the very beginning of the novel, especially in the use
of structural repetitions. Compared to other introductions, the self-introduction
of Clitophon, as the most important of all introductions, is the longest and
contains the largest number of different figures. The general frequency, how-
ever, is not the highest. Although average frequency of most of the figures is
higher than usual for this sub-genre, some of the characteristic figures to intro-

3 Cf. Burgess 1902: 102-103.

141



ductions occur less or are absent (polyptoton, alliteration, asyndeton, see Table
44).

Four of five sections in the sub-genre of narration of the plot have a low
frequency of rhetorical figures, and primarily figures from three most frequently
occurring groups (lexical, structural and sound-repetitions) occur in them (see
Table 8). CPM occurs at the beginning of NP-section in 1.4.1-1.4.7, because it
follows the letter on 0-level. The figures are in most cases not connected to each
other (i.e., lexical, sound and structural repetitions do not support one another).

The longest NP-section, 154 words in narrative time in 1.5.1-1.5.16, is
divided between three different types of narrative tempo-management (com-
pression of time, detailed summary and brief summary). It is the only NP-
section in the analyzed text, where an exclamation — an asseveration po TOUg

BeoUg occurs. The parallel structures (two isocola, a parallelism and chiasmus
with parison) occur only in the first half of this section, in the part narrated in
detailed summary. In the second half, narrated in compression of time, Tatius
uses only lexical and sound-repetitions, e.g., in 1.5.11-1.5.15:

WG d& NUeV Amo Tov delmvov, mals épxetat kI@apav AQUOOKLLEVOG, TOD
natEOg olkétng, kal PAaic T0 MEOTOV dATVAEAS TAIC XEQOL TAG
X000d¢ €Kkpove' Kal Tt kpovudtiov OmoArynvag vrmoPBveilovot toig
dakTOAOLG, petd TOUTO 1IN T MANKTOW TAC X00ddc &kQove Kai
O0Alyov 8oov kiBapicas cLVNOE TOIC KPOVUXOL.

(When we had finished with dinner, one of my father’s household servants
entered and tuned a lyre. For a while he simply strummed chords, his bare hands
playing idly over the strings. Then, as his fingers caressed the instrument, a
melody gradually emerged. He began to use a pick on the strings and after
playing a while he added lyrics to the melody.)

This example reveals the typical style of Achilles Tatius, who in the more
descriptive parts of narration of the plot likes to play with several intertwining
lexical repetitions, which highlight the theme of the passage (here polyptota in
bold and italics, rare word-repetition underlined in bold, and repetition and
anaphora of kad in bold).

Looking at the sub-genre of narration of the plot from the aspect of NTM
types, we can see that sections in compression of time contain only lexical and
sound-repetitions, sections in detailed summary contain also some structural
repetitions and asyndeton (see Graph 8 and Table 10). The section in brief
summary does not contain any figures at all, the low occurrence of figures is
rather characteristic to this NTM-type in general. The change of presentation
mode in two NP-sections in detailed summary shows, that in addition to
compression of time, this type often occurs after direct speech of characters (see
Ch. 2).
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Four sections during the first night-and-day unit belong to the genre of descrip-
tion: a description of a dream, an ekphrasis of object (i.e., Leucippe) and two
descriptions of emotions, presented in ET or CT. All the descriptions apart from
the shortest one (the last description of emotions) have a very high general
frequency of rhetorical figures (0.28 figures per word or higher). In addition to
the more common lexical, structural and sound-repetitions, they contain also
asyndeta and enumerations. It must be noted, that there are no anaphora in the
descriptions of Unit 1, which often support the structural repetitions. This,
however, cannot be said about the genre of descriptions in general.

The description of the dream”* is the longest section in Unit 1 and the
largest number of different rhetorical figures are used in it (see Table 8),
whereas the ekphrasis of object (Leucippe) has a slightly higher general
frequency of rhetorical figures. In the former section, Achilles Tatius uses fewer
lexical and more structural repetitions, whereas the ekphrasis of Leucippe
resembles to the description of Europe® in the narration of the supposed author
in Ch. 1.1 with its lexical repetitions and asyndeta, e.g., in 1.4.7-1.4.12:

ToLOTIV €OV £y TOTe ML TAUEW YEYQAUUEVV LeAvN v dupa
yopyov é&v nodoviy ko av01, 10 {avBov oVvAQV: d¢pvc uélaiva, 10
lav dioatov: Aevkn Tapeld, 1O Aevkov el
gueito mopdvay, eig olav tov éAédpavta Avdia Pamtel yuvry 10
otopa Podwv &vBog My, 6tav agxnTaL To pédov dvoiyev Twv PUAAwWV
T XelAN.

(Such beauty I had seen once before, and that was in a painting of Selene on a
bull: delightful animated eyes; light blond hair — blond and curly; black
eyebrows — jet black; white cheeks — a white that glowed to red in the center like
the crimson laid on ivory by Lydian craftswomen. Her mouth was a rose caught
at the moment when it begins to part its petal lips.)

£00v_€howiooeTo Kal

This example is almost fully asyndetic (apart from the beginning; asyndeton is
marked with italics) and almost like an enumeration. However, as the parts are
amplified, they are here categorized as parallel structure (underlined) with
growing members. The first two members of parallelism form also a parison of
9+11 syllables (double-underlined). The parallelism is supported by a word-
repetition (in bold) and by polyptota (in bold and italics), one polyptoton occurs
also at the end of the section. An alliteration is used at the beginning of the
section and a homoiteleuton in the parallelism (bold and underlined). The
asyndeton here creates sentence rhythm and fastens the tempo of the

% The section describes a horrifying dream (Clitophon is grown together with a maiden,

and a terrifying woman separates them with a sickle), which can also be interpreted as a
prediction of future events (i.e., the abrupt kidnapping of Calligone; on the other hand, it
could hint to the sacrifice of Leucippe in the third book. See Bartch 1989: 85-89 for several
possible interpretations.

*» For the opening descriptions in Leucippe and Clitophon see Morales 2004: 36-60.
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utterance,”* despite being narrated in the slower type of NTM (in expansion of
time). Lexical repetitions are used for explaining and specifying the description.
Again, the figures used for epideictic style can be observed.

In the two sections of descriptions of emotions the lowest number of figures
among descriptions in Unit 1 is used, they are also the shortest sections here. In
1.4.15-1.4.20 the parallelism and enumeration are also isocola and parisa. In
addition the frequency of polyptoton is the highest among descriptions. All
figures are intertwined and support one another. In 1.5.18-1.5.20 only one
polyptoton occurs, thus the general frequency of figures is also unusually low
for this sub-genre (cf. Table 44).

Apart from one DE, the descriptions in Unit 1 are very figurative, the length
of the section also determines the number of different figures used. The most
characteristic figures to this genre in Unit 1 are polyptoton, parallel structures
(especially parallelism, parison and isocolon), asyndeton and sound-repetitions.

Another genre which appears several times in this unit is contemplation or
more precisely short contemplation represented in four sections. These are
narrated in four different types of NTM. Similarly to the genres of narration of
events and descriptions, the length in narrative time determines the number of
different rhetorical figures — the longest sections contain 10 and 11, the shortest
only three different figures (see Table 8). The contemplation in 1.5.20-1.5.26 is
rather unique — the beginning is narrated during a pause and the end as the
direct speech of the character Clitophon, as an exhortation to himself (by which
the presentation mode changes).””” The importance of the narrative tempo-
management type can here be noticed: the part of contemplation narrated on the
0-level (i.e., in direct speech of the character Clitophon), contains figures more
characteristic to direct speech in this novel — address, rhetorical question and
change of presentation mode (see Table 10). In the section narrated only in
pause, on the other hand, Tatius uses more sound-figures:

K&V elc owdPoovvNnyV Tig éaxvtdv VovOeTh, T Tapadelypatt TPOC TNV
pipnow épeOiCetat, uaAota 6Tav éx ToD KPEITTOVOS 1] TO Mapdderyua: M
YAQ @OV AHAQTAVEL TIC aldws T@ ToL BeAtiovog aéupatt magenoia
yivetat kai Tadta mMEOG EUavTov EAeyov: “IdoL kai ATMOAAwv épa,
Kaxketvog mapOévov, kal épwv ovk ailoyxvvetar dAAa duwkel TV
napBévor: gv 8¢ Okveic Kai aidn] Kol dkaipwe cwPpPoveic un keelttwy el
oL Oeov;”

(In spite of all our admonitions to moderation, models excite us to imitation,
particularly a pattern set by our betters. And more, the shame we feel at wrong-

ful deeds is changed by the good repute of superior people to saucy freedom of
speech. So I said to myself: “Look here, Apollo himself loves a maiden;

*20 See Ch. 2 for the difference of the two levels of tempo.
27 1t is also one of the few short contemplations in the novel, which is divided between two
types of NTM.

145



unashamed of his love, he pursues her — while you hesitate and blush: untimely
self-control! Are you better than a god?”)

The exhortation is very figurative and emotional (containing an address (under-
lined in bold) and a rhetorical question at the very end), which is characteristic
to Clitophon’s way of speaking (as a character) in the novel. The polyptota in
this contemplation emphasize the keywords: mapdderypa, €ow, mapOevog

(an example, to love, a girl). One of the anaphora of ko (which occurs also as a
word-repetition) introduces the antithesis (double-underlined), followed by a
parallelism, which formes an isocolon of (4+3)+7 syllables. An isocolon of
16+16 syllables is also formed between the second and third complex-colon (in
italics) starting with an alliteration of maxpadelypatt mEOG.

The section is constructed contrary to the description of Leucippe discussed
above — the amplification of the content is summarized with a parallelism at the
end, which resembles to an enumeration. The summarizing clause is very
characteristic to contemplations, but in most of the cases it tends to be at the
beginning. In this contemplation we can again observe the complex use of
figures, which support one another and emphasize the keywords. Through such
use of figures we can see, what Tatius wants to emphasize in his narrative for
the reader/listener and which parts of the narrative are more important for
himself.

The first unit ends with the longest short contemplation, where the ego-
narrator Clitophon discusses the intensity of feelings at night in pause. Of
rhetorical figures Tatius uses many lexical repetitions, as well as sound-
repetitions (alliteration and homoioteleuton, see Table 8), especially in the first
half of the contemplation. Most of the second half of the contemplation consists
of parallel structures — a long antithesis and a parallelism. The first two
members of the parallelism at the same time form a parison and isocolon of 9+9
syllables. All these figures, escept isocolon, are commonly used figures in most
of the contemplations in Leucippe and Clitophon.
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In Graph 9 we can see the four short contemplations in three different types
of NTM. Apart from the clear influence of 0-level, only the higher occurrence
of sound-figures in pause can be noticed. The frequency of other figures is
related rather to the length of the section.

Apart from one of the short contemplations, the 0-level in Unit 1 occurs only
in the letter. The lack of 0-L which otherwise dominates the narrative in the
novel (about 50 % of the novel is in 0-L, see Ch. 2) can be explained by the
introductory character of this unit — the speeches and dialogues of the 0-L can
occur only after the main theme, the setting and beginning of the line of action
are given. Both sections on the 0-level in this unit can be regarded as dialogues
between different voices: the letter can be seen as a dialogue between the
narrator and the author of the letter (see also Ch. 3.2.10) and the exhortation in
short contemplation as the dialogue of Clitophon with himself.

In the letter Tatius uses figures very different from those in most other
sections in Unit 1 (see Table 8). Only sound-repetitions and asyndeton are
similar to other genres; one structural repetition (a chiasmus), an address also
occur, the mode of presentation changes. There is no indication in the text that
the letter is read aloud by Clitophon’s father, but even if it is not, the speaker is
still a character in the story (Leucippe’s father Sostratus). The peculiarity of this
letter is the absence of lexical repetitions, the most common figures in the
novel, although they occur in all other letters in Leucippe and Clitophon. The
reason is most probably the shortness of this letter (it is the shortest of four
letters in the novel).

Compared to other letters, the letter in Unit 1 resembles most to the two
letters of Leucippe and Clitophon, but these are much longer and have a higher
general frequency of figures. The first letter is more of a formal character, a
request, while the following two are more of an emotional character. The letter
of Leucippe is the longest of all four and 14 different figures are used in it (see
Graph 10). The sufferings of Leucippe are presented through consecutive
parallel structures, supported by lexical repetitions and homoioteleuton. The
emotionality is expressed through rhetorical question and several addresses. The
letter of Clitophon, on the other hand, has the highest general frequency of
figures, this is achieved primarily by the frequent use of lexical repetitions,
which emphasize the words persuading Leucippe, that he has done nothing
wrong. The challenge of Thersander contains only lexical repetitions, asyndeton
and alliteration, in addition the change of presentation mode takes place.
Asyndeton is the only figure, which occurs in all the letters, in addition change
of presentation mode takes place at the beginning of each letter.
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Table 9. Rhetorical figures in all the genres (calculated together) in Unit 1 (1.3.1-1.6.17).

NE DESC CONT LET

472w 177w 247w 31w

POL 0.0297 0.0565 0.0607 0
WR 0.0170 0.0113 0.0202 0
AN 0.0106 0 0.0283 0
RWR 0.0042 0 0 0
PRL 0.0064 0.0226 0.0162 0
ANT 0.0106 0 0.0162 0
CHM 0.0064 0.0113 0 0.0323
ISO 0.0106 0.0395 0.0324 0
PRS 0.0127 0.0226 0.0122 0
AS 0.0106 0.0565 0.0041 0.0323
EN 0 0.0113 0 0
RQ 0 0 0.0041 0
EX 0.0021 0 0 0
AD 0 0 0.0041 0.0323
CPM 0.0064 0 0.0041 0.0323
QUOT 0 0 0 0
ALL 0.0191 0.0113 0.0283 0.0323
HOM 0.0085 0.0226 0.0081 0.0323
PRN 0.0064 0.0113 0.0041 0
Gen.fr. 0.1631 0.2768 0.2429 0.1935

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; NE — narration of
events; CONT — contemplation, DESC — description; LET- letter, Gen.fr. — general
frequency.
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The general frequency of figures in different types of NTM depends on the
genres, which occur in each type (see also Ch. 3). The highest frequency is on
0-level, one of the two sections is used for short contemplation, a more
figurative genre. The same can be noticed in expansion of time and pause,
which are used for instance for descriptions and again a short contemplation.
The quicker types (especially detailed and brief summary, see Table 11) are
foremost used for the sub-genre narration of the plot, which is less figurative
compared to other genres. Only compression of time has a higher frequency,
because a summary and a description of a dream — again two very figurative
sections — are presented in it. Therefore, e.g., structural repetitions, which are
characteristic to these two genres, occur more also in sections of CT. Expansion
of time has a higher frequency of polyptota, which is characteristic to short
contemplations, ekphrasis of objects and descriptions of emotions — sub-genres
which occur often in this type.

Table 11. Rhetorical figures in all types of NTM (counted together) in Unit 1 (1.3.1—
1.6.17).

P 299w ET 124w 0-L 63w CT 168w DS 256w BS 17w
POL 0.0535 0.0726 0.0317 0.0298 0.0273 0
WR 0.0201 0.0081 0.0159 0.0238 0.0156 0
AN 0.0201 0 0.0476 0.0119 0.0078 0
RWR 0.0033 0 0 0.0060 0 0
PRL 0.0100 0.0081 0.0159 0.0179 0.0039 0
ANT 0.0201 0 0.0159 0 0.0078 0
CHM 0.0033 0 0.0159 0.0179 0.0039 0
ISO 0.0268 0.0484 0.0159 0.0179 0.0156 0
PRS 0.0134 0.0242 0.0159 0.0179 0.0078 0
AS 0.0067 0.0033 0.0159 0.0238 0.0117 0.0588
EN 0 0.0081 0 0.0060 0 0
RQ 0 0 0.0159 0 0 0
EX 0 0 0 0 0.0039 0
AD 0 0 0.0317 0 0 0
CPM 0.0033 0 0.0317 0 0.01 0
QUOT 0 0 0 0 0 0
ALL 0.0234 0.0081 0.0159 0.0238 0.0234 0
HOM 0.0167 0.0161 0.0159 0.0119 0.0039 0
PRN 0.0067 0.0081 0 0.0119 0.0039 0
Gen. fr. 0.2274 0.2241 0.3016 0.2202 0.1445 0.0588

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-repeti-
tions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon; PRS —
parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton, PRN — paronomasia; P — pause; ET —
expansion of time; 0-L — 0-level; CT — compression of tim; DS — detailed summary;
BS — brief summary, Gen.fr. — general frequency.
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Looking at the NTM-types in Unit 1 in general, the differences in distribution of
rhetorical figures are not so conspicuous as between different genres (see Tables
8 and 9). The most remarkable difference is the occurrence of figures of appel-
lation on the O-level (the one appellation in detailed summary is exceptional)
and the lack of figures in brief summary (but this can be explained by the
shortness of the section in that type of NTM). Similarly to the occurrence in
most of the genres, the longer the narrative time (i.e., the longer the sections),
the larger number of different figures occurs. The general frequency of figures,
however, tends to be lower in longer and higher in shorter sections (except in
brief summary).

In conclusion: the genres in Unit 1 alternate more often than the types of NTM.
The most frequently used genre is narration of events with its three different
sub-genres. One of the four letters in the novel occurs in this unit. The narrative
tempo is relatively quick (prevailing narrative tempo-management type is
detailed summary), although two longer sections in slower types occur. The
occurrence of rhetorical figures seems to be influenced more by the genre than
by the type of narrative tempo-management, but the length of a section in
narrative time usually determines the number of different figures (the longer the
section the more figures occur). The general frequency of figures, on the other
hand, has the opposite tendency (i.e., the frequency is higher in shorter narrative
time). Like in the narration of the supposed author, only the longer descriptions
here have a higher general frequency of rhetorical figures.

The most diverse genre, represented by three sub-genres in this unit is the
narration of events. Here the sub-genre of narration of the plot has the lowest
and the summary the highest general frequency of rhetorical figures. Among the
three descriptions, the description of the dream and the ekphrasis of Leucippe
are quite similar in the use of figures, only descriptions of emotions are less
figurative. The use of rhetorical figures in the description of Leucippe is re-
markably similar to the figures used in the description of Europe in Ch. 1.1. The
sub-genre of short contemplations differs from other (sub-)genres, as the type of
NTM is also important regarding the occurrence of rhetorical figures — one of
the short contemplations is narrated partially on the 0-level, where figures of
appellation occur much more often. The only letter in this unit differs most in
the choice of figures. However, the shortness of the section does not allow to
make any thorough conclusions.

Regarding the NTM-types, the general frequency of rhetorical figures is the
highest on the 0-level, the lowest in detailed summary. The sections in pauses
use slightly fewer structural repetitions and more sound-repetitions compared to
other types. In compression of time and 0-level the occurrence of structural
repetitions is higher and all or most of the figures are present. The section in
expansion of time has the highest number of polyptota, but no anaphora. In
sections of detailed summary all the figures except alliteration and exclamation
occur less frequently than in other types of NTM. The use of rhetorical figures
depends mostly from the genres, which occur in each type. A peculiarity of Unit
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1 is also the lack of 0-level — only two short sections occur in this type, which
otherwise dominates in the narration of Achilles Tatius. This can be explained
by the fact that Unit 1 is an introduction to the whole ego-narration of
Clitophon.

4.2.2.2 Unit 2: Ch. 1.6.17-1.14.14

The second unit of Clitophon’s narration (2187 words) covers the time period
from the third to the sixth day. It is very different from the previous unit — the
author does not focus mainly on advancing the plot any more. Although all four
sub-genres of narration of events occur here, the sections are mostly very short
in story-time and are together with dialogues rather used for connecting
speeches from other genres (see Graph 11). The O-level is the main type of
narrative tempo-management here, the narration of the plot and parts of
dialogues are told in compression of time and detailed summary. A short
contemplation and an introduction of Clinias are presented in a pause in story-
time. The first two ellipses of story-time occur in this unit: the first one omits
the larger part of the second night, and the second ellipsis days 3—5/nights 3—-6
in narrative.

Unit 2 starts with an ellipsis of the second night. After that the unit can be
divided into two scenes. A summary of Clitophon’s dreams at the dawn of the
second day,**® and narration of the plot about his walk around the house, hoping
to see Leucippe (narrated in detailed summary), constitute the first and shorter
scene. The two scenes are separated by the second ellipsis omitting 3 days.

The second scene opens by the introduction of Clitophon’s friend and most
valuable advisor Clinias to the reader/listener (in pause in 1.7.1-1.7.8), con-
tinues with a dialogue, speeches in different genres (alternating with dialogue or
narration of events) and ends with the lamentations of Clinias and Charicles’
father after the death of Charicles (in 1.13.6-1.14.14, 304 words). After the
pause, the rest of the second scene is presented mostly on the 0-level with short
interruptions in compression of time (in parts of dialogues and narration of the
plot). The voice of the ego-narration of Clitophon occurs in the genres narration
of events, partly in dialogues and introduces the different sections in character-
speech (embellished contemplations, explanation, narrative speech, lamen-
tations and dialogues). The speeches in the second scene can be regarded as
continuing the dialogue (starting in 1.7.8), where the main charcaters present
are Clitophon and Clinias, the other characters (Charicles, Charicles’ servant,
Charicles’ father) come and go during the scene. The second scene forms a
major part of Unit 2, altogether 2127 words in narrative time (with the intro-
duction in pause) and describes probably just the first half (or the time until
afternoon) of the sixth day in story-time.

*%% Only these thoughts at dawn are narrated about the second night, therefore we need to
distinguish an ellipsis before it. This ellipsis is one of the few marking a short omitted time
in narrative. In most of the cases ellipses omit at least a whole day or a whole night.
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The genres and the narrative tempo change much less frequently than in Unit
1: changes between different genres occur 16 times (the average length of a
section in one genre is 128.6 words, which is of middle length compared to
other units) and between different types of narrative tempo-management 12
times (average length of a section in one NTM-type is 168.2 words, rather long
compared to other units). Therefore, several genres often occur during one type
of NTM. On the other hand, three opposite examples occur: two dialogues are
narrated in alternation of 0-level and compression of time (which is character-
istic to this genre), a summary and a section of narration of the plot is presented
in ellipsis and detailed summary. The mutual influence of genre and tempo can
be observed best in different sections on the 0-level, but also in the four
examples in the sub-genres of narration of events.

The only sub-genre of contemplations in this unit is embellished con-
templation, representd by two speeches by Clitophon’s friend Clinias. The first
one is a psogos (vituperation) of women (Clinias hears that his boyfriend
Charicles has to marry), the second speech tries to explain and persuade
Clitophon, that he is lucky to have his beloved in his sight all the time and gives
advice on how to win a girl’s heart. This speech is continued by an explanation.
The use of rhetorical figures differs greatly in these two speeches (see Table
12), thus it may again be concluded, that the purpose of a section influences
author’s choice of rhetorical figures.
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The psogos of women (in 1.8.3-1.8.35) has a higher general frequency of
rhetorical figures than the other contemplation (general frequencies of figures
are 0.29 and 0.19), and Tatius uses here all the 19 rhetorical figures analyzed in
this thesis. Two quotations — a rarely occurring figure, but quite characteristic to
contempations — are used for proof, these figures cause the change of pre-
sentation mode. Compared to the other contemplation, Tatius uses here more
structural repetitions, but rather in the first half of the contemplation, which is
explanatory. The speech is most elaborate in examples of disastrous women,
where asyndetic parallel, antithetic and chiastic structures and enumeration are
supported by various lexical and sound-repetitions, e.g., in 1.8.15-1.8.18:

av 1o Xpvonidog kaAdoc Ayapépvwv modn, Aowov toic "EAANoL motet
av 10 Bolonidog k&AAog AxiAAevs moBr), mévOog avTt® mEolevel av
éxn yvvaika KavoavAnc kaAnv, povevet KavoavAny 1 yovi.

(Agamemnon desires the beautiful Chryseis, and it brings a plague on the
Greeks. Achilles desires the beautiful Briseis and introduces himself to sorrow.
Grant that Candaules’ wife be fair, yet this same wife killed Candaules.)

It is a very typical example of Tatius’ most figurative sections: parallel clauses
(or complex cola in the beginnig), which are also parisa (22+20 syllables) are
connected with the anaphora of &v/eav (this continues at the beginning of the
next complex colon) and supported by three polyptota (in italics) and two word
repetitions (bold and underlined). The members of parallelism end with
homoioteleuton (underlined) and the last complex colon contains an alliteration
(in bold).**

The speech ends with a more persuasive tone (that Charicles should not
marry) with rhetorical questions, exclamations and addresses with lexical and
some sound-repetitions. Thus, we can see that the use of rhetorical figures in not
homogeneous during the entire section, parts of sections may have different
purposes in the narrative and that causes the variation in the use of figures.
Another peculiarity of this speech is the low occurrence of sound-repetitions,
which can perhaps be explained by the persuasive function of this con-
templation (the figures of appellation, parallel structures and asyndeton are used
instead).

The second embellished contemplation in Unit 2 has an explanatory and
advisory function (in 1.9.7-1.9.31), thus some figures used in it (e.g., there is a
high occurrenc of polyptoton and alliteration, see Table 12) are rather similar to
explanations. Tatius uses here mostly lexical, structural and sound-repetitions,
and asyndeton, the parallel structures are less supported by sound-repetitions in
this contemplation than in the previous one. All figures are distributed evenly

** If we would take the repetition of similar sounds in a broader sense (which is not done in

this thesis), the repetition of the 1, the p-sounds and k-sounds strike the ear. In this example
the possible alliteration of éorv €xm) is also not counted, as particles and conjunctions are not
regarded as part of alliteration in this thesis.
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throughout the speech. The higher occurrence of asyndeton and structural
repetitions distinguish this speech from the following speech in the genre of
explanation. Again the persuasive function may have its influence, as asyndeton
is not a characteristic figure to embellished contemplations (see Table 44).

The genre of narration of events in Unit 2 is represented by three sections
of narration of the plot, two summaries, an introduction and a narrative speech.
The latter is also the longest section among the narrations of events. This is in
accordance with the overall character of this unit, where speeches clearly
dominate. The tendency that shorter sections have a higher general frequency of
rhetorical figures is obvious also here (see Table 12). The function of sections
of narration of events in Unit 2 (except for the narrative speech) is to tell, what
happens between the speeches. Some short distance movements (departure of
Charicles, running towards the corpse of Charicles) are also indicated using this
genre.

Although sections in this genre are short, some distinct features of each sub-
genre can be brought out. In sections of narration of the plot Tatius uses
mainly lexical and sound-repetitions, except in the shortest one (1.8.41-1.8.42),
which consist of one isocolon only (see Table 12). In summaries the structural
repetitions and enumeration or asyndeton are used in addition, the occurrence of
sound-repetitions in the summary in 1.9.1-1.9.3 is remarkably high. This is also
the section with the highest general frequency of rhetorical figures (0.48) in this
unit.

In the narrative speech Tatius uses the highest number of different
rhetorical figures in Unit 2, e.g., 1.12.18-1.12.23:

0 d¢ kakodalpwv XapuwAng VMO ToL TG ImMmelag TAAavToOUEVOS
kOpatog €k NG €dpac Eodaipoilleto, moté  upév  €m’ ovpav
kKatoAwwOaivwy, mote d¢ émi todxnAov kKLBLOT@Y: O d¢ TOU KAVdWVOG
émieCev avTOV XEWWWV. TQV d& QUTNEWYV OVKETL KQATEL OQUVAUEVOC,
d0U¢ ¢ EavTov SAWS T@ TOL dEOUOL TTVEVUATL, THG TUXNG TV.

(Poor Charicles bounced to and fro on the alternate surges of this bronco-
billow, sliding towards the tail or flung headfirst towards the neck. While trying

to ride out the squall, he lost control of the rein straps and surrendered himself
to the hurricane of his mad career, a plaything of Chance.)

This example contains figures, that do not occur in other NE-sections in this
unit — an antithesis (underlined) and a chiasmus (double-underlined). The two
halves of the antithesis are connected by an anaphora (in bold) and homoio-
teleuton (in italics), and forms a parison and isocolon of 11+11 syllables. The
figure of antithesis occurs often in describing the different aspects of action.
The chiasmus with the preceding colon forms a triple isocolon of 14+14+14
syllables, but is not supported by any other figures. The figure of isocolon tends
to occur in this speech together with other parallel structures, only once does it
occur independently. As the narrative speech is presented on 0-level, the change
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of presentation mode takes place. The speech starts with an address, which
occurs only on O-level.

The section in the sub-genre of introduction of a character (of Clinias) is
slightly contradictory in this unit. On one hand, the general frequency of figures
is below average of introductions, on the other hand, it is the only introduction
containing a direct speech. Tatius has chosen to express the opinion of Clinias
in direct speech, which causes the change of presentation mode. As Clinias is a
very important advisor to Clitophon in the matters of love, it is understandable,
that his words ("Eon) kat o0 pot moté dovAog. — You too will be a slave (of
love)one day.) are highlighted. This thought connects the introduction to the
following dialogue, where Clitophon confesses that he is in love.

The rare word-repetition (epanadiplosis) is also used only in this introduc-
tion, the higher frequency of lexical repetitions compared to other sub-genres of
NE is characteristic to introductions in general. It is possible to regard this intro-
ductory section also as an analepsis to a scene, which occurred earlier between
Clitophon and Clinias. However, no time of action is specified. Possibly the
scene could have been a repeating one, thus it is categorized as a pause
(including the direct speech).

As seen from Table 12, the sub-genre within the genre of narration of events
again seems to influence the occurrence of rhetorical figures slightly more than
the type of narrative tempo-management (when comparing, for instance, the
three sections narrated in compression of time or two sections in detailed
summary), but the length of a section influences the number of different figures
used. Similarly to Unit 1, in shorter sections mainly lexical and sound-repeti-
tions occur, in longer sections structural repetitions support the narration. Still,
the structural repetitions occur also in shorter summaries and are a characteristic
figure to this sub-genre.

The dialogues, as usual, are characterized by the high number of figures of
appellation (address, rhetorical question) and change of presentation mode, as
different voices or the ego-narration and character-speech alternate constantly in
this genre. The occurrence of lexical repetitions is lower and the occurrence of
alliteration slightly higher than in other genres. Moreover, the frequency of
rhetorical figures in dialogues varies and does not depend on the length of the
section.”’ The turn-taking in dialogues of Unit 2 is not frequent — mostly there
are one or two turn-takings during the dialogue.”' Similarly to sections of

** In Unit 2 the highest general frequency (0.31) is in the shortest dialogue (in 1.9.31—
1.9.35, 39w, see Table 12), but the longest dialogue has also a very high frequency (0.29 in
1.7.8-1.8.3, 152 w). The lowest frequency is in the dialogue in 1.8.35-1.8.40 (0.1, 63w).
The largest number of different figures appears in the longest dialogue, but varies again in
the shorter ones without a clear tendency (e.g., the shortest dialogue of 39 words comprises
nine figures vs. four figures in the dialogue of 63 words).

#! Only one turn-taking occurs for instance in the dialogue in 1.8.35-1.8.40, which is
Charicles’ reply to the Clinias’ speech (as if the preceding turn-taking). Similarly, the next
dialogue in 1.9.3-1.9.7 includes one turn-taking of Clitophon, which is then followed by the
turn-taking/embellished contemplation of Clinias.
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narration of the plot in Unit 2, the dialogues are the connectors between differ-
ent speeches, thus mostly one or two sentences by a character are uttered. The
longest and most complete dialogue in 1.7.8—1.8.3 contains five turn-takings.

The dialogue in 1.7.8-1.8.3 introduces the following block of speeches about
love. It begins with the meeting of Clitophon and Clinias, after which Charicles
intervenes with the terrible news of having to marry. The utterances of
characters on 0-level are short (except for the last one by Charicles), and about
half of the section is presented by the ego-narrator Clitophon. The end of the
dialogue in 1.8.1-1.8.3 is narrated in the tempo-management type of compres-
sion of time, describing the short-distance movements (arrival of Charicles) and
Clinias’ emotions during the dialogue. This dialogue contains several parallel
structures, two of which are supported by anaphora and sound-repetitions. In the
middle mostly lexical repetitions occur. In the frequent use of lexical and
structural repetitions the influence of the following embellished contemplation
may be noticed, the characteristic figures of dialogues — figures of appellation —
are missing or used less frequently.

An example of a section of dialogue, which connects two speeches — Clinias’
embellished contemplation and his explanation — consists of Clitophon’s
response and questions to Clinias (in 1.9.31-1.9.35):

“Ilwg ovv &v,” eimov, “yévorto To0TO T0 HAVTEVUA; DOC HOL TAG APOQHAC
OU YOQ AQXALOTEQOG HUOTNG éUOD Kal ouvnB£oteQog 1)0n 1) TeAETT) TOD
0e0D. Ti Aéyw; Ti moLw; e v TOXOLUL TNG EPwLEVNC; OVK OLdX YAQ €yw
™G 0dovs.”

(“But just how is this prophecy to be fulfilled?” I asked. “Show me where to
begin. You, remember, were initiated into these mysteries long before me and
speak now as an adept in the divine service. But what do I say? what do I do?
How can I reach my beloved? I flounder in ignorance of method. ”)

The example contains four rhetorical questions (in italics) three of them next to
each other at the end of the section. The first two form a parallelism, parison
and isocolon of 3+3 syllables, connected with anaphora and homoioteleuton. A
polyptoton (in bold and italics) and address (double-underlined) and another
homoioteleuton (underlined with dashes) also occur in this section. This
dialogue has very characteristic features to a dialogue, but has the highest gen-
eral frequency of figures among the five dialogues in Unit 2 (0.31, much higher
than usual in dialogues). It is also more figurative than in the neighbouring
sections, thus no influence of other genres may be noticed. The figurativeness
may be explained by a very emotional nature of this section.

The other dialogues (in 1.8.35-1.8.40, 1.9.3-1.9.7 and 1.12.1-1.12.7) have a
lower occurrence of rhetorical figures and consist of only one or two exchanged
sentences, or in the case of 1.12.1-1.12.7, a short description of events and two
short utterances. Mainly change of presentation mode with some lexical and/or
sound-repetitions occur in them.
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Lamentations occur in two sections in Unit 2, but there are actually three
different speeches. The second section of lamentation consists of consecutive
speeches by two different characters, Clinias and Charicles’ father after the sud-
den death of Clinias’ boy-friend Charicles.”* Lamentations are the most figura-
tive sections in Unit 2:* the general frequency is 0.28-0.34 figures per word.
They surpass other genres in the use of lexical repetitions, figures of appellation
(especially rhetorical questions, exclamations, addresses) and figures of tempo
(especially asyndeton; see Table 12, 13).

At first, it is surprising that the lamentation of Clitophon in 1.11.1-1.11.15
has the lowest frequency of rhetorical figures among the three lamentations,
although the use of asyndeton, a figure very characteristic to Clitophon, is here
higher than in the other two lamentations of Unit 2 (see Graph 12). But the
reason for lower frequency of figures may be the subject of lamentation — love.
The other two lamentations are held on the occasion of sudden death of a loved
person, which probably causes a more severe outburst of feelings. The be-
ginning of Clitophon’s lamentation has relatively few figures, but the second
half consists of many consecutive structural repetitions with supporting lexical
(emphasizing also the keywords Aevkinmn, k&AAog, dwkalw (Leucippe,
beauty, to judge)) and sound-repetitions. The lamentation of Charicles’ father
uses more sound figures and addresses™* than other lamentations. An example
of'it is from 1.13.17-1.13.20:

mOTE HOL, TEKVOV, Yauels; moTe oov BVow ToUg YAaUoug, lmmed kai
voudis; voudie uév dredéc, inmed d¢ dLOTLXEG. TAPOC UEY goL, TEKVOV,
0 B&Aauog, yduog d¢ 6 Bavatog, Bonvog d¢ 6 vuévatog, O d& KWKLTOG
00TOC TV YEUWY AL

(And when will you marry, my son;, when will I make the offerings to sanctify
your wedding, O chevalier and bridegroom — unconsummated bridegroom,

unlucky chevalier. Your bridal chamber is the grave, your wedlock is with death,
your wedding march a funeral hymn, your marriage song this dirge.)

Here the second rhetorical questions also contains addresses, which are then
amplified in parallelism in the following sentence, but chiastic structure occurs
between the address and the following parallelism (irtrtev, VOpdLe — VOUdLE,
imTtev), also an anadiplosis of vOudLe — voudte is used here. The structurally
parallel comparison (with homoioteleuton at the end of first three cola)
emphasizes the discordance between wedding and funeral elements (Charicles

2 For this reason they are presented in separate fields in App. 2 and the lamentation in

Graph 11 is divided with dashed line.

3 Looking at all the sub-genres in general, lamentations are the second-figurative sub-genre
after description of emotions (see Table 44).

»* Addresses or apostrophes are accorcing to Menander an obligatory figure in monodies
(see Menander II 435). Also the reference to the past, present and future, as advised in the
treatment of Menander, is present in Charicles’ father’s speech (see also Webb 2010: 531).
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was supposed to marry in a few days), but is not antithetical in structure.*> The
chiasmus between the second and third member of this parallelism (yd&pog d¢ 6
Bavatog, Bonvog d¢ 6 Dpévatog) has the same function. The exclamation
and parallelism are supported by an anaphora (in bold) and anadiplosis (in bold
and italics) as one of the rare word-repetitions. The two amplifications start with
an asyndeton (in italics, although the particle pév is used). In addition to the
structural repetitions, the paronomasia of O&Aapog-0dvatog and polyptoton

of ydpoc-yapwv help to emphasize the keywords of this lamentation.

The lamentation of Clinias at the end of Unit 2 is the most figurative speech
in this genre. It continues the style of previous lamentation by using many
addresses, but these are not addresses towards his boyfriend Charicles like in
the previous lamentation of Charicles’ father.”*® These are addresses towards the
horse, which caused the death of his beloved and could be taken as the figure of
apostrophe known from the classical tradition.””” The rhetorical questions and
exclamations express another function of this speech — a self-accusation,
because Clinias was the one, who had brought the horse as a gift to Charicles.
Compared to other lamentations in Unit 2, it uses more structural repetitions and
polyptoton, but the lexical repetitions do not emphasize the key-words as well
as in other two lamentations. An enumeration (here together with address)
occurs only in this lamentation. Of sound-repetitions, homoioteleuton is used
more frequently than in other lamentations of Unit 2 (see Graph 12), this figure
supports the parallel structures.

3 This is very similar to the lamentation of Clitophon in 3.10.3-3.10.24, where he compares
the ropes and knots Leucippe is tied up with to necklaces and bracelets, a prison cell to the
nuptial chamber.

% The addresses in the lamentations of Clitophon and Charicles’ father occur at the
beginning and at the end of the speech as was common in classical tradition (see Alexiou
1974: 131-140). In the lamentation of Clinias, however, the addresses occur only in the
second half of the section.

57 See Lausberg 1960: 377-379.
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The only explanation in this unit is again a speech by Clinias. He explains to
Clitophon, that nobody should be taught much in the matters of love, because
the god (Eros) is a self-taught sophist (a0toddaKTOC YAQ €0TLV O O€0C
codlothc).”® As the explanation is a rationalizing genre, the frequency of
rhetorical figures is accordingly one of the lowest among all the sections in Unit
2 (only 0.14 figures per word, even below the average frequency of this sub-
genre, see Table 44). As it is situated between a very figurative dialogue and a
lamentation, the influence of the neighbouring sections is not the reason for the
low frequency. This may rather be explained by the fact that a long section of
explanation as a less figurative genre in general has also a lower frequency of
figures (similarly for example to the sub-genre narration of the plot). Mostly
lexical repetitions and sound-repetitions are used in this explanation (see Table
12, 13); from structural repetitions only antithesis, a characteristic figure to
explanations, occurs more frequently. The lower occurrence of anaphora can be
also explained by the infrequency of structural repetitions. Neither of the
addresses turn to Clitophon by name, but use imperatives of a verb.

Table 13. Rhetorical figures in all the genres in Unit 2 (Ch 1.6.17-1.14.14).

NE 527w D 357w CONT 547w LAM 452w EXPL 304w
POL 0.0398 0.0168 0.0439 0.0509 0.0362
WR 0.0209 0.0140 0.0219 0.0288 0.0263
AN 0.0152 0.0140 0.0201 0.0221 0.0066
RWR 0.0019 0.0028 0.0073 0.0022 0
PRL 0.0114 0.0112 0.0146 0.0199 0.0033
ANT 0.0057 0.0028 0.0037 0.0111 0.0066
CHM 0.0038 0.0028 0.0073 0.0066 0
ISO 0.0171 0.0252 0.0201 0.0221 0.0132
PRS 0.0133 0.0084 0.0165 0.0243 0.0033
AS 0.0019 0.0140 0.0238 0.0310 0
EN 0.001898 0 0.0037 0.0044 0
RQ 0 0.008403 0.0091 0.0133 0
EX 0 0 0.0037 0.0111 0
AD 0.001898 0.011204 0.0055 0.0265 0.0066
CPM 0.0057 0.0588 0.0128 0.0111 0.0066
QUOT 0 0 0.0055 0 0
ALL 0.0171 0.019608 0.0165 0.0111 0.0164
HOM 0.0095 0.008403 0.0073 0.0155 0.0099
PRN 0.0133 0 0.0018 0.0066 0.0066
Gen.fi. 0.1803 0.2185 0.2450 0.3186 0.1414

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-repetitions; PRL —
parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon; PRS — parison; AS — asyndeton;
EN — enumeration; RQ — rhetorical question; EX — exclamation; AD — address; CPM — change of
presentation mode; QUOT — quotation; ALL — alliteration, HOM — homoioteleuton; PRN —
paronomasia; NE — narration of events; CONT — contemplations; DIAL — dialogue; LAM —
lamentation; EXPL — explanation; Gen.fr. — general frequency.

2% In Book V, where Clitophon makes love to his new wife Melite, he calls Eros an
avTooX£d10¢ ooPLOTG (an improvising sophist). Cf. Anderson 1982: 25-26.
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Regarding the narrative tempo-management types in Unit 2, the highest gener-
al frequency of rhetorical figures is in sections narrated on the 0-level and de-
tailed summary (the general frequency of occurrence is 0.23 and 0.22 respec-
tively). The amount of text in various NTM-types is, however, very different,
reaching from 10 words in ellipsis to 1881 words on the 0-level (see Table 14,
15). Thus, the choice of figures varies greatly — only one alliteration occurs in
one of the two ellipses, and all 19 figures are used in different sections on the 0-
level.

More different figures occur in sections on the 0-level, because they are very
long, on the other hand the differences in frequencies of each figure in separate
sections can be observed better in longer ones. The influence of the genre can
be noticed in most of the cases. As usual, lexical repetitions are used more
frequently in all narrative tempo-management types (except in compression of
time) compared to other groups of rhetorical figures. In detailed summary
polyptoton and anaphora are used more frequenly than in other types (but of
sound-figures only paronomasia occurs). The level of narration (again apart
from the one change in ellipsis) changes more often in compression of time,
because this type appears either in dialogues, or in the neighbourhood of dia-
logues and speeches in Unit 2, where the direct speech of characters occurs. In
addition, the use of sound-repetitions, especially alliteration is higher (when ex-
cluding the one alliteration in ellipsis) in compression of time than in other
types (this is characteristic to CT in general, see Table 45). In pause only the
change of presentation mode deserves attention, this is caused by the unusual
occurrence of direct speech of Clinias in introduction (see the sub-genre intro-
duction above). The ellipses are too short for any adequate comparison with
other types, thus they are left out in the general conclusions to this chapter.
There are very few figures, which can occur in this type of NTM** (in Unit 2,
one of the ellipses contains an alliteration).

* The only figures, which occur in ellipses are polyptoton, anaphora and alliteration (see
Table 45), in addition change of presentation mode may take place at the beginning of
ellipsis.
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Table 15. Rhetorical figures in types of NTM (counted together) in Unit 2 (Ch 1.6.17—
1.14.14).

E 10w DS 92w CT 125w 0-L 1881w P 72w
POL 0 0.0761 0.016 0.0393 0.0417
WR 0 0.0326 0.016 0.0218 0.0417
AN 0 0.0326 0.008 0.0170 0
RWR 0 0 0 0.0032 0.0139
PRL 0 0.0217 0.008 0.0128 0
ANT 0 0 0 0.0069 0
CHM 0 0 0 0.0053 0
ISO 0 0.0109 0.024 0.0197 0.0278
PRS 0 0.0109 0.016 0.0149 0
AS 0 0.0109 0 0.0170 0
EN 0 0 0.008 0.0021 0
RQ 0 0 0 0.0074 0
EX 0 0 0 0.0037 0
AD 0 0 0 0.0117 0
CPM 0 0 0.032 0.0181 0.0139
QUOT 0 0 0 0.0016 0
ALL 0.0588 0 0.048 0.0144 0.0139
HOM 0 0 0.016 0.0101 0.0139
PRN 0 0.0217 0 0.0058 0
Gen.fr. 0.0588 0.2174 0.192 0.2329 0.1667

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; E — ellipsis; DS —
detailed summary; CT — compression of time; 0-L — 0-level; P — pause; Gen.fr. —
general frequency.

As there are two factors, which according to my initial hypothesis can influence
the use of figures, the best possibility to see, which genre is most characterized
by which figures, is to compare different genres occurring in the same NTM-
type. The impact of the genre to the choice of rhetorical figures in Unit 2 can
best be observed on the 818 words long section on O-level (1.9.3-1.12.5, see
Table 12 for different genres). Here, the dialogues connect speeches from the
genre of contemplations (embellished contemplation over love), explanation
(explanation of Clinias about love) and a lamentation (of Clitophon, who is at a
loss about what to do).

The lamentation in this section has the highest frequency of rhetorical
figures and the highest number of different figures occurs in the same speech
(especially asyndeton and word repetition occur here more often than in other
genres of Unit 2). The dialogues in this section are very different from each
other; only the occurrence of change of presentation mode is high in all of them.
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The dialogue between the embellished contemplation and explanation (in
1.9.31-1.9.35) is the most figurative of the three dialogues in this section,
probably because it is a transition between those two speeches and the position
between two figurative sections seems to influence the occurrence of figures
here. The embellished contemplation and explanation by Clinias in 19.9.7—
1.9.31 and 1.10.1-1.10.31 are similar in the use of figures. As the secondary
purpose of this contemplation is explanation, the function and position probably
influence the use of figures also in the contemplation.

From other NTM-types the differences according to genres are seen more
clearly in sections in compression of time, which are used for presenting three
different (sub-)genres.”*” The section containing a summary has the highest
frequency of rhetorical figures, as summaries are very figurative in general. The
sections in narration of the plot use only sound-repetitions and/or some lexical
repetitions — figures characteristic to this sub-genre. The surprising fact is that
sections of dialogues do not contain any lexical repetition, only an isocolon,
sound-repetitions and change of presentation mode. The latter occurs in all
sections of CT, because this type is used for narrating dialogues or connecting
speeches.

In conclusion: Unit 2, describing the story-time from the second night to the
sixth day, focuses on different speeches on the 0-level instead of narrating the
plot in quicker types of narrative tempo-management, as in Unit 1. Two scenes
are narrated at length in Unit 2, the genres and types of narrative tempo-
management change less frequently here than in the preceding unit. Although
the average length of sections in this unit is relatively long, we can observe that
very short sections alternate with very long ones (more in the case of narrative
tempo-management types than regarding sections in different genres of the
novel). No dominant genre can be brought out in Unit 2. Mostly sections of
narration of events or dialogues alternate with speeches from the genre of
contemplations, explanations and lamentations. Of the NTM-types, a pauses
and a detailed summary occur at the beginning of the unit, the rest is narrated in
the alternation of compression of time and 0-level.

All four sub-genres of narration of events occur in Unit 2. Most of them are
very short and used for connecting speeches. As usual, the highest general
frequency of rhetorical figures in Unit 2 occurs in one of the summaries (in
1.9.1-1.9.3). Remarkable is the direct speech of a character in the sub-genre of
introduction of a character, which does not occur in any other introductions.
Otherwise, the most characteristic figures to all sub-genres of NE are lexical
and sound-repetitions. The tendency that more figures occur in longer sections,
is most evident in this genre — the narrative speech has the largest number of

% Compression of time may be used for nine different genres or sub-genres (see Table 6 in
Ch. 3), the O-level even for 13 and pauses for 10 different (sub-)genres. Thus, the use of
rhetorical figures in these NTM-types may vary in a great extent.
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different figures and the shortest section (narration of the plot) contains only
one figure (an isocolon).

The occurrence of figures varies the most in the genre of dialogues. The
frequency of rhetorical figures reveals here (and also in many sections in other
units) no correspondence with the length of the section; the number of different
figures used is also not connected to the length.**' The most characteristic
figures to dialogues in Unit 2 (and in general) are different types of appellation,
in addition sound-figures are used slightly more frequently than in other genres.
The occurrence of lexical repetitions, on the other hand, is lower.

Lamentation is the most figurative genre in Unit 2 (one of the most figura-
tive genres in general, see Table 44), represented by two sections but three
different speeches here (last two speeches by different characters follow each
other). These speeches surpass other genres in the use of lexical repetitions,
figures of appellation and figures of tempo, the lexical repetitions are used to
emphasize the keywords. The genre of explanation has the lowest frequency of
rhetorical figures in Unit 2, but this sub-genre is less figurative in general, and
the longer the section, the lower the general frequency of figures tends to be.
The figures used in the explanation in Unit 2 are rather characteristic to this
sub-genre in the novel of Achilles Tatius.

Of the types of narrative tempo-management, all the analyzed figures occur
on the 0-level, but lexical repetitions occur more often (as in every type of NTM
except compression of time) than others. The dissimilarities between different
genres are more obvious in longer 0-level sections, other sections are too short
for any definite conclusions (for instance the two ellipses). The change of the
level of narration (CPM) occurs mostly on the 0-level or compression of time,
because the character-speech and ego-narration of Clitophon alternate most
often in the former type (i.e., speeches and dialogues), the latter is used for NP-
sections connecting speeches or narrative parts of dialogues.

4.2.2.3 Unit 3: Ch. |.15.1-2.3.16

Unit 3 covers the period of days 7-18, nights 7-19 in story-time and 1661
words in narrative time. The majority of story-time is omitted in two ellipses
framing the unit (day and night 7 at the beginning, days 9—18 and nights 9-19 at
the end), the rest focuses on narrating one long scene on day 8,*** describing
mainly Clitophon’s attempts to catch the attention of Leucippe. This unit differs

! The reason for such lack of correspondence between length of the section and number of
different figures/general frequency of figures may be that dialogues consist of utterances of
different characters (usually short) with introducing, explanative etc. clauses and sentences
by the ego-narrator (also usually short). Thus, the figurativeness of a dialogue may depend
greatly on the length of single components (turn-takings and sentences by the ego-narrator)
of the dialogue. This is, however, not examined in this dissertation and needs a further study.
** The ellipsis Meta d¢ TV TV (After the burial...) is problematic because the author
does not specify, how many days passed between the death of Charicles and his burial.
Therefore I have reckoned with an omission of one day. See Ch. 1.1.
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from two preceding ones: neither narration of the plot nor speeches dominate
regarding the genres, and the narrative tempo is rather slow (see Graph 13).

The first half of day 8 focuses on the love-theme, the courtship of Clitophon
and Leucippe. After ellipsis a short section of narration of the plot (in detailed
summary) informs us, that Clitophon goes to look for Leucippe in the garden,
followed by the long and beautiful ekphrasis of the garden (in expansion of
time). A long scene, which comprises most of Unit 3, starts with a section in
narration of the plot (in compression of time), followed by a dialogue (on 0-
level) between Clitophon and his servant Satyrus. These introduce the em-
bellished contemplation of Clitophon about love in nature. During the speech
Clitophon observes the girl and then describes her beauty (presented as
narration of the plot and ekphrasis of an object in expansion of time).

The longest section of narration of the plot (in detailed summary) describes
Leucippe’s cithara-playing and the summary of her song (in pause) introduces
the theme of gods. A short narration of the plot (in compression of time) about
festivities in honour of Dionysus Protrygaios is followed by a myth of how
Dionysus brought wine to people (in pause). Clitophon’s father brings out a
beautiful krater (NP in compression of time), which is then described (EO in
expansion of time). Another narration of the plot starts the second short scene
and tells, how Clitophon gazes at Leucippe during dinner (in compression of
time). The unit ends with a short contemplation over the joint influence of Eros
and Dionysus (in pause), which also closes and combines the two themes. The
narration of the plot at the end relates the continuing courtship between
Leucippe and Clitophon for ten days (in detailed summary and ellipsis). Thus,
the most frequently occurring genre here is the narration of events, in addition
there are two sections of descriptions. Other genres occur only once in Unit 3.

Major part of Unit 3 is presented as the ego-narration of Clitophon in diffe-
rent genres, only the embellished contemplation and parts of dialogues (also the
dialogue within myth) occur in character-speech. The narrative tempo is relati-
vely slow, more than half of this unit is presented in expansion of time or
pauses, about a third on O-level). The quicker types of NTM occur only in
shorter sections and are used only for the sub-genre narration of the plot.

Both the genres and the types of narrative tempo-management change 15
times during Unit 3. The sections are of a medium length compared to other
units (average length of a section is 103.8 words, which is much shorter than in
Unit 2 and longer than in Unit 1). The borders of sections in different genres
and NTM-types mostly coincide, only twice is a section in one genre narrated in
two types of NTM and vice versa. Yet again, very long sections alternate with
very short ones, the longer sections tend to occur more at the beginning of Unit
3, and shorter sections at the end. The sub-genre of narration of the plot, which
ends the unit, actually continues in the next unit, but due to the border of day
(the scene ends and an ellipsis of 10 days separates two units), I have divided it
between Unit 3 and Unit 4 (the rhetorical figures are given according to Unit 3
and Unit 4 in App. 2).
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Looking at the genres in Unit 3, we can again see the framing and connecting
function of the sub-genre of narration of the plot. Altogether eight short sections
occur, almost all alternate with other genres (dialogue, ekphraseis, contempla-
tions, myth). Only one NP-section in 1.19.8-2.2.2 alternates with another sub-
genre of narration of events, the summary. All NP-sections are narrated in
quicker types of narrative tempo-management (compression of time, detailed
summary, ellipsis), but the summary is presented in a pause.***

It is difficult to bring out any similarities and differences in the use of
rhetorical figures to narration of the plot in Unit 3 because the sections are all
very short. The characteristic features, which occured in previous two units,
may be observed here: 1) the tendency that the longer the section, the more
different figures occur; 2) mostly sound-repetitions (especially alliteration) and
lexical repetitions (especially polyptoton) are used, in some longer sections also
parallel structures. The use of figures is quite dissimilar in sections (see Table
16) and several short sections include only one figure. The narrative level
changes at the beginnings of sections, which occur after the direct speech of a
character.

** The summary is categorized as a pause, because the main narrator does not present the
summary of Leucippe’s song to any characters of the story, but to my opinion as a digression
to the reader/listener. The categorization of this section as summary is, however problematic
(see Ch. 3.2.1.4) and it is the only summary presented in pause in Leucippe and Clitophon.
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The summary is presented as a quotation of an unspecified person in direct
speech on the third level of narration). An example from the summary shows
the typical style in this sub-genre (2.1.8-2.1.11):

éott_kK6OoUO

ovonua, kKdAAoc dotodmrov: £Qwtoc mvéer, Adooditnv moolevel
e0@WOE0L PVAAOLC KOUG, EVKWNTOLE TTETAAOLS TQUDE, TO TéTaAov T
ZehpUow veAd.

(It (the rose) is the embellishment of the earth, the adornment of the plants, the

eye of the flowers, the flush of the meadow, and astonishing beauty. It exhales
desire, procures Aphrodite, thick with fragrant leaves and luxurious with
fluttering petals, its petals laughing in the West wind.)

This example consists of two sequences of parallel structures of five members.
The first part of the sentence (until stigme) forms an enumeration, where the
first colon (y1ng éotL kOOHOG) has a verb, which is not repeated in the follow-
ing four cola. The second and third colon (Putwv ayAdiopa, 0pOAApOS
avOéwv), as well as the third and fourth colon (0pOaApoc avOéwv, Aetpuw-
vog €oVONua) form chiastic pairs — these are the only chiastic structures
among NE-sections in Unit 3. The first four cola are also parisa (with gradually
growing number of syllables 5+6+6+7), the middle part (first chiasmus) forms
an isocolon (6+6 syllables). The last colon is slightly different in its form
(generalizing the preceding enumeration), but still part of it. The second half of
the sentence is formed of four strictly parallel structures, which are also parisa
(number of syllables grows gradually 5+7+8+9), the last colon is again slightly
different syntactically. The parallel structure is supported by two homoioteleuta
(bold in the example; in last three cola in bold and italics) and polyptota
(Tetadolg — métaAov; the repetition of prefix e0- in eDOOECL — EVKIVITOLCS).

This sentence is very carefully composed, different figures support and com-
bine with each other. The asyndetically following cola characterize the quick
tempo of utterance in summaries very well. Such accumulation of different
rhetorical figures, especially in parallel structures is very common also in other
genres throughout the whole novel. Usually such combinations support the key-
points of a certain section.

Similarly to previous and following units, summary has the highest fre-
quency of rhetorical figures within the genre of narration of events — average
frequency 0.37 figures —, whilst the NP-sections have the average frequency of
0.06-0.21 figures (see Table 16).

The sub-genre of ekphrasis of objects appears at the beginning, in the
middle and at the end of Unit 3, all narrated in the NTM-type of expansion of
time. Correspondingly to the overall character of this unit the first ekphrasis (of
the garden) is 377 words in narrative time, the last two sections only 56
(ekphrasis of Leucippe) and 59 words (ekphrasis of the kratér). The most
characteristic figures to ekphraseis of objects are lexical (especially polyptoton)
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and structural repetitions (mainly parallelism and parison), asyndeton, and
sound-repetitions (see Table 16 and Graph 14). The longest section has again
the highest number of various figures, but in contrast to the sub-genre of NP,
the longest section also has the highest frequency of rhetorical figures (0.25).
Similarly for instance to the description of the painting in the narration of the
supposed author (1.1.10—1.1.63) the figures are not distributed evenly through-
out the section. The parallel structures in ekphrasis of the garden occur mainly
at the beginning and at the end of the description, the middle part uses mostly
lexical repetitions and sound-figures, although these figures also strongly
support the parallel structures, e.g., in 1.15.33—1.15.36:

oL d¢ xelpon0els, TaWe KAl KUKVOG Kol PITTAKOG O KUKVOS TIEQL TAG TV
VOATWV TUDAKAG VEUOUEVOG, O WITTAkOG €V OlKioKw Tepl dévOQOoV
KQEUAUEVOG, O Tawc TOIG avBerL meLOVRWY TO mTeEdV.

(The tame birds were peacocks, swans, and parrots: the swans were feeding
around the springs of water, the parrots rested in their cages suspended in the
trees; the peacocks trailed their plumes among the flowers.)

The example starts with an enumeration (double-underlined) of three bird-
names, which are repeated (in italics) in the following amplifying parallelism
(this starts with an asyndeton). The last two members of enumeration and first
two members of parallelism are supported by homoioteleuton (in bold and
italics), the parallelism also by anaphora of the article 0 (in bold). There is also

a paronomasia of mtidaxac-Prrtardc and the example ends with an alliteration
(in bold).

The ekphrasis of Leucippe in 1.19.2-1.19.8 is almost fully composed of
parallel structures, which are supported only by two lexical repetitions and a
paronomasia (again parallels with the ekphrasis of Sidon by the supposed author
may be brought, but lexical repetitions are used less frequently here). The
ekphrasis of the wine-mixing bowl in 2.3.4-2.3.10 is slightly different, as
structural repetitions do not emphasize the keywords as much as in previous
ekphraseis. Instead, Tatius uses polyptota and alliterations for that. As seen
from the Graph 14, the ekphrasis of the krater has also the highest occurrence of
asyndeta, but these are not pure, because the particle pév?* is used in both
cases.

24 See Denniston 1954: 359.
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The genre of contemplations occurs in two sections — as an embellished con-
templation (on NTM-type of the O-level) and as a short contemplation
(presented as a pause in story-time). They are very difficult to compare because
of the difference in length (427 vs. 29 words). Still, the two sections resemble in
the general frequencies of rhetorical figures (0.21 and 0.17 respectively) and by
the use of antithetical structures. The short contemplation consists of one
sentence; its second half is based on an antithetical structure (with parison),
which in turn forms an isocolon with the first half of the sentence (two
polyptota occur in addition).

The embellished contemplation seems to have a similar construction: the
first half of the speech mainly uses lexical and sound-repetitions (although it
starts again with an antithesis), but the abundance of antithesis in the second
half is remarkable (the majority of the example of the courting-habits of the
terrestrial snake viper and the snake-like fish lamprey in this speech alternately
describes the actions of one and then another creature). The other manifesta-
tions of love are, on the other hand, described mostly using lexical and sound-
repetitions. Thus, the use of antithesis probably expresses the love between two
very different creatures. The average frequency of antithetical structures is thus
very high in contemplations in Unit 3 (and in contemplations in general, see
Table 44), considering the overall low occurrence of this figure in other genres
in the novel. The embellished contemplation uses altogether 15 figures of the 19
figures analyzed in this thesis, but the occurrence of other figures other than the
antithesis is not conspicuously high (see Table 16).

The dialogue in Unit 3 is conspicuous because of the lack of figures of
appellation (usually characteristic to this genre) occur and the presentation
mode changes only five times in 101 words. But the dialogue consists of only
two turn-takings (one by Clitophon and one by Satyrus), in addition a remark by
the main narrator Clitophon is inserted into the utterance of Clitophon the
character (marked with brackets in Vilborg’s edition). Of the other rhetorical
figures only polyptoton, anaphora and alliteration occur (see Tables 16, 17).
The use of these figures may be influenced by the previous narration of the plot.
The lexical repetitions, on the other hand, accumulate to the second half, which
is continued by an embellished contemplation, which may be due to the author’s
wish to introduce the more figurative style of the following section.

The myth, in Unit 3 about Dionysus and wine, contains a dialogue between
the god Dionysus and a shepherd (similarly to several other myths in Leucippe
and Clitophon).** Thus, in addition to the most common figures — lexical,
structural and sound-repetitions — the presentation mode changes between the
ego-narration of Clitophon and the utterances of Dionysus and the shepherd as
characters in the myth, and an address is used (see Tables 16,17). Most of the
lexical repetitions in this myth occur in combination with structural repetitions,
some of them emphasizing the keywords of the section. The myth itself is

* Such dialogues are regarded as part of myths, not as dialogues (see also Ch. 3.2.7.1).
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narrated in the narrative tempo-management type of pause, again only to the
reader/listener of the novel.

As seen from Table 17, the most figurative (sub-)genre in Unit 3 is the
ekphrasis of object, but more different figures occur in contemplations. The
general frequency of the dialogue here is below average, whilst narration of
events has a slightly higher general frequency than the average. The figure of
address distinguishes the myth from the narration of the plot, otherwise the use
of figures is very similar in those sub-genres.

Table 17. Rhetorical figures in all genres (counted together) in Unit 3 (Ch. 1.15.1-2.3.16).

NE 351w DESC 492w |CONT 456w |D 101w MYTH 261w
POL 0.0456 0.0508 0.0439 0.0594 0.0192
WR 0.0057 0.0224 0.0329 0.029703  |0.0307
AN 0.0114 0.0183 0.0175 0 0.0230
RWR 0.0028 0 0 0 0
PRL 0.0114 0.0122 0.0066 0 0.0230
ANT 0 0.0102 0.0175 0 0
CHM 0.0057 0 0.0066 0 0.0038
ISO 0.0256 0.0203 0.0241 0 0.0153
PRS 0.0142 0.0224 0.0132 0 0.0230
AS 0.0085 0.0224 0.0066 0 0
EN 0.0028 0.0041 0.0022 0 0
RQ 0 0 0.0022 0 0
EX 0 0 0 0 0
AD 0 0 0 0 0.0038
CPM 0.0114 0.0020 0.0044 0.049505  ]0.0230
QUOT 0.0028 0 0 0 0
ALL 0.0256 0.0244 0.0132 0.039604 |0
HOM 0.0085 0.0122 0.0132 0 0.0038
PRN 0 0.0102 0.0066 0 0.0038
Gen.fr. 0.1852 0.2317 0.2105 0.1782 0.1724

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-repe-
titions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon; PRS —
parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX — excla-
mation; AD — address; CPM — change of presentation mode; QUOT — quotation; ALL —
alliteration;, HOM — homoioteleuton; PRN — paronomasia; NE — narration of events;
DESC — description; Cont. — contemplation; D — dialogue; Gen.fr. — general frequency.

Regarding the narrative tempo-management types in Unit 3, the expansion
of time corresponds almost entirely to one genre — the ekphraseis of objects.
Only one section of ET contains also a short narration of the plot, where only
three different figures occur. Therefore, I will not analyze the figures in
expansion of time again here separately, but only mention that ET has the
highest frequency of rhetorical figures among all types of NTM in Unit 3 (0.23,
see Tables 18, 19).
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Table 19. Rhetorical figures in all types of NTM (calculated together) in Unit 3 (Ch.
1.15.1-2.3.16).

P 347w |ET 511w |0-level 528w |CT 126w |DS 130w |E 19w
POL  [0.0346  |0.0489 0.0455 0.0397 0.0462 0
WR 0.0231  |0.0215 0.0341 0 0.0154 0
AN 0.0202  |0.0176 0.0152 0.0079 0.0077 0.0526
RWR ]0.0029 |0 0 0.0079 0 0
PRL  ]0.0202 ]0.0117 0.0057 0.0159 0.007692 |0
ANT ]0.0029  ]0.0098 0.0133 0 0 0
CHM |0.0086 |0 0.0057 0 0 0
ISO 0.0202  |0.0235 0.0189 0.0238 0.0154 0
PRS  ]0.0259 ]0.0215 0.0095 0.0159 0.0077 0
AS 0.0086  |0.0215 0.0057 0 0 0
EN 0.0029  10.0039 0.0019 0 0 0
RQ 0 0 0.0019 0 0 0
EX 0 0 0 0 0 0
AD 0.0029 |0 0 0 0 0
CPM_ |0.0202  ]0.0020 0.0133 0.0079 0.0077 0.0526
QUOT |0.0029 |0 0 0 0 0
ALL |0 0.0254 0.0189 0.0079 0.0462 0.0526
HOM [0.0086 10.0137 0.0114 0 0 0
PRN  [0.0029  ]0.0098 0.0057 0 0 0
Gen.fr. 10.2075  0.2309 0.2064 0.1270 0.1538 0.1579

POL — polyptoton; WR — word repetition;, AN — anaphora; RWR — rare word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL — alliteration, HOM — homoioteleuton; PRN — paronomasia; P — pause; ET —
expansion of time; 0-L — 0-level; CT — compression of time; DS — detailed summary;
E — ellipsis, Gen.fr. — general frequency..

All the sections of detailed summary and compression of time are used for the
sub-genre of narration of the plot. Three sections in detailed summary are all
very short (9-13 words), one longer section is 98 words (see Table 18). The
first three contain either no figures at all or only one figure (change of
presentation mode or alliteration). The longest section is again constructed of
the three most frequently occurring groups of figures: lexical, structural and
sound-repetitions, and the occurrence of alliteration (a very characteristic figure
to the sub-genre narration of the plot) is much higher than average in DS.
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The three sections in compression of time are all of a similar length (3548
words), but very different regarding the occurrence of rhetorical figures. Only
few and rather dissimilar figures occur in them, mostly from three mainly used
groups of figures (lexical, structural, sound-repetitions). The influence of the
neighbouring genre (myth) can be noticed in the section in 2.1.11-2.2.2. As it
follows the summary in direct speech, the presentation mode changes. This
section also contains an anadiplosis as a rare word-repetition. When comparing
DS and CT in general, the use of rhetorical figures in both types of NTM is
quite similar as they are both used for the same genre (see Table 19). Some
differences appear in the ratios of figures in one or another type. Remarkable is
the higher occurrence of alliteration in detailed summary, whence in general
alliteration occurs more frequently in sections of compression of time (see
Table 45).

As in most units, the largest amount of text in Unit 3 is narrated on the 0-
level, this type is here used for a dialogue and an embellished contemplation.
Therefore, the highest number of different figures also occurs in this type,
including rhetorical question, which is not used in any other NTM-type.
Otherwise, the use of figures is quite similar to the sections in expansion of time
(here corresponding to ekphraseis of objects). The greatest differences can be
observed in the use of structural repetitions (more parisa occur in ET, but
chiasmus and isocolon on 0-L) and asyndeton. The general frequency of
rhetorical figures is similar to ET (0.21) as well.

The three pauses in Unit 3 are all used for very different genres — a myth, a
summary, and a short contemplation (the last two sections are quite short (see
Graph 15)). The overall tendency that shorter sections have higher general
frequency of rhetorical figures is not entirely valid in this type of NTM here.
The two sections of pauses containing a short contemplation and myth are very
similar in the general frequency of rhetorical figures (0.17 in both sections),
although the length in narrative time is very different (29 vs. 261 words). But
the pause containing the summary, as a very figurative genre, has the highest
frequency among all sections in Unit 3 (0.37). The section of myth, as the
longest, includes the highest number of different figures. It is quite difficult to
bring out any characteristic figures to the pause in Unit 3 as the occurrence of
figures seems to depend more on the genre. Even the use of lexical and sound-
repetitions, which usually occur more frequently in pauses, is not very high. The
use of structural repetitions in pauses in Unit 3 is higher than average (see Table
45), these figures are, however, characteristic to all three sub-genres presented
in this type.

The longest ellipsis in the novel occurs in Unit 3 (15 words) in 2.3.15—
2.3.16:

Kol Tt pLEV TULV TJHEQQV EMOATTETO dékA ki MTAEOV TV OUUATWY
€KedatvopeV 1) ETOAHWUEV OVOEV.

(And so it went for ten more days: a circumscribed audacity, a limited
enjoyement — we dallied with our eyes and nothing more.)
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The ellipsis contains even two rhetorical figures: an anaphora of kat (in bold
and italics) and an alliteration (in bold). The 4-words long ellipsis at the
beginning of Unit 3, on the other hand, contains ontly the change of
presentation mode (see Table 18).

In conclusion: Unit 3 in the analysis of Leucippe and Clitophon relates the
period of night/day 7 to day 18/night 19 in story-time in 1661 words in narrative
time. However, the majority of this time is omitted in ellipses, which frame the
unit. The narrative tempo in this unit is mostly slow, because the bulk of the text
is narrated in pauses and expansion of time. The central position is occupied by
an embellished contemplation on the 0-level. The quicker types of NTM
(compression of time and detailed summary) are used for narrating the plot.
These short sections alternate with other genres throughout the whole unit. In
most cases, the borders between the alternation of different genres and different
types of NTM coincide.

When looking at the genres, the sections in narration of events are very short
and very different. Typically to this sub-genre, narration of the plot (presented
in quicker types of NTM) uses lexical and sound-repetitions, also some
structural repetitions in longer sections. The sub-genre of summary is
exceptionally presented as a pause and has the highest average frequency of
rhetorical figures among all sections in Unit 3. The embellished contemplations
in this unit are not very figurative, mostly the more frequently occurring figures
are used (lexical, structural and sound-repetitions), but also asyndeton and
enumeration are common in this sub-genre. The figure most characteristic to the
contemplations in Unit 3 (and also in general) seems to be antithesis, which is
then supported by lexical or sound-repetitions. The only dialogue in Unit 3 is
remarkable because of its small number of different figures, whereas no figures
of appellation occur, which usually are characteristic to this genre. On the other
hand, the frequency of figures used in this dialogue is quite high. The figures in
myth are similar to the sub-genre narration of the plot, but because it contains a
dialogue, the change of presentation mode and address occur (as in several other
myths in the novel).

From the point of view of the narrative tempo-management types, great
similarities can be observed between the detailed summary and compression of
time. These are, however, used for narrating the same genre (NP) and the
figures characteristic to this sub-genre occur. Similarly, sections in expansion of
time and O-level use very similar figures and have the highest general frequency
of figures (the highest in expansion of time). The pauses in Unit 3 have also a
high frequency of rhetorical figures. The largest number of different figures
occurs there, although the amount of text is much smaller than in ET or 0O-level.
The three sections in pauses are very different from each other, thus it can be
concluded, that the influence of the genre is more important in pauses. The
ellipses, as usual, contain only one or two figures.
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4.2.2.4 Unit 4: Ch. 2.4.1-2.10.21

Unit 4 depicts only one day, namely the day 19 in story-time in 1117 words in
narrative time. This is the first section in the novel, where mainly two genres —
the narration of the plot and dialogue — alternate in a long narrative time. The
level of narration here changes constantly between the second (ego-narration of
Clitophon) and third level (direct speech of characters). Of the types of narrative
tempo-management the 0-level and compression of time are used, with
occasional accelerations or slow-downs. The borders of different genres and
narrative tempo-management types in Unit 4 coincide much less frequently than
in other units of Part I (see Graph 16), this is caused by the alternation of the
sections in narration of the plot and in dialogues. The NTM-types which are
used for narrating the plot, continue partly in dialogues and then the type
changes to 0-level. The opposite can be seen at the end of dialogues when a NP-
section follows.

The depiction of the 19™ day can be divided into two separate scenes, but the
theme is the same — the courtship of the protagonists and their first kisses. In the
first and longer scene Clitophon confesses his love towards Leucippe to his
servant Satyrus (narration of the plot in compression of time) and Satyrus gives
Clitophon some advice in an explanatory speech on how to win a girl’s heart
(on the O-level). A dialogue follows between them (interrupted once by CT,
then continuing on the 0-L), but after the departure of Satyrus (NP in CT),
Clitophon continues the dialogue with himself (or with Eros speaking through
his mind, on the 0-level and compression of time). Unexpectedly he encounters
Leucippe (NP) and, remembering an incident from the previous day (the first
analepsis in the novel, narrated in pause), when Leucippe cured the bee-sting of
her servant with some kissing, pretends that a bee stung him on his lips
(narrated in compression of time). Leucippe whispers some spells (a dialogue)
and kisses him, Clitophon answers with more kisses (narration of the plot in
compression of time). Suddenly they are interrupted and Clitophon’s
contemplation over a kiss (in pause) ends the scene.

The next scene is narrated entirely in one sub-genre (narration of the plot)
which is quite unusual for the style of Achilles Tatius,”*® in most of the cases he
uses several different (sub-) genres during a scene. The second scene in Unit 4
takes place in the evening, during wine-drinking, where the protagonists invent
a new way of kissing — they drink from the same cup and from the same spot as
the beloved one, Satyrus being their wine-waiter (section begins with detailed
summary, the kissing is narrated in compression of time, and ends with brief
summary). After drinking Clitophon makes another attempt to approach the
maiden, but they are interrupted again (an exhortation by Satyrus is presented
on the O-level, then the narration continues as detailed summary and ends in
compression of time).

% In Part I of Clitophon’s ego-narration a similar situation, where Tatius uses for narrating a
scene only the sub-genre narration of the plot, occurs only at the beginning of Unit 6.
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The NTM-types change much more frequently here (20 times, the average
length of a section in one type is 53.2 words, the shortest among all eight units)
than the genres (only nine times, the average length of a section in one genre is
111.7 words — a medium length compared to other units). Thus the changes
between NTM-types occur more frequently than in any other units. The basic
rhythm in the first scene is the alternation of the 0-level and compression of
time, with two slow-downs in a pause. In the second scene the tempo acce-
lerates, besides one section on the 0-level, the rest is narrated in quicker types of
NTM.

Similarly to the preceding unit, the change of days occurs during the last
section in the sub-genre of narration of the plot and continues in the next unit. |
have followed this division by Achilles Tatius and regarded the ellipsis of ten
days in the narration of the plot at the end of Unit 3 as a border of Units 3 and 4
and the ellipsis of few days in the same sub-genre at the beginning of Unit 5 as
the border of Units 4 and 5 (the NP-section continues in Unit 5). In all units in
Part I the narration of a new day starts with a sub-genre of narration of events.
Mostly narration of the plot is used, only two first units are exceptions. Unit 1
starts with an introduction of a character — Clitophon — which is in accordance
with the introductory character of this unit, and Unit 2 starts with a summary of
Clitophon’s dreams.

The prevailing genre, which is the only sub-gener of narration of events
in Unit 4, is the narration of the plot. The sections are of an uneven length:
shorter during the first scene, where their function is to present the development
of the plot between the dialogues (and the speech), the long last section, on the
other hand, wholly corresponds to the second scene. In shorter sections Tatius
uses quite different rhetorical figures, even if they are narrated in the same type
of narrative tempo-management (see Table 20). In NP-sections in Unit 4 the
most frequent are lexical and structural repetitions; in longer sections sound-
repetitions are also used, the occurrence of polyptoton is much more frequent
than in shorter sections.”*” The most conspicuous section regarding parallel
structures is in 2.6.1-2.6.3:

Tavta daAeydpevog €Aabov émiotag ampoopatws T koo Kai
wxolaod te Dwv éfaidpvng, eit' épowvixOnv. povn d' fqv kai ovde 1
KAeiw ovunapnv.

(At the end of this conversation, I realized to my surprise that Leucippe was
nearby, seeing her so suddenly I blanched and then blushed. She was alone, not
even Clio was with her.)

Although it is a very short section, it is based on two parallelisms (underlined),
one supported by an epiphora (in bold and italics). It follows a very figurative
dialogue of Clitophon with himself (the change of presentation mode takes

24 s . . L .
7 In other units in shorter sections rather lexical and sound-repetitions are used, in longer
sections also structural repetitions.
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place). The two parallelisms during two sentences might be influenced by the
preceding text, although the parallel structures do not occur very frequently in
this dialogue.

In the longest NP-section in 2.9.1-2.10.21 Tatius uses all different parallel
structures and tempo-figures, from other figures only the frequency of
polyptoton and alliteration is higher in comparison to most other NP-sections in
Unit 4. As in whole unit, rhetorical figures are used throughout the section, but
certain figures accumulate into certain parts. This happens for instance with
parallel structures, which occur at the beginning of this NP-section, or middle-
part, where several antitheses describe the actions of different persons. The
sound-repetitions, on the other hand, are rather used in these parts of the
section, where the content is slightly more poetical (in Ch. 2.9 where the wine-
cup kissing is described or in 2.10, where Clitophon’s actions are inspired by
love, hope and the fact that the girl is alone - éowg, éATtig, éonuin). Lexical
repetitions occur more frequently at the beginning, where they help to
emphasize the theme of wine and kissing together with sound-repetitions, and at
the end (narration of how the protagonists are disturbed and separated).

The second prevalent genre in this unit, alternating with narration of the plot,
is dialogue. All three dialogues have a relatively high general frequency of
rhetorical figures — from 0.23 to 0.31** (see Table 20; regarding the genres the
longest section of dialogue has the highest frequency of figures in Unit 4). The
first dialogue in 2.4.12-2.5.12 starts between Satyrus and Clitophon, and then
continues as the “inner dialogue” of Clitophon in the last two turn-takings
instead of actual speakers a change of different voices of Clitophon takes place
(see also Ch. 3.3). Most of the dialogue is presented on the 0-level of narrative
tempo-management; only two sentences are narrated in compression of time
(leaving of Satyrus). The rhetorical figures accumulate in the second half, to the
part of “inner dialogue”, e.g., 2.5.1-2.5.7:

EYw 0¢ KAT EUAVTOV YEVOWEVOS Kal UTO 00 Zatvgov magofuvOeig
HokovV EUavTOV €lg eVvTOAUlay €mi v TapBévov: “Méxpt Tivog,
dvavdpe, oryac; ti 0€ detAoc el otpatiwTne avopeiov Beov; TNy kopny
nipooeAOeiv ool epLuévers;“eita moooetONv: “Ti yap, @ xaxdédaiuov, ov
KaAN Vv TavTne £0a, TavTnV BAéme, Tavtny éLeoti oot yaueiv.”

(Left to myself, I took Satyrus’ advice to heart. I tried to whip up my courage to
ace the maiden. “How long will you keep silent, sissy boy? What use is a
spineless soldier in the service of a virile god? Are you waiting for her to make
the first move? ” Then I answered to myself: “Come to your senses, you fool. Aim
your love shafts at the proper target. You have another lovely maiden in your
own family: desire her, gaze at her;, marriage with her is in your power.”)

¥ The average general frequency in all dialogues together is 0.24 (see Table 43).
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In this turn-taking of the character Clitophon his thoughts are expressed through
consecutive rhetorical questions (in italics) with addresses (double-underlined).
The questions at the beginning of the second turn-taking are connected by an
anaphora of ti, the two sets of questions are connected by a homoioteleuton (in
bold and italics). A parallel structure (underlined), supported by anaphora (in
bold), paronomasia of &AANV kaAnv, polyptoton tavTnc-taTNV-TAVTNV

and alliteration évdov &xelg occurs at the end. Their function seems to be em-
phasizing the rational solution to Clitophon’s problem (to marry his halfsister).

The following turn-taking, the response of Eros inside Clitophon also uses a
parallel structure and rhetorical questions with lexical and sound-repetitions.
Thus, in both turn-takings the complex combination of all groups of rhetorical
figures, which otherwise is not so characteristic to the genre of dialogue, can be
noticed. The thematics and the important inner-conflict of the main protagonist
Clitophon is most probably the reason Tatius wanted to use a more figurative
style in this dialogue, the emotionality is emphasized by asyndeta, the tempo of
utterance is accelerated in addition by enumerations. Most of the figures used in
this section occur more frequently than average in dialogues (see also Table 44).

In the dialogue between Clitophon and Leucippe in 2.6.3-2.6.10, the narra-
tive level and speakers change most frequently among the dialogues in Unit 4,
and more frequently than in most other dialogues in the novel. The turn-takings
follow each other with very short or even no reporting clauses, but the number
and frequency of rhetorical figures is low.

The dialogue in 2.7.12-2.7.28 has the lowest general frequency of rhetorical
figures among dialogues. As in the previously discussed dialogue, one of the
factor for low frequency of figures is the shortness of the sentences. Because of
the criterion of analysis (most figures are analyzed within one sentence in
Vilborg’s edition of 1955) it is here not possible to take into account for
instance some polyptota in consecutive short sentences.The influence of NTM-
type can also be observed — the lexical and sound-repetitions occur more in the
section narrated in the NTM-type of compression of time (they occur here more
frequently than usual for CT), the O-level sections use addresses (very
characteristic to this type) and some structural repetitions.

From explanations only the sub-genre explanation in the direct speech of a
character occurs here, immediately after the short introduction of the 19™ day
in narration of the plot. The first part of Satyrus’ explanation is focused on
informing and the occurrence of rhetorical figures is very infrequent: only an
alliteration, a polyptoton and a word-repetition are used (see Table 20, 21). The
second half, on the other hand, is advisory and is based on antithesis, chiasmus
and a simple parallelism, which are also parisa, in two cases also isocola. All
these are supported by lexical repetitions and presented mostly as recommen-
dations in the form of imperative sentences and addresses. In this section again
the different functions of the first and second part influence the author’s choice
of rhetorical figures.
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The short contemplation (in the NTM-type of pause) over the essence and
pleasure of a kiss by Clitophon uses primarily the figure of polyptoton; only one
parallelism/parison, an alliteration and a paronomasia occur next to it (see Table
20, 21). Therefore the average frequency of figures is only 0.13, the lowest
among all analyzed sections in this sub-genre in Part I of Clitophon’s ego-
narration. Although the subject of the contemplations is the kiss, the polyptoton
emphasizes the words ¢pwvr| and dpyavov, e.g., in 2.8.5-2.8.7:

Kal yaQ A&mo toL KAAAIOTOU TV TOU CWHATOSG Opyavwyv Tiktetal
oTopa Yoo pwvijc dpyavor: pwvi) d¢ YuxNg OKIA.

(4 kiss is the foremost sweetness, for it is born of the most beautiful of body-
parts, the mouth, which is the organ of speech, and speech is the image of soul.)

The three polyptota (in bold and italics) explain why the kiss is so beautiful.
The last two cola in this example form a parallelism (underlined) and parison of
8+7 syllables. The paronomasia of cwpatog-otopa (double-underlined) with
a polyptoton helps to emphasize the notional development of body-mouth-
voice.”* The fact that it was the first kiss is emphasized also by the polyptoton
of mpdtepov-mpwrov at the end of the contemplation.

Regarding the types of narrative tempo-management the dominating type,
especially in the first scene, is 0-level, used mainly for narrating dialogues, but
also for an explanation and one part of narration of the plot. As in other units,
more different figures are used in longer sections (the explanation and the inter-
nal dialogue of Clitophon in 2.5.1-2.5.12; the latter has the highest general fre-
quency of rhetorical figures among all sections in Unit 4 regarding the types of
NTM - 0.38).

The most characteristic figures in sections on the 0-level in this unit (and in
general) are the change of presentation mode (i.e., change of narrative level)
which takes place in every section, and address which is missing in only one
section (see Table 22). The influence of genre can be again observed: the section
containing an explanation uses more parallel structures and lexical repetitions.
Only sections containing dialogues use exclamation and rhetorical question; the
frequency of rhetorical figures is the lowest in the section used for narrating the
plot (NP, only 0.08), as characteristic to this sub-genre in general (see Table 44).
The very high frequency of figures in dialogue in 2.7.13-2.7.14 is caused by the
shortness in narrative time (10 words) — genres with a small or medium occur-
rence of rhetorical figures tend to have a higher general frequency in shorter
sections.

** We can also observe the gradation from otépa to pcovn and the opposition of words

owpa and Poyn.
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Table 21. Rhetorical figures in all genres (counted together) in Unit 4 (Ch. 2.4.1-2.10.21).

NP 541w D439w |EXPL 82w |CONT 55w
POL 0.0407 0.0251 _ 0.0366 0.0545
WR 0.0240 00114 |0.0366 0

AN 0.0166 00251 |0 0
RWR 0.0018 0 0 0

PRL 0.0111 00137 00122 0.0182
ANT 0.0074 0 0.0122 0
CHM 0.0037 0.0023 00122 0

1SO 0.0222 0.0251  0.0366 0

PRS 0.0074 0.0091  0.0488 0.0182
AS 0.0111 00137 00122 0

EN 0.0018 00023 |0 0

RQ 0 00182 |0 0

EX 0 0.0046 |0 0

AD 0 0.0205 00122 0
CPM 0.0055 0.0706 00122 0
QUOT |0 0 0 0

ALL 0.0333 00114 00122 0.0182
HOM 0.0092 0.0091 |0 0

PRN 0.0037 0.0091 |0 0.182
Gen.fr. _ |0.1978 02711 10.2439 0.1273

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; NP — narration of the
plot; D — dialogue; EXPL — explanation; CONT — contemplation; Gen.fr. — general
frequency.

The nine sections in compression of time in Unit 4 are used for presenting the
genres of narration of the plot and dialogue. It is one of the functions of CT to
depict the action and emotions during the dialogue or between dialogues and to
give the background information to the reader/listener. CT is thus used for the
voice of the ego-narrator Clitophon between the direct speech of characters,
which causes the higher occurrence of change of presentation mode in this type of
NTM (similarly to the O-level). Another feature characteristic to CT is that the
sections are generally very short, except some that are used for narrating the plot
(like the last section in CT in 2.10.8-10.21 of 126 words). As generally in short
CT-sections very few figures occur and they tend to be mostly lexical repetitions
(especially polytoton, but also anaphora and word-repetition). In sections longer
than 20-30 words sound-repetitions (especially alliteration) and structural repe-
titions (parallelism, usually with parison) occur. The same can be said in general
for sections of CT in Unit 4 (see Table 22). The general frequency of rhetorical
figures in sections of compression of time remains between 0.15 and 0.28.
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The two sections in detailed summary are different from each other. The short
section in 2.9.1-2.9.2 occurs at the beginning of the chapter, probably for this
reason the figure of isocolon occurs (this figure occurs often in that position, as
well as at the end of chapters), together with an alliteration. The slightly longer
section in 2.10.5-2.10.8, describing the execution of Satyrus’ plan to divert Clio
in order to leave the lovers alone, is the most figurative section among different
types of NTM (general frequency is 0.35, which is also twice as much as the
average in DS-sections in general, see Table 45). It is almost entirely based on
chiastic antitheses (one of them also parison and isocolon), which rather
typically for the sub-genre narration of the plot is used to describe the actions of
one and another character. In addition, a homoioteleuton connects the two
sentences. A change of narrative level occurs (it follows the direct speech of
Satyrus) and the section contains an asyndeton. The two sections in detailed
summary are very different in the choice of figures, although similar in length
and used for presenting the same sub-genre. Thus, the use of figures rather
indicates the influence of the neighbouring sections.

Table 23. Rhetorical figures in all types of NTM (counted together) in Unit 4 (2.4.1—
2.10.21).

P 139w 0-L 478w CT 439w DS 45w | BS 16w
POL 0.0576 0.0209 0.0478 0 0
WR 0.0216 0.0167 0.0228 0 0
AN 0.0144 0.0167 0.0205 0 0.0625
RWR 0 0 0.0023 0 0
PRL 0.0072 0.0167 0.0114 0 0
ANT 0 0.0021 0.0046 0.0444 0
CHM 0 0.0021 0.0023 0.0444 0
ISO 0 0.0230 0.0296 0.0667 0
PRS 0.0072 0.0126 0.0091 0.0222 0
AS 0 0.0146 0.0091 0.0222 0
EN 0 0.0021 0.0023 0 0
RQ 0 0.0167 0 0 0
EX 0 0.0042 0 0 0
AD 0 0.0209 0 0 0
CPM 0 0.0607 0.01139 0.022222 | 0
QUOT 0 0 0 0 0
ALL 0.0216 0.0084 0.0364 0.0222 0
HOM 0.0072 0.0105 0.0046 0.0222 0
PRN 0.0072 0.0063 0.0068 0 0
Gen.fr. 0.1439 0.2552 0.2210 0.2667 0.0625

POL — polyptoton; WR — word repetition;, AN — anaphora; RWR — rare word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL — alliteration, HOM — homoioteleuton; PRN — paronomasia; P — pause; 0-L — 0-
level; CT — compression of time; DS — detailed summary; BS — brief summary,
Gen.fr. — general frequency.
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The only figure occurring in the section in brief summary is an anaphora
(Table 22), because of the shortess of the sections no conclusions can be made.
Both sections of pauses have a very low general frequency of rhetorical figures,
as the sections are rather short, very few figures are used in them (lexical and
sound-repetitions, also a parallelism/parison). The reason is probably, that both
sub-genres, which occur in these pauses (narration of the plot and short
contemplation), are not very figurative in general.

When looking at all the sections in different types of NTM together, the
highest general frequency of figures occurs in sections in detailed summary
(0.27, see Table 23), whereas both sections in this type belong to the sub-genre
of NP and the frequency of figures is unusually high for this genre. The genres
narrated on 0-level in Unit 4 (dialogues and explanations) have mostly higher
general frequency than usual, thus the general frequency in 0-level sections is
0.26. A low frequency of figures in the NTM-type of pause is again unusual,
caused by the choice of genre (short contemplation).

In conclusion: Unit 4 depicts day 19 in story-time and can be divided into two
scenes. The genres change much less frequently in this unit than the types of
narrative tempo-management. Due to the frequent alternation of dominating
genres — dialogue and narration of the plot — the sections divided into NTM-
types are the shortest ones in Part I. Due to such choice of genres the main types
of NTM are compression of time and O-level. The second scene is untypically to
the style of Tatius narrated entirely in one sub-genre (narration of the plot),
whereas several, mostly quicker types of NTM are used for that. Usually Tatius
embeds dialogues or speeches of characters into a scene.

The distribution of rhetorical figures in the sub-genre of narration of the plot
is uneven throughout sections, certain figures tend to accumulate in certain
parts, regarding the theme and content. The unusual feature of this sub-genre in
Unit 4 is the high occurrence of structural repetitions, even in shorter sections.
The first of the three dialogues in Unit 4 differs from others because the turn-
takings at the end take place between different voices in the mind of the
character Clitophon. Rhetorical figures also accumulate to the part of “inner
dialogue,” which is of a more emotional character. The dialogue between Leu-
cippe and Clitophon is the liveliest; turn-takings follow each other without or
with very short reporting clauses. The second and third dialogues in Unit 5 have
a low frequency of rhetorical figures, but this can be explained perhaps by the
fact that sentences are very short and few figures occur within short sentences.
An influence of the NTM-type (0-level or compression of time) may also be
noticed in the use of figures.

In the explanation by Satyrus the figures accumulate to the end of the expla-
nation, whereas the informative beginning has very few figures. The short con-
templation ending the first scene has the lowest average frequency of rhetorical
figures among all analyzed short contemplations. The figures accumulate to the
sentence explaining, why a kiss is beautiful.
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Of the types of narrative tempo-management mainly compression of time
and O-level alternate during the first scene, this pattern is interrupted twice by a
pause. In the second scene quicker types of NTM are used with one exception
on the 0-level. The 0-level sections in Unit 4 are characterized by the high
occurrence of change of presentation mode and addresses, because they are used
primarily for narrating dialogues. The choice of figures is characteristic to
genres, which occur on 0-level. In sections in compression of time the occur-
rence of CPM is again quite high, because they are inserted mostly between
sections on the 0-level (in direct speech). CT-sections are short, except for the
last two, which are used for the sub-genre of narration of the plot in the second
scene. In short sections very few figures occur in general, mostly lexical
repetitions. In longer sections structural and sound-repetitions are added.

The sections in detailed summary are very different — the shorter one used
for NP contains only two figures, the longer one in contrast has a very high
frequency of rhetorical figures. Only one very short section of brief summary is
used for NP, an anaphora occurs in it.

4.2.2.5 Unit 5: Ch. 2.11.1-2.18.23

Unit 5 depicts days 20-23 and nights 20-24 in story-time in 1774 words in
narrative time. The unit starts with an ellipsis of “few days”, after which the
narrative focuses on the 23" day and 24™ night. The day starts with Clitophon’s
father’s plans to marry Clitophon and his half-sister Calligone sooner than
intended (narration of the plot in brief summary, see Graph 17). An ekphrasis of
Calligone’s purple wedding-dress and the myth about the discovery of the
purple colour are presented as digressions in pause. The next section of
narration of the plot describes Clitophon’s perplexity (he does not want to
marry Calligone, in detailed summary), followed by a a short analepsis to
events at the wedding-sacrifice (in expansion of time describing the parallel
action). The brief summary recounts the summoning of prophets and their
advice to conduct another sacrifice to Zeus. This all forms the beginning of the
only scene in Unit 5, which is followed by an unusually long pause in several
sub-genres. First Tatius introduces the Byzantian man Callisthenes and tells
about his intentions to kidnap and marry Leucippe (whom he has not seen).”’
The narration of these events is part of one of two mixed analepseis in the novel
(see Ch. 2.2.1).

250 . . . . . . .
Tatius uses pauses and expansion of time occasionally for informing the reader/listener

about previous events or parallel action. However, the narrator in those cases is the ego-
narrator Clitophon, which means he is already aware of them beforehand and acts as an
omniscient narrator. The beginning of the side story with Callisthenes kidnapping Calligone
is a good example because the character Clitophon becomes aware of Callisthenes’ plans and
actions only in Ch. 8.17 through the narrative speech of Leucippe’s father Sostratus. For this
analepsis, see also Ch. 2.1.
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The narration of the plot introduces the plans of Callisthenes and is
interrupted by a short explanation by the ego-narrator Clitophon. NP continues
with an oracle given to the Byzantines, which enables Callisthenes to devise the
kidnapping of Leucippe. The oracle is explained by Leucippe’s father, general
Sostratus (explanation in direct speech of a character), and is followed by an
embellished contemplation by another Byzantine commander, Chaerephon, who
(amplifying the examples brought in the explanation) discusses wonders
connected to water. Both of these speeches can be interpreted as digressions
inside this analepsis, functioning as a slow-down within a pause before more
intensive description of events.”' The following narration of the plot describes
the departure from Byzantium to Tyre, where a sacrifice takes place (ekphrasis
of an event) and Callisthenes sees Calligone with Leucippe’s mother. He
believes that Calligone is Leucippe (explanation by the main narrator
Clitophon). The description of the sacrifice is yet another short digression (after
embellished contemplation) in the sub-plot. The last section in narration of the
plot ends by describing Callisthenes’ preparations for kidnapping Leucippe and
unites this side story with the main storyline — at the midnight festival on the
beach Callisthenes kidnaps Calligone (whom he thinks to be Leucippe). The
festival and kidnapping continues the scene, which began befor the pause. The
kidnapping is described in the NTM-type of detailed summary (as narration of
the plot) with a short interruption on the O-level in order to enliven the ego-
narration of Clitophon.

After this scene we do not hear about Callisthenes or Calligone until the
penultimate chapter of the book. The kidnapping is forgotten very quickly —
Clitophon is relieved as he does not have to marry Calligone and can continue
courting Leucippe. Only at the end of the novel the ending of this storyline is
explained to the reader: Calligone’s fate is fortunate — Callisthenes falls in love
with her, becomes an exemplary citizen and marries her. In this sub-plot we see
the hand of the real author of the story, who, instead of narrating the outcome of
the events in the form of prolepsis at once in the second book, chooses to
maintain the perspective of the ego-narrator Clitophon and hold the tension
concerning Calligone’s fate until the very last minute.

! The speeches are categorized as pauses, because in the mixed analepsis the main story-
line stops. Within the analepsis, however, it is also possible to notice the quicker and slower
tempo of narration.
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Most of Unit 5 is narrated by the ego-narrator Clitophon in the narrative tempo-
management type of pause. The exceptions are the three words on the 0-level at
the end of Unit 5. Of the genres narration of events prevails. The borders
between different genres and different types of NTM coincide only three times
within Unit 5 — this is rather similar to Unit 4, but here the reason is the
occurrence of one long pause (the second-longest section in one NTM-type in
Leucippe and Clitophon™?), during which 10 sections from six different genres
are presented. The genres change 13 times, the average length of a section is
126.7 words. The types of narrative tempo-management change only nine times
and the average length of a section in one NTM-type is 177.4 words, being thus
the second-longest ones in Part I (only sections in Unit 8 are longer).

The genre of narration of events is represented with seven sections in Unit
5. Six of them belong to the sub-genre of narration of the plot and one to
introduction of a character. The sections in the first half of this unit are shorter
(except for one 145-word section in Ch. 2.12.1-2.12.15); the last section
extends to 337 words (see Table 24). The first section is a continuation of the
NP-section at the end of Unit 4 (together with it the entire NP section is 366
words in narrative time).*>®

The general frequency of rhetorical figures in all sections in the genre of
narration of events in Unit 5 is only 0.13 (see Table 25). The general frequency
is the highest in the introduction of a character (0.2), which starts the ana-
lepsis. Its beginning resembles the introduction of Clitophon, but the rhetorical
figures accumulate around the parallel structure (an enumeration, which forms
also palallelism/parison/isocolon) in the first sentence. In the rest only some
lexical repetitions, an alliteration and isocolon are used.

2 The longest section occurs on 0-level (1239 words) in 8.9.1-8.11.12, where three judicial

speeches follow each other (see App. 3).

3 The days in story-time change (or ellipsis of several days occurs) often within a section in
the sub-genre narration of the plot (i.e., a section in this genre continues from one unit to
another). In dividing the first part of Clitophon’s ego-narration into units I have followed the
division of story-time by Achilles Tatius. The borders of days in most of the cases, but not
always, coincide with borders of chapters in the novel.
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The sections in narration of the plot mostly contain occasional polyptota (most
of lexical repetitions occur less frequently than generally, see Table 44),
isocola, asyndeta and alliterations (see Table 24), even the rather long section in
2.12.1-2.12.15 about events at the wedding-sacrifice. Regarding the narrative
tempo-management types in the whole novel it can be noticed that the sections
in pauses tend to have more different figures, but not the highest average
frequency of figures. In this unit, however, the 64-words long section in 2.13.6—
2.13.13 in pause contains rather many different figures and has the highest
general frequency of rhetorical figures (0.16) among sections in the sub-genre
narration of the plot in Unit 5. One of the reasons for such a high frequency
(although not very high compared to the general frequency of pauses and NP in
the whole Part I) may be the position — this section is situated between the
introduction of Callisthenes and the explanation by the main narrator, which
both have a relatively high general frequency of figures. The section ends with
describing Callisthenes’ state of mind and plans after Leucippe’s father had
rejected his wish to marry Leucippe (e.g., 2.13.9-2.13.13):

Ouuog_ioxet tov KaAAwoBévnv kai nuuacdar voploavta Vo to0
ZwOoTEATOL KAl dAAWG E0MVTA AVATIAGTTWV YAQ EQUTD TNS A0S TO
kaAdoc  xai  davialopevoc 1o dogata EAabe opddoa  KAKWG
dlakceievos. émfovAevel O oDV Kal TOV Y@OTEATOV_Apvvacdat g

UBoewe kai abt@ v Embuuiav teAéoat.

(Callisthenes grew angry at what he considered the dishonor cast on him and the
battlement of his desire. By indulging fantasies of her beauty and dreaming of
whom he had never seen, he sank by imperceptible degrees into a miserable
state. Well, he began plotting to revenge himself on Sostratus for his rejection
and to fulfill his own desire.)

The parallel clauses (underlined) are supported by anaphora (in bold),
polyptoton (in bold and italics) and paronomasia (in italics). In addition to the
anaphora of kadi, in the first sentence, a triple repetition of this conjunction also
occurs (double-underlined) and the first sentence starts asyndetically. The first
third of this NP-section contains only one alliteration. The reason, why the
figures have accumulated to the sentences in the example could be the content,
the emotions of Callisthenes. It is characteristic to the style of Tatius, that the
more emotional genres and parts of text are more figurative than othes.

The longest section of NP has again the largest number of different figures in
this sub-genre in Unit 5. All figures of structural and sound-repetitions are used,
although the average frequency is not very high. Only two parallel structures
occur in the form of parisa and isocola, whereas many lexical figures are
connected to parallel structures. An interesting example of an antithesis with a
parallelism occurs in lines 2.18.16-2.18.17:

Nuav 8¢ ot uév éhevyov, ovdEV pUTE €id0TEG OUTE EWQAKOTEG, OL OE
aua te eidov kai ¢Bowv' “Anotail KaAArydvny €éxovol.”
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(Some of us were still running and neither knew nor had seen anything, but
those, who had seen what happened cried out, “Pirates have kidnapped
Calligone.”)

The first part of antithesis is prolonged by a parallellism with anaphora,
polyptoton oVdév-oUte-oUTe and homoioteleuton. The two parts of antithesis
are in turn connected with the anaphora of the article ot and the polyptoton

eldoteg-etdov. The sentence presents also the only three words in direct speech
of characters (uttered by the participants of the sacrifice) in this unit on the 0-
level of narrative tempo-management. This is also one of the examples, where
Tatius enlivens the ego-narration of events and adds emotionality with a
sentence in direct speech.

The genre of descriptions in Unit 5 is represented with two sub-genres:
ekphrasis of objects and ekphrasis of events. Both of them use lexical,
structural and sound-repetitions (see also Table 24), but the ekphrasis of events
differs from the former sub-genre by the occurrence of asyndeton, enumeration,
anaphora and paronomasia. The general frequency of rhetorical figures is here
much higher than in the ekphrasis of objects (0.28 vs. 0.17). The figures in the
ekphrasis of the sacrifice are concentrated in three sentences, two at the
beginning of the section and one in the middle. An example from 2.15.6-2.15.8:

T OQumudpate, xaooln kal APavwtog kAl KQOkog TA  dvln,
VAQKLOO0S KAl 00da kal pvggivar 1) 8¢ Tov @vBéwv avamvor) meog
TV TtV Bupiaudtwy Holev OdUNV.

(The offerings were cassia, frankincense, and saffron; the flowers were amaryllis
lilies, roses, and sprigs of myrtle. The scent of the blossoms competed with the
odor of the offerings.)

The first two cola present an enumeration of incenses and flowers, both have the
same structure, start with asyndeton and anaphora, and form a parallelism
together, which in turn starts with the anaphora of té (such anaphora of articles
are quite common in Leucippe and Clitophon). The first enumeration contains a
homoioteleuton. The third colon is connected to the first two by the figure of
polyptoton (in bold and italics, forming a chiasmus), in addition an alliteration
occurs (underlined). Both enumerations form also parisa, counted as one parison
in parallelism ((6+3+5+3)+(3+3+3+4) = 17+13). The second enumeration with
the last comma of the first enumeration forms a fourfold isocolon (3+3+3+3)
and is an example of the combination of different structural repetitions. In the
rest of the ekphrasis only some lexical repetitions and two alliterations are used.

The only figure that occurs in EO and not in EE is antithesis, whereas this
antithesis and a parallelism with isocolon are the only structural repetitions that
are used in the ekphrasis of objects in Unit 5. The rest of the section contains
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only polyptota, a word-repetition, a homoioteleuton and two asyndeta.”* The
intertwined polyptota can be found in one sentence describing the stones on
Calligone’s dress (2.11.10-2.11.14):

év péow d¢ teig Nnoav Aifot, v xeowav EMaAAnAoL ovykeipevol dé
Aevkov 1@ pédlavi ovvudaiveto, EENG O¢ ¢ Aevkw TO AoLmov €mvEia
kopupovuevov: 0 Aifog d¢ T xpvow otepavovpevog OGOAAOV
ELLLLLELTO XPVOODY.

(4 central pendant was composed of three precious stones, juxtaposed for their
colors: the base stone was jet, joined by a thread-line seam to a white one in the
middle and surmounted by a flame-red jewel above. The pendant was
surrounded with a ring of gold like a pigeon’s eye.)

The polyptota (in bold and italics) and word-repetition (in bold) emphasize the
contrast between different colours on the pendant, supported in addition by a
homoioteleuton (bold and underlined). They also emphasize here the division of
text into smaller units. An asyndeton (although not a pure one) starts the fourth
colon (MéAaLVaL LEV...).

The sub-genre of myth follows the ekphrasis of Calligone’s dress by
explaining the origin and discovery of the purple colour and also continues to
use the same rhetorical figures — again mostly lexical repetitions, some sound-
repetitions, asyndeta and parallel structures. However, the occurrence of word-
repetition and anaphora in this section is higher than in the preceding ekphrasis
(Table 24, 25) — figures that are slightly more characteristic to myths than to EO
in general (see Table 44). The lexical repetitions are used to emphasize the
keywords of the myth (kVwv, alpa, kOXAog, moodpvoa or dog, blood, shell,
purple). The other difference is the homogeneous distribution of figures
throughout the whole section (the same can be said about the second myth in
Part I in 2.2.2-2.2.26), although the sound figures are used at the beginning and
at the end.

Both sub-genres of explanations occur in Unit 5; two shorter sections are
presented as explanation by the main narrator (EM) and one longer one as
the explanation in direct speech of a character (ED). All of them are narrated
during a long section in the NTM-type of pause. In explanations by the main
narrator mainly lexical and structural repetitions are used (see Table 24, Graph
18). From sound-repetitions only alliteration and paronomasia occur in this sub-
genre (the occurrence of paronomasia is rather high in this sub-genre in general
(see Table 44)). As in the myth in Unit 5, the polyptota (another characteristic
figure to EM) are distributed quite evenly throughout the section. The longest
section is the explanation by Leucippe’s father Sostratus (in 2.14.9-2.14.25).

** The imprtant words in descriptions in the sub-genre ekphrasis of an object tend to be
emphasized by polyptota (a very characteristic figure to this sub-genre), rather than by
parallel structures, which are used more in the sub-genre ekphrasis of an event.
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More different figures are used in this section than in other explanations in Unit
5 and it has the highest general frequency of rhetorical figures (0.22) among
them. Of parallel structures (which are in Unit 5 usually also parisa) antitheses
are used more frequently, mostly for explaining or describing the characteristics
of two different objects. The sound-repetitions tend to be used in or around
parallel-structures. The frequency of lexical repetitions is average or below
average, these are used mostly for highlighting the keywords of the explanation.
From other figures asyndeta and a quotation (due to the latter figure also change
of presentation mode occurs) are used. The ED is the only section of
explanations, where asyndeton is used, mostly in the more descriptive part
(Sostratus describes why Tyre should be the destination of the sacrificial
expedition prescribed in the oracle), thus the descriptive function within
explanation causes the use of a rather uncharacteristic figure.

The last genre occurring in Unit 5 is embellished contemplation in 2.14.25—
2.14.48, which follows the explanation of the oracle by Sostratus ending with
the explanation of the coexistence of Athena and Hephaistus (the olive tree and
fire) in Tyre. In the contemplation another commander of the Byzantine army
discusses the wonders connected with water. As in the preceding explanation,
several parallel structures are used, which are distributed evenly over the
section. Similarly to the ekphraseis (especially ekphrasis of the dress), several
sentences contain intertwined polyptota and repetitions of different words that
tend to be concentrated around the parallel structures. The word-repetitions, em-
phasizing the keywords, are in this contemplation used much more frequently
than average (see also Table 24, 44). One of the reasons could be the NTM-type
of pause, where lexical repetitions are used silghtly more often than on 0-level
(this is the usual type, where embellished contemplations are presented). Of
sound-repetitions homoioteleuton is used within structural repetitions, allitera-
tions mostly outside parallel structures. Embellished contemplation is the only
genre in Unit 5 where asyndeton is not used, but the low occurrence of this
figure in contemplations is usual. The speech starts with an address to Sostratus.
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Table 25. Rhetorical figures in all genres (counted together) in Unit 5 (2.11.1-2.18.23).

NE 756w |DESC 287w |EXPL 315w |CONT 244w |[MYTH 172w
POL 0.0238 0.0453 0.0603 0.0451 0.0407
WR 0.0093 0.0244 0.0127 0.0492 0.0291
AN 0.0119 0.0174 0.0095 0.0041 0.0174
RWR |0 0 0 0 0.0058
PRL 0.0119 0.0119 0.0095 0.008197 0.0116
ANT 0.0066 0.0035 0.0159 0.004098 0
CHM __ |0.0013 0 0.0032 0.004098 0
1SO 0.0212 0.027875 0.0190 0.004098 0.0116
PRS 0.0093 0.020906 0.0190 0.0164 0.0116
AS 0.0079 0.020906 0.0095 0 0.0174
EN 0.0013 0.010453 0 0 0
RQ 0 0 0 0 0
EX 0 0 0 0 0
AD 0 0 0 0.004098 0
CPM 0.0053 0 0.0063 0.008197 0
QUOT _ |0.0013 0 0.0032 0 0
ALL 0.0132 0.0174 0.0159 0.0205 0.0233
HOM __ |0.0053 0.0174 0.0063 0.0082 0.0058
PRN 0.0027 0.0070 0.0063 0 0.0058
Gen.fr.  |0.1323 0.2300 0.1968 0.1762 0.1802

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration, HOM — homoioteleuton; PRN — paronomasia; NE — narration of
events; DESC — description; CONT — embellished contemplation; EXPL — explanation;
Gen.fr. — general frequency.

When looking to the genres in Unit 5 altogether (see Table 25), the general fre-
quency of figures is below average in all genres except explanations. As usual,
the highest general frequency of figures among genres occurring in this unit is
in descriptions.

Of the types of narrative tempo-management the most dominant type in
Unit 5 is pause. Although it occurs in only two sections, it covers 1394 words
of the total of 1774. The general frequency of rhetorical figures in these two
pauses is not very high (0.17 and 0.18, see Table 26), but this is characteristic to
Unit 5 in general (usually pauses have a slightly higher general frequency of
figures). The figures in the longer pause in Unit 5 are not distributed evenly and
the use varies according to the genre. More different figures occur in ekphrasis
and speeches (explanation by a character, myth and embellished contempla-
tion). The frequency of polyptoton is the highest in two explanations by the
main narrator (EM, see Tables 24, 26). On the other hand, the influence of con-
text and the position of text on the use of genres and figures in them can be
observed as well — e.g., the higher frequency of parison and isocolon in NP
2.15.1-2.15.5 and EE 2.16.1-2.16.12 or similar use of figures in ED 2.14.9—
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2.14.25 and EC in 2.14.25-2.14.48, the quotation in NP 2.13.15-2.14.8 causes
the quotation in the following ED in 2.14.9-2.14.25. One of the characteristic
features of this long pause is the more frequent use of parallel structures in
almost all genres (except the contemplation, where rhetorical figures occur less
frequently than average for this sub-genre), whereas different parallel structures
do not follow each other, but are distributed all over the text. The lexical
repetitions on the contrary tend to occur less frequently in this pause.

Three sections in Unit 5 are narrated in the NTM-type of detailed summary,
used for the genre of narration of the plot. The analysis has shown, that only
few figures tend to be used in shorter sections in quickest types of NTM.
Similarly, two shorter sections in DS contain only two and four different figures
(see Table 26). The longer section in 2.18.3-2.18.17, on the other hand, has
quite a high general frequency of rhetorical figues for this type of NTM (0.22).
As in the preceding pause, parallel structures are used much more frequently,
due to that also the occurrence of anaphora is very high. Thus, the neighbouring
types of NTM probably influence here the use of figures in the following
sections as well.

The two sections in brief summary are similarly used for the genre of
narration of the plot and occur both in the first half of Unit 5 (before the
analepsis). Again, only four different figures are used (polypton, isocolon,
asyndeton and alliteration). The ellipsis in Unit 5 does not contain any figures at
all. But also the only section in expansion of time in Unit 5 contains only three
figures in 33 words (see Table 26, 27). The whole section in the sub-genre of
narration of the plot in 2.12.1-2.12.15, where detailed summary, expansion of
time and brief summary are used consecutively, has a very low general fre-
quency of rhetorical figures, and in all NTM-types similar figures are used.
Thus the influence of genre can be observed again. The focus seems to be on
narrating the events important for Clitophon (due to the bad omen in sacrifice
the marriage to his half-sister Calligone is postponed).

The three words on the 0-level in Unit 5 only changes the narrative level for a
moment (which brings along the change of presentation mode), no other figures
are used. The function of this short exclamation in direct speech on the third
level on narration enlivening the longer section presenting events in the ego-
narration, Tatius uses the same device several times in Leucippe and
Clitophon.*>

3 Such use of short utterance in direct speech of a character occurs for instance in 3.9.7 and
5.7.15-5.7.16.
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Table 26. Rhetorical figures in different types of narrative tempo-management in Unit 5
(2.11.1-2.18.23).

E/ BS/ P/ DS/NP |ET/ |BS/ |[P/NP, |DS/ 0-L/NP |DS/
NP NP EO, 2.12.1- |NP NP INT,EM, |NP 2.18.17- | NP
2.11.1 |2.11.1- |Myth 12.4 2.12.4-12.12.7- |ED, EE, [2.18.3— [18.18 2.18.18—
4w 11.5 2.11.5—- |32w 12.7 12.15 |EC 18.17 3w 18.23
40w 11.33 33w 80w  |2.13.1- |l40w 48w
292w 18.3
1102w
POL 0 0.075 0.0548 |0 0.0303 [0.0125 |0.0363  |0.0429 |0 0.0208
WR 0 0 0.0205 |0 0 0 0.0245 10.0143 |0 0
AN 0 0 0.0103 |0 0 0 0.0136  |0.0214 |0 0
RWR |0 0 0.0034 |0 0 0 0 0 0 0
PRL 0 0 0.0103 |0 0 0 0.0127 10.0286 |0 0
ANT 0 0 0.0034 |0 0 0 0.0073 10.0143 |0 0.0208
CHM |0 0 0 0 0 0 0.0027 |0 0 0
ISO 0 0.025 0.0137 10.0313 |0 0.025 [0.0163 0.0357 |0 0.0208
PRS 0 0 0.0103 |0 0 0 0.0163 10.0286 |0 0
AS 0 0.025 0.0205 |0 0.0303 [0.0125 |0.0082 |0 0 0
EN 0 0 0 0 0 0 0.0036 |0 0 0
RQ 0 0 0 0 0 0 0 0 0 0
EX 0 0 0 0 0 0 0 0 0 0
AD 0 0 0 0 0 0 0.0009 |0 0 0
CPM |0 0 0 0 0 0 0.0054 |0 0.3333 0.0208
QUOT |0 0 0 0 0 0 0.0018 |0 0 0
ALL 0 0 0.0171  ]0.0313 ]0.0303 [0.025 |0.0163 [0.0071 |0 0
HOM |0 0 0.0068 |0 0 0 0.0082 10.0214 |0 0
PRN 0 0 0.0034 |0 0 0 0.0054 10.0071 |0 0
Gen.fr. |0 0.125 0.1747 10.0625 |0.0909 0.075 10.1797 [0.2214 |0.3333 0.0833

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare word-repe-
titions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon; PRS —
parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX — excla-
mation; AD — address; CPM — change of presentation mode; QUOT — quotation; ALL —
alliteration;, HOM — homoioteleuton; PRN — paronomasia; NP — narration of the plot;
INT introduction; EO — ekphrasis of objects; EE — ekphrasis of events; EC — em-
bellished contemplation; EM — explanation by the main narrator Clitophon; ED — expla-
nation by a character in direct speech; P — pause; ET — expansion of time; 0-L — 0-
level; DS — detailed summary, BS — brief summary; E — ellipsis, Gen.fr. — general
frequency.
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Table 27. Rhetorical figures in all types of NTM (counted together) in Unit 5 (2.11.1—

2.18.23).
P 1394w | ET33w | DS220w | BS 120w | E4w | O-L 3w
POL 0.0402 0.030303 | 0.0318 0.0333 0 0
WR 0.0237 0 0.0091 0 0 0
AN 0.0129 0 0.0136 0 0 0
RWR 0.0007 0 0 0 0 0
PRL 0.0115 0 0.0122 0 0 0
ANT 0.0065 0 0.0136 0 0 0
CHM 0.0022 0 0 0 0 0
1SO 0.0158 0 0.0318 0.025 0 0
PRS 0.0151 0 0.0182 0 0 0
AS 0.0108 0.030303 | 0 0.0167 0 0
EN 0.0029 0 0 0 0 0
RQ 0 0 0 0 0 0
EX 0 0 0 0 0 0
AD 0.0007 0 0 0 0 0
CPM 0.0043 0 0.0045 0 0 0.3333
QUOT | 0.0014 0 0 0 0 0
ALL 0.0165 0.030303 | 0.0091 0.0167 0 0
HOM 0.0079 0 0.0136 0 0 0
PRN 0.0050 0 0.0045 0 0 0
Gen.fr. | 0.1786 0.0909 | 0.1793 0.0917 0 0.3333

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton; PRN — paronomasia; P — pause; ET —
expansion of time; DS — detailed summary; BS — brief summary; E — ellipsis, Gen.fr. —
general frequency.

Looking at the use of figures in different NTM-types in Unit 5 altogether, the
general frequency of figures is mostly below average, only in detailed summary
and O-level is it slightly higher than usual (cf. Table 45), although only one
figure in three words is used in the latter type. Remarkable is however the
absence of the type compression of time and the lack of 0-level, which are
otherwise two of the most frequently used types in the novel. The reason is the
different character of this unit, which presents the long flashback to events
starting before the time-frame of the novel. The events and descriptions before
and after the pause are presented in quicker or slower types of NTM. The lack
of 0O-level and compression of time may be explained by the absence of
dialogues in Unit 5.
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In conclusion: the 1774 words long unit 5 starts with an ellipsis of days 20-23
and focuses on describing the day 23 and night 24 in story-time. This unit is
different from others in two aspects: firstly, the second-longest section in one
narrative tempo-management type in the novel occurs here — the pause of 1102
words; secondly, this pause is used for narrating the mixed analepsis, presenting
the sub-plot in Leucippe and Clitophon, the events of the analepsis intersect
with the main storyline at the end of Unit 5. The most frequently used type in
this unit is thus the pause and the most frequently used genre narration of
events, the author focuses on narrating the events instead of speeches and
dialogues. Hence, the NTM-type compression of time is absent and the 0-level
occurs only in three words in this unit.

The sections in Unit 5 are not full of rhetorical figures: the average fre-
quency remains mostly under 0.2 (both regarding the types of narrative tempo-
management and the genres). Characteristic figures to certain (sub-) genres can
again be observed, however, in several cases the position of a section is also
important. For instance, similar use of figures may be noticed in the em-
bellished contemplation and in the preceding explanation or in the myth about
purple and in the preceding ekphrasis of Calligone’s dress. In latter case the
only difference is the more even distribution of figures.

In some genres the figures are distributed evenly throughout sections (e.g., in
explanations, myth), but in some genres the figures are concentrated in certain
parts of sections (e.g., in descriptions), mostly then around parallel structures.
Structural repetitions in Unit 5 occur more frequently than usual in most of the
sections presented during the analepsis in pause. The parallelisms are for
instance used for presenting consecutive events, antitheses express the actions
of one or another character or different characteristics of objects in descriptions.
The lexical repetitions in descriptions and explanations are very often used for
highlighting the keywords. The frequency of rhetorical figures is the highest in
descriptions, which is a very figurative genre in general, and the lowest in
narration of events, which also elswhere is less figurative.

Of the narrative tempo-management types, pauses have the highest general
frequency of rhetorical figures (apart from 0-level, which is too short for any
conclusions). As the dominant type, it has also the highest number of different
figures. The figures are not distributed evenly throughout the whole type, but
tend to be concentrated in certain sections in certain genres. Thus, the subject
determines the genre and the genre influences the use of rhetorical figures. The
only influence of the NTM type pause may be noticed in the higher frequency
of structural repetitions, as mentioned above. The structural repetitions are
rather characteristic to pauses and although they occur here less frequently than
average (cf. Table 45), they are used more frequently than usual in the genres
presented in this pause.

In other types of NTM the influence of genre determines the use of figures
even more. For instance the figures are very similar in sections in detailed
summary, brief summary and expansion of time, which are used for the sub-
genre narration of the plot. The number of different figures depends on the
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length of the section. The O-level, used for enlivening the ego-narration of
Clitophon, occurs only in three words and ellipsis in four words in Unit 5, thus
are too short for making any conclusions.

4.2.2.6 Unit 6: 2.19.1-2.22.36

Unit 6 describes the period from the 24" day to 27" day in 868 words in
narrative time; the ellipsis at the beginning omits days 24-26/nights 25-27 and
the narration focuses on the 27" day. The section in narration of the plot at the
beginning continues the section with the end of Unit 5, divided into two because
of the change of days. The section is narrated on the 0-level and detailed sum-
mary after ellipsis. Thus an ellipsis again marks the border between different
units and occurs within one section of narration of the plot. Two scenes occur in
this unit: a short one at the beginning (in the narration of the plot) and the
second longer one containing fables and a dialogue.

The first scene is presented in the sub-genre narration of the plot: Clitophon
asks Leucippe’s permission to go to her room at night (in direct speech on 0-
level). The answer of the maiden (her consent) after repeating requests of
Clitophon is not presented in direct speech but mediated through the ego-
narration of Clitophon, thus the section is categorized as NP instead of dialogue
(in detailed summary). The direct speech here enlivens the narration of the main
narrator. The ekphrasis of object (in pause) describes the women’s quarters in
the house and the ekphrasis of events the complex ritual of Leucippe’s mother
Pantheia, when she locks the doors at night. The function of this ekphrasis is to
show, how difficult it is to get into Leucippe’s room at night. This obstruction is
however removed by Clitophon’s servant Satyrus, who has provided the keys
(presented in narration of the plot in detailed summary).

The introduction of Pantheia’s servant Conops starts in a pause, as usual, but
continues in an expansion of time, describing his habit of keeping an eye on
Clitophon and Satyrus. The introduction is followed by an explanation by the
main narrator (also in ET), why Satyrus mocks the servant. Then a long scene
of two consecutive fables on 0-level by Satyrus and Conops follows (both
fables are about a gnat). The two fables can be taken as turn-takings of two
characters, thus short answer of Satyrus following the fables is categorized as a
dialogue (on the 0-level, ending with three words in expansion of time).
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The unit is the shortest among eight units in Part [ of Clitophon’s ego-narration
and both the genres and the types of narrative tempo-management change less
frequently here than in other units in Part I (genres only seven times and types
of NTM eight times, see Graph 19). The changes occur primarily in the first
half. The second half includes only two genres using two different types of
NTM. The average length of a section in one genre is 108.5 words and in one
type of NTM 96.4 words (the changes in tempo and genres take place more
frequently than average); the borders between genres and NTM-types coincide
five times. The largest part of narrative time is spent on presenting fables, three
sections occur in the genre of narration of events, three genres are represented
by one section only. Of the types of narrative tempo-management O-level
clearly prevails, two sections are narrated in pauses, expansion of time and
detailed summary, and one section presents an ellipsis in story-time.

The genre of narration of events is represented by two sub-genres in Unit 6:
two sections in narration of the plot and one section of introduction of a
character. In the latter sub-genre introducing Pantheia’s servant Conops the
highest general frequency of rhetorical figures (0.29) among different sub-
genres in Unit 6 (see also Table 28). Almost all figures are used more frequently
than average in this introduction (cf. Table 44). The reason could be the
colourful character of Conops, which the author emphasizes with many rheto-
rical figures. The first sentence starts with an enumeration of the characteristic
features to Conops (e.g., 2.20.1-2.20.5):

"Hv 8¢ Tig avt@v oikétng moAvmoaypwv Kai AdAog kai Alxvog kai
nav 6 Tt av elmot TG, Ovopa Kovwy. obtéc pot €dokel moppwOev
ETUTNQELV TX MPATTOUEVA ULV LAALOTA D€, OTtEQ TV, VTTOTTEVOAG UT|
L vOkTwp MUV pax0r, OlevukTépeve LEXQL MOppw TNG £0TEQAS,
avameTaoag Tov dwpatiov tag OvEag, ote éQyov NV avTov Aabetv.
(Among their slaves was a fellow who was interfering, garrulous, gluttonous,
and anything else you might want to call him, by the name of Conops. It seemed
to me that he was observing our actions from afar. He particularly suspected
that we might be up to some nocturnal intrigue (which was in fact the case); and
so he stayed awake well into the evening with the doors of his room wide open,
and as a result it was difficult to avoid his attention.)

The enumeration (underlined) forms a parison (of 4+3+3 syllables) and ends in
isocolon, connected with the anaphora of xai and homoioteleuton. Similar
enumeration occurs for instance at the beginning of the introduction of
Callisthenes (in 2.13.1-2.13.6), in other introductions in Part I short parallel
clauses are used.”¢ In addition, an alliteration occurs, which emphasizes the
nature of the servant. In the rest of this section (not in the example) lexical

%% The last two introductions of Chaereas and Thersander (introduced in the NTM-type of
expansion of time after they have entered the plot) are different in this respect — they are
without enumerations or short parallel clauses.
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repetitions (polyptota in bold and italics, word-repetitions in bold) are used to
emphasize the fact that Conops was accustomed to keeping his eye on
Clitophon and his companions until late at night.

Table 28. Rhetorical figures in different (sub-)genres in Unit 6 (2.19.1-2.22.36).

NP/E, 0- |EO/P EE/P |NP/DS |INT/P, |EM/ET|Fable/ |Fable/ D/0-L,
L,DS 2.19.7-  12.19.14- [2.19.18-|ET 2.20.6— |0-L 0-L ET
2.19.1-  |19.14 77w|19.18 19.21  |2.20.1- |20.9 2.20.10- |2.21.16— (2.22.34—
19.7 45w 29w 20.5 38w 21.16 22.34 22.36
59w 52w 175w 380w 13w

POL 0.0509 0.0260 0.0889 |0 0.0769 0.0263 |0 0.0316 0

WR 0 0.0390 0.0667 10.0345 ]0.0577 0.0263 [0.0057 ]0.0211 0.0769

AN 0 0.0390 0 0 0.0192 0.0526 (0.0171 |0.0132 0

RWR 0 0 0 0 0 0 0 0 0

PRL 0 0.0130 0 0 0 0 0.0057 ]0.0211 0

ANT 0 0.0260 0 0 0 0 0.0114 10.0079 0

CHM 0 0 0 0 0 0.0526 [0.0057 ]0.0026 0

1SO 0 0.0260 0.0222 10.0690 |0.0385 0.0263 [0.0171 |0.0211 0

PRS 0 0.0130 0 0 0.0192 0.0263 [0.0171 |0.0237 0

AS 0.0339 0.0130 0 0 0 0 0 0.0079 0

EN 0 0 0 0 0.0192 0 0 0.0026 0

RQ 0 0 0 0 0 0 0.0057 ]0.0158 0

EX 0 0 0 0 0 0 0 0.0026 0

AD 0.0339 0 0 0 0 0 0 0.0026 0

CPM 0.0339 0 0 0 0 0 0.0629 10.0132 0.2308

QUOT 0 0 0 0 0 0 0 0 0

ALL 0.0169 0.0130 0.0222 |0 0.0192 0.0263 [0.0286 |0.0237 0

HOM 0 0.0260 0 0 0.0192 0 0.0057 10.0079 0

PRN 0 0.0130 0.0222 |0 0.0192 0.0263 ]0.0057 |0.0053 0

Gen.fr. 0.1695 0.2468 0.2222 [0.1034 |0.2885 0.2632 [0.1886 [0.2237 0.3077

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; NP — narration of the
plot; INT — introduction of a character; EO — ekphrasis of objects; EE — ekphrasis of
events; D — dialogue; EM — explanation by the main narrator Clitophon, Gen.fr. —
general frequency..

The section of narration of the plot in 2.19.1-2.19.7 differs from most of the
other sections in this sub-genre because the direct speech of the character
Clitophon (on 0-level) is included into narration of the plot. Therefore, two
addresses and changes of presentation mode occur in this section, an unusual
figure for this sub-genre. In addition an alliteration and two asyndeta in the
section in direct speech, where Clitophon asks Leucippe to make love to him,
help to make the request more persuasive. The direct speech may be inserted
here by the author to emphasize the unusal behaviour for the protagonists of an
ancient Greek novel — their intent to have sexual intercourse before the marriage
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(which however does not happen). The rest of this section of NP, presented as
ego-narration of Clitophon in detailed summary, contains a polypton of
OaAdpw-OaraunmoAog (bed-chamber — maid of the bed-chamber), which
again emphasizes the keywords (Leucippe agrees to let Clitophon into her
bedroom with her slave Clio as an accomplice).

In the second section of narration of the plot in 2.19.18-2.19.21 only two
figures are used (it is very short) and the general frequency of rhetorical figues
is the lowest of all the sections in Unit 6.

The two sections of narration of the plot are interrupted by an ekphrasis of
an object (womens quarters) followed by ekphrasis of an event (Pantheia
locking the doors at night™’), both presented in pause. As generally
characteristic to descriptions, three groups of figures are used in this ekphrasis
of the object: lexical, structural (except chiasmus) and sound-repetitions, as well
as an asyndeton (see Table 29). The ekphrasis of an object describes the
placement of rooms in consecutive antithetical sentences, where the second half
of the second antithesis uses a parallelism (double-underlined) in 2. 19.11—
2.19.14:

Kol T (EV EVOOTEQW TV OIKNUATWY 1) Te TapBévog kal 1) U1TNE avTng
dleiAndecay, Ekdteoa T AVTIKOD, ta 8¢ EEw dVO T MEOG TNV el00doV,
0 uév 1) KAelw 10 kata v magB£évov, o d¢ Taeiov Nv.

(The inner two rooms opposite one another were occupied by the maiden and her
mother, while, of the outer two nearer the door, the one next to the maiden’s was
occupied by Clio, and the other served as a storeroom).

The members of antitheses begin with an anaphora (tT&-t&; T6-10), in addition
an alliteration (KAeww 10 xata), a homoioteleuton (in bold) and repetition of

kadl (in italics) occur here. The antithetical structure emphasizes the placement
of rooms on one side of the hallway and two on the other. The following
ekphrasis of events uses only four figures (see Table 28). The average
frequency of lexical figures is much higher than in the preceding ekphrasis of
object, but due to the absence of most other figures the general frequency of
rhetorical figures is lower (0.22 vs. 0.25 in ekphrasis of object). The same
tendency may be noticed in general (see Table 44). The polyptota and word-
repetitions in EE-section in Unit 6 highlight the words key (éxAclev, émékAcle,

KAELG, kAglc) and throw (EBaAAe, diéPaAAe), because Leucippe’s mother had
asked someone to lock the outer door to the women’s quarters and to throw the
key back inside to her. In the morning she threw the keys back and the door was
unlocked. The function of the two sections of descriptions is to emphasize how

*7 For discussion of the ritual and its meaning, see Whitmarsh 2010: 334-336, where he also
refers to the word-play with the Greek word kAeiw (kleid — 7 lock) and the name of the
chambermaid Clio (KAeiw).
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difficult it was for Clitophon to get into Leucippe’s room — the women’s
quarters are separated and locked with utmost care at night.”®

The introduction of Conops is followed by the explanation by the main
narrator Clitophon (also in the NTM-type expansion of time) and precedes the
two fables at the end of Unit 6, explaining the meaning of the name of the servant
Conops (gnat) and the reason why Clitophon’s servant Satyrus mocked him
constantly. The figures used in explanation resemble the ones in the preceding
introduction of Conops, the frequency of figures is also much higher than average
for this sub-genre (see Tables 28, 44). Only the figure of polyptoton, which
otherwise is used very frequently in explanations, occurs less in this section.
Nevertheless, the polyptoton avtimaiCewv-mtadix, as well as alliteration of
nipooématle oAAAkLc highlight the words which express the mocking.

The most prevalent sub-genre by the length in narrative time in Unit 6 is the
fable — two fables are told consecutively by Satyrus and Conops, because the
subject of both fables is the gnat (kwvwi). The fables are analyzed as two
separate sections. The fable told by Conops shows that a small gnat can terrify a
big elephant, and the one told by Satyrus is about a boastful gnat who gets
caught in a spider web. The presenting style of these two fables is rather
different — one by Conops is presented mostly as a dialogue, the other by
Satyrus mostly as a speech. The latter fable is much longer and has therefore
more different rhetorical figures (see Table 28, Graph 20 — only rare rhetorical
word-repetitions and quotation are missing) and the general frequency of
figures is also slightly higher (0.22 vs. 0.19 in Conops’ fable).

The fable by Conops is remarkable because of its lack of polyptoton, which
usually occurs very frequently in Leucippe and Clitophon. The reason may be
the dialogic structure of the fable (the sentences are shorter, therefore the lexical
repetitions can occur less frequently). On the other hand, the sentences in this
dialogue are not very short. Due to the form, the most frequently occurring
figure is change of presentation mode, turn-takings occur rather frequently
(these appears as change of presentation mode). The parallel structures in the
fable are sometimes supported by anaphora, once by homoioteleuton.
Alliteration highlights the words gnat and buzzing, e.g., in 2.21.11-2.21.15:

Kal 0 EAEPaG, kAt TOXV TAQATITAVTOS AVt kwvwros, “Opag,” Edn,
‘T0UTO TO BoaxL TO BopBovv; v lodUT) Hov T1) TG dKong 00, TéOvnka.’
kat 6 Aéwv, Tl oOv &t anoBvijokewy,” €dn), ‘pe del, ToooUTOV dVvTa Kal

EAéPavTog eVTLXE0TEQOV, OO0V KQEITTWV KOVWTIOS AAEKTQUWYV;

(The elephant replied as follows, for as it happened a gnat had just flown in his
direction: “Do you see this little buzzing thing? If it enters my ear-duct, I am
dead.” “What reason, then,” said the lion, “is there for me to die, given that |
am more fortunate than the elephant, to the same degree that a cock is mightier
than a gnat.”)

% Cf. De Temmerman 2012: 520-521, who explains that spatial descriptions are inserted
into the narrative, when they become important to the character Clitophon.
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In addition to the alliteration (in bold and underlined) the change of presentation
mode (underlined) occurs three times in this example. It ends with a rhetorical
question, which is a very characteristic figure to both fables.

The counter-fable of a gnat and a lion by Satyrus consist mostly of the
boasting of a gnat (in secondary direct speech) who tries to denigrate the
strength of the lion and exalt his own effectiveness in battle using rhetorical
questions, lexical repetitions and parallelisms (in the form of parisa) with
anaphora and homoioteleuta. The second half of the fable describes the battle
between the lion and the gnat, parallelisms and antitheses are used for
describing the actions of two characters (for narrating events/presenting action).
Only few other figures are used in this part of the section. The fable ends with
polyptota (underlined) and alliterations (2.22.30-32):

HAKQOTEQOV O¢ TMOLOVHEVOS TNG MTOEWS TOV KUKAOV UTMO TEQLTTNS
ameokaAiag &odxvne AavOaver viuaow éumAakels, kal TV
apaxvnv ovk éAabev Eumeacv.

(4s he swung in everwidening circles, crassly exaggerating his triumph, he failed
to notice that he was flying straight into a spider’s web. But the spider noticed.)

These figures emphasize the sad fate of the over-confident gnat, who flies into
(¢p-) the unnoticed spider web and is noticed by the spider. This sentence is

followed by the exclamation & g dvoiag by the gnat. The use of rhetorical
figures differs much in both fables, most of all in the use of lexical figures and
figures of address in the second fable. These are here concentrated into the very
figurative speech of the gnat. Thus, in the genre of fables the use of figures
seems to depend most of all on the structure of the fable.® In additions differ-
ent functions of parts within a section (speech, dialogue, narrative) influence the
use of figures.

The genre of dialogue, corresponding to one sentence at the end of this unit,
contains only three changes of presentation mode and an anaphora (see Tables
28,29). Here one of these rare occasions occur, where anaphora (here xai) is
used at the beginning of the last sentence of a chapter and at the beginning of
the first sentence of the following chapter. It is here divided between two units
and marked with grey in App. 2 and 3.

2 As no other fables occur in the novel of Achilles Tatius, the only conclusions can be

made on the basis of the fables in Unit 6.
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Table 29. Rhetorical figures in all the genres (counted together) in Unit 6 (2.19.1—
2.22.36).

NE 140w DESC 122w EXPL Fable 555w D 13w
38w

POL 0.05 0.0492 0.0263 0.0216 0
WR 0.0286 0.0492 0.0263 0.0162 0
AN 0.0071 0.0246 0.0526 0.0144 0.0769
RWR 0 0 0 0 0
PRL 0 0.0082 0 0.0162 0
ANT 0 0.0164 0 0.0090 0
CHM 0 0 0.0526 0.0036 0
ISO 0.0286 0.0246 0.0263 0.0198 0
PRS 0.0071 0.0082 0.0263 0.0216 0
AS 0.0143 0.0082 0 0.0054 0
EN 0.0071 0 0 0.0018 0
RQ 0 0 0 0.0126 0
EX 0 0 0 0.0018 0
AD 0.0143 0 0 0.0018 0
CPM 0.0143 0 0 0.0288 0.2308
QUOT 0 0 0 0 0
ALL 0.0143 0.0164 0.0263 0.0252 0
HOM 0.0071 0.0164 0 0.0072 0
PRN 0.0071 0.0164 0.026 0.0054 0
Gen.fr. 0.2 0.2377 0.263 0.2126 0.3077

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton; PRN — paronomasia; NE — narration of
events; DESC — description; D — dialogue; EXPL — explanation; Gen.fr. — general
frequency.

The largest amount of narrative time regarding the types of narrative tempo-
management occurs on the 0-level. The two sections in this type are, however,
very different at length (37 and 565 words, see Table 30). Therefore also the
number of figures is very different. In the shorter section at the beginning of
Unit 6 (after ellipsis), the request of Clitophon to Leucippe, only six figures are
used, all in its first half (in 2.19.1-2.19.4):

OAtyag d¢ npéoac daAmwv | meog tnv Aegvkinmnyv dieAeyounv:
“Méxot tivog émi tov GIAnuATwv otapeda, dldtatry kadd Ta
meooiptar mEoogOuev 1O TL Kal EQWTIKOV. Qépe avaykny aAAnAolg
emubuev miotews.

(I waited a few days and then said to Leucippe: “How long will we stop at mere
kisses, dearest? The overture is delightful, but now let us add erotic grace
notes. We can exchange promises to be faithful to each other.)
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Two asyndeta (in italics) and addresses (underlined) add here persuasiveness,
polyptota (in bold) and alliteration (in bold and italics) highlight the keywords.
Because the first sentence of Unit 6 is divided between two types of NTM (four
first words present the ellipsis), the polyptoton dixAirtav - dreAeyounyv is
divided between ellipsis and the reporting clause of direct speech on the 0-level
(such occasions are marked with grey background in App. 2 and App. 3).

The second section on the 0-level contains the two fables discussed above,
but also most of the dialogue (i.e., 10 words).*** Similarly to 0-level, the two
pauses are unequal in length (19 and 122 words). The occurrence of rhetorical
figures in them is relatively similar, although they belong to different genres
(longer section contains descriptions, shorter an introduction). The ratios of
average frequency as well a the general frequency of rhetorical figures are
higher than usual in both sections (see Table 30, cf. Table 45). The frequent use
of lexical figures can be explained by the genres, which occur in each pause —
they are used more often in introductions and explanations than in ekphraseis.
The higher occurrence of sound-repetitions in the first pause is however partly
connected to the structural repetitions (e.g., homoioteleuta), which are not used
so much in the second section, partly help to emphasize the keywords.

The two sections in expansion of time are again very uneven in length: the
shorter section is only three words in narrative time at the end of the dialogue
(and contains a change of presentation mode and anaphora), the longer section
of 71 words is divided between introduction of a character and explanation by
the main narrator. In the latter section differences can be observed between the
two genres, e.g., parallel structures occur only in the explanation but in the
introduction mostly lexical and sound-repetitions are used. However, the
average frequency of almost all figures is higher than usual for both of these
genres, therfore here we may presume the influence of the expansion of time,
which is the most figurative among all NTM-types.

Both sections in detailed summary are used for the sub-genre narration of
the plot and are very short (see Table 30). Only few figures occur in them and it
is not possible to bring out any characteristic features.

% As the dialogue contains only one anaphora and achange of presentation mode, I will not
repeat the analysis here.

220



Table 30. Rhetorical figures in different types of narrative tempo-management in Unit 6
(2.19.1-2.22.30).

E/NP |0-L/NP |DS/NP (P/EO, |[DS/NP |P/INT |ET/INT,|0-L/ ET/D2.
2.19.1 2.19.1- |2.19.5- |EE 2.19.18- |2.20.1- |EM Fable 22.35-
4w 19.5 19.7 2.19.7- [19.21 20.2 2.20.2—- {2.20.10- |22.36
37w 18w 19.18 29w 19w 20.9 22.35 3w
122w 71w 565w
POL 0.25 0.0541  [0.0556  [0.0492 |0 0.0526  10.0563  10.0212 |0
WR 0 0 0 0.0410  [0.0345 [0.0526  |0.0423  [0.0159 |0
AN 0 0 0 0.0246 [0 0.0526  10.0282  10.0142  ]0.3333
RWR 0 0 0 0 0 0 0 0 0
PRL 0 0 0 0.0082 [0 0 0 0.0159 |0
ANT 0 0 0 0.0164 [0 0 0 0.0088 [0
CHM 0 0 0 0 0 0 0.0282  [0.0035 |0
ISO 0 0 0 0.0246  [0.0690  10.1053  [0.0141 0.0195 |0
PRS 0 0 0 0.0082 [0 0.0526  0.0141 ]0.0212 |0
AS 0 0.0541 |0 0.0082 [0 0 0 0.0083 |0
EN 0 0 0 0 0 0.0526 |0 0.0018 [0
RQ 0 0 0 0 0 0 0 0.0124 |0
EX 0 0 0 0 0 0 0 0.0018 [0
AD 0 0.0541 |0 0 0 0 0 0.0018 |0
CPM 0 0.0270  |0.0556 |0 0 0 0 0.0319  [0.3333
QUOT [0 0 0 0 0 0 0 0 0
ALL 0 0.0270 |0 0.0164 [0 0.0526  |0.0141 ]0.0248 |0
HOM 0 0 0 0.0164 [0 0.0526 |0 0.0071 [0
PRN 0 0 0 0.0164 |0 0 0.0282  [0.0053 |0
Gen.fr. |0.25 0.2162  |0.1111 0.2295 |0.1034 _ |0.4737  |0.2254  [0.2126  |0.6667

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; NP — narration of the
plot; INT — introduction of a character; EO — ekphrasis of objects; EE — ekphrasis of
events; D — dialogue; EM — explanation by the main narrator Clitophon, Gen.fr. —
general frequency.

Comparing all types of narrative tempo-management in this unit (see Table 31),
we see that the occurrence of lexical repetitions is the most homogeneous: only
anaphora are missing in detailed summary, but this is connected often with the
absence of structural repetitions. Of sound-repetitions alliteration is used most
frequently, but also paronomasia occurs in three types. The frequent use of
alliteration on the O-level (regarding also the total length of 602 words in
narrative time) is remarkable, whereas the frequency in both genres on the 0-
level (narration of the plot and fable) is equally high. No sound-figures are used
in detailed summary due to shortness of sections. Structural repetitions occur
more in pauses and on the O-level. The use of chiasmus in expansion of time is
very high, but occurs only in one of the two genres presented in this type of
NTM. The figures of appellation, as usual, occur only on the 0-level in Unit 6.
The change of presentation mode occurs in addition to the O-level (where the
narrative level changes most frequently in all the novel) in these types, which
follow the 0-level in Unit 6.
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Table 31. Rhetorical figures in all types of NTM (counted together) in Unit 6 (2.19.1—
2.22.36).

P 141w ET 74w 0-L 602w DS 47w E 4w
POL 0.0496 0.0541 0.0233 0.0213 0.25
WR 0.0426 0.0405 0.0150 0.0213 0
AN 0.0284 0.0405 0.0133 0 0
RWR 0 0 0 0 0
PRL 0.0071 0 0.0150 0 0
ANT 0.0142 0 0.0083 0 0
CHM 0 0.0270 0.0033 0 0
ISO 0.0355 0.0135 0.0183 0.0426 0
PRS 0.0142 0.0135 0.0199 0 0
AS 0.0071 0 0.0083 0 0
EN 0.0071 0 0.0017 0 0
RQ 0 0 0.0116 0 0
EX 0 0 0.0017 0 0
AD 0 0 0.0050 0 0
CPM 0 0.0135 0.0316 0.0213 0
QUOT 0 0 0 0 0
ALL 0.0213 0.0135 0.0249 0 0
HOM 0.0213 0 0.0066 0 0
PRN 0.0142 0.0270 0.0050 0 0
Gen.fr. 0.2624 0.2432 0.2126 0.1064 0.25

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton; PRN — paronomasia; P — pause; ET —
expansion of time; 0-L — 0-level; DS — detailed summary; E — ellipsis, Gen.fr. — general
frequency.

In conclusion: unit 6 focuses on the 27" day in story-time. An ellipsis at the
beginning omits the period from the 24™ day to 27" day. Both the types of
narrative tempo-management and genres change more frequently in the first half
of the 868-word unit, the second half contains one long section of two fables on
the O-level. The narration of the fables is motivated by the name of a servant
Conops (a gnat), who is introduced to the plot in Unit 6.

The figures in the sub-genre narration of the plot are usual, but one of the
sections contains a direct speech of the character Clitophon, which occurs
usually in a more emotional or tragic situation (like the kidnapping of Calligone
in the previous unit). The introduction of Conops as a very colourful character
is very figurative, but resembles to other introductions in Part I of Clitophon’s
ego-narration in the use of figures. The following explanation by the main nar-
rator is also very figurative, one of the reasons could be the NTM-type expan-
sion of time used for presenting the introduction and explanation. The first fable
by Conops is mostly presented as a dialogue, the second mostly as a speech of a
boasting gnat. Thus the rhetorical figures used are also different and the
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narrative level in them changes between the third and fourth level. The
occurrence of figures is in addition to the different structure influenced also by
the functions of different parts of the fables. The first fable by Conops is notable
for the lack of polyptoton, which may be caused by the dialogic form and
shorter sentences. The change of presentation mode is the most frequently
occurring figure, as the turn-takings of different characters are rather frequent.

The sections within different types of NTM in Unit 6 are difficult to compare
with each other, as they are usually very uneven in length. Mostly the genres
occurring in each type determine the use of rhetorical figures, but in some occasions
the NTM-type seems to have its influence. For instance the O-level occurring in the
section used for narration of the plot causes the use of an address and change of
presentation mode. In the longer section in expansion of time, which is generally
the most figurative NTM-type, the average frequency of figures is much higher than
usual for the genres explanation and introduction of a character.

The two sections of pauses belong to different genres, however the occur-
rence of figures is rather similar in both sections. The two sections in detailed
summary remain under 30 words in narrative time, thus it is difficult to bring
out figures characteristic to this type here.

4.2.2.7 Unit 7: Ch. 2.23.1 - 2.30.6

In 1075 words the unit 7 describes events from the night 28 to night 32 in story-
time, but the majority is omitted in the ellipsis at the beginning (days 28—30 and
nights 28-31). The focus of narration is thus on day 31, night 32 and day 32, the
narrative tempo slows down in three scenes, which are however connected to
each other by the summarizing narrative between.

The narration of the plot starts with the afternoon or evening of day 31,
telling how Satyrus invites Conops to dinner and drugs him, so that Clitophon
could enter Leucippe’s bedroom. Quicker types of NTM are used for this, but
the message from Satyrus (that Conops is asleep and it is time to act) is given in
direct speech on the O-level, slowing the narrative tempo down. Clitophon
enters Leucippe’s room, but at the same time her mother Pantheia sees a dream
about her daughter being kidnapped and cut open. As Achilles Tatius presents
the dreams in the summary form and they occur simultaneously with Clito-
phon’s actions, this section is categorized as in expansion of time. The narration
of the plot continues with the description of how Pantheia rushes to Leucippe’s
room and Clitophon barely manages to escape (the parallel action of Pantheia in
ET intersects with the actions of Clitophon and the narration continues in
DS*®"). The lamentation of Pantheia over her daughter’s impudence and the

%! This section is rather difficult to categorize, becaus the parallel-events join the main line

of events and it is not entirely clear, how much time does the arrival of Pantheia and the
escaping of Clitophon take. As the narrative seems rather compendious, I have catogorized it
as detailed summary. However, if the events did evolve very quickly, compression of time is
perhaps more accurate.
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dialogue with Leucippe (or more precisely her defence as a reply to Pantheia’s
lamentation) follow on the 0-level and compression of time.

The narration of the plot (in DS) then describes again the actions of
Clitophon: he decides to escape from home and goes to his friend Clinias with
his servant Satyrus. On the road Leucippe’s chambermaid Clio, an accomplice
in his plan to visit Leucippe, joins them. In the dialogue, forming the second
scene, Clinias recommends to hide Clio who would be tortured, if caught by
Pantheia, and to persuade Leucippe to escape too (0-level with an end in
detailed summary). The narration of the plot in brief summary describes their
actions at night, the new day (and third scene) starts with the dialogue (on the 0-
level) between Leucippe and her mother: the maiden claims she has not lost her
virginity, Pantheia does not believe her. After Pantheia leaves, the feelings of
Leucippe are described (in expansion of time), followed by the contemplation
over those feelings (in pause). When Satyrus reaches Leucippe (NP in CT), she
prays that she would be taken away from her mother (on the 0-level). These
words are then reported to Clitophon (NP in DS, the narration of the plot
continues in the next unit).

The types of narrative tempo-management change more frequently here (19
times) than the genres (13 times, see Graph 21). The average length of a section
in one genre is 76.8 words, in one type of NTM only 53.75 words, thus they are
amongst the shortest ones in Part [ (see Table 42). The borders between genres
and tempo-management types coincide 11 times. The most prevailing genre in
Unit 7 is narration of events (altogether seven sections, mostly in the sub-genre
of narration of the plot), which alternates several times with dialogues (three
sections) or with other genre occurring only once. The largest amount of
narrative time is presented on the NTM-type 0-level (speeches, dialogues, once
also in the narration of the plot). The events are narrated mostly in detailed
summary or compression of time. In the long section of narration of the plot at
the beginning the narrative tempo slows down gradually (e.g., E>-BS>DS>0-L
at the beginning), such gradual change of tempo may be noticed also elsewhere
in the novel, in parts which concentrate on narrating events (cf. NP-section in
Unit 1) or where character-speech and narration of the plot alternate (e.g., in
Unit 2 and 4). The section of 72-words in brief summary is also remarkable,
usually sections in this type are shorter. The only sudden jump from brief
summary to O-level occurs in the second half of Unit 7 where the sub-genre
narration of the plot alternates with a dialogue. However, this abrupt change
marks the start of a new day in story-time. The slower types occur less
frequently here, thus the general tempo of narration is very quick in Unit 7. It is
also the first unit in Part I of Clitophon’ ego-narration, where all seven types of
narrative tempo-management are used.
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Unit 7 focuses again more on advancing the main storyline and six of the sub-
genres of narration of events are presented as narration of the plot. In addition,
one section of summary occurs. The summary has again a higher frequency of
occurrence of rhetorical figures than the sections in narration of the plot,
although only five figures occur in it and the general frequency (0.24) is below
average for a summary (see Table 32, cf. Table 44). The summary is of a dream,
where Leucippe is kidnapped by a brigand, laid on her back and cut open with a
sword. Most of the figures also emphasize the key-words: polyptoton
uaxawav-paxaioa and katadépevov-kdtwOev the sword and laying

down/cutting from below; the paronomasia of Quyatépa-yaotépa the girl
and belly, which were cut open. These figures partly occur within the paral-
lelism.

In the sections of narration of the plot similar figures are used (lexical, struc-
tural and sound-repetitions, as well as asyndeton and change of presentation
mode in some sections), but in a different number. In the longest section at the
beginning of Unit 7 (in 2.23.1-2.23.17), which is marrated using three different
types of NTM (see Graph 21), a slight differences may be noticed within the
section (see also Table 34): mostly lexical repetitions are used in the part
narrated in DS, in CT different parallel structures occur. The antitheses and
chiasms (also parisa) describe the action of one and then another character.
Clitophon’s feelings on entering Leucippe’s chamber are emphasized by the
polyptoton of $popog - Ppopov - epofetto (fear — to fear) and EATOAG -
EATIG - EATtiCov (hope — hoping). The sentence of Satyrus in direct speech (on
0-L) does not reveal any figures characteristic to this type of NTM, but refers
playfully to the story of Odysseus (2.23.9-2.23.10): Kettal oot kaBe0dwv 6
KokAwy ob d¢ dntwg Odvooevg dyabog yévn. (“Your Cyclops is fast
asleep; now you prove yourself a good Odysseus.”). The similarity of the names
Conops and Cyclops is quite obvious, as well as the connections between
Conops’ habit to keep an eye on Clitophon and the intoxication of both.*®*

In the NP section in brief summary in 2.27.8-2.28.2 surprisingly many
rhetorical figures for this type of NTM are used, both regarding the sub-genre
and the NTM-type. After the longest NP- section it has the second-highest
general frequency of rhetorical figures (0.15) in Unit 7. Mostly lexical figures
occur here, as well as one antithesis and a paronomasia. The reason for higher
general frequency may lay in the position: it is situated between more figura-
tive sections and similarities in the use of figures may be noticed with the
prededing dialogue. In other NP-sections the usual figures for this sub-genre are
used: in shorter ones lexical and sound-repetitions, in longer ones structural
repetitions are added (see Table 34). In some sections or parts of sections the

*%2 But, as De Temmerman 2012: 543 brings out, there is a difference in purpose: Cyclops
was intoxicated so that Odysseus could escape from the cave, Conops is intoxicated so that
Clitophon could enter Leucippe’s room.
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accumulation of figures around parallel structures may be noticed. In shortest
sections no rhetorical figures or only change of presentation mode occurs.

All dialogues in Unit 7 remain under 90 words in narrative time. As usual in
dialogues, change of presentation mode occurs more often in addition to the
three most frequently occurring groups of figures in the novel (lexical,
structural and sound-repetitions, see Table 32, Graph 22). Figures of tempo and
addresses are also used few times. The shortest section in 2.25.1-2.25.7
contains the highest number of various figures and has the highest general
frequency of figures (0.27). This dialogue presents Leucippe’s response to her
mother’s lamentation (which is regarded as the first turn-taking) over her
supposed loss of virginity. The polyptota emphasize the keywords mapOévog-
niaOeviav (maiden-virginity); €Uov-HOVL-UOL (pronoun for first person
singular); o0dEV-00d¢ (negation); mepoPnuévn-popov (to be afraid-fear).
The enumeration (also a parison and isocolon) with anaphora is used to express,
that Leucippe did not know who the intruder was. The high occurrence of
figures is here probably influenced by the preceding genre of lamentation and
by the emotional content. The genres or parts of sections, which express
emotions are usually more figurative in the novel of Achilles Tatius.

The longest dialogue between Clio and Clinias (containing only two turn-
takings) in 2.26.10-2.27.7 has the lowest general frequency of rhetorical figures
(0.18), but the figures cluster in the response of Clinias. The third dialogue
between Leucippe and her mother in 2.28.2-2.28.8 is quite lively and only the
most characteristic figures to dialogues are used here (see Table 32, Graph 22).
In addition to the change of presentation mode and turn-takings (three turn-
takings in 64 words) only some lexical repetitions, an isocolon, two addresses
and alliterations appear, in the turn-taking of Leucippe the figures help to
persuade the mother that Leucippe is still a virgin and ready to prove it.
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The very figurative lamentation of Pantheia in 2.24.3-2.24.14 has the highest
number of different figures in Unit 7. In addition to lexical, structural and
sound-repetitions the frequency of asyndeton and figures of appellation
(exclamations and addresses) is high (see Tables 32, 33), these are very
characteristic figures to emotional genres.”® The parallel structures appearing at
the beginning, in the middle and at the end of the lamentation are all supported
by anaphora and polyptota (these figures accumulate around parallel structures,
this tendency can be noticed in the whole novel). In the rest of the lamentation
only few lexical and sound-repetitions occur. The polyptota emphasize the fact,
that Leucippe’s father is currently at war in Byzantium but should be fighting
for his daughter’s marriage and good name in Tyre (TtoAepeic-Katorte-
TIOAEUNOAL YAUWV-YAOLG; VPowv-UPBoloev — to fight; marriage; outrage),
and refer back to the dream of Pantheia (&veTunOng-tour); dvotvxeotéoa-

TOxXNV — (you were cut-cut; unluckier-fate).

The description of emotions in 2.29.1-2.29.4 has the highest general
frequency of rhetorical figures in Unit 7 (0.56, see Table 34) and altogether
seven different figures occur in 27 words in narrative time (see Table 32). Its
second half is constructed with two parallelisms, where the second one
amplifies the first (2.29.2-2.29.4):

fixOeto, Noyvveto, wovileto. fixyBeto uev mebwoauévn, NoxLVETo ¢

ovewwouévn, woyileto d¢ amiotovuévn. (She was vexed, ashamed,

angered: vexed at being caught, ashamed at being criticized, angered at not
being believed.)

Both parallelisms (underlined) start with an asyndeton (a figure quite
characteristic to a more emotional style) are connected through an anaphora (in
italics) and homoioteleuta (double-underlined). They are parisa (3+4+4 and
9+11+10 syllables) and the first one contains an isocolon (4+4 syllables). Thus,
the section is very thoroughly composed.

The similar structure of DE continues with a gnomic enumeration (in bold)
in the following short contemplation over these three feelings (shame, sorrow
and anger). It containins an anaphora (in italics), homoioteleuton (double-
underlined), isocolon and parison of 3+3+3 syllables (e.g., in 2.29.4-2.29.10):

aldwg 0¢ kal AVTN kal 0QYN Tolx TS PuxNS KVHATA? 11 UEV YO
aldwg O1d TV OtV _elopéovaoa TNV TV _0bBaAuwv éAsvBepiav

63 Cf. the analysis by Ferrini (1987: 151-171) of sections in 5.25-5.26, which in this thesis
are categorized as a lamentation and a persuasion (see App. 2).

% Similar, even longer enumerations of different feelings occur for instance in the novel of
Chariton (e.g., in 1.9.3 of Chaereas and Callirhoe: tjv KaAAponv kateAdpupavev 6pov
nidvta, Gpopog, xapd, Avmn, Bavpaoudg, EAmic, amiotia (text from Molinié 2002); or
in 5.8.2 (I am thankful to M. Kaimio, who quoted these examples in her article (1996: 49,
57)). Chariton, however, does not contemplate over such feelings like Achilles Tatius, but
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xaOawel 11 AV d¢ mepl to otéova dlaveUouévn KaTaTtNKEL TNS
YuxNeg 10 CwmueovV: 1) & 0 Y1 TTEPIVAAKTOVOA TNV Kapdiov emtucAvlel
TOV AOYLOUOV T TS paviag ado@. AdGyog d¢ ToUTwV ATAVIWV TATNQ,

Kol €owkev Emi OKOMQ TOLOV PAAAEWV Kol EMTUYXAVEW Kai €mi TV
buxnv méumewy T BANUATA kal Toida to&evpata.

(Shame, grief and anger are three waves rising in the soul. Shame enters at the
eyes, where it takes away their freedom of movement,; grief lodges in the breast,
where it dampens the soul’s glow,; anger barks around the heart, where it
overwhelms reason with its foaming insanity. Speech is the father of all three:
like arrows aimed at a target and hitting it dead center, words pierce the soul
and wound it in many places.)

Again, each part of the enumeration is amplified in a longer parallel structure
(underlined) which also contains three polyptota (in bold and italics) and word-
repetitions (in bold). The next parallelism with anaphora and homoioteleuta
specifies the impact of the words. The contemplation continues with other
parallel structures supported by anaphora, polyptota and word-repetitions, but
also sound-repetitions. Thus, the use of figures is rather similar in the con-
secutive sections of description of emotions and short contemplation, but the
general frequency of figures in SC is below average. The amount of text
involved in parallel structures is remarkable, but because some of these struc-
tures in the contemplation are very long, the average frequency of parallelism is
not very high, which may be one of the reasons for the lower general fre-
quency.*®®

The last genre in Unit 7 is a prayer by Leucippe to Satyrus (and through him
to Clitophon) to take her away from her mother, e.g., in 2.30.2-2.30.5:

N d¢ MELV akovoal MEOG Tov Latvov, “Aéouat” €, “mpog Oewv
Eévwv kal éyxwolwy, éapridoaté te TV TG UNTEOS 0GBaAu@V, OTtot
PovAeoOe. el d¢ pe ameABOvTeg KataAinolte, Booxov mAeEapévn v
Ppuxnv pov oltws adprow.”

(But before he could get a word in, she said: ,,I beg you, by all the gods — ours
and anyone else’s, get me out of my mother’s sight, anywhere you like. If you go
and leave me behind, I will hang myself. )

This example contains only polyptoton (in bold and italics), word-repetition (in
bold), an address (in italics), exclamation (underlined) and homoioteleuton
(double-underlined), in addition a change of presentation mode occurs. There is
a surprising occurrence of homoioteleuton, which usually appears at the colon-

rather amplifies them in the further description or lets his characters express them in direct
speech.

%% One of the possibilities for analyzing the figures is to count the words, which are part of a
rhetorical figure, this would show the amount of text subsumed in a certain figure.This
method is however not used in this thesis.
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endings of parallel structures. Repetition of the preposition 1p0¢ and poly-

ptoton of pe-pov can be seen as supporting the appellation. It is the only prayer
in Part I of Clitophon’s ego-narration, but the analysis of other prayers shows
that the same figures are used, in addition in several prayers parallel structures
and asyndeta occur. The polyptoton, parallelismus, parison, asyndeton, address
and exclamation are the most frequently used figures.

Looking at the genres in Unit 7 in general, the most figurative is the section
describing the emotions — this is in accordance with the overall character of
Tatius’ style, which tends to use more figures in emotional genres, the sub-
genre description of emotions is the most figurative of all (see Table 44). In
other (sub-)genres the frequency of most of the figures is average or even
slightly lower than usual. Thus, the Unit 7 is not very figurative in general,
because the focus is on narrating the events of the plot.

Of the types of narrative tempo-management the most prevalent type in
Unit 7 is the 0-level, represented in five sections. 0-level occurs mostly in
dialogues, but also in a narration of the plot, a lamentation and a prayer. All
groups of figures are used, the most frequently occurring are lexical repetitions,
figures of appellation and change of presentation mode — as characteristic
figures to O-level in general. Although the structural repetitions and figures of
tempo occur rather frequently in this type, in Unit 7 they are used only in two
sections (lamentation and dialogue). The frequency of rhetorical figures is the
highest in the longest section on the 0-level (lamentation/dialogue in 2.24.3—
2.25.6; general frequency is 0.3) and it contains the largest number of different
figures (see Table 34). Usually no connection can be seen between the length of
the section and general frequency of figures in this NTM-type, thus the genre
influences here the occurrence of figures. Of other sections, the high occurrence
of the change of presentation mode in the dialogue between Leucippe and her
mother in 2.28.2-2.28.8 is remarkable — there are three turn-takings in this short
dialogue, all utterances of characters alternate with the reporting clauses of the
ego-narrator Clitophon. For the analysis of other sections see the dialogues and
prayer.

Four sections in the NTM-type compression of time occur. Two of them are
used for narration of the plot, one for dialogue and one for description of
emotions. In this type the most frequent figures are not lexical repetitions, but
structural repetitions (see Tables 33,34), which occur more frequently than
usual. In one section it is caused by the sub-genre of description of emotions,
where parallel structures are used very frequently. This section has also the
highest general frequency of figures among different NTM-types (see the
analysis above). The other section in 2.23.10-2.23.17 in the sub-genre narration
of the plot describes the moment Clitophon is entering Leucippe’s room and is
captured by different feelings (hope and fear) — this is narrated using antithetical
or chiastic constructions, supported by lexical and sound-repetitions. Thus the
content influences here also the use of figures. The short section used for the
dialogue contains only a change of presentation mode.
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Table 33. Rhetorical figures in all genres (counted together) in Unit 7 (2.23.1-2.30.6).

NE D DESC CONT LAM Pray
512w 213w 27w 179w 110w 34w
POL 0.0352 0.0423 0 0.0391 0.0545 0.0294
WR 0.0176 0.0094 0 0.0447 0.0091 0.0294
AN 0.0176 0.0094 0.0741 0.0112 0.0182 0
RWR 0 0 0 0 0 0
PRL 0.0039 0 0.0741 0.0223 0.0182 0
ANT 0.0078 0.0047 0 0.0056 0.0091 0
CHM 0.0039 0 0 0 0 0
I1SO 0.0117 0.0235 0.0741 0.0056 0.0182 0
PRS 0.0098 0.0094 0.1111 0.0223 0.0182 0
AS 0.0039 0.0141 0.0741 0.0056 0.0364 0
EN 0 0.0047 0.0370 0 0 0
RQ 0 0 0 0 0 0
EX 0 0 0 0 0.0545 0.0294
AD 0 0.0141 0 0 0.0273 0.0294
CPM 0.0059 0.0610 0 0 0.0091 0.0294
QUOT 0 0 0 0 0 0
ALL 0.0176 0.0094 0 0.0056 0.0091 0
HOM 0 0.0094 0.1111 0.0223 0.0091 0.0294
PRN 0.0059 0.0094 0 0 0 0
Gen.fr. 0.1406 0.2207 0.5556 0.1844 0.2909 0.1765

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon; PRS —
parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX — exclamation; AD —
address; CPM — change of presentation mode; QUOT — quotation; ALL — alliteration; HOM —
homoioteleuton; PRN — paronomasia; NE — narration of events; DESC — description; D —
dialogue; CONT — contemplation; LAM — lamentation; Gen.fr. — general frequency.
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The type of detailed summary occurs five times in Unit 7, used for the sub-
genre narration of the plot and a dialogue. The figures used are the same as in
the sub-genre narration of the plot (see Tables 32, 34, Graph 23), as well as the
tendency that more different figures occur in longer sections. The DS-section in
2.23.22-2.24.3, describing how Clitophon escapes from Leucippe’s room,
comprises the largest number of different figures. The use of lexical repetitions
in 2.23.4-2.23.8 is very high compared to others. The section describes, how
Satyrus drugs the servant Conops, thus these figures highlight the words
expressing Satyrus, the drug and falling asleep.

Other types of NTM occur only once or twice in Unit 7. Both sections in
brief summary are used for the sub-genre narration of the plot. Lexical
repetitions seem to be the most characteristic figures for this type (see Tables
34, 35), whereas in the longer section in 2.27.8-2.28.2 lexical figures are used
most frequently among all types of NTM, only the polyptoton in the 0-level
sections occurs more often. Of other figures an antithesis and paronomasia are
used. No rhetorical figures are used in the first section in the expansion of time
(apart from the change of presentation mode at the beginning). The second
section is used for the sub-genre of summary and then for narration of the plot,
again the use figures depend on sub-genres (summary, narration of the plot,
dialogue). The alliteration is used much more frequently than usual for this type
(see Table 35, cf. Table 45), this figure helps here to emphasize the keywords.

Ellipsis is presented through four words in narrative time at the beginning of
Unit 7 and contains the second part of the anaphora between two chapters (cf.
Unit 6). Pause occurs only once in Unit 7, for presenting the short contem-
plation over the feelings. The figures used are similar to the preceding descrip-
tion of emotions in CT (see the analysis of the sub-genre short contemplation
above).

The most figurative NTM-type in Unit 7, when looking all the sections
together, is the O-level, probably due to the lamentation, which occurs in this
type, the occurrence of figures characteristic to this genre is much higher.
Again, because of the figures in description of emotions, the occurrence of most
of the parallel structures, as well as anaphora and homoioteleuta (these are con-
nected to parallel structures) is very high. The expansion of time and detailed
summary are not very figurative, similarly the pause has a lower general
frequency than average and three most common groups of figures are used in
these types. Brief summary is characterized foremost by the lexical figures, one
anaphora occurs also in ellipsis.
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Table 35. Rhetorical figures in all types of NTM (counted together) in Unit 7 (2.23.1—
2.30.6).

P 179w ET 50w 0-L356w |CT 135w |DS250w _ |BS 10lw _ |E 4w
POL 0.0391 0.04 0.0478 0.0148 0.036 0.0396 0
WR 0.0447 0 0.0112 0.0074 0.02 0.03 0
AN 0.0112 0 0.0112 0.0222 0.016 0.03 0.25
RWR 0 0 0 0 0 0 0
PRL 0.0223 0.02 0.0056 0.0148 0.004 0 0
ANT 0.0056 0 0.0056 0.0148 0.004 0.0099 0
CHM 0 0 0 0.0074 0.004 0 0
1SO 0.0056 0 0.0225 0.0296 0.06 0 0
PRS 0.0223 0 0.0112 0.0444 0.008 0 0
AS 0.0056 0.02 0.0197 0.0148 0.004 0 0
EN 0 0 0.0028 0.0074 0 0 0
RQ 0 0 0 0 0 0 0
EX 0 0 0.0197 0 0 0 0
AD 0 0 0.0197 0 0 0 0
CPM 0 0.02 0.0393 0.0148 0.008 0 0
QUOT 0 0 0 0 0 0 0
ALL 0.0056 0.04 0.0112 0.0074 0.02 0 0
HOM 0.0223 0 0.0112 0.0222 0 0 0
PRN 0 0.02 0.0056 0 0.004 0.0099 0
Gen.f. 0.1844 0.16 0.2444 0.2222 0.144 0.1188 0.25

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton; PRN — paronomasia; P — pause; ET —
expansion of time; 0-L — 0-level; CT — compression of time; DS — detailed summary;
BS — brief summary, Gen.fr. — general frequency.

In conclusion: Unit 7 focuses on narrating the events from the 31" to the 32™
day (including the night between) in story-time. An ellipsis at the beginning
omits the period from 28™ to 31° night. Changes between different types of
narrative tempo-management and genres are rather frequent and the average
length of sections short compared to other units. The events in this unit again
evolve more intensively, therefore the prevailing genre is narration of the plot
narrated in quicker types of narrative tempo-management (from compression of
time to ellipsis), alternating with several dialogues narrated mainly on the 0-
level. The tempo of narration is also slowed down by a lamentation (on the O-
level) and a contemplation in pause. The general tendency in Leucippe and
Clitophon, that the narrative tempo changes gradually when narrating the events
in the plot, may be noticed also in Unit 7. The most sudden change from brief
summary to the O-level in Unit 7 marks the beginning of the new day in story-
time.

The rhetorical figures in the genre of narration of events are very characte-
ristic to each sub-genre: the only summary again has a higher occurrence of
figures than the narration of the plot and lexical, structural, sound-repetitions
and asyndeton occur in these sub-genres. Of structural repetitions, antitheses
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often describe the actions of one and then another character. Lexical repetitions
are mostly used for emphasizing the keywords.

In addition to lexical, structural and sound-repetitions in both dialogues the
figures of tempo and some figures of appellation are used. The change of pre-
sentation mode is the most characteristic feature of this genre. The lamentation
has the highest occurrence of polyptoton and figures of appellation (especially
exclamation), again the tendency that figures accumulate around parallel
structures may be observed. The highest average frequency of rhetorical figures
appears in the section describing the emotions of Leucippe (0.56, which is very
high compared to the usual general frequency of 0.15-0.25 in sections in diffe-
rent genres of the novel, but characteristic to this sub-genre in the novel).
Similar figures to the description of emotions are used in the following short
contemplation, especially parallel structures. The shorter parallel structures are
several times amplified in the following longer parallelisms supported by lexi-
cal and sound-repetitions. In the prayer of Leucippe only figures of appellation
with lexical and sound-repetitions are used. In other prayers (which occur in
other parts of the novel) often parallel structures and asyndeton occur in
addition.

Comparing the types of narrative tempo-management, the 0-level has the
highest occurrence of polyptoton and change of presentation mode. In addition,
exclamations and addresses as characteristic figures to 0-level in general occur
only in this type in Unit 7. In the compression of time in Unit 7 more structural
repetitions and homoioteleuton than in any other type are used, the abundance
of parallel structures is influenced once by the very figurative sub-genre
description of emotions, in the other section by the content of the text (opposing
feelings). Lexical repetitions are the figures most characteristic to the brief
summary. The occurrence of anaphora and word-repetition is the highest of all
types, while of all the other figures only antithesis and paronomasia are used.
The sections in expansion of time are very short, but the occurrence of alliter-
ation in them is very high — this figure is used to highlight the keywords in the
summary and narration of the plot. Otherwise, only few figures occur in this
type in Unit 7. In detailed summary again the influence of the genre may be
observed, as figures characteristic to the narration of the plot are used. Ellipsis
contains only one anaphora (divided between two chapters) and in the pause
three main groups of figures (lexical, structural and sound-repetitions) with
asyndeton are used.

4.2.2.8 Unit 8: Ch. 2.30.6-2.38.21

Unit 8 describes days 33—-36 in story-time in 1647 words of narrative time. The
ellipsis at the beginning omits days 33—34 and nights 33-35 in story-time. The
narration focuses on describing the period from the 35™ to the 36™ day, the
beginning is a rather compendious narration of events, but the unit ends with a
long scene with speeches and dialogues. As in many preceding units, the sub-
genre of narration of the plot continues from one unit to another, divided with
an ellipsis. The narration of the events on day 35 (in detailed summary) tells,
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how Clitophon and his friends have been preparing for flight, which takes place
in the evening of the 35" day. Satyrus pours sleeping drug into the drink of
Leucippe’s mother Pantheia and her chambermaid. Clitophon’s father and the
servant Conops happen to be away, thus the company of six (Clitophon, Leu-
cippe, Satyrus, Clinias and two of his servants) starts their way towards Beirut
through Sidon. There they find a ship ready to set sail and begin the voyage to
Alexandria.

On board they meet a young man Menelaus, start talking to him (dialogue on
the 0-level) and ask him to tell his story. Menelaus narrates about the death of
his beloved youngster Patroclus (narrative speech on the O-level). A short
section describes the feelings of Clinias (in expansion of time). Then Menelaus
asks Clitophon and Clinias to tell their stories (dialogue/narration of the plot on
the O-level, detailed summary and compression of time). In the following
dialogue (on the 0-level) Clitophon proposes to compare the love of boys and
the love of women. Three embellished contemplations follow by Menelaus,
Clitophon and Menelaus. These three speeches can be regarded as a slow-down
at the end of Part | of Leucippe and Clitophon, preparing for the more intense
development of the plot in Part II.

Changes between different genres and tempo-management types occur very
infrequently here when compared to preceding units. Thus also the average
length of sections in Unit 8 is the longest in Part I: the genres change only six
times (the average length of a section is 235.3 words) and types of NTM only
seven times (the average length of a section in one type is 205.9 words). In the
first half of Unit 8 the prevailing genre is narration of events, which alternates
with dialogues. The second half of Unit 8 is narrated in one genre only — three
consecutive embellished contemplations by two characters.

The narrative tempo is quicker at the beginning of the unit, starting with an
ellipsis and detailed summary, but after that the predominant type is the O-level.
The second dialogue and narration of the plot sections together (in the middle
part) are narrated in four quickly alternating types of NTM (expansion of time,
0-level, detailed summary and compression of time), followed by over 900
words on the 0-level. Unit 8 is presented mainly in the character-speech, the
narration of the plot and parts of dialogues as the ego-narration of Clitophon.
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Table 36. Rhetorical figures in different (sub-)genres in Unit § (in 2.30.6-2.38.21).

NP/E, |[D/0-L |NS/0-L |D/ET, |NP/DS, [D/0-L |EC/0-L |EC/0-L |[EC/0-L
DS 2.334- |2.34.1- |0-L CT 2.35.5- |2.36.1- |2.37.1- |2.38.1-
2.30.6— [33.945w [34.23 2.34.23— (2.34.25- |35.16 36.21 37.41 38.21
334 224w 34.25 35.550w 117w 201w 412w 209w
368w 21w
POL 0.0435 [0.0222 |0.0402 |0 0.08 0.0256  |0.0299 [0.0437 |0.0431
WR 0.0245 |0 0.0223 [0.0476 [0.02 0 0.0249 [0.0194 |0.0383
AN 0.0027 |0 0.0134 |0 0.02 0.0085 ]0.0149  [0.0097 ]0.0144
RWR 0 0 0 0 0 0 0 0.0024 |0
PRL 0.0054 ]0.0222 |0.0268 |0 0.02 0 0.0149 [0.0170 |0.0191
ANT 0.0027 |0 0.0089 |0 0 0 0.0149 [0.0073  [0.0144
CHM 0.0027 |0 0 0 0 0 0 0.0073 |0
1SO 0.0109  [0.0889 [0.0268 |0 0.04 0.0342  [0.0299 [0.0121 0.0526
PRS 0.0109 [0.0222 |0.0134 |0 0 0 0.0199 [0.0194 [0.0287
AS 0.0136 |0.0222 |0.0134 |0 0 0.0085 |0 0.0073 |0
EN 0.0027 |0 0 0 0 0 0 0 0.0096
RQ 0 0 0.0045 |0 0 0 0 0.0024 |0
EX 0 0 0 0 0 0 0 0 0
AD 0 0.0222  |0.0045 |0 0 0 0.0100 |0 0.0048
CPM 0 0.1556 ]0.0179 [0.0952 [0.02 0.0427 ]0.0199 [0.0049 [0.0096
QUOT |0 0 0.0045 |0 0 0 0.0050 |0 0
ALL 0.0245 |0 0.0223 |0 0.04 0.0342 |0.0100 [0.0146 |0.0096
HOM 0.0054 |0 0 0 0 0 0.0149  [0.0073  [0.0239
PRN 0.0054 |0 0 0 0 0 0.0199 [0.0024  [0.0096
Gen.fr.  |0.1549 |0.4667 (0.2188 [0.1429 10.24 0.1795 (0.2289 |0.1772 |0.2775

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; NP — narration of the
plot; NS — narrative speech; D — dialogue; EC — embellished contemplation; ET —
expansion of time; 0-L — 0-level; CT — compression of time; DS — detailed summary;
E — ellipsis, Gen.fr. — general frequency.

Only three genres occur in Unit 8, the genre of narration of events is re-
presented by two sub-genres. Two sections of narration of the plot are used
for advancing the main storyline and describing the action between two
dialogues. In the NP-section in 2.30.6-2.33.4 (the longest section in this sub-
genre in Part I of Leucippe and Clitophon) the use of figures is very
characteristic to narration of the plot (see Table 36, Graph 25), as is the low
general frequency of figures (0.15). A fivefold polyptoton of the preposition €7t(
occurs in 2.31.16-2.31.19 expressing the movement towards Sidon, then to
Beirut and further. Most of the figures, mainly lexical and sound-repetitions,
occur however more frequently at the end (in chapters 2.32-2.33) and
emphasize the words connected to sailing (fo sail, wind, ship, the sails). Parallel
structures and asyndeta tend to be used only in Ch. 2.32, which is more
descriptive (of the ship sailing out from Beirut), other figures are there
concentrated around two consecutive parallel structures, thus the function of the
part of the section influences the occurrence of figures.
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In the second, shorter section of NP, most of the lexical figures are similarly
connected to the parallel structures. Only few lexical repetitions and two
alliterations occur independently. Due to the shortness of the section the general
frequency of figures is higher (0.24) than in the longer section, as is usual in this
sub-genre.

In the narrative speech of Menelaus (in 2.34.1-2.34.23) figures of appel-
lation occur in addition to the figures used in the sub-genre narration of the plot
(see Table 36). In the introductory part of the speech two asyndetic sentences
and two polyptota occur. The latter figure emphasizes the keywords and theme
of the speech (pewpakiov-pepdkiov, young man; é0mnowuev-Onolwv, we
hunted-animals). The most emotional part of the speech, describing how the
young Patroclus was wounded, is expressed through consecutive parallel
structures (five parallel cola and an antithesis), e.g., in 2.34.6-2.34.9:

eEatdvne d¢ gbg g VANG mEoTNda, KAl TO pelpdkioy €diwke: Kal O o0g
Emoteédel TV YEVUV KAl AVTIMOOOWTOS €XWEL dOOUW, KAl TO
UEPAKIOV OVK €EeTRETETO, POWVTOC €U0V Kal Kekpayotos: ““EAke tov
inmov, petéveyke Tac Nviac: movnEov to Onpiov.’

(But suddenly a wild boar bolted from the underbush, and the lad took off in hot
pursuit. The boar wheeled about, leveled his tusks at him, and ran straight at
him. My boyfriend didn’t turn aside, though I called and screamed, “Hold back;
rein aside; he’s dangerous.”)

There are four parallelisms in this example (underlined, first ovg g VANG ...
édlwke; second kal O ovG...éfetpémeto, third Powvtog €uov kal
kekpayotog and fourth “EAxe tov immov...), the last parallelism is also a
parison. The example contains three isocola: the parallelism Bowvtog €uov
Kal kKekQayoTog is an isoclolon of 5+5 syllables, the beginning of the sentence
until €xwoet Op0uw forms an isocolon of (11+10)+(10+11) syllables, and the
first colon (¢€atdpvng 0¢ ovg NG VANG mpomndaq) together with the colon at
the end of the previous sentence forms and isocolon of 11+11 syllables. Four
consecutive cola are connected with the anaphora of kai (in bold). Together

with the kali in the following colon a fivefold repetition of this conjunction
occurs. In addition two word-repetitions (in bold and italics) refer to the two
main characters of action and an exclamation of Menelaus himself at the end of
the example is presented in direct speech on the fourth level of narration (thus a
change of presentation mode occurs).

Parallel structures, alliteration and rhetorical questions are also used towards
the end of the speech (where Menelaus describes the death of Patroclus and
blames himself for it), together with lexical repetitions, which help to undeline
the keywords. The speech is thus very carefully composed, the emotional
content is expressed through frequent asyndeta and rhetorical questions —
figures characteristic rather to the more emotional genres in Leucippe and
Clitophon (e.g., to lamentations, persuasions), not to the narrative speeches and
we can notice the influence of the content to the use of figures.
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The genre of dialogue alternates with the genre of NE in the first half of Unit §
and introduces the section of embellished contemplations in the second half. All
dialogues are rahter different in the use of figures, the only figures occurring in
all dialogues are lexical repetitions and change of presentation mode. However,
the very high frequency of isocolon in dialogues in general is remarkable (0.09),
when compared to other genres in Unit 8 (see Table 37), this is the most fre-
quently occurring parallel structure in dialogues in general (see Table 44). It is
noteworthy that the second-longest dialogue in Unit 8 (in 2.33.4-2.33.9) con-
tains more different figures than the longest dialogue in this unit, it is also a
very lively dialogue (there are five turn-takings in 45 words in narrative time),
which is relatively rare in Leucippe and Clitophon. The reporting clauses of the
main narrator Clitophon are very short or the turn-takings follow without
reporting clauses at all (e.g., 2.33.4-2.33.9):

Aéyw dn mowtog “II60¢v, w veavioke, kal Tiva oe Ol kadew;” “Eyw
Mevédaog,” eimtev, “10 0¢ yévoc Alyvntioc. ta 6¢& vuétepa tiva;” “Eyw
KAettopawv, ovtoc KAewiac, @oivikes dupw.” “Tic ovv 1) meddaois DUiv
e amodnuiac;” “Hv ol mpwtoc fquiv ¢pacnc, xai ta map’ fuov
dxovon.”

(I spoke first. “Where do you come from, my young friend, and what is your
name?” “I am Menelaus, born in Egypt. And you?” “I am Clitophon, and this is
Clinias, both from Phoenicia.””Why are you traveling?” “We’d like to hear
your strory first: then we will tell you ours.”)

The dialogue starts with an asyndeton (although the particle o1 is used, thus it is
not a pure asyndeton®*) in the reporting clause and the whole dialogue consists
of relatively short sentences and cola. The direct speech of Clitophon contains
an address (double-underlined), and forms an isocolon of (2+5)+7 syllables (all
isocola are presented in italics in this example). The answer of Menelaus is
introduced only by the verb eimev and is similar to the self-introduction of
Clitophon in Ch. 1.3.1-1.3.2, presented in the form of triple isocolon ((6+2)+
8+8). The next turn-taking of Clitophon contains the only parallelism/parison in
the dialogue (underlined), which together with the next colon forms an isocolon
of 5+5+5 syllables (in italics). The next two turn-takings occur without
reporting clauses, but again the answer of Clitophon is an isocolon (8+8 syllab-
les) and contains a polyptoton (in bold). Even though the sentences are short,”’
this dialogue has the highest general frequency of rhetorical figures among
sections in Unit 8 (0.47).

2% See Denniston 1954: 203-236.
*7 Usually sections with short sentences are less figurative, as lexical repetitions and also
structural repetitions occur mostly in longer sentences.
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The shortest dialogue in Unit 8 (in 2.34.23-2.34.25) contains only two
figures and has the lowest general frequency of figures. In the longest dialogue
(in 2.35.5-2.35.16) more figures, mainly polyptoton and alliteration, but also
isocola, occur in the turn-takings of Clitophon (at the beginning and end of the
dialogue, similarly to the first dialogue discussed above), thus we can observe
different use of figures by different characters. Only one anaphora and an
iscolon are used in the turn-taking of Menelaus. This is peculiar, because the
speeches by Menelaus in Unit 8 are more figurative than the speeches by
Clitophon. The reason for such dissimilarity may also be in the different subject
of the contemplations.**®

The three embellished contemplations by Clitophon and Menelaus at the
end of Unit 8 are about love (Clitophon praises the love of women and Mene-
laus the love of boys). As said, the embellished contemplations of Menelaus (in
Ch. 2.36 and 2.38) have a higher general frequency of rhetorical figures (0.23
and 0.28 respectively) than the speech of Clitophon (0.18). Although the latter
speech is twice as long, the general frequency of figures in longer embellished
contemplations tends to be higher than in shorter ones. However, it contains
more different figures (see Table 36, Graph 26). Mostly lexical, structural and
sound-repetitions occur, other figures only in single speeches. The asyndeton, a
characteristic figure to Clitophon in general, is used only in his speech,
Menelaus on the other hand, uses for instance a quotation from Homer.

*%% The differences in the use of figures by different characters can be noticed for instance in
the sub-genre of persuasion (see Ch. 4.2.3), the differences in the purpose and subject, on the
other hand, for instance in judicial speeches (see Ch. 4.2.4).
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When comparing the occurrence of figures in the speeches of Menelaus and
Clitophon, it can be noted, that almost a half of the text in both speeches by
Menelaus is involved in parallel structures (the occurrence of isocola, but also
parisa in the second speech in 2.38 is especially high, see Graph 26). Lexical
repetitions are distributed quite evenly in the speeches of both, but tend to
accumulate more around parallel structures in the speeches of Menelaus, e.g., in
his first speech in 2.36.2-2.36.6:

d¢ aonmalduevov kawvdv Eotv del wal uaddov avOer ov yap
yeynpakviav Exel tny ndovny: Kal 10 kdAdog doov EéAatTovtal Tw
XpOvw, tooovTov gig uéyeBoc éxteivetal moOw.

(The delights of something that is experienced over a period wilt through satiety;
whereas something snatched is ever fresh and blooms all the more, since the
pleasure it provides is unaged. Longing amplifies beauty all the more that it is
diminished by time.)

This example contains an antithesis (underlined at the beginning of the sentence
until the second stigme) and a parallelism (underlined at the end of the
sentence). The parallelism with the previous colon (after antithesis) forms a
triple isocolon (13+13+13 syllables, in italics). Four pairs of paronomasia
(KOQW-XOVW; KOPW-TIOOW; HAAAOV-KAAAOG; ael-dvOet), polyptoton of
X00oVviwTeQov-Xeovw (underlined with dots), repetition of kat and eic (in
bold), an alliteration (xonowv xooviwtegov) and a homoioteleuton (xQOvw-
toOw, double-underlined) occur. In addition, an anaphora of to (in bold and
underlined) connects two halves of antithesis. Here the sound figures are
connected to the keywords of this contemplation.

In the following text the words are emphasized through lexical repetitions
(especially the word beauty — k&AA0OG), also the intertwining polyptota, seen
for instance in the sub-genres ekphrasis of an object or short contemplation
before, are used here. In the speech of Clitophon (in 2.37.1-2.37.41) several
parallel structures are used, the words yuvr] (woman) and especially the stem
OAN- (kiss, kissing) are emphasized through many lexical repetitions. The
lexical repetitions (which occur rather frequently in embellished contemplations
in general) of words expressing the kissing and embracing occur many times
also in the last speech of Menelaus in 2.38.
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Table 37. Rhetorical figures in all genres (counted together) in Unit 8 (2.30.6-2.38.21).

NE 642w D 183w CONT 822w

POL 0.0452 0.0219 0.0401
WR 0.0234 0.0055 0.0255
AN 0.0078 0.0055 0.0122
RWR 0 0 0.0012
PRL 0.0140 0.0055 0.0170
ANT 0.0047 0 0.0109
CHM 0.0016 0 0.0036
ISO 0.0187 0.0437 0.0268
PRS 0.0109 0.0055 0.0219
AS 0.0125 0.0109 0.0036
EN 0.0016 0 0.0024
RQ 0.0016 0 0.0012
EX 0 0 0

AD 0.0016 0.0055 0.0036
CPM 0.0078 0.0765 0.0097
QUOT 0.0016 0 0.0012
ALL 0.0249 0.0219 0.0122
HOM 0.0031 0 0.0134
PRN 0.0031 0 0.0085
Gen. fr. 0.1838 0.2022 0.2153

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton, PRN — paronomasia; NE — narration of
events; D — dialogue; CONT — contemplation; Gen.fr. — general frequency.

Looking at all sections in three genres in Unit 8 together, in can be seen that the
narration of events has a higher general frequency of figures than usual for this
genre (see Table 43), epecially high is the occurrence of asyndeton, but also
polyptoton. The dialogues are less figurative, only isocolon occurs very fre-
quently. The embellished contemplations together have an average general fre-
quency, but all the parallel structures except chiasmus are used more often than
usual in Unit 8.
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Table 38. Rhetorical figures in different types of narrative tempo-management in Unit 8
(2.30.6-2.38.21).

E /NP DS/NP |0-L/D,NS [ET/D 0-L/D DS/NP |[CT/NP |0-L/D,
2.30.6 2.30.7- 2.33.4— 2.34.23— |2.34.24- [2.34.25- |2.35.1- EC2.35.5-
33.4 364w (34.23 3424 9w |34.25 12w (34.26 12w [35.538w |38.21

4w 269w 939w
POL 0 0.0440 0.0372 0 0 0 0.1053 0.0383
WR 0 0.0247 0.0186 0 0.0833 0.0833 0 0.0224
AN 0 0.0027 0.0037 0 0 0 0.0263 0.0117
RWR 0 0 0 0 0 0 0 0.0011
PRL 0 0.0055 0.0260 0 0 0 0.0263 0.0149
ANT 0 0.0027 0.0074 0 0 0 0 0.0096
CHM 0 0.0027 0 0 0 0 0 0.0032
1SO 0 0.0110 0.0409 0 0 0.0833 0.0263 0.0277
PRS 0 0.0110 0.0149 0 0 0 0 0.0192
AS 0 0.0137 0.0149 0 0 0 0 0.0032
EN 0 0.0027 0 0 0 0 0 0.0021
RQ 0 0 0.0037 0 0 0 0 0.0011
EX 0 0 0 0 0 0 0 0
AD 0 0 0.0074 0 0 0 0 0.0032
CPM 0 0 0.0409 0.1111 0.0833 0 0 0.0138
QUOT 0 0 0.0037 0 0 0 0 0.0011
ALL 0 0.0247 0.0186 0 0 0.0833 0.0263 0.0149
HOM 0 0.0055 0 0 0 0 0 0.0117
PRN 0 0.0055 0 0 0 0 0 0.0075
Gen.fr. 0 0.1566 0.2379 0.1111 0.1667 0.25 0.2105 0.2066

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; ET — expansion of
time; 0-L — O-level; CT — compression of time; DS — detailed summary; E — ellipsis,
Gen.fr. — general frequency.

The main type of narrative tempo-management in Unit § is the 0-level: a total
of 1220 words out of 1647 are narrated in this type, whereas the 939 words long
section at the end of Unit 8 is the longest section in this type in Part I of
Clitophon’s ego-narration. 0-level in Unit 8 is used either for speeches
(narrative speech, embellished contemplations) or for dialogues. In the shortest
section only two figures are used. In longer sections all groups of figures occur
(see Table 38, Graph 27), whereas CPM, structural and sound-repetitions are
used more than in other types in Unit 8 (see Table 39). The reason is that the
embellished contemplations, which is the most figurative genre in Unit 8, are
presented on the 0-level. Although the parallel and sound-repetitions are not the
most characteristic figures for this sub-genre, they occur in it more frequently
than in the narration of the plot, which is presented in other types of NTM (in
CT and DS). Parallel structures are more characteristic also to the NTM-type 0-
level than to compression of time and detailed summary. However, the same
cannot be said about the sound-repetitions.
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In the first section in 2.33.4-2.34.23 (divided between dialogue and narrative
speech) the figures are concentrated in the dialogue at the beginning of the
section (see the example in the section of dialogues above) and around the
parallel structures in the following narrative speech. Both sub-genres are very
figurative here, differences in the use of rhetorical figures can be noticed in both
genres (e.g., higher frequency of lexical repetitions and paralellisms in the
narrative speech, this is characteristic for this sub-genre in general). The second
section on the O-level is also divided between two genres and the figures are
different according to the sub-genre. Some figures are more characteristic to the
embellished contemplations than to dialogues, e.g., quotation (it occurs in
dialogues only once in the whole novel, in 4.7.5-4.7.6), higher occurrence of
sound-figures (except alliteration) and parison (see Table 44). The differences
of figures may be noticed also in speeches by different characters (see the
analysis of embellished contemplations).

Table 39. Rhetorical figures in all the types of narrative tempo-management in Unit 8
(2.30.6-2.38.21).

ET 9w 0-L 1220w CT 38w DS 376w E 4w
POL 0 0.0377 0.1053 0.0426 0
WR 0 0.0221 0 0.0266 0
AN 0 0.0098 0.0263 0.0027 0
RWR 0 0.0008 0 0 0
PRL 0 0.0172 0.0263 0.0053 0
ANT 0 0.0090 0 0.0027 0
CHM 0 0.0025 0 0.0027 0
ISO 0 0.0303 0.0263 0.0133 0
PRS 0 0.0180 0 0.0106 0
AS 0 0.0057 0 0.0133 0
EN 0 0.0016 0 0.0027 0
RQ 0 0.0016 0 0 0
EX 0 0 0 0 0
AD 0 0.0041 0 0 0
CPM 0.1111 0.0205 0 0 0
QUOT 0 0.0016 0 0 0
ALL 0 0.0156 0.0263 0.0266 0
HOM 0 0.0090 0 0.0053 0
PRN 0 0.0057 0 0.0053 0
Gen. fr. 0.1111 0.2131 0.2105 0.1596 0

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration; HOM — homoioteleuton; PRN — paronomasia; ET — expansion of
time; 0-L — O-level; CT — compression of time; DS — detailed summary; E — ellipsis,
Gen.fr. — general frequency.
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Two sections in Unit 8 are narrated in the NTM-type of detailed summary,
very uneven in length (12 and 364 words in narrative time), both in the sub-
genre of narration of the plot. Only three figures occur in the shorter section, 13
in the longer one, the figures are characteristic to the sub-genre narration of the
plot. Compared to other types of NTM, the frequency of word-repetition and
asyndeton is higher (see Table 39, see the analysis of the narration of the plot in
2.30.6-2.33.4). The only section in compression of time is also used for the
sub-genre of NP and similar figures occur there. As characteristic to the NP,
shorter sections have a higher general frequency of figures, but few different
fiugures are used (see Table 39). The sections presented in expansion of time
and ellipsis do not contain any figures or only change of presentation mode and
are too short for making any conclusions.

In conclusion: Unit 8 describes the period from the 33™ night to the 36" day in
story-time. Nights 33 to 35 and days 33 and 34 are omitted in an ellipsis at the
beginning. The average length of sections in different genres and tempo-
management types is the longest in Part I, although the ellipsis and the sections
of ET, CT and 0-L in the middle of Unit 8§ are very short. The overall narrative
tempo in this unit is rather slow, as the prevailing type NTM is the 0-level.
Regarding the genres, almost half of the unit is presented in embellished
contemplation, the rest in narration of events and dialogues. The figures used in
NE are characteristic to this genre in general. In the longer section in NP the
figures (especially parallel structures) are more concentrated in the descriptive
part. Lexical and sound-repetitions are distributed evenly, but not very
frequently in the rest of the section. In the second NP-section figures are again
accumulated around parallel structures.

The narrative speech by Menelaus is full of parallel structures, which are
used for narrating the most emotional parts of the speech. Lexical repetitions are
again connected to the keywords of the section. One of the dialogues has the
highest general frequency of figues in Unit 8 (0.47) and is very lively (turn-
takings occur very frequently, with short reporting clauses or without them).
Mainly structural repetitions and asyndeton are used. The high frequency of
isocolon is especially remarkable. In the longest dialogue rhetorical figures
tend to occur more in the parts presented by Clitophon and less in the parts
presented by Menelaus. An opposite tendency can be seen in the three
embellished contemplations — the two speeches of Menelaus have a much
higher average frequency of figures than the speech of Clitophon, also the
figures used are slightly different. The dissimilarities may be influenced by the
characters, but also by the subject of the contemplation. Menelaus uses more
structural and sound-repetitions, but the speech of Clitophon is longer and
contains more different figures.

Regarding the types of narrative tempo-management, the occurrence of
rhetorical figures on the O-level seems to depend partly on the genre (e.g.,
figures occur sometimes more frequently in embellished contemplations) and
partly on the speaker (e.g., Menelaus and Clitophon). The detailed summary and
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compression of time are used only for the narration of the plot, the use of
figures is characteristic to the sub-genre. The ellipsis and expansion of time are
too short for any conclusions.

4.2.3 Sub-genres absent from Part |

The purpose of this sub-chapter is to analyze three sub-genres: persuasion,
accusation and refutation. These sub-genres do not occur in Part I of Leucippe
and Clitophon, and in order to be able to compare the usage of rhetorical figures
in all genres and sub-genres described in this thesis, they are analyzed sepa-
rately in this chapter. Persuasions occur in Part III and Part IV, the judicial
speeches only in Part IV of the novel. From persuasions a longer section of four
consecutive persuasions from Part III of the novel (Ch. 5.15-5.16) has been
chosen, two persuasions from Melite and two from Clitophon. From seven
judicial speeches five belong to the sub-genre of accusations and two to the sub-
genre refutations, one speech from each sub-genre (from Ch. 8.8-8.9) is
analyzed here. The examples are chosen from consecutive sections in order to
observe, if the use of rhetorical figures varies in speeches of different characters
and with different function, or if the figures from one secion transgress into the
following section (i.e., the aspect of linearity in the occurrence of figures is
noticed).

4.2.3.1 Persuasions

The persuasions in Ch. 5.15.11-5.16.31 are held on the 246™ day in story-time
when Clitophon and Melite (who have just married) sail from Alexandria to
Ephesus. Clitophon has witnessed the second Scheintod of Leucippe (her head
was cut off on a pirate ship), mourned her for six months and then married a
rich Ephesian widow Melite. Clitophon has asked her to wait with the
consummation of their marriage until they reach Ephesus (Clitophon saw that
Leucippe died at sea and thinks this would not be the right place), although
Melite tries to persuade him to change his mind. Clitophon gives his counter-
arguments, Melite in turn tries to refute them. Finally Clitophon manages to
persuade Melite that love-making at sea would not be a good idea. The division
of text into genres and types of narrative tempo-management is presented on
Graph 28. As often in the novel, the day starts with an ellipsis in the genre of
narration of the plot, which connects different days in narration. After the
ellipsis, the events are told in a detailed summary. Most of the description of the
day focuses on one scene on the ship, where four persuasions are presented by
Melite and Clitophon. The day ends with a short compendious section of
narration of the plot in a brief summary.
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Graph 28. Division of text during day 246 in story-time (in 5.15.1-5.16.32, 520w).

Narration of PERSUASION 409w
the plot

Melite 110w Clitophon Melite 137w Clitophon
99w 89w 73w

Detailed 0-Level
summary

96w

1
Numbers below the graph: 1 — ellipsis 3w.

Abbreviations: Narration of events: NP — narration of the plot. Types of NTM: BS —
brief summary.

The more characteristic figures for persuasions are figures of appellation
(especially addresses and rhetorical questions), asyndeton and strict parallel
structures (i.e., parallelisms with parison). The two speeches by Melite have a
slightly higher general frequency of rhetorical figures than the persuasions by
Clitophon (0.29 and 0.18 vs. 0.19 and 0.25). The greatest differences between
the utterances of the two characters can be observed the best in the occurrence
of asyndeton and parallelisms, which are higher in the persuasions of Melite
(see Table 40). In addition to the different characters the reason may also be the
purpose of the persuasion — the speeches by Melite are exhortastions, the
speeches by Clitophon dissuasions. The figures used in Melite’s two persua-
sions are also more similar than the figures used in the two persuasions by
Clitophon. The last section by Clitophon uses for instance much more lexical
repetitions, isocola and addresses than the first section.

The first persuasion by Melite uses parallelisms/parisa at the beginning and
at the end. The first two parallelisms are supported by homoioteleuta and an
alliteration. The second half of the persuasion is full of lexical repetitions which
emphasize her wish to make love to Clitophon (in 5.15.15-5.15.22):

mtegiyvOeloa katépAeEar VOV d¢ TEOC TOIg AAAOLS TOUTO LOVOV TO TTUP
wiav VAnv €xer kat év Taic megl TOUC EpaoTas ovumAokaic
avakalopevov Aafoov twv ovumAekopévwrv Pedetal @  mMueog
UVOTIKOD, TVEOG €V ATOQONTW dAdOLXOVUEVOD, TVEOG TOLS GOV
avtov _duyeitv un BéAovtoc. punbwuevy ovv, @ iltate, T THC
Addooditng pvorrpia.”

(Trust me, Clitophon; I am on fire. Would that I could show you the flame; would
that my combustion like the element itself could lick along your flesh and ignite
you in a sheet of flames. But with its other properties this fire alone has its own
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fuel — it smoulders in the secret places where lover’s bodies intertwine, and
however incandescent glows the furnace of their love, they are not burned away.
O mystic fire! O torch for private handling only! O flame refusing to leave your
proper hearth! My dearest, let us enter Aphrodite’s inner sanctum and initiate
ourselves into her mystic liturgy.”)

The polyptota €QwTOC-£0ATTAS; TLE-TTVY; CLUTAOKAIG-OVUTTAEKOMEV-
WV, Katopat-avakaldpevov, ovpnAokals-ovunAekopévwy in the first
sentence all help to create an erotic atmosphere. The address (double-under-
lined) and asyndeta (underlined with dots) intensify the persuasion. The word
fire (TtvEOG) also occurs in the triple exclamation (underlined) at the second
sentence, followed by an address. The exclamation is supported by an anaphora
(in bold) and a homoioteleuton (in bold and italics). The last sentence starts
with an address (double-underlined) and is framed by the polyptoton of
punOwpev-puoTroa.

Table 40. Four persuasions by Melite and Clitophon in Ch. 5.15.11-5.16.31.

Melite Clitophon |Melite Clitophon |PERS

5.15.11-  |5.16.1- 5.16.9— 5.16.23—  |409w

15.22 16.9 89w |16.23 137w|16.31 73w

110w
POL 0.0545 0.0112 0.0073 0.0137 0.0220
WR 0.0273 0 0.0219 0.0274 0.0196
AN 0.0182 0.0225 0.0073 0.0411 0.0196
RWR 0 0.0112 0 0 0.0024
PRL 0.0273 0.0112 0.0146 0.0274 0.0196
ANT 0 0.0112 0 0 0.0024
CHM 0 0 0 0 0
ISO 0.0091 0.0112 0.0146 0.0411 0.0171
PRS 0.0273 0.0225 0.0146 0.0137 0.0196
AS 0.0455 0.0112 0.0365 0.0137 0.0293
EN 0 0 0 0 0
RQ 0.0091 0.0337 0.0073 0 0.0122
EX 0.0091 0 0 0 0.0024
AD 0.0182 0.0112 0.0292 0.0411 0.0244
CPM 0.0091 0.0225 0.0146 0.0274 0.0171
QUOT 0 0 0 0 0
ALL 0.0091 0.0112 0.0073 0 0.0073
HOM 0.0273 0 0 0.0137 0.0098
PRN 0 0 0.0073 0 0.0024
Gen.fr. 0.2909 0.1910 0.1825 0.2603 0.2274

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL — alliteration, HOM — homoioteleuton; PRN — paronomasia; Cl. — Clitophon;
Mel. — Melite, Gen.fr. — general frequency.
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The second section of Melite’s persuasion (not presented here) uses mostly
addresses in exhortations and short asyndetic clauses. Two parallelisms/parisa
also occur. The first one is in addition an isocolon and contains a polyptoton of
YaunAilw-yauw (of nuptial-marriage), the second one an alliteration. The
second half of the persuasion uses relatively few figures — only some asyndeta,
addresses and word-repetitions, which do not highlight the keywords here. The
higher frequency of figures in Melite’s speeches is thus caused foremost by her
first persuasion. The second persuasion of Melite and first persuasion of
Clitophon have rather an explanative function, the purpose is to refute the
arguments of the preceding persuasion.

In the first persuasion by Clitophon rhetorical figures occur more in the
second half. It starts with an address; an anaphora and alliteration also occur in
the first half. Besides structural and lexical repetitions the most frequently
occurring figure is rhetorical question: three consecutive questions in gradation
are used at the end, trying to prove to Melite that the sea is not the best place to
consummate a marriage (5.16.7-5.16.9):

Emtrdetov dé oot dokel kal TO XwEIoV elval TEOS YAUOV; YAUOG £Tti
Kouatog, yapog vmo Oaddoong degouevog; OdAapov Nuiv OéAelg
vevéoDar un pévovtoa;”

(And is this an appropriate place to consummate any marriage? Our wedding
night on choppy waves? Our first time on a rocking boat? Surely you want our
bridal bed to stay in one place?)

An anaphora (in bold) connects the two parallel cola in the second rhetorical
question, which also forms a parison. In the last question a conspicuous
repetition of O-sound occurs (OaAapov Nuiv OéAeig yevéoOaur), although it
is not categorized as alliteration. Still, it might support the keywords BaAaocoa
(sea) and O&Aapog (bridal chamber). As in the first speech of Melite and
second speech of Clitophon, a triple structure (rhetorical questions) is used here
The second section of persuasion by Clitophon similarly to the first speech starts
with an address, then an oath based on a parallel structure (parallelism/
parison/isocolon) follows, the cola end with a homoioteleuton. Some lexical
repetitions occur in the middle and Clitophon finishes his persuasion again with a
triple structure, an address and exhortation forming a parallelism (5.16.29-5.16.31):

un &vuBoiowuev, @ dAtatn, M BaAdoon urn ovuueiwuey yapov
opoD Kal poéBov. TNENoweV Eavtoic kadagdav TV 1100vNiv.

(Let us cause no offence to the sea, dearest: let us not unite consummation with
perturbation. Let us set aside an undefiled pleasure for our later enjoyment.)

The first and second colon begin in addition to the address (underlined) with an
anaphora of ur (in bold).

Thus, the address is the most frequently occurring and most characteristic
figure of persuasions. This genre is constructed mainly of short, often asyndetic
cola or sentences. Parallel structures also seem to help persuasion. The

256



occurrence of figures in the text uttered by different characters also seems to be
slightly different, but the purpose of each speech also influences the use of
figures. Another characteristic feature of this sub-genre (also in other sections
not analyzed here) is a triple structure at the end — either three consecutive
rhetorical questions, triple exclamation, triple address or other.

4.2.3.2 Judicial speeches

The two judicial speeches out of seven are chosen from chapters 8.8 and 8.9 and
are held on the 257" day in story-time (Part IV contains days 255-271 in story-
time, see Ch. 1 of the thesis). The day itself begins again with an ellipsis
omitting 257" night in story-time. The background events are the following:
after marriage, Clitophon discovers that Leucippe is alive and has become
Melite’s slave, Melite’s husband Thersander (he was supposed to have died at
sea) is also alive and accuses Clitophon and Melite of adultery. Clitophon is
dragged into prison. At the same time Thersander falls in love with Leucippe,
kidnaps her and keeps her secretly in a small hut. He sends a false prisoner into
the jail who tells Clitophon that Melite has killed Leucippe. The trial over
Melite and Clitophon starts, Clitophon decides to take the blame for murdering
Leucippe and is condemned to death. At the same time Leucippe escapes and
reaches the temple of Artemis. The servant of the temple brings the good news
also to the trial. The priest of Artemis takes Clitophon under his custody.

The judicial speeches analyzed here are are held on day 257, starting with
Thersander’s accusation’® that the priest of Artemis has freed a man con-
demned to death (although it is obvious that Clitophon did not murder Leu-
cippe). The accusation is refuted by the priest himself (a short section of
narration of the plot in compression of time interrupts the speeches).””® The
descriptions of days in Part IV are usually longer in narrative time than the days
described in previous parts.””" For comparison with Part I, the distribution of
genres and narrative tempo-management types in the text describing one day in
Part IV are presented on Graph 29. The anayzed speeches are followed by
another accusation of Thersander’s lawyer Sopatros (not analyzed here), which
is interrupted by Thersander (dialogue), who wishes to challenge Leucippe and
Melite and reads out the text of the challenge (categorized as letter because it is
presented in a written form, see Ch 3.2.10). Leucippe and Clitophon accept the
challenge (dialogue in detailed summary), but Melite’s acceptance is presented
in direct speech (0-level). The narration of the plot (in brief summary)
announces the continuation of the trial on the next day. A myth about the river
Styx, where the test of Melite (who has to prove she has not committed adultery
in her husband’s absence) will take place, is narrated in pause, followed by the
description of the test itself. The beginning of the NP-section in BS ends the day
(as often in Part I the NP-section continues, the new day starts with an ellipsis).

*® For the discussion over the trial-scenes in Achilles Tatius see Webb 2010: 532.

*7" See Grammenidis 2003: 79-85 for the structure of both speeches.

! In Part I of Clitophon’s ego-narration only one day is longer in narrative time — the
second day, 2294 words (see Unit 2 in Ch. 4.2.2.2).
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The genres change ten times in 2332 words (the average length of a section is
212 words), the narrative tempo changes only eight times (the average length of
a section is 259.1 words). Several genres are narrated within one tempo-
management type and vice-versa. This unit is presented primarily in character-
speech, the last quarter mostly as ego-narration of Clitophon.

The judicial speeches are the longest speeches in the whole novel*’* and the
chosen sections together contain all the figures analyzed in this thesis (see Table
41). The general frequency of rhetorical figures is not very high, but this can
also be caused by the length of the speeches. The most characteristic figures to
judicial speeches seem to be the figures of appellation (rhetorical questions and
exclamations occur rather infrequently in other genres,”” also addresses are
used very often in this genre®’"). In addition the frequency of lexical repetitions
is quite high as they help to underline the main points of the speech.

The accusation of Thersander has a slightly higher general frequency of
rhetorical figures than the refutation of the priest (0.23 vs. 0.22) and lexical and
sound-repetitions occur more frequently than in the speech of the priest. The
figures are distributed evenly throughout the speech. Of structural repetitions
parallelisms, which are often also parisa, occur most frequently. More lexical
repetitions are used in the first half, some connected to parallel structures, but
mostly occurring independently and emphasizing the keywords of the speech.
Even rare word-repetitions like epiphora are used, e.g., in 8.8.1-8.8.4:

‘Hxovomng 8¢ g kvoiag 6 Oépoavdgog eimev wde “Ovk olda Tivog
aofwpal Adyov kai mofev, 00d¢ TIVWV KATNYOONOW TOOTOV KAl
Tivwy O0e0TEPOV. TA TE YOQ TETOAUNHEVA TTOAAG VIO TMoAAwY,?> Kal
000&v 000evoc T peYEDeL OevTEPOY.

(When the moment arrived, Thersander spoke as follows. “It is hard to know
where to begin, which crime should take precedence, whom I should accuse first
and whom second. The outrages are so daring, the outrages so numerous, and
no one of them takes second place to any other. ...)

This example presents the very beginning of the speech (together with the
reporting clause in ego-narration). Thersander starts with a parallelism (under-
lined), which includes a triple polyptoton of Tivog-tivwv-tivwv (somebody),
word-repetitions (in bold, part in polyptoton also in italics), homoioteleuton of
TIEWTOV-0eVTEQOV (first-second) and anaphora (oUk - 00d¢€). The epiphora of

*”> This was proven by the analysis in Novikov 2004: 49.

*3 Rhetorical questions are used in nine (sub-)genres, more frequently in fables, persuasions
and lamentations; exclamations are used in eight (sub-)genres more frequently in prayers and
lamentations, see Table 44.

M Cf. Grammenidis 2003: 184187 for the use of the figure appellation/apostrophe in Tatios
and in classical orators. He brings out three different types: reverse apostrophe; apostrophe
to the opponent; apostrophe to the judges (Grammenidis 2003:186).

7 toAA& OO MOAAGV does not form an alliteration because of the accentuated preposi-
tion in between.
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devtegov is formed at the end of two consecutive sentences. The second
sentence again contains two polyptota (in bold and italics). The polytoton of
ovdEV 0Vdevds is analyzed also as an alliteration. The lexical repetitions and
parallelism add here emotionality, but the indefinite pronouns and negations
express perhaps also the perplexity of Thersander — he does not have any reason
to demand the execution of Clitophon, because Leucippe is alive.

The sound-repetitions are used more independently in the first half of
Thersander’s speech while in the second half they tend to occur in parallel
structures. The length of sentences and cola is longer at the beginning and at the
end of the speech. In the middle the occurrence of asyndetic cola, addresses and
rhetorical questions is more frequent and the tempo of utterance much quicker,
e.g., in 8.8.20-8.8.25:

Aéye O& Wde TV TEOEDQWV KAl TWV OUHBOVAWY TO dOYUA.Z6 — AkoVeTe
kaBameo éYndiloacOe kal v mepl TOUTOL HOL Yyoadrv: €dolev
anoBvnokewy KAettogpwvia. mov tolvuv 0 OMHIOG; AMAYETW TOUTOV
AaPav. dog 1361 10 kwvelov. 1161 TéQvnKe T0iC VOHOLIS KATAOIKOC E0TLY
VepuePoC. TL AYELS, @ OEUVOTATE KAl KOOULWTATE LEQED;

(Read here the decree of the presidents and their counselors. — You hear then
how you voted and the verdict you reached in my favor against him. The vote
was, that Clitophon was to die. Then where is the executioner? Let him take this
man away. Administer the hemlock. He is already legally dead. His doom is
overdue. What do you have to say for yourself, most reverend and proper
priest?)

Four addresses””’ (in bold) occur in this example, three of them in the form of

imperatives. Four clauses are analyzed as beginning with asyndeton (in italics
and underlined). The imperative dog is also analyzed as asyndeton, because it
follows another colon containing an imperative.””® Due to such short sentences,

no other figures are analyzed here, although for instance the words Aéye-

amoOviokev-té0vnke-Aéyelg are placed chiastically in this example.””

Such sections with shorter sentences, as stated earlier, occur in the middle of
this speech, the style resembles to the sub-genre of persuasions, as the function
is similar. Towards the end, where Thersander demands the punishment of

*7% There is an interruption in Thersander’s speech here during which the legal document is

read out. Because the text of the decree is not presented in the narrative, no change of
presentation mode occurs (the narrative level or narrator does not change), but also no
asyndeton is analyzed at the beginning of the next sentence (as there still is an interruption in
the flow of the discourse).

T The word &kovete may be taken as imperative or as indicative, here it is not regarded as
an address.

" Only the first of the consecutive imperatives is not analyzed as asyndeton (but the
imperatives are analyzed as addresses).

*” These polyptota, however, are not counted in statistics, because I have taken the sentence
by Vilborg’s edition as a basis for analysis.
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Clitophon and Melite the sentences are longer and mainly lexical, structural and
sound-repetitions are used. Words like Odvartog and dikn (death, justice) and
the demonstrative pronouns are emphasized. Still, the higher frequency of
asyndeton and figures of appellation makes the tempo of this speech quicker
and the style more emotional than in the second other judicial speech. The
reason could be, that Thersander desperately tries to achieve the execution of
Clitophon, although he did not murder Leucippe.

Table 41. Rhetorical figures in two judicial speeches from Part IV (in Ch. 8.8 and 8.9).

Accusation Refutation | Judicial

8.8.1-8.62 8.9.1-9.61 | speeches

617w 599w 1218w
POL 0.0648 0.0467 0.0558
WR 0.0243 0.0200 0.0222
AN 0.0178 0.0083 0.0131
RWR 0.0032 0 0.0016
PRL 0.0162 0.0134 0.0148
ANT 0.0032 0.0083 0.0057
CHM 0.0032 0.0033 0.0033
ISO 0.0081 0.0267 0.0172
PRS 0.0097 0.0134 0.0115
AS 0.0194 0.0100 0.0148
EN 0.0016 0.0017 0.0016
RQ 0.0097 0.0134 0.0115
EX 0.0016 0.0017 0.0016
AD 0.0146 0.0050 0.0099
CPM 0.0016 0.0117 0.0066
QUOT 0 0.0050 0.0025
ALL 0.0162 0.0150 0.0156
HOM 0.0130 0.0067 0.0099
PRN 0.0032 0.0067 0.0049
Gen.fr. 0.2318 0.2170 0.2241

POL - polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS — parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton; PRN — paronomasia, Gen.fr. — general
frequency.

In the refutation by the priest of Artemis Tatius uses, in addition to other
figures, quotations (therefore CPM occurs), which are absent in the preceding
accusation of Thersander. The use of this figure is in accordance with the
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purpose of the refutation — to disprove the arguments of the accuser. The style
of the priest is rather argumentative, whereas Thersander’s speech is more
emotional. The priest uses more parallel structures than Thersander. The fre-
quency of isocola, which in half of the cases are not connected to parallelisms,
is especially high. The first half of the speech describes the character of
Thersander from his youth to manhood.”® Fewer figures are used in this part of
the speech. Lexical and sound-repetitions do not seem to support the keywords
so much, but play rather with different prefixes and pronouns. When the priest
talks about the accusations against himself, lexical repetitions occur more often,
emphasizing the words you, me and keywords [life-live through polyptoton and
convincing that the hearers (you) know the way of life of the priest (me). Then
the part of refutation follows. A quotation from Thersander’s speech is used
three times to introduce the counter-arguments, e.g., in 8.9.47-8.9.52:

Kal VOV moAAakIc Boa: ‘Katddikov éAvoac Bavatw napadobévta.” moiw
Bavatw; molov katdducov; eimé pot Tov Bavatov v aitiav. Emnti pévew

katéyvwotal,’ Pnoi. medovevkev o0V; eimé uot Tic Eotyv; NV ATEKTEWVE
kel EAeyeg avnonoBat, Lwoav BAEMELS, kal OUK &v ETL TOAPNOELAG TOV
avtov altixoat povov.

(And now he cries repeatedly “You set free a convict sentenced to death.” What
death? What conviction? Tell me the grounds for his death sentence. “He has
been judged guilty of murder,” he says. He has committed murder then? Tell me
who it was. The woman whom he killed and who you said had been murdered
you see here alive. You would not be so foolhardy as still to accuse the same man
of her murder.)

Both of the two quotations in this example (in italics) are at first refuted with
two rhetorical questions, then by a more rational explanation, which starts with
an asyndeton (double-underlined). In addition, two addresses in the form of
imperatives (in bold) and a repetition of xat (in bold and italics) are used.
Similarly to Thersander’s speech, no other figures but quotations and rhetorical
questions occur because of the short sentences in this example.”®' The addresses
are used in order to incite the chief of the council to make his own decisions and
discard the absurd accusations of Thersander. The end of the speech (not
presented here) is constructed again with the help of parallel structures
(including three antitheses presenting again different sides of arguments).

0 The purpose of the description of the character (ethos) of Thersander is to show, that his
arguments must not to be regarded as truthful and reliable because of his immoral
personality. Cf. Grammenidis 2003: 177-183 with examples from classical oratory (e.g.,
Demosthenes, Aeschines, Lysias).

! As in the previous example from the speech of Thersander there are lexical repetitions,
which still occur rather closely in consecutive sentences and emphasize the keywords: the
repetition of kataducov; the repetition and polyptoton of Bavatw-0avatw-Oavatov and
dovw-riepovevkev-povov. These figures are however not counted in the statistics.
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The two judicial speeches use very similar rhetorical figures, but the
occurrence is still slightly different regarding the purpose of the speech. The
accusation is more emotional, the tempo of the speech is quicker. More lexical
and sound-repetitions are used to stress the keywords, the rhetorical questions
and addresses are meant to help to persuade the audience. The rhetorical figures
in the refutation of the priest of Artemis vary in different parts, depending on
the purpose of the section. In the characterizing part fewer figures are used and
mainly lexical and structural repetitions occur. In the part of the refutation
quotations from Thersander’s speech are disproved through rhetorical questions
and addresses. The speech ends with a counter-accusation presented through
antithetical structures. In some parts of both speeches the length of the senten-
ces, however, distorts the picture given by the statistical analysis — when short
sentences follow each other, usually no lexical repetitions occur, as these are
analyzed only within one sentence. Thus, there is a need for a further study of
the prosodical structuring and rhythm of the novel of Achilles Tatius, as the
sentence-borders presented in the contemporary editions in many cases pro-
bably do not coincide with the intended prosodical parsing by the author.

4.2.4 Some observations about the frequency
of figures from the linear perspective

The frequency of rhetorical figures in consecutive sections is uneven in the
novel of Achilles Tatius. Usually, consecutive sections have a different general
frequency of figures, sometimes two or three sections with a similar general
frequency occur successively. The author creates often a contrast by using more
figures in one or two sections between the less figurative ones (sometimes
preceded or followed by a section with very low frequency of figures). This can
be noticed both regarding the genres and the types of narrative tempo-
management, although the reasons for such differences lay to my opinion rather
in the genre and content of a section. Hence, in the following conclusions the
main emphasis is on the genres.

The narration of the supposed author is outstanding as very figurative in
general — five out of six sections have a much higher general frequency of
figures than average. Only the last short dialogue before the beginning of the
ego-narration of Clitophon has a lower general frequency. The narration of the
supposed author is foremost characterized by very frequent use of lexical
figures (especially in three consecutive sections in Ch. 1.2) and parallel struc-
tures (parallelism/parisa/isocola, especially in the three consecutive sections in
Ch. 1.1). In sections, where figures of tempo are used, their frequency is also
very high.

In the narration of Clitophon most of the sections have rather a medium or
low general frequency of figures and sections with a high or very high fre-
quency seem to be more highlighted among the less fiugrative ones. Unit 1 is of
an introductory character. Most of the sections belong here to the genre
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narration of events and have a low general frequency of figures, as the focus is
on presenting the plot. Only two sections in the sub-genres short contemplation
(at the beginning and at the end) and the description of Leucippe are more
figurative. Unit 1 is the only one in Part I, where as much as four short con-
templations occur — they deliberate over destiny and erotic feelings, which are
the most important themes of the novel. Although no higher concentration of
certain figures may be observed in this unit, there are several consecutive
sections, where the choice of figures is very similar, e.g., in EO-SC-DE-NP-
SUM in 1.4.7-1.5.18 or in the last three sections (SC, NP and SC) similar
lexical and structural repetitions and asyndeton are used (see Table 8). The the
parallel structures seem to be the most characteristic figures to this unit in
general.

In Unit 2 the general frequency of figures is higher, one or two succeeding
figurative sections alternate with less figurative ones. In three genres more
figures than usual are used: in the contemplation, the summary and the two
lamentations over the death of Charicles at the end of the unit. However, two of
the dialogues also have a higher general frequency of figures, one of them
preceding the figurative embellished contemplation. In the dialogue in 1.7.8—
1.8.3 Clitophon confesses to have fallen in love and in the contemplation his
friend Clinias vituperates the marriage to women, these are followed by two
sections with a very low frequency of figures, the succeeding summary is again
very figurative. Both the embellished contemplation and the lamentations at the
end receive their subject from the character of Charicles, Clinias’ beloved
youngster. In the lamentations, although they are not very long in narrative
time, remarkably many different figures are used (only two or three figures are
missing). Most of the figurative sections are here presented in the NTM-type 0-
level, the least figurative sections in compression of time. All lexical repetitions
(even rare word-repetitions) and structural repetitions (especially isocolon)
seem to be more characteristic to this unit in general, occurring more frequently
than usual in most of the sub-genres. The sound-repetitions are also used in
most of the sections, their frequency is especially high in dialogues.

Unit 3 is again much less figurative, probably because it focuses on narrating
the plot. Only in three sections (two of them succeeding each other) is the
general frequency of figures higher than average. The occurrence of figures in
the narration of the plot in 1.16.1-1.16.5 may be influenced by the preceding
ekphrasis of the garden (which has an average frequency for its sub-genre). The
narration of the plot describing how Clitophon and Satyrus congratulate each
other after a successful presentation of the contemplation over love in nature to
Leucippe and the following summary of Leucippe’s song seem to be especially
highlighted by the contrast of neighbouring sections with a very low general
frequency of figures. The most surprising is the low figurativeness of two of the
ekphraseis of objects. The description of the garden, as said, is close to average,
but contains most of the figures analyzed in this thesis, whence in the
neighbouring sections only few different figures are used. Comparing to the
preceding unit, which ends with more figurative sections, very few figures are
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used at the end of Unit 3. Regarding the NTM-types it must be noted, that both
ellipses framing this unit contain one or two figures (rhetorical figures rarely
occur in this type). The general frequency is the highest in the pause containing
the summary. Due to the shortness of most of the sections few figures are used,
but the higher occurrence of alliteration is remarkable — it is used in five con-
secutive sections in 1.15.2-1.19.2 8 (see Table 16). Anaphora are used in five
succeeding sections in 1.19.2-2.2.26. There are no figures, which are characte-
ristic to Unit 3 in general.

Most of the sections in Unit 4 have a higher general frequency of figures
than average. On the contrary to the preceding unit, the sections with a very low
frequency of figures are conspicuous — these belong to the narration of the plot
(protagonists are separated after their first kiss) and short contemplation (over
the kiss). These sub-genres precede the last long section of narration of the plot
describing the wine-cup kissing at dinner, which is again much more figurative
than usual. Thus, it is possible that the author wanted to emphasize this section
by using less figures before it. Regarding the genres, there are some figures,
which are used in consecutive sections, e.g., polyptoton occurs in all sections
but one, word-repetitions and paralellisms in most of the sections, parisa and
asyndeta in first three sections, isocola in four consecutive sections in 2.6.3—
2.8.5. Looking at the types of NTM, however, it can be noticed, that the figures
do not occur evenly and are used more in certain types (e.g., detailed summary,
compression of time in the second half of the unit). From figures parallelisms
and lexical repetitions occur in the whole Unit 4 more frequently (see Table 20).

In Unit 5 the less figurative sections alternate with more figurative ones, but
in general the frequency is close to or below average. The myth about dis-
covering purple colour and both explanations seem to be highlighed by the pre-
ceding and/or following less figurative sections. The choice of figures in suc-
ceeding sections is varying, no characteristic figures for this unit can be found.
Within Unit 5 the choice of figures is however rather similar: polyptoton and
isocola occur in all sections but one, asyndeta and alliteration in most of the
sections. The figures used in six consecutive sections of genres at the end are
also very similar (in 2.14.9-2.18.23; see Table 24).

In Unit 6 the general frequency is above average in most of the sections.
Two consecutive sections — the introduction of the servant Conops and expla-
nation, why he was mocked — are more figurative than usual for these sub-
genres (also the dialogue at the end, which is however only 13 words long). The
reason for emphasizing these sections is probably the very colourful character
of Conops, in addition the two fables at the end of Unit 6 receive their subject
from this character. From rhetorical figures the lexical repetitions are used more
frequently in most of the sub-genres of Unit 6, as they highlight the keywords
here, also sound-repetitions occur in most of the sections. There are two figures
— word repetitions and isocolon —, which occur in seven consecutive sections (in
2.19.7-2.22.34, isocolon in addition in the following dialogue). Otherwise more
figures are used in the second half of Unit 6 than in the first (see Table 28).
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As opposed to the previous unit, most of the sections in Unit 7 have a
medium or low general frequency of rhetorical figures. Only two sections, the
dialogue between Leucippe and her mother after she has discovered an invader
in her daugher’s room and the description of Leucippe’s emotions after another
dialogue with her mother, are more figurative. Both sections are very emotional,
which is the reason for more frequent use of figures, in addition the first section
is probably influenced by the preceding lamentation of Panthea (a more figu-
rative sub-genre than dialogue). The figures thus seem to highlight the emo-
tions. The NP-section at the beginning is also remarkable by its high occurrence
of figures for its length, lexical and structural repetitions are primarily used in it.
The more frequently used figures in Unit 7 in general are the structural repe-
titions (parallelism, parison), asyndeton (a figure often connected to emotio-
nality) and sound-repetitions (homoioteleuton, paronomasia). Several figures
occur in four or five consecutive sections within Unit 7 (e.g., paronomasia in
2.25.1-2.28.2; parison in 2.23.20-2.27.2, anaphora in 2.23.20-2.26.10, etc., see
Table 32), especially in the first half and middle part of Unit 7. In three sections
at the end very few or no figures occur.

Most of the sections in the last unit in Part I of Clitophon’s ego-narration
have medium or higher general frequency of figures, and the more figurative
sections alternate with less figurative ones. The frequent occurrence of
structural repetitions, but also word-repetition and change of presentation mode
(due to speeches and dialogues) is more characteristic to this unit in general.
Within the unit the choice of figures is rather similar in the first three and last
three consecutive sections, the change of presentation mode and isocola occur
in eight sections out of nine. The most figurative is the dialogue, where a new
character Menelaus is introduced (see Table 36). From three consecutive
embellished contemplations over love the two speeches by Menelaus praising
the love of boys have the higher general frequency of figure than the speech by
Clitophon, whereas the choice of figures is also slightly different (e.g.,
rhetorical question, asyndeta, rare word-repetition occur in Clitophon’s speech,
but address and quotation are missing). Thus, it is probable, that the author
wanted to create a small contrast bewteen the two characters and two opposite
sides in debate (women vs. boys) both by the choice and frequency of rhetorical
figures in these contemplations.

In conclusion it can be said, that the frequency of occurrence of rhetorical
figures is not homogeneous throughout the novel. The only exception is the
narration of the supposed author, where the occurrence of rhetorical figures is
above the average in almost all six sections. In the rest of the text, diversity may
be noticed on the level of sections, but also in consecutive units, where the more
figurative sections/units alternate with less figurative ones. Regarding separate
units, it is very important, whether the focus is on narrating the plot or on
presenting speeches, dialogues, descriptions. Regarding the sections within
units, the content/theme of the section is most important. Sometimes the author
seems to emphasize the more figurative sections by using less figures in the
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preceding and following sections. Within units the use of certain figures in
consecutive sections may be noticed, on the other hand, the choice of figures
may also create a contrast between sections in different genres or speeches by
different characters, resulting in a very dynamic style of narration.

4.3 Conclusions: rhetorical figures in different genres and
types of narrative tempo-management

4.3.1 The coexistence of genres and types of narrative tempo-
management in the analyzed text

As demonstrated in Ch. 4.2.1, 4.2.2 and 4.2.3, the sections in different genres
and types of narrative tempo-management in many cases coincide in the ana-
lyzed text. In two analyzed units the average length of sections is equal in both
of these aspects — in the narration of the supposed author and in Unit 3 of
Clitophon’s narration in Part I (see Table 42), but the borders of genres and
NTM-types coincide absolutely only in the narration of the supposed author. In
general, narrative tempo changes slightly more often (see also App. 4) and thus
the borders of sections in different genres and in different NTM-types do not
always coincide. The more frequent changes of sections bring along the acceler-
ation of the overall narrative pace. The acceleration and slow-down of the
tempo becomes evident for instance when comparing the average length of
sections in Unit 7 and Unit 8: in Unit 7 several short scenes are narrated on one
day, whereas in Unit 8 a long scene with speeches occurs after longer narration
of the plot.

Table 42.Average length of sections (in words) in (sub-)genres and types of NTM.

Unit Sections of genres Sections of NTM-types
Narration of the supposed 131.3 131.3
authorin 1.1.1-1.2.15

Unit 1 1.3.1-1.6.17 57.9 71.3
Unit2 1.6.17-1.14.14 128.6 168.2
Unit3 1.15.1-2.3.16 103.8 103.8
Unit42.4.1-2.10.21 111.7 53.2
Unit 52.11.1-2.18.23 126.7 177.4
Unit 6 2.19.1-2.22.36 108.5 96.4
Unit 7 2.23.1-2.30.6 76.8 53.75
Unit 8 2.30.6-2.38.21 2353 205.9
The unit containing 86,7 130.0
persuasions in 5.15.1—

5.16.32

The unit containing judicial 212.0 259.1
speeches in 8.8.1-8.12.37

267



The length of single sections in genres and in NTM-types within units may be
rather dissimilar: sometimes the sections in genres are longer, sometimes vice
versa. The main type of NTM which tends to be divided between different
genres is the O-level (used e.g., for consecutive dialogues, speeches from
different genres). Of genres, the sub-genre of narration of the plot tends to be
narrated most often using several different, mostly quicker types of NTM, the
tempo in this sub-genre very often accelerates or slows down gradually. The
very long pause used for narrating a mixed analepsis in Unit 5 is the longest
section in one type of NTM. The longest section from among genres occurs at
the very end of Part I and belongs to the sub-genre embellished contemplations.
There are (sub-)genres, where the sections are usually longer (e.g., judicial
speeches, ekphraseis of objects, embellished contemplations) and (sub-)genres,
where the sections are shorter (e.g., prayer, short contemplation, summary).

Sometimes long sections in genres and types of NTM coincide (e.g., the
narration of the two consecutive fables on the 0-level), but mostly they tend to
be divided regarding one of the aspects. The difference in the length of sections
in genres and types of NTM is the greatest in Unit 4, where differences in the
division of text according to these two aspects are most conspicuous, when
compared to other units. The reason for such a difference is that longer sections
in the sub-genre of narration of the plot and dialogues occur there (two (sub-)
genres, where the NTM-types change most frequently). One section of NP or
dialogue is then narrated in several types of NTM. In addition, the type of NTM
used for narrating the end of one genre (e.g., NP) continues in the next genre
(e.g., dialogue). The continuation may be observed also between different units
— the sub-genre narration of the plot at the end of one unit very often begins the
following unit, but regarding NTM-types Tatius has mostly used ellipses (i.e.,
he leaves a gap in the story-time) for separating different units in Part 1 of
Clitophon’s ego-narration.

4.3.2 Genres and sub-genres

The following three chapters (4.3.2—4.3.4) observe the occurrence of rhetorical
figures in detail in the text analyzed in Chapter 4, which enfolds the narration of
the supposed author in Ch. 1.1-1.2, the Part I of Clitophon’s ego-narration in
Ch. 1.3.-2.38 and the sections from three sub-genres (persuasions, accusation,
refutation) from Part IIT (Ch. 5.15.11-5.16.31) and Part IV (Ch. 8.8.1-8.9.61).
The statistics is presented through frequencies of figures (the number of
occurrence of a figure divided with the number of words in the section) and
general frequecies (the sum of all figures divided with the number of words in
the section) for better comparison. The average frequency of each figure (the
sum of the occurrence of a figure divided by the number of words in all the
analyzed text) is given in Table 45. The ratios have been rounded to the second
decimal point in text and third decimal point in tables (see Tables 43, 44. 45).
The average general frequency of rhetorical figures in all of the analyzed text is
0.21 (this is presented in Table 44 together with the average frequency of
rhetorical figures in different types of NTM).
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The general frequency of rhetorical figures among all genres in the analyzed
text is the highest in lamentations (0.31, see Table 43), followed by descriptions
(0.27) and dialogues (0.23). In dialogues, the frequency of change of pre-
sentation mode is however the main reason for such a high general frequency,
most of the other figures (except figures of appellation) occur less frequently
than average. The general frequency of figures is the lowest in the genres of
explanations (0.18) and narration of events (0.17).

When we also consider the sub-genres, the general frequency in description
of emotions is the highest — 0.35 (see Table 44), the lowest (0.15) in the
narration of the plot (in which the largest amount of text is presented). There
are, however, two problematic genres regarding the statistical analysis — the
genre of letters comprises only 31 words and the sub-genre of prayer only 34
words in narrative time in the analyzed text. Therefore, the comparison with
other genres and sub-genres is difficult and in the majority of this discussion
letters and prayers are left out. Only the figures characteristic to these (sub-)
genres are indicated.

Looking at each genre and sub-genre separately, narration of events is the
least figurative genre in Leucippe and Clitophon (general frequency is 0.17,
whereas the average is 0.21, see tables 44 and 45), but covers the largest amount
of text (4008 words). The low frequency of figures can be explained by the fact
that the emphasis is on presenting the plot, the events in the story. Most of the
sections in this sub-genre are presented as the ego-narration of Clitophon (ex-
cept the narrative speeches), only sometimes is a direct speech of a character
inserted, thus the changes between narrative voices (levels) are rather infre-
quent. The figures most common in this genre are the lexical, structural and
sound-repetitions (three of the most usual groups of figures), especially
polyptoton, isocolon and alliteration. The length of the section influences both
the occurrence of different figures and the general frequency of figures: in
longer sections usually more different figures occur and the general frequency is
lower.
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This tendency is especially obvious in the sub-genre of narration of the plot
(see Table 44), which occurs in every unit in Part I. 33 sections in this sub-genre
occur in the ego-narration of Clitophon, two in the ego-narration of the
supposed author. The average length of a section in this sub-genre in Part I is
90.4 words (see App. 2). The frequency of most of the figures is the lowest here
compared to other sub-genres. Only alliteration is used more frequently in
narration of the plot than in other (sub-)genres (except fables). In shorter
sections of NP the figures used are mostly lexical and sound-repetitions, in
longer sections structural repetitions and asyndeton occur as well. The structural
repetitions are often concentrated in one part of the section and the other figures
tend to occur either in or around such parallel structures. Antithesis is often
used for narrating actions of different characters. Figures of appellation occur in
the few sections where an utterance of a character is inserted into the narration
of the plot. Looking at the single sections of NP, great differences may be
observed both in the choice and frequency of figures. It can be concluded, that
this is not a very homogeneous sub-genre and the use of figures in a section
depends on its length, position and content.

Narration of the plot is one of the three sub-genres which occur both in the
ego-narration of the supposed author and the ego-narration of Clitophon.
Although the amount of text presented by Clitophon in this sub-genre is almost
incomparably larger than the text presented by the supposed author, the choice
of rhetorical figures is quite similar. The sections in Clitophon’s narration
naturally contain more different figures, as the amount of text is much larger,
the frequency of figures is on the other hand higher in the narration of the sup-
posed author (see Graph 30). The greatest differences are in the use of parison
and paronomasia. Most of the differences may be explained by the nature of the
sub-genre — longer sections contain more different figures and shorter sections
have a higher frequency of figures.

The sub-genre narrative speech occurs only twice in Part I. The use of
rhetorical figures is quite similar to the sub-genre of narration of the plot (see
Graph 31), but the frequency of figures, especially structural repetitions is
mostly higher. The similarity in the choice of figures can be explained by the
same purpose of the narrative speech and narration of the plot — to give infor-
mation about certain events. Narrative speeches differ however by the use of
some figures occurring primarily in the narrative tempo-management type of 0-
level (thus characteristic to speeches): addresses, a rhetorical question and a
quotation. The two speeches in Part I are very similar in their choice of lexical
and structural repetitions, some dissimilarities occur in the use of other figures.
The speech by Menelaus seems to be slightly more emotional (asyndeton and
rhetorical question are used, an address presented as quotation serves the same
function) and that causes the different choice of figures.
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The sub-genre of introduction of a character is used four times in Part .
Amongst lexical repetitions the frequency of word-repetitions and amongst
sound-repetitions the frequency of homoioteleuton is much higher than in other
sub-genres of NE. Introduction is often presented through short parallel cola,
which are supported by lexical and sound-repetitions, sometimes enumeration is
used. The tempo of utterance is thus rather quick in this sub-genre, although
they are presented in slower types of NTM. The lexical repetitions again are
used to emphasize words characterizing the person.

Five sections present summaries in Part I of Clitophon’s narration. This sub-
genre has the highest general frequency of rhetorical figures in the genre of NE
(see Table 44), but they are at the same time the shortest (average length in Part
I is 38 words, see App. 2) and this can explain the high general frequency.
Regardless of the shortness, quite many different figures occur in summaries
(see Graph 31). The use of polyptoton, structural repetitions, asyndeton and
sound-repetitions is much more frequent than other sub-genres of narration of
events. As in introductions, the tempo of utterance is often quick, but they are
presented in quicker types of NTM. When looking at single summaries, the
occurrence of figures is not so homogeneous. The only figure, which is used in
all summaries is the parallelism. Parison, asyndeton and anaphora is used in
four summaries out of five. Anaphora and homoioteleuton (which are also used
rather frequently) mostly support the parallel structures. Lexical and other
sound-repetitions are used to highlight the keywords in summaries.

The genre of descriptions has the second-highest general frequency of
rhetorical figures in Part I (see Table 43). They occur primarily in the ego-
narration of Clitophon, twice also in the ego-narration of the supposed author.
The frequency of most of the figures is higher than average of all genres,
especially high is the frequency of polyptota, chiasmus, isocolon, parison, both
figures of tempo, homoioteleuton and paronomasia. The frequent occurrence of
anaphora and homoioteleuton can be explained by the use of structural
repetitions, as both these figures tend to be used primarily in parallel structures.
Descriptions is the only genre (besides letters), which do not contain the figures
of appellation and quotations (as they are all presented by the ego-narrators).
The change of presentation mode occurs only when following a section in
character speech, i.e., the narrative voice does not usually change during a
description. The frequency of different figures is higher in longer sections, as is
the general frequency (this tendency is the opposite in the narration of events).
Thus the general frequency of figures tends to be higher in longer sections in
more figurative genres, but lower in longer sections in less figurative genres.
All sub-genres of descriptions have a very high general frequency of rhetorical
figures.
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The most common sub-genre of descriptions in the analyzed text is ekphrasis
of objects (altogether six sections occur in Part I, in addition two sections in the
narration of the supposed author, see App. 2). The sections in this sub-genre are
the longest in narrative time in the genre of descriptions, the general frequency
of figures is 0.27 (the average of all genres is 0.21). Three groups of figures are
primarily used here: lexical, structural and sound-repetitions (see Table 44), in
addition asyndeta occur in most sections of EO. The lexical and sound-repe-
titions tend to accumulate around parallel structures. Sections in this sub-genre
are thus rather rhytmical, often with a quick tempo of utterance, the lexical
repetitions are used for highlighting the keywords or as word-play together with
paronomasia. Again a seeming contradiction between different levels of
narrative tempo may be observed — sections in EO tend to be presented in
slower types of NTM, but the tempo on sentence level is often rather quick.

Ekphrasis of an object is the second sub-genre which occurs also in the
narration of the supposed author. The amount of text in narrative time in this
sub-genre is not so different in both narrators. No remarkable differences can be
observed, but the ekphraseis of the supposed author have the higher general
frequency of figures (0.31 vs. 0.23), as in the case of narration of the plot. The
frequency of structural repetitions and particularly asyndeton is also higher in
his descriptions — the frequency of this figure in his descriptions is as high as
0.08, whereas the frequency of asyndeton in the sections presented by Clitophon
is only 0.03. Another figure, which differs in sections of both narrators is chias-
mus, which occurs only in the descriptions by the supposed author. Otherwise,
the figures occuring in both narrators are very similar, as are separate sections.
Thus, Achilles Tatius seems to distinguish the narrative of the supposed author
only by the higher figurativeness, but not by the choice of figures, which again
proves the hypothesis, that certain figures occur in certain (sub-)genres.
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The sub-genre ekphrasis of events occurs only twice in Part I (see App. 2). The
general frequency of figures is similar to ekphraseis of objects (0.26, see Table
44), although their average length is slightly shorter. Word-repetition, anaphora
and alliteration occur more frequently here than in other sub-genres of descrip-
tions while other figures tend to occur less frequently (see Graph 33). Figures
tend to accumulate around structural repetitions and lexical repetitions highlight
the keywords in certain sections. Several similarities can be found with the sub-
genre narration of the plot, because their function is the same — to describe
events — and this influences the use of figures in it. The frequency of figures is
however much higher in the genre of descriptions, as their purpose is to bring
the events vividly before the reader’s eyes.

The sub-genre description of emotions has the highest general frequency of
figures among descriptions (0.35) as well as among all genres and sub-genres,
although their average length is the shortest (29 words, see App. 2). Thus the
tendency seen in other descriptions — that the general frequency in descriptions
tends to be in correlation with the length of the text — does not apply here. The
small number of different figures used in DE is most probably caused by the
shortness of these sections. Altogether three sections of descriptions of
emotions occur in Part [ of Clitophon’s ego-narration. The average frequency of
most figures which occur in this sub-genre is higher than in other sub-genres of
descriptions (although not all sections are evenly figurative). The higher
frequency of figures is characteristic to the emotional style (cf. lamentations,
persuasions), hence the function — to describe or express feelings — causes the
high frequency of occurrence of rhetorical figures. Sections in the sub-genre
description of emotions may be characterized as consisting of rhytmical parallel
clauses, often with a quick tempo of utterance, supported by lexical and sound-
repetitions (again anaphora and homoioteleuton are used frequently, see Table
44).

The description of dreams occurs in only one section of 64 words in Part |
(the general frequency of figures in it is 0.28), thus it is difficult to compare it
with other sub-genres. In the dream of Clitophon mostly structural repetitions
with figures of tempo and sound-repetitions are used. The average frequency of
asyndeton is especially high, the tempo of utterance in this description is very
fast.
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Dialogues occur 17 times in Part I of Clitophon’s narration and twice in the
narration of the supposed author, the general frequency of figures in this genre
is slightly above average (0.24) — the third-highest when looking at all the
genres together (see Table 43). The most characteristic feature to dialogues is
the change of presentation mode (the average frequency is as high as 0.07, see
Table 44), because utterances in direct speech of characters alternate constantly
with the ego-narration of Clitophon (in reporting clauses, sentences giving the
background information). The CPM also causes the relative high general
frequency of dialogues, without counting the occurrence of CPM the general
frequency would be only 0.17, thus dialogues actually belong to the less
figurative genres. The rhytym of changes between different narrative voices is
however very quick compared to most other (sub-)genres.

From the rhetorical figures the most characteristic is the relatively frequent
occurrence of all figures of appellation, although the frequency of single figures
is usually higher in some other sub-genre. Lexical and structural repetitions
(except anaphora and isocolon) occur much less frequently here than in other
genres. The frequency of isocolon, on the other hand, is the highest compared to
other genres, often it occurs independently from other parallel structures.
Dialogue is a genre of high diversity. No definite influence of the length of the
section on the number of different figures or the general frequency of figures
can be noticed. Dialogues are probably most frequently influenced by the
position of the section — it often has a similar occurrence of figures as the
preceding or following genre —, as well as by the function and content of each
section.

Dialogue is the last genre which occurs in both ego-narrations (Clitophon
and the supposed author). Slight differences between two narrative voices can
be noticed here: the general frequency of figures is again higher in the dialogues
of the supposed author (0.26 vs. 0.23 in Clitophon’s dialogues) and he uses
enumeration, chiasmus and exclamation in his sections. The frequency of
lexical repetitions, appellations, change of presentation mode and turn-takings is
higher than in the dialogues in Clitophon’s narration (see Graph 34), but
structural and sound-repetitions are used more frequently by Clitophon. The
reason for the use of a larger number of different figures by Clitophon is the
larger amount of text, which occurs in this genre in the narration of both ego-
narrators. The use of different structural repetitions in the dialogues of the
supposed author during such a short narrative time again hints to the fact that
the text presented by him is perhaps intentionally more figurative, as structural
repetitions do not occur very frequently in this genre. However, the position of
one of the dialogues after a more figurative description may also have its
influence.
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Contemplations have a general frequency of figures very close to the average
(0.21), the main figures used are structural and lexical repetitions, quotations
(from Homer and Hesiod) and homoioteleuton. Figures of tempo and appel-
lation occur less frequently than in most of the other genres. Although sections
in the sub-genre embellished contemplations are speeches on the 0-level
(direct speech of characters), they do not use figures of appellation much (see
Table 44). The seven sections of EC in Part I are the third longest of all genres
in analyzed text (after refutations and accusations), with the average length of
291.4 words.” The speeches are held by four different characters.

The use of rhetorical figures may vary in different parts within the sections
of embellished contemplations according to the purpose of each part. For
instance in Unit 2 the choice and frequency of figures differs in explanatory
parts of EC (where more structural repetitions occur) and in the persuasive parts
(where rhetorical questions, addresses, exclamations are used). In longer
sections more different figures occur and the general frequency of figures is
higher as the frequency of parallel structures increases. Apart from the figures
of tempo and appellation the use of figures is rather similar in the second sub-
genre of contemplations, the short contemplation (see Graph 35). The latter
sub-genre also occurs seven times in Part I, but the average length of sections is
much shorter than of embellished contemplations — 72.9 words. Short con-
templations in Part I resemble each other regarding the occurrence of figures:
mostly lexical, structural and sound-figures are used, the lexical and sound-
repetitions highlight the keywords in contemplations. The figures of appellation
are used only in one short contemplation, which is partly a self-encouragement
of Clitophon presented in direct speech.

Sections in the genre judicial speech are the longest among the analyzed
text (their average length of all judicial speeches is 409.3 words, see App. 2)
and they occur only in Part IV of Clitophon’s narration. The most commonly
used figures in this genre are lexical repetitions, parallelisms, figures of appel-
lation (see Table 43). Lexical repetitions, especially polyptoton, are mostly used
for emphasizing the main points in the speech.

Of the two analyzed speeches, the accusation by Thersander has a slightly
higher general frequency of figures than the refutation by the priest of Artemis
(0.23 vs. 0.22 respectively), the general frequency in both speeches is close to
the average of all genres. In the accusation more parallelisms, lexical repeti-
tions, asyndeta and addresses are used. In the refutation, on the other hand, the
priest uses several quotations for rebutting the accusations and other parallel
structures (besides parallelisms) in the part dedicated to the counter-accusation
and argumentation. The tempo of utterance within speeches varies — the tempo
is slower at the beginning and end both speeches, but in the middle short
asyndetic cola, exclamations and rhetorical questions follow one another,

*2 7 embellished contemplations out of 8 in the whole novel occur in the first part. One

shorter contemplation is in Book IV, therefore the average length of all embellished
contemplations in the novel is 268.3w.
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making the tempoof utterance much quicker. The middle-part is more emotional
and resembles the style of persuasions.

Lamentation is the most figurative genre — the general frequency of figures
in all of the analyzed text is 0.31 (see Table 43). Four lamentations with an
average length of 140.5 words occur in Part I. Although the frequency of most
of the figures is above the average, lamentations are especially marked by the
very frequent use of figures of tempo and appellations. All three different figu-
res of appellation occur very frequently in lamentations compared with other
genres, although in some sub-genres the frequency of occurrence of single
figures is higher (see Table 44). In addition, lexical and structural repetitions are
used very often compared to most of the other (sub-)genres.”** From sound-
repetitions the homoioteleuton occurs more frequently, this is caused by the
frequent use of parallel structures. The lamentations are thus well structured and
emotional speeches.

The length of a section is not relevant for the use of figures in lamentations
regarding both the number of different figures and the general frequency of
figures (again, this tendency can be noticed in the more figurative genres). All
four lamentations in Part I are held by different characters and differ slightly
from each other in the use of figures (see Graph 36). Thus, the speaker (or
narrative voice) might have its influence. On the other hand, the speeches by
Charicles’ father and Clinias, both held after the death of Charicles, resemble
much in the choice and frequency of figures, while the other two are slightly
different. Therefore the subject might also influence the use of rhetorical
figures.

3 Cf. Evans 1965: 599, who says that intense emotions seem naturally to give rise to
parallel utterances.
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The genre of myth/fable has a slightly lower general frequency of figures
than average (0.2). Amongst the analyzed figures some lexical repetitions (e.g.,
word-repetitions, anaphora), parallelism and parison, rhetorical questions and
change of presentation mode occur more frequently than others (see Table 43).
The frequency of rhetorical questions and change of presentation mode is above
average (see Table 44) and is caused by the dialogic parts and direct speech of
characters which occur in fables and myths. Both myths and fables are quite
long (the average length the myths in Part I is 216,5 words and of fables 277.5
words, two sections of both occur in Part I, see App. 2).

The sub-genre fables has a higher general frequency of figures than the sub-
genre myth (0.21 vs. 0.18), thus the fables are close to average of all genres,
while myths have a lower general frequency. Both fables contain the direct
speech of characters (a dialogue and a speech), which is reflected also in the
more frequent use of figures of appellation (see Table 44). These figures are
used primarily in one fable (containing a speech), but also distinguish the fables
from myths, as only one address occurs in the analyzed sections of the latter
sub-genre. The other fable is distinguished by its frequent alternation of
different narrative voices i.e., the change of presentation mode). From other
figures, the fables have a higher frequency of structural and sound-repetitions
and figures of tempo than in the myths (see Graph 37), whereas alliteration and
rhetorical questions occur in fables more frequently than in other (sub-)genres.

Sound-repetitions, but also some lexical repetitions are used to highlight the
keywords in the fables, while the parallel structures are used more in these
parts, where the consecutive events or actions of different characters are
described (i.e., in narrative parts). Remarkable is the fable narrated by Conops,
as it lacks the figure of polyptoton (the most commonly used figure in the
novel), which may be caused by the dialogic structure and slightly shorter
sentences in this fable. This is compensated by the high frequency of sound-
repetitions and other lexical repetitions. Thus, in the sub-genre of fables the
function of the different parts within a section and different structure of the
fable influences strongly the use of figures.

The sub-genre of myth is in its essence more similar to the sub-genre of
narration of the plot (the narrative function may influence the use of figures like
in ekphrasis of events), although myths are more figurative and the frequency of
lexical and structural repetitions is higher. As in fables, the different structure of
both myths analyzed in Ch. 4 influences the use of figures: in the myth
containing a dialogue the occurrence of structural repetitions is higher, in the
purely narrative myth the lexical repetitions occur more frequently and are very
strongly used to highlight the keywords of the myth.

While other sub-genres within one genre are very similar in their frequencies
and choice of rhetorical figures, great differences can be noticed between the
myths and fables, although the general frequency of figures is not remarkably
different. In addition, the separate sections and even parts of sections differ
from one another depending on the structure and function of each.
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The genre of explanations has the second-lowest general frequency of
rhetorical figures (0.18, see Table 43), therefore the frequency of most of the
figures is medium or below average (the only exception is the figure of
antithesis, which occurs more frequently than in other genres). Lexical,
structural (especially antithesis) and sound-repetitions are the most commonly
used figures in this genre. Both sub-genres of explanations (explanation by the
main narrator and explanation in direct speech of a character) occur three times
in the analyzed text, in Part I of Clitophon’s ego-narration, but are very uneven
regarding the average length (average length of a section in EM is 51.6 words
(57.7 in Part I) and of a section in ED 140.1 words (188.7 in Part I), see App.
2).

Sections in the sub-genre explanations by the main narrator have a
slightly higher general frequency of figures than in the other sub-genre,
explanations in a direct speech of a character, but both of them are still very
similar (0.185 vs. 0.182). Only lexical and sound-repetitions occur in shorter
sections of EM, while structural repetitions are also used in longer ones. Of
lexical repetitions, the frequency of polyptoton is the highest among all sub-
genres (0.075, whereas the average of all is 0.041). Chiasms and paronomasia
occur here more often than in most other sub-genres (see Table 44), but the
higher frequency is caused by the short sections. The lexical repetitions in this
sub-genre are mostly used to emphasize the keywords, as are the sound-
repetitions, especially in the longest section. At least in one section out of three
the influence of the neighbouring genre to the choice and frequency of figures
may be noticed.
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The sub-genre explanation in the direct speech of a character differs from
the sub-genre of EM primarily in the occurrence of addresses, change of pre-
sentation mode and quotation (see Graph 38) — figures more common in
speeches and sections presented on O-level. Of other figures structural
repetitions and figures connected to them (anaphora and homoioteleuton) occur
more frequently than in sections of EM, in addition asyndeton is used (although
not very frequently). The length of the section does not seem to have an impact
on the general frequency of figures, but more different figures occur in longer
sections.

The choice of figures seems to differ slightly within sections in the sub-genre
of ED depending on the function of each part, e.g., in informative parts there are
very few figures, in descriptive parts asyndeta are used more often (as in the
genre of descriptions) and in persuasive and advisory parts structural repetitions
occur more frequently, supported by lexical repetitions. The use of antithesis for
showing the different aspects of a question is especially high in ED. As in some
other genres, we can see that although a section has characteristic features of a
genre, it may not be homogeneous in content and function, therefore the choice
and frequency of figures may vary within a section categorized as belonging
into one genre.

The persuasions and prayers are very difficult to compare here, as only one
prayer of 34 words occurs in Part | of Clitophon’s ego-narration, whereas the
section of analyzed persuasions from Part III is 409 words. The choice and
frequencies of rhetorical figures in these two sub-genres differ more than in
other genres. In the prayer Achilles Tatius uses only figures of appellation,
lexical repetitions, change of presentation mode and homoioteleuton. More
different figures are used in persuasions (with an average length of a section of
107.6 words), the general frequency of figures is higher than in the prayer (0.23
vs. 0.18, thus it is above average of all genres (0.21) in persuasions and below
average in the prayer, see Table 44). In the analyzed persuasions by Melite and
Clitophon parallelisms/parisa occur very often, these are supported by anaphora
and homoioteleuta. Addresses, rhetorical questions and asyndeta are used more
frequently than in most other genres. Some differences can be observed in the
frequency of figures in the persuasions by different characters — the speeches of
Melite, for instance, use more asyndeta and parallelisms. On the other hand, it
may be caused by the different functions of the persuasions (Melite presents
arguments for making love, Clitophon tries to dissuade her). The length of the
section of persuasion does not seem to influence the general frequency of
rhetorical figures or the number of occurrences of different figures in it.
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The last genre, letter, is represented only by one section of 31 words in Part [ of
Clitophon’s ego-narration. Because of its shortness no far-reaching conclusions
can be made in comparison with other genres. The letter contains only six
figures (asyndeton, chiasm, alliteration, homoioteleuton, address and change of
presentation mode, see Table 44); no lexical repetitions occur. A short com-
parison of this letter to other three letters in the novel was made in Ch. 3.2.2.1
and it may be said, that the letters are rather different regarding their content
and purpose. The letters of Leucippe and Clitophon to each other in Book V are
of an emotional, the other two of a formal character. But differences in the
choice and frequency of figures can be noted also between the letters of Leu-
cippe and Clitophon according to their different purpose (accusing vs. defend-
ing and persuading).

4.3.3 Narrative tempo-management types

Looking at the types of narrative tempo-management, the general frequency of
rhetorical figures is the highest in expansion of time (0.26, see Table 45). The 0-
level has only slightly lower general frequency 0.23, although the amount of
text narrated in this type is the largest (6877 words in narrative time). These are
the only types with the higher general frequency than average of all genres and
NTM-types (0.21), but they enfold the major part of narrative time (8218 words
from 13671).

The general frequency is the lowest in the quickest types of NTM: in ellipsis
and brief summary (0.12 in both types), which also cover the smallest amount
of narrative time. The length of ellipsis is again problematic — only 52 words in
Part I of Clitophon’s ego-narration mark the omission of story-time (see App.
3). Thus, it is difficult to make exhaustive conclusions in comparison with other
types. The occurrence of the NTM-type of brief summary in very short sections
also complicates the comparison with other types.

The choice and frequency of figures in each type may often be explained by
the genres, which tend to occur in these types: for instance asyndeton, which is
used more in expansion of time, is also very common in the genre of
descriptions — a genre occurring frequently in expansion of time. The lower
frequency of figures in quickest types (detailed summary, brief summary and
ellipsis) can be explained by the fact, that they are used primarily for the sub-
genre narration of the plot, which has the lowest general frequency of figures
among different sub-genres. As follows, the use of figures in each NTM-type
will be characterized in detail.
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Table 45. Frequency of rhetorical figures in all types of NTM in the analyzed text (Ch.
1.1.1-2.38,5.15.11-5.16.31, 8.8.1-8.9.61).

P ET 0-L CcT DS BS E ALL
2633w | 1341w |6877w 1064w | 1416w | 288w 2w 13671w
POL 0.043 [0.054 0.039 0.037 0.037 |0.038 |0.019 |0.041
WR 0.027 10.016 0.021 ]0.017 ]0.019 |0.014 |0 0.021
AN 0.015 ]0.016 ]0.015 ]0.017 ]0.010 |0.014 |0.038 |0.015
RWR 0.002 |0 0.001 [0.003 |0 0 0 0.001
PRL 0.014 ]0.013 ]0.014 ]0.014 ]0.008 |0.003 |0 0.013
ANT 0.007 10.007 10.007 ]0.004 0.006 |0.003 |0 0.007
CHM 0.003 |0.007 [0.004 [0.005 [0.004 |0 0 0.004
150 0.018 0.025 0.021 ]0.025 0.020 |0.014 |0 0.021
PRS 0.016 0.025 ]0.015 ]0.017 ]0.011 ]0.003 |0 0.015
AS 0.009  10.045 0.013 ]0.009 ]0.008 |0.010 |O 0.015
EN 0.002 10.004 0.002 0.004 0.001 |O 0 0.002
RO 0 0 0.008 |0 0 0 0 0.004
EX 0 0 0.003 |0 0.001 |0 0 0.002
AD 0.001 |0 0.011 |0 0 0 0 0.005
CPM 0.006 [0.003 ]0.023 ]0.012 |0.006 |0 0.019 10.015
ouvor 0.001 |0 0.001 |0 0 0 0 0.001
ALL 0.015 [0.019 ]0.015 ]0.029 ]0.021 ]0.007 0.038 |0.017
HOM |0.011 ]0.012 ]0.010 [0.008 [0.005 |0 0 0.009
PRN 0.006 [0.009 10.005 0.006 0.005 |0.007 |0 0.006
Gen.fr. |0.196 0.256 10.227 [0.207 |0.160 |0.115 [0.115 |0.212

POL — polyptoton; WR — word repetition; AN — anaphora; RWR — rare rhetorical word-
repetitions; PRL — parallelism; ANT — antithesis; CHM — chiasmus; ISO — isocolon;
PRS - parison; AS — asyndeton; EN — enumeration; RQ — rhetorical question; EX —
exclamation; AD — address; CPM — change of presentation mode; QUOT — quotation;
ALL - alliteration;, HOM — homoioteleuton; PRN — paronomasia; E — ellipsis; BS —
brief summary; DS — detailed summary; CT — compression of time; 0-L — 0-level; ET —
expansion of time; P — pause, Gen.fr. — general frequency.

The general frequency of rhetorical figures in the NTM-type pause is 0.2 (see
Table 45). Pauses are usually very long, the average length of a section in Part I
is 183.6 words,”* altogether 15 sections in pauses occur in the analyzed text
(see App. 3). The most frequently used figures are lexical and structural repe-
titions. The frequency of rare word-repetitions, parallelisms and antitheses is
very high, anaphora are used most frequently here compared to other NTM-
types. Pause is one of the two NTM-types where quotations and addresses are
used (the latter figure occurs here only due to the speeches presented in a mixed
analepsis (see Ch. 2.2.1), which is categorized as pause). The general frequency

*%* The average length of a section of pauses in the whole novel is however shorter — 138.7
words. The pauses occur more frequently and are longer in Part I of Clitophon’s ego-
narration (see Table 2 in Ch. 2.3).
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of figures is not clearly connected to the length of a section in pauses. The
influence of genre on the frequency and choice of figures can be noticed in most
of the cases, e.g., in Unit 3 and Unit 4 (sections belonging to genres with a
lower general frequency are less figurative). The lower general frequency of
figures may be explained also by the genres, which occur in pauses in Part I —
the introduction, short contemplation and myth (all sub-genres have the general
frequency below average of all genres/types of NTM).

The pauses in sections of the two ego-narrators are difficult to compare, be-
cause only one pause of 62 words occurs in the narrative of the supposed
author, and this is used for only one genre — ekphrasis of an object. The pauses
in Clitophon’s narration, on the other hand, are used for several genres — nar-
ration of events, descriptions, contemplations, myths and explanations (see
Table 6 in Ch. 3.4). Therefore the general frequency of rhetorical figures is very
different (0.4 in the narration of the supposed author vs. 0.2 in the narration of
Clitophon, see also Graph 40), although the choice of figures is rather similar in
general. The most frequently occurring sub-genre in Clitophon’s ego-narration
is short contemplation, where similar figures are used, but frequencies of figures
are lower than in ekphraseis.

Expansion of time is the most figurative type of NTM (see Table 45). The
average length of sections in this type is not very long (in Part I the average
length is 80.1 words, see App. 3), altogether 11 sections are narrated in this type
in the analyzed text. The majority of the rhetorical figures occur most frequently
in sections in expansion of time, with the exception of the figures of appellation
because no direct speech is used in this type and the main narrator Clitophon
usually does not turn towards the reader/listener during his ego-narration (i.e.,
the changes between different narrative voices are very infrequent). The change
of presentation mode is thus very low and these sections do not contain any
quotations. From sound-repetitions alliteration is used most frequently, the
average frequency of homoioteleuton and paronomasia is the highest compared
to other types. A larger number of different figures occurs in longer sections,
but the influence of length on the general frequency of figures is more difficult
to establish. The longer sections also tend to have a very high general frequency
of figures, but this is also high in some short sections.
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The choice of rhetorical figures in sections of ET in the ego-narrations of the
supposed author and Clitophon is very similar (see Graph 41), the general
frequency is also not so different (0.30 supposed author and 0.22 in sections in
Clitophon’s narration). The frequency of some figures (especially asyndeton) is
much higher in the part narrated by the supposed author. The frequency of
word-repetitions, alliteration and paronomasia, on the other hand, is higher in
the narration of Clitophon. The importance of genre can be observed in many
cases in ET sections. The overall occurrence of figures in this type is very likely
influenced by the fact that very many descriptions occur in this type of NTM:
four sections out of 10 presented in expansion of time in Clitophon’s ego-
narration belong also to the sub-genre ekphrasis of an object.

The 0-level is the most commonly used narrative tempo-management type in
Leucippe and Clitophon. 45.6% of Part 1 of Clitohpon’s ego-narration is
presented in this type (the average length of a section there (25 sections) is
205.2 words, see App. 3). Two sections occur in the ego-narration of the
supposed author and two sections ara analyzed in Ch. 4 from Parts III and IV.
The reason for such a long average length is that several genres in this NTM-
type follow each other or longer speeches occur in direct speech of characters. It
is used for narrating most genres and sub-genres (see Table 6 in Ch. 3.4), thus
the choice and frequency of rhetorical figures may be very varying in separate
sections, even within one longer section. On the other hand, 0-level is the NTM-
type that most obviously influences the occurrence of rhetorical figures in
different genres (otherwise the genre is much more important). This is caused
by the high frequency of figures of appellation and change of presentation mode
in this type (see Table 44), which primarily occur in the direct speech of
characters.

0-level is the only NTM-type, where all rhetorical figures analyzed in this
thesis are used, but this is caused by the large amount of text presented in it.
Apart from figures of appellation and change of presentation mode no figures
occur more frequently than in other types. The most common figures (poypto-
ton, word-repetition, parallelismus, isocolon and alliteration) occur more often
also on 0-level. Yet again, due to the large amount of text and large variety of
genres presented in this type no characteristic figures can be noticed.

The large amount of text and variety of genres in Clitophon’s ego-narration
is also the reason, why some differences between the 0-level sections in the text
presented by the two ego-narrators can be noticed, especially in the use of
structural repetitions and figures of tempo. The 0-level in the narration of the
supposed author is used only for the genre of dialogues, both of them rather
figurative, thus the general frequency of figures is slightly higher (0.27 in
sections by the supposed author and 0.23 in sections by Clitophon). More
different figures are used in the ego-narration of Clitophon, but the frequency of
many figures, which do not occur in dialogues very frequently, is higher than in
the narration of the supposed author (see Graph 42).
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Sections in compression of time are usually short (average length in Part [ of
Clitophon’s narration is 44.8 words), altogether 24 sections in the analyzed text
are presented in this type. The general frequency of sections varies greatly, the
general frequency of all sections together is close to the average of all
genres/types of NTM (0.21). The figures most common in the narrative tempo-
management type of CT are lexical repetitions (more anaphora and rare word-
repetitions compared to other types occur), parallelisms, isocola, and allit-
erations (the frequency of this figure, and rare word-repetitions are the highest
of all NTM-types, except the ellipses).

The change of presentation mode also occurs rather frequently here, because
in Part I of Clitophon’s narration compression of time is used most often for the
sub-genre of the narration of the plot (in 16 sections) between sections on the 0-
level. This fact explains also several similar features to the sub-genre narration
of the plot. The length of a section in compression of time influences the occur-
rence of different figures — more are used in longer sections, while primarily
lexical and sound-repetitions are used in shorter ones; in longer sections parallel
structures are added. Longer sections in the sub-genre NP are usually less
figurative. This is most probably the reason, why the sections in this sub-genre
presented in compression of time tend to be with a higher general frequency
than the average of this sub-genre — they are shorter than NP-sections in other
types of NTM. The general frequency is also higher in the more figurative
(sub-)genres occurring in compression of time: in description of emotions and
summaries. The general frequency of rhetorical figures in sections is therefore
not always influenced by the length.

The sections in CT in the narrations of the two ego-narrators are again very
difficult to compare because only 33 words occur in CT in the ego-narration of
the supposed author, used for the sub-genre of the narration of the plot. The
average frequency of all figures (lexical, structural and sound-repetitions and
change of presentation mode) is higher than in the CT-sections of Clitophon,
but more different figures are used by Clitophon (all figures but appellations
and quotations) due to the larger amount of text in this type of NTM.

Similarly to the type compression of time, detailed summary is primarily
used for narrating the plot in Part I (is it used only three times for other genres,
summary and dialogues). The sections in DS are, however, slightly longer (the
average length of a section in Part I is 59 words) and occur 24 times in the text
analyzed in Ch. 4. The choice and frequency of rhetorical figures is again very
similar to the sub-genre of the narration of the plot (see Table 44, 45), which
also has a low frequency of figures. The influence of the figures used in the
previous or following sections can also be observed occasionally. The general
frequency of figures in detailed summary is much lower (0.16) and most of the
figures also occur less frequently than in the previously discussed types of NTM
(none of the figures occure more frequently than in other types of NTM).
Structural, lexical and sound-repetitions are most common in sections of
detailed summary. This type is not used in the ego-narration of the supposed
author.
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Brief summary occurs only in seven sections in the text analyzed in Ch. 4, the
average length of one section in Part I is 42.3 words (see App. 3). All these
sections are used for the sub-genre of narration of the plot. The general
frequency of figures in brief summary is the lowest of all NTM-types, therefore
all figures also occur less frequently than in other types. Eight figures of 19 are
completely absent (see Table 45). Sections in brief summary are narrated using
only lexical, structural and sound-repetitions (there are no chiasms and
homoioteleuta), and asyndeton — all figures very characteristic also to the sub-
genre of narration of the plot. Still, as the general frequency of figures is lower
in the NTM-type of brief summary (0.12) than in other types used primarily for
the sub-genre narration of the plot (CT and especially DS), the conclusion is
that this type may be characterized as less figurative in general. It may be said
that due to the shortness of sections structural repetitions occur less frequently,
but asyndeton and lexical repetitions more frequently than average in NP-
sections.

One section of brief summary occurs in the narration of the supposed author
(6 in the narration of Clitophon). As usual in less figurative genres, the shorter
section of the supposed author (34w) has a much higher general frequency than
the sections in Clitophon’s narration (254w). More different figures occur in the
narration of Clitophon because of the larger number of words. The choice of
rhetorical figures is also slightly dissimilar — different structural repetitions
occur, the frequency of lexical repetitions is higher and there are no sound-
repetitions in the section by the supposed author compared to the sections in
Clitophon’s narration. On one hand, it is possible to see a difference in the use
of figures by the different narrative voices. The more probable reason, however,
is the position or the section of the supposed author — it occurs between two
very figurative ekphraseis of objects, thus the choice and frequency of figures is
influenced by these neighbouring sections.
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Ellipses are marked with only a few words in the text (the average length of a
section in Part I of Clitophon’s narration is only 5.78 words) and the general
frequency of figures is 0.12. Eight ellipses occur in the analyzed text. Due to the
shortness of sections no structural repetitions can occur in this type of narrative
tempo-management, neither are the sections in ellipses part of a structural repe-
tition continuing in another type. Only four figures out of 19 analyzed in this
dissertation are used in ellipses: polyptoton, anaphora, change of presentation
mode and alliteration. The only polyptoton and one of the two anaphora are
divided between the ellipsis and previous or following type of NTM (see App.
3, marked with grey background). Figures of tempo are absent in ellipses,
although asyndeton could occur there in theory. This can, however, be ex-
plained by the position of sections in ellipses — they usually start a new chapter
(and/or unit) in narration but asyndeton occurs very seldom at the beginning of
chapters. There are also no paronomasia or quotations in ellipses because these
figures usually occur in longer sentences. The lack of figures of appellation can
be explained by the fact that ellipses occur in Part I only in the sub-genres of
narration of the plot and summaries where these figures are not used (only
address in few cases). No ellipses occur in the narration of the supposed author.

4.3.4 Rhetorical figures and their function

The frequency of many figures is in correspondence with the general figurative-
ness of a section, which in turn is influenced mostly by the genre of the section.
Usually the high general frequency is achieved by the combination of many
different figures and not by the high frequency of one figure. The largest
influence of one figure may be noticed in the genre of dialogues and in the
NTM-type 0O-level, where the very high frequency of change of presentation
mode causes the higher general frequency of figures. As the genre influences
the occurrence of figures more, the main emphasis in the following discussion
will again be on the use of different rhetorical figures in the (sub-)genres in the
novel.

Lexical repetitions (polyptoton, word-repetition, anaphora, rare word-
repetitions) occur most frequently in almost all sub-genres and types of NTM,
although it is difficult to find a (sub-)genre, where all four of these figures occur
very frequenty. From NTM-types they are used most frequently in pauses, from
sub-genres in the accusation and lamentation (see Tables 44, 45). Tatius uses
very often polyptota and word-repetition for emphasizing the keywords in the
text, for instance in the sub-genre refutation and in contemplations. This
function may be seen in narrative, emotional, descriptive as well as argumenta-
tive parts and is the most conspicuous and common function of these figures.
Another funcion may be noticed for instance in ekphraseis or contemplations,
where several intertwining polyptota are used — lexical repetitions as a playful
and embellishing device.

The occurrence of anaphora is very often connected to the parallel construc-
tions, highlighting them, structuring the text and creating a prose rhythm.
Anaphora are used for presenting consecutive events, several consecutive argu-
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ments, or on the opposite for creating antithetical constructions and presenting
the opposite sides of an argument or object. Occurring in enumerations or short
parallelisms it may slow down the tempo of utterance, which otherwise tends to
be quicker in these constructions. The rare word-repetitions, as the name indi-
cates, occur very infrequently and tend to have an embellishing function, but are
also used for structuring the text (e.g., the figures of epanalepsis and epiphora).

The frequency of structural repetitions (parallelism, antithesis, chiasmus,
isocolon, parison) is the highest in descriptions of emotions and a dream, and in
lamentations. The lowest frequency of these figures is in dialogues (except for
isocolon) and narration of the plot. From NTM-types parallel structures occur
most frequently in pauses and expansion of time. Parallelisms are used for
different purposes: for describing objects and consecutive events, but also for
presenting arguments. It also helps to create prose rthythm (especially together
with isocolon and parison, which is the primary function of these figures).
Parallelisms may either speed up the tempo of utterance (where short asyndetic
parallel clauses are following one another, e.g., in the sub-genre of summary),
or slow it down (where longer polysyndetically connected parallel clauses are
used).

Antithesis is often used for presenting the characteristics of different
persons/objects, opposing arguments, or the actions of two characters. Often it
occurs with the figure of chiasmus and the two sides of an antithesis is formed
out of two chiastic pairs. Chiasmus may on the other hand occur also together
with parallelismus. In this case we may presume that the author wanted to vary
the parallel structures by changing the order of its components. Antithesis, but
more often chiasmus, may be rhythmically emphasized by parison and/or
isocolon.

Figures of tempo (asyndeton, enumeration) occur frequently in descriptions
and lamentations, less in narration of events and myths/fables. Regarding NTM-
types the frequency is remarkably high in expansion of time. Of other types,
asyndeton occurs more often on the 0-level.”® Two primary functions of these
figures may be noticed in the novel of Achilles Tatius: first, they are used for
speeding the tempo of utterance (e.g., in the sub-genre summary) and second,
for adding emotionality. The latter function is much more obvious, as the figu-
res of tempo, especially asyndeton, are very common in emotional (sub-)genres
(lamentation, persuasion, description of emotions, description of a dream).

The frequent occurrence of asyndeton and enumeration in the NTM-type
expansion of time may seem contradictory at first, as this type is used for
slowing down the tempo of the narrative. However, the tempo is observed on
two different levels: the NTM-types are distinguished on the level of the whole
ego-narration of Clitophon (or the supposed author) in general, while asyndeton

%5 Cf. Arist. Rhet.1I1. 12, where he says that asyndeton is inappropriate for written speech,
but is used in oral delivery. This is in accordance to the nature of 0-level, which is used for
presenting the direct speech of characters.
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and enumeration influence the tempo of utterance on the sentence-level (see
also Ch. 2.1).

Figures of appellation (rhetorical question, exclamation, address) are most
frequently used in lamentations, persuasions/prayers and judicial speeches, but
they are completely missing in descriptions and occur very infrequently in
narration of events and explanations. These figures are influenced by the NTM-
type more than any other group of rhetorical figures, as they occur almost entirely
on the 0-level (with very few exceptions in pause and detailed summary).

These figures are used primarily for adding emotionality (especially
rhetorical questions and exclamations) and for persuading (foremost addresses,
but also appellations). The addresses do not occur as the figure of apostrophe in
the classical meaning. In most of the cases a person standing next to the speaker
is turned to, or the speaker could turn to himself/herself. In such instances the
address has usually an exhortative function. The closest instance to an
apostrophe occurs in the lamentation of Clinias in 1.14.1-1.14.14, where he
turns towards the horse, which caused the death of his beloved.

Change of presentation mode is the most characteristic feature of dialogues
and occurs more frequently than average in myths and fables, which also
contain dialogues or direct speech. Thus, it is again strongly connected to the
NTM-type O-level. It shows either the change of the narrative level (i.e., from
the ego-narration to the direct speech of characters and vice versa; the change of
narrative level within the direct speech of characters by inserting a quotation or
presenting the words of some other character) or the change of speakers (in
dialogues). In most of the cases the change of presentation mode is not very
frequent in separate sections. Very few dialogues are presented with quick
alternation of speakers.

The quotations are missing altogether in six genres but they occur most
frequently in contemplations and judicial speeches, and in the NTM-type of 0-
level (again connected foremost to the direct speech of characters). Two types
of quotations can be distinguished — the quotations from the classical author or
the quotations of the words of another character. In both cases they are used for
supporting or rebutting an argument, but in the first case an embellishing
function may also be seen.

Sound-repetitions (alliteration, homoioteleuton, paronomasia) occur more
in descriptions, less in explanations and persuasions/prayers. From NTM-types
they occur more in expansion of time and compression of time. The figure of
alliteration is in many cases used for highlighting the keywords of a section
(similarly to lexical repetitions), but it occurs rather frequently just in the course
of narration (which could mean, that in several cases the occurrence of
alliterations may be unintentional). The homoioteleuton is very frequently used
in parallel structures (similarly to the anaphora) and helps to create prose
rhythm. The figure of paronomasia is also used often for emphasizing the
keywords, but is to my mind used also just for elaborating the speech (similarly
to the word-play with lexical repetitions) in descriptive parts of the narrative.
Sound-repetitions seem to be least connected to the general frequency of figures
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in a (sub-)genre — similarly to figures of appellation they occur only in certain
genres (especially narration of events and descriptions), which may not be very
figurative.

In conclusion: we can say, that certain functions of rhetorical figures may be
noticed in the narrative. However, many figures have different functions, which
depends on the nature and purpose of each section or even part of the section
(i.e., the figures are used differently for instance in descriptive, purely narrative
or persuasive parts).

4.4 Conclusions to Chapter 4

Chapter 4 presents the results of the analysis of the occurrence of rhetorical
figures in different genres and sub-genres and the types of narrative tempo-
management in the narration of the supposed author (in Ch. 1.1-1.2 of the
novel), in Part I of Clitophon’s ego-narration (Ch. 1.3-2.38 of the novel) and
examples from three sub-genres, which do not occur in Part I (persuasion,
accusation, refutation). The analyzed text covers 13671 words out of 41884
words in the whole novel.

Part I of Clitophon’s narration is divided into smaller units depending on the
unity of story-time — usually a day (or day and night), in some cases two days
are depicted in one unit. Ellipses, omitting a day or several days, usually mark
the borders of these units. The sections in different genres and types of narrative
tempo-management coincide in majority of cases, but often one type of NTM is
used for narrating several (sub-)genres or narration in one genre is divided
between two or three NTM-types. In Part I of the novel the narrative tempo
changes slightly more frequently than the genres. The average length of sections
(i.e., the frequency of change of the NTM-type or (sub-)genre) shows the parts
with a relaxed and with a rapid narrative pace. The genres and types change
more frequently for instance in Unit 1 and Unit 7. These are, however, followed
by sections with a more relaxed tempo, with the sections in the last unit (Unit 8)
being especially long.

The anaysis revealed that the general frequency of rhetorical figures is the
highest in the genre of lamentation (0.31), followed by descriptions and dia-
logues. Explanations and narration of events are the least figurative genres (0.18
and 0.17 respectively). The average general frequency of all genres/types of
NTM is 0.21. The differences of general frequencies in sub-genres within one
genre, can be relatively great (e.g., in the genre of the narration of events the
lowest general frequency (0.15) is in the narration of the plot and highest (0.3)
in summaries). The general frequency of figures is the highest in the sub-genre
description of a dream (0.35).

Three most frequently occurring groups of figures are lexical, structural and
sound-repetitions. In some (sub-)genres the length of the passage influences the
general frequency of rhetorical figures (it is either higher in longer passages or,
on the contrary, lower in some sub-genres). The tendency that more different
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figures occur in longer sections is more prevalent (although there are also
deviations from this tendency, for instance in short contemplations and
dialogues). Another tendency that can be noticed is the concentration of lexical
and sound-repetitions either in or around parallel structures.

In each genre and sub-genre figures or combinations of figures, which are
used more frequently, can be observed. The most common figures to the genre
narration of events are lexical, structural and sound-repetitions. Some differ-
ences can be noticed in the sub-genres, although the overall choice of figures is
similar: the sub-genre of summaries is the most figurative of the four sub-
genres; narrative speeches are characterized by the occurrence of the figures of
appellation and quotation, which are primarily connected to the direct speech of
characters (i.e., the O-level of narrative tempo-management); in introductions
and summaries the parallel structures occur more frequently and are supported
by anaphora and homoioteleuta.

Descriptions are mostly characterized by lexical and structural repetitions,
figures of tempo and homoioteleuton. The higher frequency of anaphora and
homoioteleuton can be explained by the higher frequency of structural
repetitions. Figures of tempo, especially asyndeton, make the tempo of
utterance in descriptions quicker than in other genres, although they are often
presented in a slow type of NTM. This figure occurs most frequently in the
descriptions of the supposed author. The most figurative sub-genre, description
of emotions belongs here, whereas all four sub-genres have a very high general
frequency of figures.

The most characteristic feature of dialogues is the change of presentation
mode, which shows the frequent alternation of different narrative voices: the
voice of the ego-narrator Clitophon and the voices of characters in his story.
Without counting it the dialogues would have a general frequency lower than
average of all genres. The occurrence of all three figures of appellation and
higher frequency of isocolon are also characteristic to dialogues. Other figures
occur usually less frequently compared to other genres. Dialogues are the most
varying genre, where the choice and frequency of figures may often be
influenced by the neighbouring sections.

The most common figures in contemplations are lexical (especially word-
repetitions) and structural repetitions (especially antithesis and chiasmus);
quotations occur in the sub-genre embellished contemplation. The occurrence of
figures within a section of embellished contemplations may vary according to
the purpose (e.g., explanation, persuasion, description) of the part of the section.
Both sub-genres are similar in their choice and frequency of figures, the general
frequency is close to average of all genres.

Judicial speeches are very long and characterized mostly by the occurrence
of lexical repetitions, parallelisms and antitheses, figures of appellation and
quotation. The latter figure occurs only in the sub-genre of refutations and is
used to show the falsity of the arguments of the opposite accuser. Parts with
short asyndetic clauses or rhetorical questions/exclamations occur within
sections in both sub-genres (accusations and refutations) and the otherwise
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rather slow tempo of utterance accelerates for a moment. The general frequency
of both sub-genres is above average, slightly higher in the accusation.

The sub-genres myth and fable are quite dissimilar in the choice and
frequency of figures. Both are characterized by the higher occurrence of the
change of presentation mode and rhetorical questions (as they contain often
direct speech of characters), but in fables more figures of appellation, more
structural and sound-repetitions, and figures of tempo are used. Myths are rather
similar to the sub-genre of narration of the plot. The general frequency of myths
is thus below average (0.18), of fables close to average (0.21).

In explanations three most frequently occurring groups of figures are used
(lexical, structural, sound repetitions). The figure of antithesis occurs more
frequently than in most other genres (as different aspects of a question are
explained). The sub-genre of explanation in the direct speech of characters
differs from the other sub-genre, explanation by the main narrator, in the use of
addresses, change of presentation mode and quotations (because it is presented
on the 0O-level of NTM). The general frequency of both sub-genres is below
average, slightly lower in explanations in direct speech of characters (0.18 and
0.19).

The sub-genres of persuasion and prayer differ most from each other in the
choice and frequency of figures, the general frequency is much higher in
persuasions (0.23 vs. 0.18). Persuasions use many parallel structures supported
by homoioteleuta and anaphora, asyndeton, addresses and rhetorical questions,
the latter three figures are often used in emotional genres. Only one short
prayer occurs in Part I of Clitophon’s narration, thus it is difficult to compare it
to the other sub-genre. The same must be said about the genre of letter, which
also occurs only once and is very short, thus few figures occur in it. The cursory
comparsion with other letters in the novel showed more similarities with the
challenge of Thersander, both are more of a formal character.

The most homogeneous genres are thus the descriptions, where also the sub-
genre with the highest general frequency of figures occurs (description of
emotions), and judicial speeches. In some genres the type of NTM (0-level)
causes the slightly different choice of figures, but in some genres the sub-genres
are very dissimilar (e.g., persuasion and prayer, myth and fable). Sections in the
genre of dialogue, which does not have any sub-genres, are rather divergent and
are most frequently influenced by neighbouring sections. The choice and
frequency of figures may also differ within a section in one (sub-)genre
according to the functions of different parts of a section.

The most figurative of the types of narrative tempo-management is
expansion of time with the general frequency of rhetorical figures of 0.26. The
general frequency of figures is the lowest in brief summary and ellipsis. Yet
again, the type of ellipsis covers so few words, that it cannot be compared with
other types. Also, the six relatively short sections of brief summary occurring in
Part I make the comparison difficult. Longer sections usually contain a higher
number of different rhetorical figures. Two types of NTM have the higher
general frequency of figures than average (expansion of time and 0-level). All
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quickest types have a very low frequency of figures. In most of the cases the
frequency and choice of figures is influenced by the genres, which occcur in
each type of NTM.

The most common figures in the NTM-type of pause are lexical and
structural repetitions, especially word-repetition, antithesis and parallelism. The
influence of the length of the passage on the general frequency of a section
cannot be clearly established. Most of the analyzed figures occur more
frequently in expansion of time than in other types of NTM. The high average
frequency of asyndeton, but also homoioteleuton and paronomasia is
remarkable compared to other types, but these figures are characteristic also to
the genre of descriptions, which often occurs in this type of NTM. The
occurrence of figures on the 0-level differs most from other types in the use of
figures of appellation, change of presentation mode and quotations. These
figures are primarily connected to the direct speech of characters. Through the
figures of appellation and change of presentation mode, the 0-level has the most
obvious influence on the occurrence of figures in (sub-)genres. Of other figures,
structural repetitions occur more frequently than in other types of NTM.

Sections in compression of time are characterized primarily by lexical repeti-
tions, parallel structures, enumerations and alliteration, most of these figures are
common to the sub-genre narration of the plot. Still, sections in this sub-genre
presented in compression of time tend to be with a slightly higher frequency of
figures than sections in other types of NTM. The higher general frequency of
figures compared to detailed summary and brief summary may be explained by
the fact, that other genres are also often presented in compression of time. A
higher frequency of change in the presentation mode is connected to the
position of sections in compression of time — they often follow sections on the
0-level (speeches, dialogues).

Detailed summary is mostly used for the sub-genre of the narration of the
plot (as well as brief summary), making the occurrence of figures very similar
to this sub-genre. The influence of rhetorical figures in the preceding and
following text can also be noticed occasionally. Isocola and alliteration are used
more frequently in detailed summary than in other types. It is the only type but
the 0-level where an exclamation occurs. All figures in brief summary occur
less frequently than in other types (eight figures are totally absent). Only very
few figures can occur in ellipses. In Part I only polyptoton, anaphora, isocolon
and change of presentation mode are used in this type.

The occurrence of rhetorical figures is influenced more by the genre than by
the type of narrative tempo-management. The influence of NTM-type can be
noticed in some sections or in the occurrence of some figures within sections.
The influence of the 0-level is especially clear as the direct speech of characters
occurs in this type. The quickest types (DS, BS, E) are used primarily for
narration of the plot, thus the frequency is low and figures characteristic to the
sub-genre. Compression of time has a higher frequency, as more different
genres are presented in this type. Expansion of time is often used for presenting
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sub-genres ekphrasis of an object and description of emotions, which usually
have a very high general frequency of figures.

Differences in the use of figures by two ego-narrators can be noticed mostly
regarding the general frequency of figures, which is always higher in the
narration of the supposed author. The choice of figures, on the other hand, is
rather similar. The greatest differences occur in the NTM-type of brief
summary, where the choice of figures is most dissimilar. This can be however
explained by the position of this section in the narration of the supposed author.
Thus, the position of a section may influence the use of figures in NTM-types.

From the point of view of rhetorical figures the frequency of separate
figures is often influenced by the general figurativeness of a section. In most of
the cases certain functions of rhetorical figures may be observed, although one
figure or group of figures may have several different functions regarding the
general purpose and content of a section in the narrative. For instance the
lexical figures are mostly used to highlight the keywords in the text, but also for
embellishment and word-play. The figures of tempo on one hand often
accelerate the speed of utteranced, on the other hand they often add emotion-
ality to the text. Structural repetitions are used mostly for structuring the text
and creating a prose rhythm, often the figures anaphora and homoioteleuton
support the parallelisms. The figures of appellation mostly help to create an
emotional effect, on the other hand may be used for argumentation and
persuasion. Thus, the figures have certain functions in Leucippe and Clitophon,
but it is difficult to ascribe one single purpose to a rhetorical figure.
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CONCLUSION

This doctoral thesis studies the narrative style of Achilles Tatius in his novel
Leucippe and Clitophon by examining the interrelation between narrative
tempo, genres and rhetorical figures in the novel. The thesis is divided into four
chapters: the first three chapters provide the introduction and methodological
basis for the fourth chapter, where the analysis of rhetorical figures is presented.
In first three chapters the management of narrative tempo and occurrence of
genres in the novel Hysmine and Hysminias by Eustathius Macrembolites is
presented for comparison.

The time-frame, spatial frame and the levels of narration in Leucippe and
Clitophon are described in Chapter 1. The frequent and relatively exact
references to the passing of time in the novel of Achilles Tatius enable us to
follow the passing of story-time in the novel rather accurately, the author often
separates different days by ellipses in the story-time. The first two parts of the
novel are longer in story-time and in narrative time than the last two parts, as
the end of the novel focuses on presenting longer scenes and longer sections of
consecutive days, whereas in the first half shorter scenes on separate days are
described. Still, a very long ellipsis omitting six months in story-time occurs at
the beginning of the third part, thus it is substantially longer than all the other
parts. However, when removing the 13 words of this ellipsis, the overall
narrative tempo is rather slow compared to first two parts of the novel.

Regarding the spatial frame the small-scale movements take place during the
whole novel, the large-scale movements only occasionally. Most of the large-
scale movements are presented in a short narrative time or omitted in ellipses.

Four narrative levels can be distinguished in the novel of Achilles Tatius: the
ego-narration of the supposed author, the ego-narration of the protagonist
Clitophon, the direct speech of characters within this ego-narration, and the
quotations within the direct speech of characters. Most of the novel is narrated
alternatively on the second and third level.

The end of Chapter 1 presents the analysis of time-frame, spatial frame and
narrative levels in the novel Hysmine and Hysminias by Eustathius Macrem-
bolites. The comparative analysis shows that the exact presentation of the time-
frame and spatial frame is not very important to Eustathius, who has created and
entirely fictional world for his narration. The novel of Tatius, on the other hand,
tries to add the exact facts (following the model of historiography) for adding
plausibility to his narration. The movement of time-frame and spatial frame are
in a better correlation in the novel of Macrembolites.

The use of levels of narration also differs in both authors, as only three levels
are used in Hysmine and Hysminias. The main difference is the absence of the
introductory author’s ego-narration and the less frequent movement between
different levels within the direct speech of characters (i.e., quotations within
direct speech of characters) in the novel by Eustathius; this occurs much more
frequently in Leucippe and Clitophon. Achilles Tatius sometimes deviates from
the principle of describing events from the perspective of the ego-narrator and
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presents them as an omniscient author. Eustahius Macrembolites is rather strict
in following the point of view of the ego-narrator, but sometimes adds authorial
comments meant to the reader/listener into his narration.

Chapter 2 discusses the methodology for analyzing the narrative tempo-
management in Leucippe and Clitophon, regarding the relations of the story-
time and narrative time. Seven types of narrative tempo-management are distin-
guished and their occurrence in the novel is described. For that purpose the
whole novel is divided into sections, each belonging to one narrative tempo-
management type. The most frequently used type (about 50% of the novel) is
the 0-level, which occurs primarily in the direct speech of characters and where
the narrative and story-time are more or less equal. The slower types (expansion
of time, where narration takes more time than in the story, and pause, where
story-time stops and narrative time moves on) are primarily used as digressions.
The main function of the quicker types (slight compression of time, detailed
summary, brief summary), where the narrative time is shorter than story-time, is
to present the course of action in the novel. Ellipses are used for structuring the
text into smaller units. The use of different types is not homogeneous through-
out the novel, the narrative tempo is quicker in Parts Il and III of the novel
(quicker types of NTM are used more often) and slower in Parts I (pause and
expansion of time are used often) and IV (the amount of 0-level increases).

The end of Chapter 2 presents the analysis of narrative tempo-management
in the novel of Eustathius Macrembolites and a short comparison of the two
novels. Although the general management of narrative tempo is rather similar,
the greatest differences occur in the use of the NTM-types of O-level, com-
pression of time and pauses. In Hysmine and Hysminias most of the events are
presented in compression of time and less in detailed summary, and the pauses
occur very infrequently — the long digresssions (descriptions or contemplations)
characteristic to the style of Tatius are missing or presented rather in another
type of NTM. O-level is used also less than in the novel of Tatius. The main
difference is thus that Macrembolites focuses on narrating scenes and within
scenes he focuses more on describing the action than on presenting the direct
speech of characters, thus the overall narrative tempo is slightly quicker than in
the novel of Tatius.

Chapter 3 discusses the division of the novel into 10 genres and 21 sub-

genres™® according to the form, function and content of a section. Again, the

*% The following genres and sub-genres occur in the novel of Tatius: 1) narration of events,
divided into four sub-genres: narration of the plot, narrative speech, summary and intro-
duction of a character; 2) description, divided into four sub-genres: ekphrasis of an object,
ekphrasis of an event, description of emotions, description of a dream; 3) dialogue; 4) con-
templation, divided into two sub-genres: embellished contemplation and short contempla-
tion; 5) judicial speech, divided into two sub-genres: accusation and refutation; 6) lamen-
tation; 7) myth and fable (divided accordingly into two sub-genres); 8) explanation, divided
into two sub-genres: explanation by the main narrator and explanation in the direct speech of
a character; 9) persuasion and pray/plea (divided accordingly into two sub-genres); 10)
letter.
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novel is divided into sections, each belonging to one genre or sub-genre. The
most prevalent genre in the novel (comprising about one third of the text) is the
narration of events, followed by description and dialogue. The least frequently
used genres are the letter, persuasion & prayer and explanation. Most of the
genres occur throughout the novel, but in several parts or books the
accumulation of certain (sub-)genres can be noticed: due to the events in the
plot for instance persuasions and judicial speeches occur in the second half of
the novel, dialogues more frequently in Books III and I'V.

Only the genres connected to narrating or explaining the events in Leucippe
and Clitophon (narration of the plot, summaries, ekphraseis of events in the
ego-narration of Clitophon) are presented in quicker types of narrative tempo-
management. Slower types of narrative tempo-management (pause and
expansion of time) are used more for digressions from the plot: for short
contemplations, descriptions, explanations and myths. Pauses are also used for
most of the introductions of new characters to the plot. Most genres tend to be
presented in certain types of narrative tempo-management, thus the author’s
choice of genres determines also the overall narrative tempo of the novel. In
Achilles Tatius’ novel the narative tempo is relatively slow as he prefers genres,
which occur on 0-level, expansion of time and pauses, showing an inclination
towards the epideictic style.

The end of Chapter 3 presents the analysis of the genres in the novel of
Eustathius Macrembolites and the comparison of the two novels. The overall
usage of different genres is again rather similar in two novels, but several differ-
ences can also be noticed. 16 out of 21 sub-genres of the novel of Achilles
Tatius occur in the novel of Eustathius Macrembolites (introduction of a
character, short contemplation, both judicial speeches and fables are missing).
The most frequently used sub-genre in both novels is narration of the plot, but
in Hysmine and Hysminias summaries, descriptions of dreams, persuasions and
prayers occur more frequently and are in some cases substantially longer than in
Leucippe and Clitophon. In addition, two genres (address and rejection) may be
found in the novel of Macrembolites, which do not occur in the novel of
Achilles Tatius. As the result of the larger proportion of narration of the plot
and summaries, and the lack of digressions the general narrative tempo in
Eustatius’ novel is also slightly quicker than in the novel of Tatius.

Chapter 4 presents the analysis of rhetorical figures in different genres and
types of narrative tempo-management in the ego-narration of the supposed
author (Ch. 1.1-1.2 of the novel), in Part I of Clitophon’s ego-narration (Ch.
1.3.1-2.38.16) and, to complete the survey of genres, examples of three sub-
genres (persuasion, accusation, refutation) from Part III and Part IV of
Clitophon’s ego-narration.” The amount of text analyzed in detail covers about
one third of the whole novel. The whole Part I is chosen in order to observe the
interaction of different genres and NTM-types from the linear perspective. Part
I of Clitophon’s narration is divided into eight units, which focus on describing

7 These sub-genres do not occur in Part I of Clitophon’s ego-narration.
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one or two days in story-time. A short definition of the 19 rhetorical figures
analyzed in this thesis is presented at the beginning of Ch. 4.2*

The division of each unit into different genres and types of narrative tempo-
management reveals that the borders of sections in NTM-types and genres
mostly coincide, although one NTM-type can be used for narrating a scene (or
part of it), which comprises several genres, and a section in one genre can be
narrated using different types of NTM. Unit 4 of Clitophon’s ego-narration was
the unit, where these borders coincide less frequently due to the alternation of
dialogues and narration of the plot.

In Part I of Clitophon’s narration the narrative tempo changes slightly more
frequently than the genres. The comparison of average lengths of passages in
one genre and type reveals that narrative tempo accelerates in units that focus
on advancement of the plot. These are followed by units that contain longer
contemplations, descriptions, explanations etc. in the NTM-types of pauses,
expansion of time or 0-level. So we can see a balance between units with a
more rapid and hectic tempo and units with a more relaxed tempo of narration.

The rhetorical figures in each unit are analyzed, observing the occurrences of
figures according to genres and types of NTM, and comparing the use of figures
in different sub-genres. Regarding the genres, the general frequency of figures
is the highest in the genre of lamentations, followed by descriptions and dia-
logues. The general frequency of figures is the lowest in the genres of narration
of the plot and explanations. The letter and the sub-genre of prayer occur only
once in the analyzed text and are too short for a comparison with other genres
and sub-genres.

The sub-genres within genres are, however, not always with a similar choice
and frequency of figures when compared to each other or to the genre in
general. The most homogeneous genre is the descriptions, where all four sub-
genres have a very high general frequency of figures and the choice of figures is
very similar. The sub-genre with the highest frequency of figures — description
of emotions — belongs also here. The judicial speeches resemble each other very
much. Sometimes, however, the sub-genres within one genre are very different
from one another. For instance the frequency of rhetorical figures in the sub-
genres summary and narration of the plot (of narration of events) are very
dissimilar — summaries are short, very well divided, with many lexical and
sound-repetitions, thus with a high general frequency of figures, whereas
sections in narration of the plot are usually longer and enfold less figures. The
same can be noticed in case of myths and fables (the latter are more figurative).
The sub-genres, which differ most from each other, are persuasion and prayer
(however, prayer occurs only once in the analyzed text), therefore in the future
studies they should be analyzed separately.

% These figures, divided into six groups of figures are: 1) lexical repetitions: poly-

ptoton,word-repetition, anaphora, rare word-repetitions; 2) structural repetitions: parallelism,
antithesis, chiasmus, isocolon, parison; 3) figures of tempo: asyndeton, enumeration; 4)
figures of appellaton: rhetorical question, exclamation, address; 5) change of presentation
mode and quotation; 6) sound-repetitions: alliteration, homoioteleuton, paronomasia.
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The influence of the type of narrative tempo-management of 0-level can be
observed in the occurrence of some figures, as for instance the figures of
appellation tend to be used in direct speech of characters. The occurrence of
these figures distinguishes for instance the sub-genres narrative speech from the
narration of the plot and short contemplation from embellished contemplation,
whereas the use of other figures is rather similar.

The analysis revealed that certain combinations of figures are characteristic
to most of the (sub-)genres in Leucippe and Clitophon. In the less figurative
(sub-)genres three of the most common groups of figures tend to be used
(lexical, structural and sound-repetitions), whereas in shorter sections lexical
repetitions and sound-repetitions (especially polyptoton and alliteration) occur
most frequently, in longer sections structural repetitions are added. The shorter
sections usually have a higher general frequency than longer sections, but more
different figures occur on longer ones. In the more figurative genres the longer
sections tend to have also a higher general frequency of figures, the length of a
section does not seem to influence the number of figures used in it.

The most diverse genre is the dialogue, where the frequency and occurrence
of sections is often influenced by the neighbouring (sub-)genres (similar figures
tend to be used in consecutive sections) and the content and function of a
section. The use of rhetorical figures can differ even within a section in one
(sub-)genre according to its function — for instance the explanative parts of
contemplations have less figures, the persuasive parts use figures of appellation
and parallel structures, in descriptive parts certain figures (as for instance
asyndeton) occur more often. However, in the case of dialogues the high
general frequency of figures is caused also by the very frequent occurrence of
change of presentation mode — when we leave it out in statistics, dialogues
appear among the less figurative genres.

It is much more difficult to bring out the figures characteristic to different
types of narrative tempo-management. As said above, the O-level is the only
NTM-type, which is notably distinguished by the use of certain figures: the
figures of appellation (addresses, exclamations, rhetorical questions), the
change of presentation mode and quotations. However, in sections presented
entirely on O-level, the overall use of figures still differs according to the genre
of the section. Regarding other types of NTM the occurrence of figures depends
in most cases on the (sub-)genre: some of them tend to be presented in certain
NTM-types more often than in others. For instance, the high frequency of
asyndeton in the NTM-type of expansion of time can be explained by the
frequent occurrence of descriptions in this type, as asyndeta occur very often in
this genre. The low general frequency of figures in quicker types of NTM can
be explained by the fact, that they are used for presenting the sub-genre
narration of the plot, which is the least figurative among all sub-genres.

In pauses, 0-level and compression of time the influence of certain genres is
more difficult to observe, as Achilles Tatius uses them in a large number of
different (sub-)genres in his novel. Only four different rhetorical figures occur
in ellipses, because they are too short for most of the figures.
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Focusing on the rhetorical figures, we see that lexical repetitions, especially
polyptoton, occur most frequently in this novel, both according to the genre and
type of NTM. Their main function is to highlight the keywords in a section but
also to create phrase rhythm (especially the figure of anaphora). Although these
figures are most common in general, they occur most frequently in the genres of
lamentations, descriptions and judicial speeches, and in the NTM-types of
pauses, expansion of time and 0-level.

The structural repetitions occur, on one hand, more in the carefully com-
posed genres (as contemplations, descriptions), on the other hand, in more emo-
tional genres (as lamentations), which are characteristic to the epideictic style.
Creating the prose rhythm and a careful division of the text of the section is
important in both cases. Of the NTM-types, the structural repetitions are used
more in compression of time and expansion of time, but also 0-level and pauses,
i.e., they occur less frequently in the quickest types of NTM (detailed summary,
brief summary, ellipsis).

The figures of tempo are again more characteristic to lamentations and
persuasions, as being very emotional genres, but, on the other hand, to descrip-
tions (therefore occur more in the NTM-types of 0-level and expansion of time).
Particularly the figure of asyndeton accelerates the tempo of the utterance in
these genres. Figures of appellation are more characteristic to the NTM-type of
O-level and again to the very emotional genres like lamentations and
persuasions. However, address also occurs in judicial speeches, which require
turning towards the judges. Rhetorical questions are used there in order to
emphasize the main points. The figures of appellation either add emotionality or
are used for argumentation there.

Change of presentation mode is primarily connected to the genre of
dialogues and to the NTM type of 0-level because the main function of this
figure is to show the changes of narrative levels and different voices in the
novel. In future analysis it could be omitted in order to compare the occurrence
of traditional figures, as the general frequency of figures in dialogues is re-
markably higher because of the occurrence of change of presentation mode.
However, here it reveals the tempo of the advancement of the plot: even on 0-
level, more frequent changes of the narrative voice and speaker create the
impression of rapidity. Quotations occur relatively infrequently in the novel,
either in explanations, embellished contemplations or judicial speeches. In the
first two genres they are used for presenting examples (in this novel quotations
from Homer and Hesiod), in judicial speeches quotations occurred only in the
analyzed refutation and were used for rebutting the accusations. The change of
presentation mode occurs often also in the genre myths and fables, because both
fables and some myths contain a speech or a dialogue.

The figures of sound have three functions: emphasizing keywords, adding
rhythm and euphony (as embellishment). The figure of alliteration occurs most
frequently, even in less figurative genres and NTM-types. The homoioteleuton
is foremost connected to structural repetitions and occurs more in the genres
and types to which these figures are characteristic. Paronomasia occurs least
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frequently, but more for instance in descriptions and explanations, and in the
NTM-types of pauses and expansion of time. On the one hand, it adds euphony,
on the other hand it highlights the keywords by repetition.

In conclusion of the thesis it can be said that the analysis revealed, which
genres and types of NTM Achilles Tatius uses for narrating his novel — for
presenting the plot, the speeches, the digressions and slow-downs in the plot —
and how the narrative tempo and genres interact in his narration. It also showed
the similarities and differences between the narrative style of Achilles Tatius
and Eustathius Macrembolites. On the other hand, the thesis revealed figures
characteristic to certain genres and to some types of narrative tempo-manage-
ment. Characteristic figures to most sub-genres were observed, although the
overall use of figures within a genre is relatively coherent. Differences in the
occurrence of figures were more evident in the analysis according to genres than
according to types of narrative tempo-management. The analysis revealed, that
sometimes other aspects must also be considered, for instance the neighbouring
genres/types and the function of the text.

The influence of the genre on the use of rhetorical figures is greater than the
influence of the narrative tempo-management type. Some typical combinations
of certain genres, types of NTM and rhetorical figures occur. Thus, analyzing
the style of narration of Achilles Tatius we can see that the author’s choice of
genre is the most influential factor, both regarding the presentation of the plot
and the story-time (i.e., the use of certain narrative tempo-management types
for certain genres), as well as the use of rhetorical figures (as they mostly
depend on the genre).

This thesis does not however offer final conclusions and complete descrip-
tion of the style of Achilles Tatius — it rather shows and offers possibilites for
future analysis of different aspects of his style. For instance, in future the
question, why sections in the same (sub-)genre sometimes differ substantially,
could be answered by the analysis concentrating on the study of each genre and
(sub-)genre in the whole novel, not in selected passages. A more thorough
analysis of single rhetorical figures or groups of figures according to their
genres and in the whole novel could help us to understand their various func-
tions better. The thesis also revealed that the analysis of rhetorical figures based
on a contemporary edition may not give us adequate results, as the parsing of
text by modern editor can differ from the parsing made according to rhetorical
periods. Thus, an analysis of prose rhythm (periods) and prosodical units could
give us different statistical results, which are more in accordance with the
ancient theory of period. And in the broader perspective, the methods developed
in this thesis give an opportunity to compare the novel and narrative style of
Achilles Tatius to other literary texts, especially the other extant ancient Greek
novels.
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SUMMARY IN ESTONIAN

Achilleus Tatiose Leukippe ja Kleitophon:
Retoorilised figuurid, narratiivi tempo ja
Zanrid kreeka romaanis

Vanakreeka romaane, mis vahepeal {isna unustusehdlma olid vajunud, on alates

20. sajandi keskpaigast taas rohkem uurima hakatud. On ilmunud erinevaid

kisitlusi romaanide péritolu ja eeskujude, kompositsiooni, karakteri kujutamise,

sotsiaalse ja kirjandusliku konteksti jms. kohta. Viimastel aastatel on rohkem
tdhelepanu hakatud podrama romaanide narratoloogilisele uurimisele, mis on
mdjutanud ka kéesoleva doktoritdd teemavalikut.

Doktoritd6 ,,Achilleus Tatiose Leukippe ja Kleitophon: Retoorilised figuurid,
narratiivi tempo ja Zanrid kreeka romaanis” eesmérgiks on uurida seoseid retoo-
riliste véljendusvahendite, narratiivi tempo ja Zanrite vahel Achilleus Tatiose
romaanis Leukippe ja Kleitophon. Uurimus on edasiarendus minu magistritoost,
mis késitles retooriliste véljendusvahendite esinemist Achilleus Tatiose romaani
neljas tekstitiiiibis. Analiiiisi tulemusena selgus tookord, et igale tekstitiiiibile
(minajutustus, dialoog, kdne, kiri) on iseloomulikud teatud retoorilised figuurid.
Sealt kasvas vilja idee jagada kogu romaan alaZzanriteks ja vaadelda retooriliste
figuuride kasutust nendes. Pohjalikuma kisitluse puudumine retooriliste figuu-
ride esinemise kohta vanakreeka romaanides ongi peamine pdhjus kdesoleva
uurimuse kirjutamiseks.

Kreeka romaanide, sealhulgas Leukippe ja Kleitophoni narratiivi tempot on
varem liksikasjalikumalt vurinud Tomas Hagg teoses Narrative Technique in
Ancient Greek Romances (1971), mis on olnud suureks eeskujuks ka minu
doktoritodle. Tema uurimuse eesmérgiks polnud siiski narratiivi tempo ja teksti-
zanrite seoste uurimine, ka retooriliste figuuride késitlus selles piirdub mdne
pogusa mairkusega. Meetod narratiivi tempo uurimiseks parineb kéesolevas
doktorit60s Gerard Genette’ilt, kes eristas oma teoses Narrative Discourse
(1983) nelja narratiivi tempo tiilipi. Seda meetodit on edasi arendanud nt. Mieke
Bal ja Gerard Prince, kéesolevas t60s on seda meetodit veelgi tdiendatud.

Doktoritd6 eesmérk on uurida:

1) millised romaani alazanrid Tatiose romaanis esinevad ning kuidas haldab ta
narratiivi tempot; samuti romaani alazanride ja tempo-haldamise tiiiipide
vahelisi seoseid ja suhteid, kiisides, kas seosed on olemas ja milles need
avalduvad. Vordluseks on neid aspekte analiilisitud ka 12. sajandist périt
Eustathios Makrembolitese romaanis Hysmine ja Hysminias.

2) retooriliste figuuride kasutust, keskendudes aspektidele, mis mojutavad
figuuride valikut ja jaotumist nii romaani alazanrites kui narratiivi tempo
haldamise tiiiipides. Peamised kiisimused on:

a) milliseid 19 t66s analiiiisitud retoorilisest figuurist esineb Tatiose romaa-

nis kdige sagedamini, kus nad sagedamini esinevad ja mis on nende
funktsioonid?
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b) kas on vdimalik vilja tuua igale alazanrile ja narratiivi tempo haldamise
tiitibile iseloomulikke figuure?

c¢) kas retooriliste figuuride esinemist mdjutab rohkem tekstildigu (ala-)zanr
vOi narratiivi tempo haldamise tiiiip?

Nende kiisimuste lahendamiseks oli vaja vilja tootada retooriliste figuuride
analiilisimise, narratiivi tempo ning romaani alazanrite uurimise meetodid.

Kéesolev uurimist6d on jagatud neljaks suuremaks peatiikiks.

Esimene, sissejuhatav peatiikk kisitleb Leukippe ja Kleitophoni ajalist ja
ruumilist raamistikku ning narratiivi tasandeid romaanis. Achilleus Tatiose teos
algab nn oletatava autori jutustusena narratiivi esimesel tasandil. See kestab aga
vaid kaks peatiikki ja kogu iilejddnud romaan on kujutatud peategelase
Kleitophoni minajutustuse vormis narratiivi teisel tasandil. Siindmusi esitatakse
loo tegelase Kleitophoni pilgu l4bi nii nagu ta neid parajasti kogeb ning mina-
jutustaja Kleitophon ei vOta enamasti endale kdiketeadva jutustaja rolli. See
voimaldab luua ponevust, kuna osad siindmused jiddvad lugejale/kuulajale esi-
algu moistatuslikuks (nt. Kleitophoni armsama niiline surm kahel korral).
Erinevate tegelaste otsekone Kleitophoni minajutustuse sees moodustab jutus-
tuse kolmanda tasandi, seda esineb Tatiose teoses lisnagi palju (ligi pool romaa-
nist on esitatud tegelaste otsekdnena). Kui aga tegelased omakorda tsiteerivad
kellegi sdnu oma otsekdnes, moodustab see jutustuse neljanda tasandi.

Stindmustik on esitatud peaaegu pédevikulaadses vormis, autor tipsustab
sageli mooduvaid ajavahemikke. Ehkki monel puhul on ajavahemiku mdéodu-
mine umbmaéiirane (eriti ellipsites, mis mérgivad tekstis aja vahelejéttu, see aeg
voib olla viga pikk), on kogu teos voimalik {isna tipselt jagada iiksikuteks
paevadeks ning 66deks (jaotus on esitatud Lisas 1). Arvestades pdevade piire
jutustuse ajas ning olulisemaid pdordepunkte siindmustikus, on kogu romaan
jaotatud neljaks suuremaks osaks, mis erineb pisut tavapérasest sekundaar-
kirjanduses esinevast jaotusest.

Romaanis Leukippe ja Kleitophon on vdimalik eristada nn ,,lithikesi” (kodus,
asula timbruses) ning ,,pikki” (erinevate asulate, maade vahel) liikumisi ruumis.
Romaani esimene osa (I ja II raamat) piirdub liikumisega peategelase Kleito-
phoni isa majapidamises ning Tyrose linna ldhiiimbruses, kuid 1dppeb pea-
tegelaste pogenemisega — labi Siidoni linna jouavad nad Beirutisse, kus asuvad
Alexandriasse suunduvale laevale. Teise osa (III raamat — V raamatu 8.
peatiikk) alguses, peale laevahukku, joutakse Niiluse deltas asuvasse Pelusioni.
Sealt liigutakse piki Niilust Alexandria poole, teel satutakse aga roovlite kitte
ning vahepealsed liikumised ruumis on taas lithikesed. Olles Egiptuse armee
poolt vabastatud, joutakse Alexandriasse, kus peategelane Leukippe II osa 10pus
néiliselt surma saab. II ja III osa (V. raamatu 8. peatiikk — VII raamatu 6.
peatiikk) vahel on ellips, mis jitab jutustuse ajas vahele kuus kuud, mille valtel
viibib peategelane Kleitophon Alexandrias. Siis aga abiellub ta rikka lese
Melitega ning paar sdidab Ephesosse. III osa teine pool ning suurem osa teose
IV osast (VII raamatu 7. peatiikk — VIII raamat) moodub Ephesoses, kus pea-
tegelane 14abib vaid liihikesi vahemaid. Suurem liikumine ruumis toimub taas
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teose (ehk IV osa) 16pus, kus peategelased sdidavad Ephesosest Byzantioni ning
seejarel tagasi Tyrosesse. Nonda tekib teoses ringkompositsioon, mis on omane
teistelegi vanakreeka romaanidele.

1. peatiiki 16pus on esitatud Eustathios Makrembolitese romaani Hysmine ja
Hysminias ajalise raamistiku, ruumilise raamistiku ja narratiivi tasandite ana-
liiis koos lithikese vordlusega kahe autori osas. Olulisim erinevus on see, et
Eustathiose jaoks ei ndi olevat tdhtis ajalise ning ruumilise raamistiku tdpne
esitus, sest ta on loonud oma teoses tdielikult vdljamdeldud maailma. Tatios
seevastu piitiab toendoliselt jalgida ajalookirjandusest tuttavat mudelit, et muuta
oma lugu usutavaks. Ka narratiivi tasandite puhul on mdningaid erinevusi:
Eustathiose romaanis puudub sissejuhatav oletatava autori minajutustus, mis
Tatiosel moodustab esimese jutustuse tasandi. Ka tegelaste otsekdnede puhul
vahetab Tatios palju sagedamini jutustuse tasandit e esitab otsekonet otsekones
(kas tsitaatide voi tsiteeritavate dialoogide/kdnede 14bi).

1. peatiikis kirjeldatud ajaline ja ruumiline raamistik voimaldab vorrelda
Tatiose romaani iildist jutuaja esitust teiste kirjanduslike teostega. Samuti annab
see vOimaluse vorrelda ja seostada iildise jutuaja kujutamist ja kulgemist selle-
ga, millise tempo valib Tatios siindmuste jutustamiseks jutuaja sees — seda
probleemi kisitletakse doktoritdo 2. peatiikis.

Doktoritoo teine peatiikk késitleb meetodit uurimaks narratiivi tempo
haldamist romaanis Leukippe ja Kleitophon, arvestades jutu aja ning jutustamise
aja omavahelist suhet. Nagu 6eldud, parineb meetod algselt G. Genette’ilt kes
eristas nelja tempotiiiipi: paus (kus jutu aeg seisab, ent jutustamise aeg liigub
edasi), stseen (kus jutustamise ja jutu aeg liiguvad enam-vihem vordselt),
kokkuvote (kus jutustamise aeg on lithem, kui jutu aeg) ning ellips (kus kiiret jutu
aja moodumist on jutustamise ajas méargitud vaid mone sOnaga). Kdesolevas toos
on neile tliiipidele lisatud veel nn. laiendatud aeg, kus jutustamise aeg liigub
aeglasemalt kui jutu aeg (nt. kui on kirjeldatud maali, mida tegelased loos
parajasti vaatavad, ent mille kirjeldamine jutustamise ajas votab rohkem aega, kui
selle vaatamine jutu ajas). Stseeni on kéesolevas t60s nimetatud 0-tasandiks ning
kokkuvdte jagatud kolmeks tipsemaks narratiivi tempo haldamise tiiiibiks:**’ nn
kokkusurutud ajaks, detailseks kokkuvotteks ning lithikokkuvotteks. Esimene
neist kasutab Tatios stseenides kirjeldamaks siindmusi viga detailselt, jutustamise
aeg liigub vaid pisut kiiremini kui jutuaeg. Viimases, lithikokkuvdttes aga on
stindmusi jutuajas kirjeldatud vaid viga pealiskaudselt.

Pool Tatiose romaanist on kirjutatud 0O-tasandil, mis esineb teoses peamiselt
tegelaste otsekdnes Kleitophoni minajutustuse sees. Selles tiilibis on jutustatud
dialoogid ja erinevatesse zanritesse kuuluvad koned. O-tasand esineb teoses
koige tihtlasemalt, kusjuures teksti maht, mis selles tiiiibis jutustatud, kasvab
teose loikes. Nn kokkusurutud aeg vaheldub O-tasandiga koige sagedamini
dialoogides, kus peategelaste konevoorude vahele on pikitud minajutustaja
taustaselgitused. Samuti kasutab autor seda tiilipi vdga detailsel siindmuste

* Termini narratiivi tempo haldamise tiiiip asemel kasutan edaspidi kokkuvdttes lithemat

vormi tempotiiiip.
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kirjeldamisel. Kokkusurutud ajas jutustatud 16igud esinevad teose viltel iihtlase
sagedusega ja sarnases mahus.

Detailne kokkuvote on peamine siindmuste kirjeldamise tiilip Achilleus
Tatiose romaanis, kdige enam esineb seda tempotiilipi teose Il osas, III ja IV
aga suhteliselt vdhe. Liithikokkuvotet esineb harva ning 16igud selles on liihi-
kesed. Suurem on selle tempotiiiibi esinemistihedus III osa alguses ja IV osa
16pus. Ellipseid ei esine peaaegu iildse 111 osa teises pooles ning IV osa alguses.
Tihedamalt on neid aga I osas ja IV osa 16pus.

Nn laiendatud aega kasutatakse teoses peamiselt kirjeldusteks ning parallel-
stindmuste esitamiseks (nn. internsed analepsised e tagasiviited siindmustele,
mis toimuvad paralleelselt teose pealiini siindmustega). Laiendatud aega pole
jutustamiseks peaaegu iildse kasutatud III osa teises pooles ning neljandas osas.
Suurem hulk teksti on laiendatud ajas jutustatud II osas, ent selle tiiiibi
esinemissagedus on tihedam I osas (st 16igud on seal lithemad).

Pausid on romaanis enamasti digressioonide rollis, mis modeldud tempo
aeglustamiseks enne voi pérast kiiremat siindmustiku arengut. Kdige rohkem on
pause teose esimeses osas, edasi aga itha vihem ja vdhem. Pausi on Tatios
kasutanud ka romaani ainsa korvalliini alguse kirjeldamiseks II raamatus (see
on esitatud analepsise e tagasivaatena aega enne romaani siindmustiku algust;
kdrvalliini 16pp on esitatud alles teose 16pus 0-tasandil ja lithikokkuvdttena).

2. peatiiki 16pus on analiiiisitud narratiivi tempo haldamist Eustathios
Makrembolitese romaanis ning esitatud selle vordlus Tatiose romaaniga. Kuigi
iilelildine pohim&te on mdlemas romaanis sarnane, esinevad moningad olulised
erinevused. Suurim on erinevus 0-tasandi ja kokkusurutud aja kasutamise osas.
Nimelt esineb viimast Eustathiosel oluliselt rohkem, stseenides keskendub ta
tegelaste otsekone esitamise asemel enam tegevuse kirjeldamisele. Pause esineb
Eustathiose romaanis vdga harva, sest puuduvad Tatiosele nii iseloomulikud
digressioonid: kirjeldused ja arutlused, kus jutustuse aeg peatub. Neid esinebki
vihem vO0i on nad esitatud hoopis mones teises tempotiilibis. Ka detailset
kokkuvtet esineb Eustathiosel vdhem, sest siindmusi esitatakse pdhiliselt kokku-
surutud aega kasutades. Liihikokkuvotetena esitatud 1dikude ning ellipsites
esineva teksti maht on molemas romaanis sarnane, ent neid kasutatakse
Eustathiose romaanis harvem (st 16igud on pikemad).

Kéesoleva t60 kolmas peatiikk kisitleb romaanis Leukippe ja Kleitophon
kasutatud zanre vastavalt iga tekstildigu vormile, funktsioonile ning sisule.
Meetod votab zanrikésitluse eeskujuks nii retoorikaharjutusi e progymnasmasid
kisitlevate antiikautorite teosed, reetor Menandrose epideiktilise konestiili
kisitluse, Aristotelese ning Ps.-Aristotelese retoorikaalased teosed kui ka kaas-
aegsetes keele- ja kirjandusuurimustes esinevad zanrid. Selle tulemusena erista-
takse Tatiose teoses kiimmet Zanri: siindmuste jutustus, kirjeldus, dialoog,
arutlus, kohtukone, kaeblus, miiiit ja valm, selgitus, veenmine ja palve ning kiri.
Osad neist on jagatud omakorda alazanriteks (kokku 21),”° kus vajalik.

¥ Siindmuste jutustus jaguneb neljaks alazanriks: siindmustiku esitamine, jutustav kdne,
kokkuvdte ning uue tegelase tutvustamine. Kirjelduse Zanr jaguneb objekti ekfraasiks, siind-
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Koige levinum zanr Tatiose teoses on siindmuste jutustus, millel on neli
alazanri. Neist omakorda koige rohkem kasutatakse siindmustiku esitamist — see
esineb vaid minajutustaja Kleitophoni jutustuses ning keskendub siindmstiku
kujutamisele, kusjuures jutustamiseks kasutatakse peamiselt kiiremaid tempo
haldamise tiilipe (kokkusurutud aeg, detailne kokkuvdte ja lithikokkuvdte).
Harva esineb see alazanr laiendatud ajas (paralleeltegevuste kirjeldamisel) voi
pausis (segatud analepsises). Siindmuste jutustamise teine alaZanr, jutustavad
koned funktsioneerivad teoses internsete analepsistena, mille 14bi teavitatakse
nii tegelast Kleitophoni kui ka lugejat/kuulajat neist siindmustest, mille tunnis-
tajaks Kleitophon ise ei ole. Need koned saavad esineda vaid O-tasandi
tempotiiiibis.

Kolmandat alazanri, tegelase tutvustust kasutatakse uute tegelaste sisse-
toomiseks siindmustikku. Seda teeb minajutustaja Kleitophon ise enamasti
pausides, monikord ka laiendatud aja véltel. Siindmuste jutustamise viimane
alazanr, kokkuvdte, on kiill sisu poolest viga mitmekesine, ent vormilt {ihtne
(selles esineb kas loend voi loendilaadne paralleelstruktuur). Kokkuvdtteid
esitatakse teoses nii lauludest, unendgudest, kdnedest kui kellegi litelustest. See
on iiks vahend, millega Achilleus Tatios véldib iihe siindmuse kirjeldamist kaks
korda, sest teisel korral on siindmuse kirjeldus esitatud alati kokkuvotte kujul.
Koige sagedamini on kokkuvote jutustatud kokkusurutud ajas, monikord laien-
datud ajas, detailses kokkuvdttes, iihel korral sisaldab kokkuvdte ka ellipsit.

Esinemissageduselt teisel kohal on romaanis kirjeldused. Nende funktsioon
on enamasti nédidata autori retoorilisi voimeid ning Opetatust. Esimene alazanr
neljast, objektide ekfraasid (e kirjeldused) funktsioneerivad peamiselt aeglusta-
vate digressioonidena peale kiiremat siindmuste arengut. Kirjeldatakse nii
maale, loomi, linnu, aeda, oda, kui ka nt. {iht peategelast Leukippet. Kirjelduste
teine alazanr, siindmuste ekfraas esineb jutustuses siis, kui peategelased ise
aktiivselt siindmustest osa ei vita ning stindmuste kulg on minajutustaja poolt
esitatud justkui pilt. Ka rituaalide kirjeldused (nt. Leukippe ohverdamine voi
jumalikud katsed, mida Leukippe ja Kleitophoni ,,abikaasa” Melite teose 15pus
labima peavad) kuuluvad siia alazanri.

Kirjelduste kolmas alazanr on tunnete kirjeldus. Tatios kirjeldab sageli
tundeid, mis haaravad tegelast nt. konede voi dialoogide ajal, ménikord areneb
see kirjeldus edasi arutluseks. Viimane kirjelduste alazanr, unenédgude kirjeldus,
esineb teoses vaid kaks korda. Romaanis on mainitud veel teisigi unenédgusid,
ent need kuuluvad siis monda teise alazanrisse (nt. kokkuvdte). Kirjeldused on
esitatud narratiivi tempo haldamise tiiiipidest enim kokkusurutud ja laiendatud
ajas, stindmuste ekfraase esineb rohkem detailse kokkuvdtte vormis.

Dialoogi zZanr ei ole iihtne, sest selles on kombineeritud tegelaste iitelused
otsekOnes ning minajutustaja saatelaused ja taustakirjeldus. Kuna siindmusi

muse ekfraasiks, tunnete kirjelduseks ning unendgude kirjelduseks. Arutluse zanr jaguneb
ilukdnelisteks arutlusteks ning liihiarutlusteks. Kohtukdnede Zanris on siitidistus ja kaitse-
kone. Miiiite ja valme on kisitletud eraldi alazanritena. Selgituste zanris on eristatud tege-
laste otsekonelised selgitused ning minajutustaja Kleitophoni selgitused. Veenmisi ja palveid
on samuti eraldi alazanritena késitletud.
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romaanis esitatakse minajutustaja Kleitophoni pilgu 14bi, on iiks dialoogi
tegelasi enamasti Kleitophon ise. Dialoogides esineb elemente ka teistest zanri-
test (kaeblus, veenmine, nduanne jne.), ka stindmustik voib dialoogide taustal
edasi areneda. Selle Zanri puhul kasutatatakse peamiselt kahe tempotiiiibi, 0-
tasandi ning kokkusurutud aja vaheldumist, monikord voib 0-tasand vahelduda
ka detailse kokkuvottega.

Arutluste Zanr on jagatud kaheks alaZzanriks. Ilukonelised arutlused on
koned, mida peavad romaani jooksul erinevad tegelased, koik sellised arutlused
esinevad O-tasandi tempotiilibis. Arutletakse armastuse voi loodusndhtuste iile,
arutluste eesmérk on néidata koneleja retoorilisi oskusi ning Opetatust, ent sageli
on neil ka moni lisaecesmérk, nt. selgitav, veenev voi nduandev. Teine alazanr
on liihiarutlused, mida esitab minajutustaja Kleitophon kas pauside voi
laiendatud aja viltel, kusjuures pausides esitatud arutlused on mdeldud vaid
lugejale/kuulajale (mitte tegelastele romaanis). Enamasti on selliste arutluste
teemaks tunded, mida {iks voi teine tegelane jutustuse kdigus kogeb, veel esineb
arutulusi nt. suudluste, pisarate ja jumalate iile.

Kohtukoned esinevad vaid teose neljandas osas, kus toimub kohtuprotsess
Kleitophoni ning Melite iile, kellega Kleitophon on peale armastatud Leukippe
ndilist surma abiellunud. Kokku peetakse seitse kohtukdnet, millest viis kuulu-
vad siiiidistuste alazanrisse (kusjuures iiks neist on Kleitophoni enesesiilidistus)
ning kaks kaitsekonede alazanrisse. Need koned sisaldavad nii jutustavaid kui
ka emotsionaalsemaid 13ike,*”! kdik esinevad O-tasandi tempotiiiibis.

Kaebluste zanril vdib romaanis olla samuti siitidistav lisacesmérk, peamiselt
on need aga koned O-tasandi tempotiilibis, kus tegelased kaeblevad kas armsa
inimese surma voi enda dnnetu saatuse iile. Uks kaeblustest on mérkimisvéirne,
sest see algab minajutustaja Kleitophoni kaeblusena, 10ppeb aga tegelase Klei-
tophoni kaeblusena otsekones.

Miiiidid ja valmid kuuluvad samasse zanri, sest mdlemad jutustavad vélja-
mdeldud loo. Siiski on neil erinev eesmérk — miiiidid selgitavad millegi tekke-
lugu, iihel juhul ka maalil kujutatut, valmid aga esinevad teoses vaid meele-
lahutuslikul eesmirgil. Mdlemad romaanis esinevad valmid, mis on esitatud
tegelaste poolt Kleitophoni minajutustuse sees, mingivad iihe tiiiitu orja Konop-
si nimega. Kcbovoy tdhendab kreecka keeles sddske ning valmides ongi pea-
tegelaseks see putukas. Kuna mdélemad valmid ning osad miiiitides sisaldavad
tegelaste otsekonet, vahelduvad neis sageli jutustuse kolmas ja neljas tasand.

Selgituste zanr on jagatud tegelaste otsekdnelisteks selgitusteks ning mina-
jutustaja Kleitophoni selgitusteks. Viimaste hulka kuulub ka {iks selgitus, mida
tegelikult annab ks tegelastes loos, ent mis on esitatud Kleitophoni mina-
jutustusena. Kleitophoni selgitused esinevad narratiivi tempotiiiipidest peamiselt
laiendatud ajas ning pausides, tegelaste selgitavad koned on alati O-tasandil.
Tegelane Kleitophon ei pea jutustuse véltel {lihtegi selgitavat konet, need on
esitatud teiste karakterite poolt ning selgitavad kas loo stindmustikku, kellegi

¥ Kiesolevas to6s kasutan terminit /6ik tekstiosa kohta, mis on jutustatud tihes Zanris/

alaZanris, v0i iihes narratiivi tempo haldamise tiiiibis, olgu selle pikkuseks 3 voi 300 sona.
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tegevust voi looduse ilminguid. Viimasel juhul néitavad nad taas tegelase retoo-
rilisi voimeid.

Veenmised ja palved on liigitatud samasse Zanrisse, sest algselt ndis nende
eesmirk sarnane. Siiski ei toeta retooriliste figuuride analiiiis, mis esitatakse
doktoritdo 4. peatiikis, sellist liigitust. Et aga enamik palveid on véga liithikesed,
on ulatuslike tldistuste tegemine ennatlik. Palved vGivad teoses olla suunatud
nii jumalate kui teiste tegelaste poole. Veenmised aga on tegelaste kdned, mis
pliiavad veenda kedagi, et midagi juhtus voi ei juhtunud, v6i dhutavad kedagi
midagi tegema. Veenmised on seotud teose kolme tdhtsaima tegelase, Leukippe,
Kleitophoni ja Melitega. Nii veenmised kui palved esinevad ainult 0-tasandi
tempotiiiibis.

Kirjazanri nditeid esineb Tatiose romaanis vaid neli. Kolm on kirjad, mida
tegelased saadavad teistele tegelastele loos, iiks aga on loomult hoopis
iileskutse, mis esitatakse Thersandrose poolt kohtus Melitele ja Leukippele (et
nad tdestaksid oma siiiitust 1dbides jumalikud katsed). Kuna viimast esitatakse
kirjapandud tekstina, mis loetakse kohtuprotsessil ette, on see analiiiisis liigi-
tatud kirjade alla. Kolm kirja neljast esitatake teose O-tasandil, iiks kiri
kirjutatakse aga jutustuse kidigus peategelase Kleitophoni poolt ning selle
esitamiseks kasutatakse kokkkusurutud aja tempotiiiipi.

Vaid need Zanrid, mis on seotud siindmuste esitamise vOi selgitamisega
(stindmustiku jutustamine, kokkuvdtted, siindmuste ekfraasid) on jutustatud
kiiremates tempotiitipides (kokkusurutud aeg, detailne kirjeldus, lilhikokkuvdte,
ellips). Seejuures on siindmustiku jutustamine ning siindmuste ekfraas ainu-
kesed alazanrid, mille esitamiseks on kasutatud koiki narratiivi tempotiilipe.
Aeglasemaid narratiivi tempo haldamise tiilipe kasutatakse peamiselt retooriliste
oskuste demonstreerimiseks, kas liihiarutlusteks, objektide voOi slindmuste
ekfraasideks, tunnete ja unendgude kirjeldamiseks, selgitamiseks ja miilidi-
jutustamiseks. Siiski esineb ka siindmustiku esitamist monikord laiendatud ajas
voi pausis. Sellisel juhul on need korvalekalded sliindmustiku lineaarsest esita-
misest — internsed analepsised e teosesisesed tagasivaated, iihel juhul ka viljas-
poole siindmuste algust ulatuv analepsis. Pause kasutatakse sageli ka uute
tegelaste sissetoomiseks siindmustikku. Kdige ulatuslikumalt esinevat O-tasandit
kasutab Tatios dialoogide ja tegelaste kdnede esitamiseks. Ka nende funktsioon
on sageli pigem ilustav v3i meelelahutuslik, siindmustiku kéiku esitatakse selles
tiitibis harva. Uldiselt on Tatiose teose narratiivi tempo pigem aeglane, sest talle
meeldib keskenduda kirjeldamisele ja arutlemisele voi siis oma retooriliste
voimete ning harituse demonstreerimisele.

Kolmanda peatiiki 16pus on esitatud Eustathios Makrembolitese romaanis
esinevad Zanrid ning selle lithivordlus Achilleus Tatiosega. Zanrikasutus on
iildjoontes iisna sarnane, kuid esineb ka olulisi erinevusi. Niiteks puuduvad 5
Tatiose romaanis esinevat alazanri Eustathiosel téiesti (tegelaste tutvustus,
lithiarutlus, stiiidistus, kaitsekdne ning valm), nende asemel aga kasutab Eus-
tathios kaht erinevat Zzanri (olgu need nimetatud keeldumiseks ning pdordu-
miseks). Molema autori romaanis esinevatest alazanridest kasutab Eustathios
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tunduvalt rohkem kokkuvotteid, unendgude jutustamist, veenmist ja palveid,
need on {ildjuhul ka oluliselt pikemad kui Tatiose romaanis.

Kéesoleva doktoritod neljas peatiikk analiiiisib retooriliste figuuride kasu-
tust Achilleus Tatiose romaanis vastavalt zanrile ning narratiivi tempo halda-
mise tliiibile. Analiiiisitud on oletatava autori jutustust teose kahes esimeses
peatiikis, teose I osa minajutustaja Kleitophoni jutustuses ning tdielikkuse
huvides kolme I osast puuduvat alazanri (veenmist, siiiidistavat kohtukonet ning
kaitsekonet) teose III ja IV osast. Kokku moodustab analiiiisitud teksti maht
umbes kolmandiku romaanist. Doktoritdd 4. peatiiki alguses antakse 19
analiiiisitava retoorilise figuuri lithidefinitsioon. Need jaotuvad leksikaalseteks
kordusteks (poliiptoton, sonakordus, anafoor, harvaesinev sonakordus),
struktuurikordusteks (parallellism, antitees, kiasm, isokoolon, parison), tempo-
figuurideks (asilindeton ja loend), podrdumisfiguurideks (retooriline kiisimus,
hiitiatus, poordumine), konesituatisooni muutuseks ja tsitaadiks ning kola-
kordusteks (alliteratsioon, homoioteleuton, paronomaasia).

Kleitophoni minajutustuse I osa on analiiiisis jagatud kaheksaks alliiksuseks,
mis enamasti keskenduvad iihe, monikord kahe pdeva kirjeldamisele jutustuse
ajas. Iga iiksus on jagatud 1dikudeks vastavalt zanrile ning narratiivi tempo
haldamise tiiiibile. Analiiiis niitas, et enamasti vahetuvad Zanr ja tempotiiiip
samades kohtades (st et analiiiisi erinevate tasandite allosade piirid kattuvad),
kuigi paljudel juhtudel on {iks zanr jutustatud mitme erineva tempotiiiibi jooksul
v0i on iiks tempotiilip jaotunud mitme erineva zanri vahel.

Narratiivi tempo vahetub Kleitophoni jutustuse I osa jooksul pisut sage-
damini kui zanrid. Neljas alliikksus Kleitophoni minajutustuses on ainuke, kus
16igud, mis jutustatud erinevates tempotiilipides ja Zanrites, nii sagedasti ei
kattu. Selle pShjuseks on dialgoogizanri ja siindmuste jutustamise vaheldumine.
Uhe Zanri jutustamiseks kasutatud tempo haldamise tiiiip (nt. kokkusurutud aeg
stindmuste jutustamises) kandub edasi jargmisse zanri (dialoogi) ning vahetub
alles siis teise tempotiilibiga (0-tasandiga) ja vOib mairgata naabertiilipide/
-zanride mdju jutustamise tempole.

Erinevates (ala-)zanrites ja tempotiilipides jutustatud 1dikude keskmiste
pikkuste vordlus néitas, et 16ikude vaheldumine toimub kiiremini (st jutustamise
temposmuutused/ Zzanrimuutused on sagedased ja jutustamise tempo hiiplik)
neis alliikksustes, mis keskenduvad rohkem siindmustiku edastamisele. Neile
jargnevad alliiksused, mis sisaldavad rohkem pikki kirjeldusi, arutlusi, selgitusi
ning mida esitatakse pausides, laiendatud ajas v&i O-tasandil (st jutustamise
tempo on rahulikum, iihtlasem). Eriti selgesti on ndha tempo kiirenemine
seitsmendas alliiksuses ning selle aeglustumine kaheksandas, mis on {ihtlasi
Kleitophoni minajutustuse I osa 10puks. Achilleus Tatios aeglustabki sageli
narratiivi tempot just raamatute ning osade 10pus vOi alguses, enne jargmist
stindmustiku kiiremat arenemist kirjeldavat osa.

Iga alliiksuse sees vaadeldakse retooriliste figuuride esinemist eri zanritesse
ning tempotiiiipidesse kuuluvates 1dikudes, ja uuritakse, kas esineb monele
zanrile v3i tempo haldamise tiiiibile omasemaid figuure, kas on mérgata naaber-
zanride/-tempotiiiipide mdju. Omavahel vorreldakse ka erinevaid 1dike, mis
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esinevad samas zanris vOi tempotiilibis. Kui vaadelda retooriliste figuuride
esinemist zanriti, siis kdige figuuririkkamad on kaeblused, millele jirgnevad
kirjeldused ja dialoog. Kdige madalam iildine retooriliste figuuride esinemis-
sagedus®” on selgitustes ja siindmuste esitamises. Kirju ja palveid esineb
analiiiisitud osades vaid iihel korral ja need on véga lithikesed, mistottu ei saa
figuuride esinemissagedust nendes vorrelda teiste Zanritega.

Madalaim {ildine figuuride esinemissagedus (0.17) on siindmustiku esita-
mise alazanris (vOrdluseks: kogu analiiiisitud tekstis esinevate figuuride iildine
esinemissagedus on 0.21). Figuuride esinemissagedust selles mdjutab ka ana-
liiisitava 16igu pikkus: mida pikem 16ik, seda rohkem erinevaid figuure esineb,
ent seda madalam on nende iildine esinemissagedus. Siindmustest jutustavale
alazanrile (mis on kdige madalama {ildise figuuride esinemissageduseg (0.15)
alazanr kogu romaanis) on kdige omasemad leksikaalsed, struktuuri- ja kdla-
kordused, eriti poliiptoton ja alliteratsioon. Rohk on faktide esitamisel, mitte
teksti kaunistamisel. Kdrgeim iildine figuuride esinemissagedus on kokkuvotete
alazanris. Kuigi need on tavaliselt vdga lithikesed, sisaldavad need iisna palju
erinevaid figuure. Poliiptotoni, struktuurikorduste, asiindetoni ja alliteratisooni
esinemissagedus kokkuvotetes on kdrgeim vdrreldes teiste siindmuste jutusta-
mise alazanritega.

Krjelduste Zanris, mis on iiks figuuriderohkemaid (iildine figuuride esinemis-
sagedus 0.27), kasutatakse rohkem struktuurikordusi, mida toetavad leksi-
kaalsed kordused (eriti anafoor) ja kolakordused (eriti homoioteleuton). Ka
tempofiguure, asiindetoni ja loendit esineb palju, enamasti muudavad need
figuurid jutustamise tempo (lause tasandil) kiiremaks. Kdige sagedamini esineb
kirjelduste alazanridest objektide ekfraasi, kus kasutatakse enim leksikaalseid ja
struktuurikordusi ning asiindetoni. Siindmuste ekfraasid on figuuride esinemise
poolest sarnased siindmuste esitamise alazanrile: sonakorduste, anafoori ja
alliteratsiooni keskmine esinemissagedus on neis suurem kui teistes kirjelduste
alazanrites. Tunnete kirjeldused on kdige korgema iildise figuuride esinemis-
tihedusega (0.35) alazanr kogu romaanis. Need on riitmilised, kuna palju
kasutatakse parisoni ja isokooloneid, ka asiindetoni, homoioteleutoni ja
poliiptotoni esineb neis 1dikudes palju. Ainsas unendgude kirjelduses, mis
analiiiisitud tekstis esineb, kasutatakse kdige rohkem asiindetoni, palju on
struktuurikordusi, seega on see kirjeldus riitmiline, kiire konelemise tempoga ja
emotsionaalne. Koigi kirjelduste puhul vdib mérgata seda, kuidas analiiiisitud
16igu funktsioon mdjutab figuuride kasutust selles. Kirjelduste puhul avaldab
16igu pikkus vastupidist mdju, kui siindmuste jutustamise puhul — mida pikem
on loik, seda rohkem figuure kasutatakse, ent ka figuuride iildine esinemis-
sagedus on korgem.

* Figuuride iildine esinemissagedus viljendab kdigi uuritud figuuride kogusummat vasta-
vas tekstildigus, mis on jagatud sOnade arvuga 16igus. Figuuride esinemissagedus véljendab
tthe figuuri (monikord ka figuuridegrupi) esinemise kogusummat tekstildigus, mis on
jagatud 16igu sdnade arvuga.
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Koige omasem tunnus dialoogizanrile (iildine figuuride esinemissagedus
0.24) on kdnesituatsiooni muutus, kuna seal vahelduvad pidevalt jutustuse teine
ja kolmas tasand ning erinevad jutustavad hééled (ilma kdnesituatsiooni muu-
tust arvestamata on dialoogide iildine figuuride, st traditsiooniliste figuuride
esinemissagedus iisna madal). Kdnevooru vahetus ei ole Tatiose romaani
dialoogides enamasti kuigi sage — véga palju esineb dialooge, milles kummaltki
osaliselt on esitatud vaid iiks konevoor. Viga harva esitatakse dialoogid ilma
minajutustaja saatelauseteta voi iihe-kahe sonaliste saatelausetega. Podrdumis-
figuuride keskmine esinemissagedus dialoogides on suurem kui enamikes
teistes zanrites. Leksikaalsed ja struktuurikordused (v.a isokoolon) esinevad
dialoogides tunduvalt harvem kui mujal.

Arutluste Zanris kasutatakse enim leksikaalseid ja struktuurikordusi, eriti
sonakordust, antiteesi ja kiasmi. Ka tsitaate kasutatakse neis sagedamini kui
enamikus teistes Zanrites. Uldine figuuride esinemissagedus on siin 0.21 e
lahedane kogu analiiiisitud teksti keskmisele. Mdlemas arutluse alazanrites
kasutab autor sarnaseid figuure, ent need ei pruugi esineda viga iihtlaselt. Ilu-
konelistes arutlustes voivad figuurid erineda nt. osades, mille eesmérk on
veenmine ja osades, mille eesmirk pigem noduandmine (1digu funktsioon
mojutab taas figuuride kasutust). Ka lihiarutlused on omavahel vorreldes iisna
erinevad, siiski esineb neis rohkem leksikaalseid, struktuuri- ja kdlakordusi.

Kohtukonedes (iildine figuuride esinemissagedus 0.22) esineb enim leksi-
kaalseid kordusi, parallellismi ja antiteesi, poordumisfiguure ja tsitaati. Viimane
figuur esines analiiiisitud kdnedest kiill ainult kaitsekdnes, kus seda kasutati
stitidistuste iimberliikkamiseks. Figuurid jaotuvad konedes enamasti iihtlaselt,
ent pikemate lauseosadega arutlevate ja jutustavate osade vahel esinevad
lithikeste asiindeetiliste koolonite ning retooriliste kiisimuste ja hiiliatustega
emotsionaalsemad osad. Need poordumisfiguurid koos asiindetoniga on véga
iseloomulikud ka kaebluste zanrile, eriti korge on hiiliatuste esinemissagedus
neis. Ent ka leksikaalseid ja struktuurikordusi ning homoioteleutoni esineb neis
kui koige korgeima iildise figuuride esinemissagedusega Zanris (0.31) enamasti
rohkem kui mujal.

Miiiidi ja valmi jutustamisel kasutab autor rohkem leksikaalseid kordusi,
parallelismi ja parisoni. Retoorilised kiisimused ja kdnesituatsiooni muutus
esinevad tihti seetottu, et nii miilidid kui valmid sisaldavad endas tegelaste
otsekonet. Valmides on suurem ka teiste pooérdumisfiguuride hulk, lisaks on
suurem struktuuri- ja kodlakordusete esinemissagedus. Miiiidid on oma figuuri-
kasutuselt sarnasemad siindmuste esitamise alazanriga (ka iildine figuuride
kasutus on selles madalam (0.18) kui valmides (0.21)) — rohkem kasutatakse
neis leksikaalseid kordusi.

Selgituste zanris, mis pole véga figuuriderohke (iildine figuuride esinemis-
sagedus on 0.18), esinevad kolm pohilist figuuridegruppi: leksikaalsed,
struktuuri- ja kdlakordused. Tegelaste selgitavates kdnedes esineb sagedamini
poordumist ja tsitaati, viimase tottu ka konesituatisooni muutust.

Veenmised ja palved erinevad omavahel rohkem kui teised {ihe Zzanri
alazanrid (ka iildine figuuride esinemissagedus on véga erinev — vastavalt 0.23
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ja 0.18). Veenmiskonedes kasutatakse palju paralleelstruktuuri, mis on parisoni
vormis, seda toetavad homoioteleutonid ja anafoorid. Ka p66rdumiste, asiinde-
toni ja retooriliste kiisimuste keskmine esinemissagedus on viga korge. Seega
on veenmised viga sarnased teisele emotsionaalsele Zanrile — kaeblustele.
Ainuke palve, mis esines minajutustaja Kleitophoni jutustuse I osas, on esitatud
18bi sGnakorduste, homoioteleutoni ja podrdumisfiguuride.

Ka kirja esines analiilisitud tekstis vaid iihel korral, seal kasutati figuurides
pOo6rdumist, asiindetoni, kiasmi ja kahte leksikaalset kordust. Pdgus vordlus
teiste romaanis esinevate kirjadega niitas, et see sarnanes enim Thersandrose
viljakutsele, mis esitatud kohtuprotsessil. Mdlemad on pisut formaalsemad kui
iilejadnud kirjad (peategelaste Leukippe ja Kleitophoni kirjad teineteisele, need
on emotsionaalsema alatooniga).

Seitsmest narratiivi tempohaldamise tiiiibist on kdige suurema iildise figuu-
ride esinemissagedusega nn laiendatud aeg (0.26), pisut madalam on figuuride
esinemissagedus O-tasandil (0.23). Kodige vdhem esineb retoorilisi figuure
ellipsites ja lihikokkuvéttes (mSlemas 0.12). Ent neid kahte tiiiipi ei saa ana-
liiisitud 16ikude lithiduse tottu jéllegi samavéirselt teiste tempotiiiipidega
vorrelda. Tempotiilipide omavahelises vordluses on erinevused figuuride
esinemissageduses ja valikus palju vdiksemad kui erinevate Zanrite omavahe-
lises vordluses, kuid Zanrite mdju figuuridevalikule ning esinemissagedusele on
margatav kdigis tempotiilipides.

Pausides (iildine figuuride esinemissagedus 0.2) esineb sagedamini leksikaalseid
ja struktuurikordusi, eriti sonakordust, antiteesi ja parallelismi. Laiendatud ajas
esinevates ldoikudes on enamike figuuride esinemissagedus korgem kui teistes
tempotiitipides (iildine figuuride esinemissagedus 0.26). Eriti kdrge on struktuuri-
korduste ja asiindetoni osakaal. Samas on need figuurid, mis on viga omased ka nt.
kirjelduste zanrile, mis vdga sageli just laiendatud ajas esineb.

Lbdigud, mis on jutustatud 0O-tasandi tempotiiiibis (iildine figuuride esinemis-
sagedus 0.23), erinevad kdige enam teistest tempotiilipidest, sest seal kasuta-
takse suurel hulgal pdordumisfiguure ja tsitaate, ka kdnesituatsiooni muutus
toimub vidga tihti. Selle pdhjuseks on asjaolu, et 0-tasand on Tatiose teoses
enam-vihem vordne tegelaste otsekonega. Muudest retoorilistest figuuridest
esineb 0-tasandil sagedamini struktuurikordusi. Kuna Zanre, mille esitamiseks
kasutatakse seda tempotiilipi, on véga palju, on raske vélja tuua ka iithe zanri
moju kogu tiiiibi figuurikasutusele. Ent iiksikutes 16ikudes on see ilmne. Samas
on 0-tasand see tempotiilip, mis enim mdjutab figuurideksasutust teatud zanris
(eelkodige podrdumisfiguuride esinemise 1dbi).

Ehkki iildjoontes on figuurikasutus ja -valik kolmes jutustuse aega kokku-
votvas tiiiibis sarnane, voib kohati mérgata viikseid erinevusi. Nn kokkusurutud
ajas (iildine figuuride esinemissagedus 0.21) kasutatakse rohkem leksikaalseid
kordusi, parallelismi, loendit ja alliteratsiooni. Ka konesituatsiooni muutus on
korgem, sest see tiilip vaheldub kdige sagedamini O-tasandiga e tegelaste otse-
kdnega, samuti kasutatakse seda suurema arvu erinevate Zanrite esitamiseks.
Detailses kokkuvdttes (lildine figuuride esinemissagedus 0.16) kasutatakse
enamasti samu figuure, mis on omased siindmustiku esitamise alazanrile, sest
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need kaks esinevad romaanis kodige sagedamini koos. Ka lithikokkuvotet (iildine
figuuride esinemissagedus 0.12) kasutatakse enamasti sama alazanri jutusta-
miseks, seal esinevad vaid leksikaalsed, struktuuri- ja kdlakordused, kusjuures
antiteesi ja kiasmi ei kasutata iildse. Ellipsid (iildine figuuride esinemissagedus
0.12) on tekstis mérgitud enamasti vaid mone sdnaga, mistottu enamik figuure
ei saagi selles tempotiiiibis esineda (need nouavad pikemaid lauseid). Niisiis
esineb ellipsites vaid neli figuuri: poliiptoton, anafoor, alliteratsioon ja kone-
situatsiooni muutus.

Vaadeldes retooriliste véljendusvahendite esinemist tildiselt, voib tdheldada,
et koige sagedamini esinevad Tatiose romaanis leksikaalsed kordused, eriti
poliiptoton. Seda nii enamikes Zanrites kui tempotiiiipides. Leksikaalsete kor-
duste funktsioon on tuua tekstis esile pdhilised méarksdnad, ent neid kasutatakse
ka kaunistusena voi riitmi loomiseks (eriti anafoori). Leksikaalsed kordused
esinevad koige sagedamini niisiis kaeblustes, kirjeldustes ja kohtukonedes,
narratiivi tempotiiiipidest aga pausides, laiendatud ajas ja 0-tasandil. Struktuuri-
kordused esinevad iihelt poolt sagedamini neis Zanrites, mis on kompositsioonilt
keerukamad ja stiililt retoorilisemad (nt kirjeldused ja arutlused), teisalt esineb
neid rohkem ka emotsionaalsetes zanrites (nt kaeblused). Lauseriitm ja teksti
hoolikas liigendamine on olulised modlemal puhul. Tempotiiiipidest esineb
struktuurikordusi sagedamini kokkusurutud ja laiendatud ajas, samas ka O-
tasandil ja pausides.

Tempofiguurid on vdga omased kaeblustele ja veenmistele (kui emotsio-
naalsetele zanritele), aga ka keerukamalt komponeeritud kirjeldustele. Kuna
nende Zanrite esitamiseks kasutab autor sagedasti O-tasandit ja aja laiendust, siis
on tempofiguuride esinemissagedus neis tiilipides korgem. Asiindetoni figuur,
aga sageli ka loend, muudavad konelemise tempo neis sageli kiireks.
Po6rdumisfiguure kasutatakse rohkem O-tasandil ja taas emotsionaalsemates
zanrites (kaeblustes, veenmistes). Ka kohtukdnedes on pdordumiste esinemis-
sagedus korge, sest neis on vaja poorduda kohtukogu liikkmete poole. Retoorilisi
kiisimusi kasutatakse kohtukonedes omaenda seisukohtade ja argumentide
esiletostmiseks.

Konesituatsiooni muutus on peamiselt seotud dialoogizanri ja 0-tasandiga;
selle figuuri analiilisimise peamine eesmirk oli ndidata konelejate/jutustajate
héélte vaheldumist. Siiski néitab selle figuuri viga sage esinemine ka narratiivi
tempo iildist kiirenemist ja hiiplikkust, eriti dialoogides, milles vahelduvad
enamasti 0-tasand ja kokkusurutud aeg. Tsitaate kasutatakse iildiselt teoses
harva, enamasti selgitustes, ilukdnelistes arutlustes ja kohtukonedes. Kahes esi-
meses Zanris tuuakse oma viidete tdestuseks nditeid Homeroselt ning Hesio-
doselt, kaitsekonede alazanris kasutatakse tsitaate siilidistuste iimberliikkamisel.

Kolakordustel on teoses kolm peamist funktsiooni: tdsta esile mirksonu,
luua riitmi (eriti homoioteleutoni figuur) ja kaunistada. Koige sagedamini
kasutatakse kolakordustest alliteratsiooni, isegi neis zZanrites ja tempotiilipides,
mis muidu on suhteliselt figuuridevaesed. Homoioteleutoni esinemissagedus
sOltub enamasti parallelstruktuuride esinemisest ja seda kasutatakse rohkem
neis zanrites ja tempotiiiipides, kus on sagedasemad struktuurikordused.
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Paronomaasiat kasutatakse Tatiose romaanis kdlakordustet kdige harvemini,
rohkem nditeks kirjelduste ja selgituste zanris ning pausi ja laiendatud aja
tempotiiiipides. Uhest kiiljest lisab see figuur eufooniat, teisalt tdstab sdna-
mingu kaudu esile olulisemaid méarksénu.

Figuuride esinemise puhul vdib maérgata seda, et lilhemates ja figuuride-
vaesemates 10ikudes esinevad esmalt leksikaalsed ja kdlakordused (eriti poliip-
toton ja alliteratisoon), pikemates 16ikudes lisanduvad neile paralleelstruktuurid.
Paralleelstruktuuridega seoses voib tdheldada seda, et teised figuurid (enamasti
leksikaalsed ja kolakordused) kipuvad tekstis koonduma rohkem paralleel-
struktuuridesse voi nende 1dhedusse.

Kui esitada kiisimus, kas figuuride kasutus iseloomustab tegelasi vdi erine-
vaid jutustuse tasandeid, siis retooriliste figuuride uurimine nditab, et 1dikudes,
mis on esitatud oletatava autori ning minajutustaja Kleitophoni poolt ei ole
figuuride kasutus viga erinev (kuigi oletatava autori jutustusena esineb romaa-
nis vaid kaks peatiikki). Kleitophoni minajutustuse sees aga vdib kohati margata
figuurikasutuse erinevust erinevate tegelaste otsekones.

Siiski ei saa iga kord seletada figuuride kasutuse erinevusi ei zanri, tempo-
tiitibi ega koneleja hidlega. Analiiiisitud tekstis esines mitmeid néiteid sellest, et
figuuride kasutust teatud Zanris voi tempotiiiibis mdjutas eelneva voi jargneva
zanri figuurikasutus (liksteisele jirgnevates 10ikudes kasutatakse sarnaseid
figuure). Véaga oluline on ka tekstildigu (voi isegi selle osa) enda funktsioon
jutustuses (nt. kirjeldav, veenev, jutustav).

Kokkuvétteks vOib delda, et analiilis tdestas, et teatud tempotiiiipidele ja
zanritele on iseloomulikud kindlad retoorilised véljendusvahendid. Erinevusi
vOis mérgata ka lihe Zanri alazanrite vahel, kuigi iildiselt on figuurikasutus neis
kiillaltki sarnane. Erinevused figuurikasutuses olid selgemad Zzanrite aspektist
vaadatuna, vihem mérgatavad on need narratiivi haldamise tempotiiiipide (vélja
arvatud 0O-tasand) vahel, seega on figuuridevaliku ja esinemissageduse puhul
olulisem just Zanri mdju. Sageli tuleb aga figuurikasutuse puhul arvestada ka
naaberzanrite/tempotiilipide ning 1digu funktsiooniga jutustuses.

Kéesolev doktoritdd ei paku kindlasti 16plikke jareldusi ja tulemusi Achil-
leus Tatiose jutustamise stiili kohta, pigem avab see mitmeid uusi suundi,
millele tulevastes analiiiisides keskenduda. Kindlasti peaks {ildise retooriliste
figuuride analiilisi osas vordlema detailselt iga (ala)zanri 15ike igas tempohalda-
mise tiiiibis eraldi terve romaani 1dikes, et ndha erinevusi iihe Zanri ja tempo-
tiilibi sees, suuremat tdhelepanu peaks podrama sealjuures zanrile. Samuti peaks
analiilisima pohjalikult tiksikute retooriliste figuuride voi figuurigruppide esine-
mist terves romaanis. Ka t60s esitadud analiilisi meetod ise vajab tdiustamist,
nditeks teksti liigendamise osas. T60 nditas, et retooriliste figuuride analiiiisi-
mine ldhtudes kaasaegsest tekstieditsioonist (ehk seal esitatud lausepiiridest) ei
pruugi kohati anda adekvaatseid tulemusi, sest teksti prosoodiline jaotus antiik-
autorite enda ndgemuses on tdendoliselt erinev ja selleks tuleks 14bi viia pdhja-
likum lauseriitmi analiilis. Laiemas perspektiivis saab aga t60s juba vilja-
todtatud meetodite abil vorrelda Achilleus Tatiose romaani teiste kirjanduslike
tekstidega, eelkdige teiste terviklikult sdilinud vanakreeka romaanidega.
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Appendix |:
The temporal division of the novel

Table 1: The temporal division of the narration of the supposed author in Ch. 1.1-1.2.

Chapter | Day/night Events™
(story-time)
1.1-1.2 Day 1 The supposed author arrives in Sidon (EO/P), looks around

(supposed author) | (NP/BS), describes the painting of Zeus and Europe (EO/ET);
conversation between the supposed author and the main pro-
tagonist and second ego-narrator Clitophon(D,NP/0-L, CT).

Abbreviations: NP — narration of the plot; EO — ekphrasis of an object; D — Dialogue; P — pause; ET —
expansion of time; 0-L — 0-level; CT — compression of time; BS — brief summary.

Table 2. The temporal division of the first part of the novel (Ch. 1.3.-2.38).

Chapter | Day/night Events

(story-time)
1.3.1- Night 1,”* Day 1, | Clitophon starts his story introducing himself (INT/P); Cli-
1.6.7 (Clitophon) tophon’s contemplation and dream (SC,NP,DD/P,CT); letter

from Clitophon’s uncle to his father (NP,LET/DS,0-L); Leu-
cippe and her mother arrive (NP, EO,SC,DE/DS,ET); dinner
(NP,SUM,DE,SC/BS,DS,CT,P,0-L); going to bed (NP/DS).
1.6.7 - Night 2, day 2 Clitophon cannot sleep, contemplation over pain at night,
1.14.14 | (E* of days 3-5 |dreams about Leucippe (SC,SUM/P,E,DS); Clitophon walks
nights 3-6°%), in the garden in order to see Leucippe (NP/DS); ellipsis of
day 6 three days (NP/E). Clitophon confesses his feelings to his cousin
Clinias, Clinias’ & Clitophon’s speeches, a servant brings the
message about Charicles’ death, lamentations of Charicles’
father and Clinias (D,EC,D,NP,SUM,D,EC,D,ED,LAM,D,
NS,NP,LAM/P,0-L,CT,0-L,CT,0-L,CT,0-L,CT,0-L).

A more thorough description of events is presented in App. 2 and App. 3. The descrip-

tions of events are separated by comma, if they form a scene; by a semicolon, if they form a
small episode, but gaps are left between them; by a full-stop, if the day changes. In the narra-
tion of the supposed author and in Part I of Clitophon’s ego-narration the division of scenes
into different (sub-)genres and NTM-types is given.

! The counting of days and nights in the main storyline starts from a night, as the dream of
Clitophon is presented at the beginning of the novel. It is also possible that Achilles Tatius is
using the calendar practice, where the day starts with night (see Hagg 1971: 80 and fn. 2).
The division of Part I corresponds to the eight units presented in the analysis in Ch. 4. In
Parts II, IIT and IV days and nights are placed on separate rows, whenever a distinction can
be made between the day and the night. If no disctintion can be made, they are placed on the
same row in the table.

% In the table the abbreviation E is used to mark ellipses.

? xal TadT& POl TQUOV THeQ@V émugoeveto (for three days, those fires of mine
blazed.). It is not entirely clear, whether the second day is counted in those three days or the
fires of love blazed for another three days before the action continues. In this analysis the
second day is not counted as a part of the ellipsis.
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Chapter | Day/night Events
(story-time)
1.15.1- (E of day 7, night | After the burial (probably on the same day), Clitophon hurries to
2.3.16 7) day 8 (E of Leucippe (NP/E,DS); ekphrasis of the garden (EO/ET); Clito-
days 9-18, nights | phon meets Leucippe, his speech, he observes the girl (NP,D,
9-19) ECNP,EO/CT,0-L,ET); Leucippe’s lyre-playing (NP,SUM,
NP/DS,P,CT); myth about Dionysos,?®” ekphrasis of the krater,
Leucippe and Clitophon gaze at each other (MYTH,NP,EO,NP,
SC,NP/P,CT,ET,DS,P,DS); ellipsis of ten days (NP/E).
24.1 Day 19 Clitophon asks his servant Satyrus for help, Satyrus’ speech,
2.10.21 Clitophon’s dialogue with himself, Clitophon meets Leucippe,
analepsis to the day before, their first kiss (NP,ED,D,NP,D,
NP,D,NP,SC/CT,0-L,CT,0-L,CT,0-L,CT,P,CT,0-L,CT,0-
L,CT,P); wine-drinking and wine-cup-kissing, second kiss
(NP/DS,CT,BS,0-L,DS,CT).
2.11.1- (E of days 20-22, |Clitophon’s father prepares to marry Clitophon and his step-
2.18.23 nights 20-23) day |sister Calligone (NP/E,BS); ekphrasis of Calligone’s dress,
23, night 24 myth about purple colour (EO,MYTH/P); wedding is post-
poned (NP/DS,ET,BS); (analepsis (Ch. 2.13.1-2.18.3): Intro-
duction of Callisthenes, his plot for kidnapping Leucippe;
Sostratus’ and Chaerophon’s speeches; sacrifice on the beach)
(INT,NP,EM,NP,ED,EC,NP,EE,EM,NP/P);  kidnapping of
Calligone (NP/DS,0-L,DS).
2.19.1- (E of days 24-26 |Leucippe agrees to receive Clitophon in her chamber (NP/E,0-
2.22.36 and nights 25-27) | L,DS); description of the women’s quarters (EO,EE,NP/P,
day 27 DS); Satyrus and Pantheia’s servant Conops tell fables (INT,
EM,FABLE,D/P,ET,0-L,ET).
2.23.1- (E of days 28-30 | Satyrus drugs the guard Conops; Clitophon goes to Leucippe’s
2.30.6””® | and nights 28-31) | chamber, they are caught by Leucippe’s mother Pantheia, Cli-
day 31, night 32, |tophon escapes, Pantheia’s lamentation, dialogue with Leu-
day 32 cippe  (NP,SUM,NP,LAM,D/E,BS,DS,0-L,CT,ET,DS,0-L,
CT); Clitophon and Clinias plan to escape (NP,D,NP/DS,0-
L,DS,BS). Dialogue between Pantheia and Leucippe, Leu-
cippe’s feelings (D,DE,SC/0-L,ET,CT,P); Leucippe wants to
escape too (NP,PRAY ,NP/CT,0-L,DS).
2.30.6 — | (E of days 33-34 | Leucippe and Clitophon escape with Clinias and some servants
2.38 and nights 33-35) | (NP/E,DS); they board a ship towards Alexandria, meet a
day 35, night 36, |young man Menelaus, Menelaus’ and Clitophon’s speeches
day 36 (D,NS,D,NP,D,EC/0-L,ET,0-L,DS,CT,0-L).

Abbreviations: NP — narration of the plot; NS — narrative speech; SUM — summary; INTR — introduction of a
character; EO — ekphrasis of an object; EE — ekphrasis of an event; DE — description of emotions; DD —
description of a dream; D — Dialogue; EC — embellished contemplation; SC — short contemplation; LAM —
lamentation; EM — explanation by the main narrator; ED — explanation in the direct speech of a character;
LET - letter; P — pause; ET — expansion of time; 0-L — 0-level; CT — compression of time; DS — detailed sum-
mary; BS — brief summary; E - ellipsis.

*7 Clitophon tells the myth, saying, that it was the “feast of the Dionysos of the Harvest®,
therefore probably the festival of Protrygaia is meant, which took place in September (see
Vilborg 1962: 38). But according to Burkert (2003: 164), this myth was part of the festival
of Anthesteria (held in February). The latter festival would suit to the time-frame of the
novel better, as the novel ends with the coming of winter.

** Tomas Hagg has analyzed the occurrence of day and night phases in Achilles Tatius, Xeno-
phon and Chariton. He gives the example of such division in chapters 2.23.1-3.9.1 of Leucippe
and Clitophon in his Narrative Technique in Ancient Greek Romances (Hagg 1971: 65-66).
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Table 3. The temporal division of the second part of the novel (Ch. 3.1-5.8.3).

Chapter Day/night Events
(story-time)
3.1-35 (E of nights 37-38, day 37) | Storm, shipwreck; Clitophon and Leucippe manage to hold

day 38 on to the prow, Clitophon’s prayer to Poseidon; Leucippe
and Clitophon land at Pelusium.
3.6-3.8 (E of night 39)* day 39 Leucippe and Clitophon visit the temple of Zeus Casius and
look at the paintings of Andromeda and Prometheus.
3.9 (E of nights 4043, days 41— | Leucippe and Clitophon hire a ship to go to Alexandria, they
42) day 43 are robbed by herdsmen.
3.10-3.11 | Night 44 Clitophon laments.
3.12-3.14 |Day 44 Leucippe is carried off; Clitophon is freed by the Egyptian
army, dinner with the general.
3.15 (E of night 45) day 45 Clitophon witnesses the sacrifice of Leucippe; the army tries
to reach to the sacrifice-place.
3.16 — 3.23 | Night 46 Clitophon goes to Leucippe’s coffin, laments, Menelaus and

Satyrus arrive to prevent Clitophon’s suicide, they “wake
Leucippe from the dead”, speeches of Menelaus and Satyrus,

dialogue.
3.24 - Day 46, night 47, day 47 The general interrogates Menelaus; messenger announces the
4.11.7 arrival of the holy bird; Clitophon asks Leucippe to sleep

with him, she refuses; the general shows the protagonist the
hippopotamus, his speeches; the general asks Menelaus to
help him in winning Leucippe over; Menelaus tries to win
time; Leucippe goes mad, Clitophon laments; the doctor
gives Leucippe a sleeping drug; the general gets orders to

start the battle.
4.11.7 - (E of night 48) day 48 The general marches out to fight the enemy; ekphrasis of the
4.14 villages of Nile; the herdsmen devise a plan; the battle.
4.15- (E of nights 49-57, days 49— | A man says he can cure Leucippe, his speech; the man mixes
4.17.12 56°"") day 57, night 58 the drug, orders that it should be given to Leucippe in the
evening; Clitophon gives the drug, prays.
4.17.12 - Day 58 Leucippe recovers; the protagonists set sail to Alexandria
4.19 with general Chaereas.™!
51-52 (E of nights 59-61, days 59— | Leucippe and Clitophon reach Alexandria, look around.
60°") day 61
53-55 (E of night 62) day 62 Charmides has invited the protagonists to Pharus; a bad

omen happens and they decide not to go, the myth of Procne,
Philomela and Tereus.

5.6 —5.8.3 | (E of night 63) day 63 The protagonists go to Pharus; Leucippe is robbed and
carried to the sea by pirates, Clitophon sees her head cut off;
Clitophon buries Leucippe’s headless body, laments, returns
to Alexandria.

% Here it is not entirely clear, that a night passes, but we can suppose that the protagonists

rest before going to the temple. Higg has also counted these as separate day and night phases
(Hégg 1971: 65-66), mentioning his similar doubt.

% Although the text says Aéia d¢ ) Agvkinrm deAnAvOeoav MuéQal THg HAVING...
(Leucippe had now suffered through ten days of fitful dementia...) two days have been pro-
bably described earlier (days 46 and 47), thus the ellipsis is here eight days.

" Here it is not clear, whether Leucippe and Clitophon waited for a day or two, or started
their journey towards Alexandria immediately after Leucippe’s recovery. In this analysis, the
latter option is preferred, as there is no indication in the text of any delay.

*? The text says TV d¢ mAevoavVTEG UEQWV... (When we had sailed for three days...),
but as the first day is probably already described (day 57), I have counted two days in
between.
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Table 4. The temporal division into of the third part of the novel (Ch. 5.8.3-7.6).

Chapter Day/night Events
(story-time)
5.83- (ellipsis of nights After six months Clitophon meets Clinias in Alexandria, Clinias’
5.14.6 64-244, days 64— speech, Satyrus and Menelaus tell Clinias that a rich Ephesian widow
243) day 244 Melite wants to marry Clitophon, finally Clitophon agrees; dinner with
Melite.
5.14.6 - (E of night 245) Wedding-ceremony, dinner.
5.14.16 day 245
5.15-5.16 | (E of night 246) day | Clitophon and Melite set sail towards Ephesus; Melite persuades
246 Clitophon to make love, he refuses.
5.17 -5.21 | (ellipsis of nights Clitophon and Melite reach Ephesus, visit Melite’s country-estate; they
247-252, days 247— | meet a slave girl Lacaena/ Leucippe, Melite orders her servants to take
251) day 252 care of Leucippe; dinner, Satyrus brings a letter from Leu-
cippe/Lacaena, Clitophon answers with a letter; Clitophon refuses to
make love to Melite again.
5.22 - 6.14 | (E of night 253) day | Melite asks Lacaena to prepare a love-potion for Clitophon; drinking-
253, night 254 party, suddenly Melite’s lost husband Thersander arrives, imprisons
Clitophon; Melite finds Leucippe’s letter; she visits Clitophon in jail,
promises to bring him together with Leucippe if he makes love to her,
Clitophon agrees; Clitophon escapes, but is caught by Thersander
again and thrown into prison; Leucippe is abducted by Thersander’s
servant Sosthenes, Thersander visits her, falls in love, contemplation
over tears; Thersander’s and Melite’s dialogue; Sosthenes’ and Leu-
cippe’s dialogue; Menelaus and Satyrus visit Clitophon.
6.15-7.6 |Day 254 Sosthenes’ and Thersander’s dialogue, Leucippe laments, Thersander

forces himself on Leucippe, she refuses; Thersander sends a false
prisoner to jail, who tells Clitophon that Melite ordered Leucippe to be
killed, Clitophon laments; Clinias consoles him; Clitophon decides to
plead guilty in Leucippe’s murder.

Table 5. The temporal division of the fourth part of the novel (Ch. 7.7.1-8.19.7).

Chapter Day Events
(story-time)
7.7-8.7.18 | (E of night 255) The trial starts, Clitophon’s and Clinias’ speeches; Thersander sends a
day 255 messenger to Sosthenes ordering him to disappear; Sosthenes escapes;
Thersander’s speech in court; Clitophon is sentenced to death,
prepared for tortures, when the sacred embassy from Byzantium
arrives with Leucippe’s father Sostratus, the torture is postponed;
Leucippe escapes to the temple of Artemis; the temple-servant
announces, that she has come to the temple and the protagonsts meet
again; Clitophon is realeased, quarrel with Thersander, Thersander is
dragged away; dinner at the house of the priest of Artemis, Clitophon’s
speech, the myth of pan-pipes, explanation of the virginity test.
8.7.18 — (E of night 256) Sacrifice to Artemis; Thersander announces the continuation of the
8.7.25 day 256 trial.
8.8-8.12 (E of night 257) The trial continues, speeches by Thersander, the priest of Artemis and
day 257 Sopater, Thersander challenges Melite and Leucippe, the women
accept; the myth about the river Styx, description of the ritual.
8.13-8.14 | (E of night 258) Leucippe and Melite pass their challenges, Thersander escapes;
day 258 Sosthenes is captured.
8.15-8.18 | (E of night 259) Sosthenes confesses everything, Thersander is condemned; dinner at
day 259 the priest’s house, Leucippe’s & Sostratus’ speeches.
8.19.1- (E of night 260) Clinias announces that Thersander has escaped from the city.
8.194 day 260
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Chapter Day Events
(story-time)
8.194 — (ellipsis of nights Leucippe and Clitophon wait three days in Ephesus, are exculpated;
8.19.7 261-263, days 261— | they sail to Byzantium.
262) day 263, days
& nights 264—
27130
8.19.8- From day 271 Leucippe and Clitophon get married in Byzantium, sail to Tyre and
8.19.14 onwards, the end is | attend the wedding of Calligone and Callisthenes; the protagonists
of unknown length | decide to spend the winter in Tyre, then to return to Byzantium.

3% The counting of these days is highly hypothetical, the amount of days corresponds to the

supposed length of a voyage in the real world. I am relying on the data given in Leucippe
Casson’s article Speed Under Sail of Ancient Ships. He refers to the Vita Porphyrii (33-34)
of Marcus Diaconus, where the voyage from Rhodes to Byzantium takes about 10 days with
favourable winds. Considering, that Ephesus is nearer to Byzantium, it probably could take
7-9 days. In this thesis 8 days are counted.
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CURRICULUM VITAE

Name: Kadri Novikov

Date of birth: 9. August 1979, Rakvere, Estonia

Nationality: Estonian

Contact: Maieotsa talu (PK. 31), 61209, Majala kiila, Konguta

vald, Tartumaa, Estonia; tel. +373 5615 1343;
e-mail: kadri.novikov@ut.ee

Current employment: University of Tartu, Institute of German, Romance
and Slavonic languages; lecturer in classical philology

Education:
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