Assignment 4

Translation Heroides 10: 1-12

I found you gentler than every race of wild beasts;

Not to any of them could i have trusted less than to you.

The words you read, Theseus, I send to you from that shore

From which the sails bore your ship without me,

On which my slumber and you betrayed me wretchedly,
Ambushing my sleep through (your) crime.

There was a time, when the earth is sprinkled first with crystal rime

And birds in the leafy branches complain/lament.
Half awake and languid from sleep I moved

My hand, half lying down to grasp (my) Theseus---
He was not there!  And I bore back my hands, and I try again,

And over the couch I move my arms----There was no one!

Commentary:  Heroides 10, 119-130

The beginning of this section, from line 119, witnesses Ariadne, far from home fearing that she will die alone with no friend or relative to mourn her.  It is conspicuous that Ariadne does not mention her name in this letter, in contrast with all the other Heroidian letter writers.  There is much information which reveals her identity but the absence of her name perhaps enhances her sense of abandonment.  Ariadne repeatedly refers to herself as sola, which resembles how the other heroines refer to themselves.  Most notably, in the line preceding the section she says that sum una puella. Ariadne is the famous heroine in Catullus 64, and puella a key term in elegiac vocabulary, has a strong Catullan sound. By using puella as opposed to her name to refer to herself she, as Thorsen suggests, insists on her Catullan provenance, much as the Heroidian Dido evokes her Virgilian provenance by referring to herself as misera. 
  Although Ariadne does not mention her name in the letter, other heroines mention her in reference to her geographical location.  Thus Phyllis refers to her as Cressa relicta in Heroides 2 and Sappho mentions that Gnosida Bacchus amavit, in Heroides 15.  Ovid’s Ariadne can never quite accept that Theseus is not going to come back.  As Armstrong states, the sheer weight of sentiment in this under self critical diary of her emotional state can render the heroine ridiculous, but she usually manages to balance the hysteria with a poignancy that ensures she never quite falls off the brink.
  The background to Ariadne’s dereliction is well known: Theseus, having arrived on Crete and killed the minotaur before being instructed by Ariadne how to escape the labyrinth, afterwards fled with her to the island of Dia, identified in antiquity as Naxos.  There, admonished by Bacchus he infamously left Ariadne and carried her sister, Phaedra whom he had also brought with him, forward to Athens.  Ariadne awaking and not finding him, composes her heart felt letter. Lindheim sees the role of a helpless woman, intended to enflame Theseus. 
  Expressing great concern at her eventual demise she laments (lines 119-24) that there will be no one to prepare rites ( she imagines her funeral anachronistically in the Roman way ) such as arranging her body on a bier, and the act of anointing which would thus allow peace for the soul. Such sentiment is common in sepulchral epigrams and reflects the belief that without burial the spirit has no rest.  Knox suggests that Ovid here expands on the fear expressed by the Catullan Ariadne, neque iniacta tumulabor mortua terra, but that he does so by echoing Propertius on the death of Paetus, who was lost at sea. 
  The particle, ergo at the beginning of line 119 is not here introduced as drawing towards a conclusion but because Ariadne is full of indignation. She cannot without horror reflect on her desolate situation which brings to mind her abiding sense of misery. She also reflects on those agreeable enjoyments of which she is deprived, such as not beholding her mother’s tears upon dying, moritura, or having her close her eyes for one final time with her fingers, suggested in lumina condat, where the subjunctive is final. 
  Ariadne’s sadness is real, regardless of the fact that she abandoned her mother, Pasiphae, especially – as Armstrong states – given the natural feeling of tragedy which accompanies a tale of a child dying before parent.  In line 121, Helvetius suggests that the manner of speaking reflected in Peregrinas ibit in auras proceeds from Ariadne’s innocent simplicity; it is as if she thought that by thus dying at a distance from her friends her soul must wander through regions of strange air. The placing of spiritus at the beginning of the line gives emphasis to the fact that it is this which is infelix. There is also assonance in peregrinas and auras. Emphasis is given to ossa, placed at the beginning of line 123. It is the fact that it is these that will not be buried if she perishes on the island, which concerns Ariadne as much as anything. The word sepulcra in line 124 therefore is ironic as Ariadne does not envisage entombment. 

  From line 125 Ariadne directs one final appeal to Theseus, as if her letter could be delivered while he is still on board his ship.  She envisages his triumphant return to Athens ( the Cecropian harbours named after the first king, Cecrops  ), where she imagines that there will be no reference to her role in his relaying of his exploits.  Indeed, as Knox states, it is the contrast between her expectations of sharing in his triumph and her present predicament that leads her to make this one final appeal. Cum, at the beginning of line 126, actually refers back to words on line 125, ‘when you have been received back home,’ thus mirroring the action of looking back. In line 126, celsus is used metaphorically: turbae celsus in ore tua./ proudly in the sight. Given that Theseus will not acknowledge Ariadne’s role upon his exultant homecoming, she is not merely abandoned physically but also in thought. Could it be that sheer guilt meant that Theseus does not mention her? In certain manuscripts we read, Cum steteris urbis celsus in arce tuae; in others we read, Turbae celsus in aure. The first is seen as preferable, as it is Ovidian in its style of speaking.  Thus, in Dido’s letter, the heroine says, Et videas populus altus ab arce tuos.  While Ariadne relates that which might be recounted by Theseus, she refers to the saxea tecta in line 128.  This is the labyrinth, which Ovid depicts as a cavern cut out of rock.  As Knox writes, among surviving accounts, only Nonnus of Panopolis, the Greek epic poet, has a similar picture, referring to the ‘earth dug labyrinth’ which suggests that he might have drawn on the same Hellenistic source as Ovid. In line 128 there is assonance in secta and tecta, together with dubias and vias. Placement of secta at the beginning of the line emphasizes that it is the halls of rock which are being cut out. 
  As Armstrong indicates again, Ariadne’s wish that, when telling the Athenians of his exploits on Crete, Theseus should not forget to make mention of her (lines 129-30) hovers enchantingly between naïve hope and weary sarcasm. Being left abandoned, to lie unburied is not due recompense for her previous support of Theseus. Relictam, placed at the end of line 129 emphasises that Ariadne has been abandoned.
  The lines following on from this section give vent to Ariadne’s state of anger. Nec pater est Argeus suggest that Theseus’ behaviour has dishonoured his ancestors, and thus he is not worthy to be considered of the same race. Rage is apt to produce such sentiment.
  Narratives about Ariadne’s destiny differ: according to Homer she died as a result of her union with Theseus, while according to Ovid she survived and shortly thereafter is carried off by Dionysus. Sappho’s mention of Ariadne suggests, happily that the god Bacchus finds her in her abandonment, marries her and turns her into a star! 
  As Armstrong says, in conclusion, the Heroidian Ariadne is sometimes endearing, sometimes frustrating; an exaggeratedly feminine figure, she jumps at every noise, is overly concerned about her appearance and cannot live without her man.  Yet, he states that she also exhibits sparks of spirit, and even practicality which give the lie to her self presentation as a passive victim, showing her to be stronger than she admits to.  There are ostentatiously marked similarities between Catullus 64, Ovid’s letter writer is a significantly different heroine.   
