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[bookmark: _Toc513460547]Abstract
Latin Love Elegy was a genre of poetry written in first century BC Rome, partly as a reaction to the developed yet collapsing moral-centred patriarchal society.[footnoteRef:1] With this in mind, Ovid, writing during the reign of Augustus, seems to take the rules of love elegy and twist them to suit his needs to write the Heroides. This dissertation will explore the presentation of Ovid’s abandoned women in Heroides 7 and 10 through the rules of love elegy and the typical portrayal of gender in their respective spaces. I will discuss what happens when the puellae of love elegy give up the only thing they can bargain with and how Ariadne and Dido fit into the topos of the puella.  [1:  Gold. 1993: 77 (citing Jardine. 1985)] 
















[bookmark: _Toc513460548]Chapter 1: Introduction
Ovid’s Heroides were known throughout the nineteenth and twentieth centuries as his forgotten works.[footnoteRef:2] Written in c.15 BC, possibly while he was revising book two and three of the Amores which were composed c.25 BC, the Heroides introduce a new type of epistle, combining the genres of elegiac, tragic, and epic.[footnoteRef:3][footnoteRef:4] Ovid’s interest in merging genres is a common theme throughout his works, seen in the Heroides, the Metamorphoses, and the Fasti, where he presents this assemblage of genres in innovative and different ways. The epistolary genre is nothing new, but as Frécaut says in his 1985 article, Ovid seemingly creates a new form of the genre from scratch – fictional epistles written in elegiac couplets by these heroines.[footnoteRef:5] It is the content that the heroines address in their letters that make the epistles seem more tragic and epic.[footnoteRef:6]  [2:  Miller. 2004: 57.]  [3:  Keramida. 2010: 48.]  [4:  Isbell. 1990: xxiii; Melville. 1990: iii.]  [5:  Frécaut. 1985: 156.]  [6:  Knox. 1995: 27.] 

But one thing is constant: the motifs Ovid takes from elegy, specifically Latin love elegy, and how he applies them to the letters of these women. These motifs are key to Ovid’s portrayal of these women, particularly in his presentation of the abandoning of many of these women.[footnoteRef:7] The role of the abandoned women throughout these epistles can be discussed in light of the puella and lover-poet. Ovid has already experimented with love elegy with his Amores where his focus is on one woman and the poems he, as the lover-poet, writes to win her over. However, it is in the Heroides that he furthers the ideas of gender and status by re-introducing these mythical heroines. The puella was a low-status woman, seeming dominant in her relationship with a high-status man known as the lover-poet.[footnoteRef:8] She is present throughout the Heroides, but not as she is presented in “traditional” love elegy. Ovid plays with the idea of gender by reversing the roles of the puella as a woman and the lover-poet as a man, and subtly comments on the typical views of women at the time he was writing.  [7:  Thorsten. 2013: 118]  [8:  James. 2001: 223. ] 

The motif of the boundary is ingrained in the presentation of the puella and lover-poet, both socially and physically. Cleverly, Ovid had already introduced his readers to a new type of boundary in book three of the Amores, which arguably allowed him to explore it more so in the Heroides – a body of water which because of the mythological background of these women was easy to manipulate into the genre of love elegy. Ovid’s incorporation of motifs from Latin love elegy into the myths of Dido and Ariadne allowed him to present not only the genre as almost brand new, but the perspective on the abandoned women he writes for as well.
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The motifs of Latin love elegy are hard to pin down with any certainty.[footnoteRef:9] As mentioned before in the introduction, the role of the puella, along with gender barriers and physical boundaries, are needed to make these epistles elegiac. Without her, the motifs and themes that are introduced because of her would be useless in identifying the Heroides as elegiac epistles. Before moving onto discuss the epistles in more detail, the motifs should be reflected upon overall, and how they affect Ovid’s writing and presentation of the abandoned women, who fall victim to all of the motifs. The motifs that will be discussed in this dissertation are ones that are more typical of love elegy, and possibly the easiest to recognise from Latin love elegy. The genre was constantly evolving but the recurring motifs shown here help identify the texts as elegiac. Ovid’s interest in the merging of genres is important in that he would always come back to elegy – the only work extant that is not written in elegiac couplets is the Metamorphoses.[footnoteRef:10]  [9:  There are no definitive lists to say what motifs make love elegy or what motifs do not make love elegy. ]  [10:  Raeburn. 2004. xxiii.] 

The social boundaries, including gender and status, imposed upon the women and their lovers are important in their own right. In Ovid’s Amores, the puella is presented very much as a foreigner, living outside of society’s rules and expectations.[footnoteRef:11] The lover-poet is an elite male, who is the “native” to society in that he has the social standing to follow the rules but shuns them in order to woo the puella. The social boundary between the two personas is a common theme throughout love elegy. Ovid’s focus upon the submissive “native” and the dominant “foreigner” is portrayed as well in his Heroides and his presentation of the abandoned women. By introducing that theme in his Amores following that of his predecessors, Ovid can manipulate the way he incorporates gender into his later works. The reader is not given as typical presentation of a Roman woman in the Amores; they are presented as existing outside the social sphere of a woman in that they refuse marriage and motherhood to maintain these brief relationships with a lover-poet.[footnoteRef:12]  [11:  Ovid. Am. 1.4.39-40.]  [12:  Wyke. 2002: 386; Ovid. Am. 2.13.1-2.] 

The puella’s role is often seen as a comment on the way women were treated in contemporary Roman society.[footnoteRef:13] The puella is thought to have come into being due to an influence from New Comedy, presented as a prostitute or a woman with a similarly low status as the puella.[footnoteRef:14] Her status in love elegy is hard to describe, because while she exists in a status similar to a prostitute, she does not conform to the typical attributes given to one.[footnoteRef:15] But the status role assigned to the puella in love elegy is a lowly one, and even though the poetry is written for her and about her, the poetry of love elegy somehow manages to focus on male servitude, rather than female dominance.[footnoteRef:16] This is more apparent in Ovid’s earlier works, where they are more focused on his elegiac mistress rather than mythical heroines. The reader is introduced to the idea that the puella must be dominant in mainly Book One of the Amores. But somehow, this is not the case for all of the poems. Ovid shows the reader that the lover-poet has control over whether he comes or goes, as shown in Book Three, Poem 11a.[footnoteRef:17] The puella has not ended the relationship here, the lover-poet has. [13:  Wyke. 2002: 392.]  [14:  James. 2001: 224.]  [15:  Wyke. 2002: 395.]  [16:  Wyke. 2002: 404. ]  [17:  Ovid. Am. 11a.29-30.] 

This is untrue of the Heroides. The focus on a lack of female dominance is hard to see because of the gender reversal – the female puella becoming a male one. Female dominance is not apparent in either Heroides 7 or 10 because of the myths Ovid is dealing with and because of scholars’ dislike of the parasitic nature of Dido’s epistle and Ariadne’s immaturity.[footnoteRef:18] Neither Dido nor Ariadne truly fit into the role of the puella; there are aspects of their characters shifting between something that is not quite lover-poet, not quite puella. They are unable to be placed within the boundaries written out for them by men.  [18:  Miller. 2004: 57; Isbell. 1990: 89.] 

Ovid’s use of gender and power roles is key to understanding how Ovid manipulates Latin love elegy into something that is uniquely his. Latin love elegy changes and challenges the norm of both literature and society, allowing low-status women be dominant in their relationships with elite men.  It is this dominance that truly highlights the woman’s lack of status in Latin love elegy.  But the heroines of the Heroides lack dominance over their men. A woman of love elegy would have a low-status, but the women of the Heroides are royalty; Dido, a queen and Ariadne, a princess. Their high-status does not allow them to stop their men abandoning them because the high-status comes hand in hand with the submissive role of the male lover-poet.
But the puella is presented as a demanding, fickle woman, at least from the man’s perspective.[footnoteRef:19] This time Dido and Ariadne write from a first person perspective, but what is new here is that they are women in the role of the lover-poet, a typically male role. The abandonment of these two women is portrayed in the epistles as their own fault – there is barely any blame placed on either Aeneas or Theseus. Whether this is because of their previous portrayals or whether Ovid wrote them that way is unknown; it is likely that Ovid saw the previous versions as something he could better.[footnoteRef:20] Ovid is not interested in recreating all of these women in the Heroides, he is interested in the work already done by his predecessors.[footnoteRef:21] However it is neither Dido nor Ariadne who need debate here; it is Aeneas and Theseus, who take and take from these two women, only to abandon them – one to suicide and the other to a miserable existence on an empty island. Aeneas and Theseus take on the role of the puella because they abandoned the women in the hope of someone better, they take riches and sexualities from them, and they evoke the gender roles of being a low-status foreigner to the women.  [19:  Ovid. Am. 3.8.34.]  [20:  Sharrock. 2012: 72.]  [21:  Knox. 1995: 19.] 

The abandonment of a puella in Ovid’s love elegy is fairly uncommon, but from one example in the Amores, the reader is introduced to the idea of a lover-poet leaving over the sea. 
		“My ship’s in port now, garlanded and grateful,
Unworried by the rising swell at sea.”[footnoteRef:22] [22:  Ovid. Am. 3.11a.29-30.] 

This is possibly a revision of an earlier poem Ovid wrote before the Heroides because of the similar imagery implemented throughout the significantly shorter poem. However, throughout the rest of Ovid’s love poetry, the boundary used is a simple door. The urban setting of the poems allows for the theme of the lovers being separated to be brought to the forefront. His poems of the Amores have mainly been set in an urban location and are about his mistress, but Poem Six of the Amores takes love elegy motifs and places them in a different setting and introduces (different) mythological elements that Ovid will later incorporate into the Heroides. Unlike the Amores, Ovid must use the boundary of the sea that confines the mythical heroines to his advantage as these were myths which were already well known meaning he can draw the attention of his reader to the merging of genres. Using a typically elegiac motif and couplets alongside a mythical heroine from epic or tragedy, the reader is drawn to the importance of both the boundary and the fact that the heroines have been abandoned. 
These themes and motifs of love elegy implanted throughout the Amores and transferred into the Heroides are integral to Ovid’s presentation of the abandoned women. Discussed in this dissertation will be how the motifs affect the writing and structure of the epistle, and the underlying wit Ovid writes into the presentation of Dido and Ariadne. 
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Heroides 7 is, according to a number of scholars, a failure. Many see this epistle as a poor man’s version of Vergil’s Aeneid 4 because it lacks refinement and originality.[footnoteRef:23] Ovid is not trying to create something new, something that most scholars would expect him to do. Following the success of the Aeneid, Dido could be seen as already being set in stone. Her characteristics, her mannerisms, her voice all come from Aeneid 4, and Ovid takes all of these things to create an epistle which comments on Aeneas’ character and behaviour. In writing Heroides 7, it cannot be said that it is completely original. Certain aspects are taken directly from Aeneid 4, including the problem of marriage, which is why scholars view this epistle as a failure.[footnoteRef:24] In including and excluding parts of Aeneid 4, Dido arguably could be viewed more so as a tragic heroine. Ovid interacts with other genres and other composers of early elegiac works in order to prove he is as good as, if not better than, those composers. But Heroides 7 is not a failure. It is the creation of a voice, given to females who have yet to be heard and through the incorporation of Latin love elegy, Ovid hands these women the freedom to tell their side of the story, no matter how wrong male scholars might believe it to be.   [23:  Miller. 2004: 57.]  [24:  Miller. 2004: 57.] 

Ovid explores the traditional view of the puella in his earlier elegiac works, and in such works he presents her as a greedy, fickle character who receives poetry when she wants jewels, money, anything to give her the means to live.[footnoteRef:25] But the Heroides offers a new interpretation of the puella role, more prominent in Heroides 7 than Heroides 10. The characteristics of the puella, good and bad, are transferred from the traditional female role to the unconventional male role; and the transference of these characteristics are used to highlight female abandonment and comment on the social expectations of gender. To begin with, it is no longer the man writing letters to persuade his mistress to stay – Dido, in this instance, writes to Aeneas.[footnoteRef:26] She becomes the lover-poet, a role typically given to the male. Aeneas, therefore, can be seen as the female puella, although the characteristics of these two roles can sometimes overlap.  [25:  Ovid. Am. 3.11a.13-14.]  [26:  Ovid writes his love poetry to and about Corinna. Examples include: Am. 1.5; 1.14; 2.13; 2.17; 3.7.] 

Aeneas’ fickleness is a main feature of Dido’s epistle. If this was part of Ovid’s earlier works, one would expect the female to be untrue and fickle towards the male[footnoteRef:27] – Aeneas is, after all, the model for Roman literary heroes that follow him so surely the Roman reader would expect Ovid to paint their beloved Augustan hero in a better light! But Aeneas’ abandonment of Dido becomes a point Ovid uses to comment upon Rome’s hero and his behaviour towards Dido. It is not the first time Aeneas has abandoned a woman however, and this is pointed out by Dido to draw a parallel between the two women:  [27:  Ovid. Am.2.5.29-32.] 

		“Do they ask about your son’s mother?
		She was left for dead and abandoned by her lord.”[footnoteRef:28] [28:  Ovid. Her. VII. 121-122.] 

The reader is reminded of Aeneas’ first wife, who was abandoned at Troy, and Ovid’s choice of words here implies that Aeneas had as much of a choice in the abandonment of Creusa as well as the abandonment of Dido. Both abandonments will result in the death of the women. His use of abandonment suggests Aeneas’ fickleness is a character choice (made by Vergil) overlooked by many but brought to the forefront of this epistle. The reader knows, as does Dido, that there will be more women for Aeneas in Italy, just like there will be for Theseus too. 
		“You must win another Dido’s love,
		you must give pledges to some other woman
		and I know you will again be false.”[footnoteRef:29] [29:  Ovid. Her. VII. 26-28] 

The focus in the first part of the letter is about Aeneas finding love elsewhere, and Dido laments that he will never find a wife who loved him as she had.[footnoteRef:30] The typical fickleness of the puella is highlighted here through the use of the modal verb “must” as Dido knows Aeneas could find another lover or wife wherever his destiny will lead him. The lover-poet is left behind to find another woman who will take his poetry over riches and jewels, a feat harder than finding another man to give her the means to live.[footnoteRef:31] Indeed, the puella always has her sexuality to offer to these men.  [30:  Ovid. Her. VII. 33-34; 88-89.]  [31:  Not many women would rather poetry and false promises over riches and gifts from other men, making it easier for a puella to find another man who will actually give her those gifts.] 

While Dido could remarry, she cannot see past the act of abandonment done by Aeneas as she knows undoubtedly that she has been ruined.[footnoteRef:32] The marriage between them was never confirmed and this hurts Dido more than Aeneas; he is a favourite of the gods, his destiny is greater than hers, and to many including Aeneas, she is seen as mere collateral damage. But the promise of marriage between them is another reason to see Dido as the lover-poet. She calls herself Aeneas’ “abandoned bride”[footnoteRef:33] and claims she had “given him her throne”[footnoteRef:34]. These gifts are important in identifying who takes which role – the lover poet wants the puella to be faithful, and he tells her of offers of gifts he could give but will not. The gifts Dido offers, such as marriage, a throne that he can win without a war, and her dowry, are gifts she would happily give up, unlike the lover-poet of “traditional” love elegy. Arguably, through the Aeneid, the reader knows that Aeneas has already stayed for some time.[footnoteRef:35] Therefore, he does not want or need any of Dido’s gifts because of what he will gain when he reaches Italy. This is where Aeneas stops being the puella; because he has already taken what he wants from Dido which the reader has to assume is sex and companionship (as told in Aeneid 4), there is no reason for him to stay longer than he has to after this point. Aeneas becomes the lover-poet because of his abandonment of Dido after he has entered her chambers and taken what he wanted.  [32:  Bolton.1994: 50. ]  [33:  Ovid. Her. VII. 100.]  [34:  Ovid. Her. VII. 133.]  [35:  Vergil. Aen. 4.234-237] 

This is the only point in the epistle where the roles of puella and lover-poet are more difficult to assign. The puella role when looking at the motif of boundaries is where Aeneas becomes more likely to fit that role. He abandons Dido because she can no longer offer him what he wants or needs. Like in many of Ovid’s epistles of the Heroides, it is a water boundary specifically the sea, that separates the two lovers.[footnoteRef:36] Given the mythological background of many of the women Ovid writes about, a boundary is needed to show how Ovid is interweaving the epistle genre and the genre of Latin love elegy. The sea as a boundary makes the most sense and allows Ovid to comment on the abandonment of the women through the existence of such a boundary. The boundary that assists in Dido’s abandonment is constantly there; [36:  Ovid. Her. I. 87; VII. 9-12; X. 4-5; XVIII. 28-30] 

		“The sea washed you up on my shore…”[footnoteRef:37] [37:  Ovid. Her. VII. 131. (c.f. VII. 9-12; VII. 58-60; VII. 68; VII. 80; VII. 167-168; VII. 199-201; VII. 242-243; VII. 256-257] 

Readers are reminded of it throughout the epistle and to make this epistle somewhat pastorally elegiac to incorporate Tibullus and Propertius, Ovid adds a natural, uncontrollable boundary that links more so to female sexuality than male traditionalism.[footnoteRef:38]  [38:  Bolton. 2009: 273; Harrison. 2012: 144 (on Propertius setting one of his poems during a storm at sea (1.17))] 

Bolton acknowledges that some landscapes can be associated with gender and specifically in the Heroides, she argues for a gender-based inquiry when discussing who can and cannot move onto the sea.[footnoteRef:39] The abandoned lover-poet (Dido) cannot move onto the sea because although she has taken the role traditionally associated with the male, she is still a woman and therefore cannot move into or onto a male dominated space. Aeneas, however, invades the space traditionally associated with female sexuality because as the puella, he has the last word on it. Aeneas can allow Dido onto the sea as a man if he wished and as the puella, he can allow Dido as the lover-poet in his chambers for sex.[footnoteRef:40] It is his decision whether he pursues a sexual relationship with Dido, despite the puella element in that he has not pursued her like a lover-poet would. Aeneas creates this boundary in order to stop a sexual relationship with Dido, but whether it was because of his destiny or because he wanted to abandon her, it will likely always be unclear. But entering the sea was often seen as negative, because the boundaries between earth and sea disappear and humans, in this case Aeneas, enter a realm where they do not belong.[footnoteRef:41] This is the same for Dido; she cannot enter the sea to reach Aeneas not only because she does not have the immediate means, but because she does not belong there. Ovid plays with this idea in some of his revised, yet possibly earlier, poetry, in that a lover-poet cannot cross certain boundaries because he does not belong there.  [39:  Bolton. 2009: 273-274. ]  [40:  The lover-poet will pursue the elegiac mistress, even if the relationship is doomed to fail because of the social backdrop and the status imbalance between the two people. ]  [41:  Pastyříková. 2017: 156.] 

The lover-poet in Amores 3 begs and pleads to be allowed across this river:
		“Rivers should help do their best to help young lovers…”[footnoteRef:42] [42:  Ovid. Am. 3.6.23.] 

This is similar to how Dido asks the sea to stop Aeneas’ ship from leaving.[footnoteRef:43] But what is most prominent in this poem of the Amores, is that not only is there a focus on a water boundary but also on the fickleness of the puella, just as there is in Heroides 7.[footnoteRef:44] Of course, Ovid explores the unfaithfulness of the puella in his other poems but the Amores are most important in the discussion of Heroides 7 and 10. It could be argued that Ovid is writing Poem Six as a basis for his Heroides to identify how his audience will react to the mythological inclusion of river gods and their lovers. The boundary becomes a body of water (the sea in the Heroides) instead of a door, and the puella and the gender roles associated with her become nebulous in the sense that there is no definite character to assign those rigid, Roman gender roles to. This is perhaps more obvious in Heroides 10 with the interchanging roles between Ariadne and Theseus, but that will be discussed further in this dissertation.  [43:  Ovid. Her. VII.61-62. (Dido describes the rising storm as a parting gift from her because of the misery he has caused her – it is bittersweet that her last “gift” will be one of destruction).]  [44:  Rand. 1907: 290. (This poem was likely written before the Heroides, and then revisited by Ovid in his later years.).] 

When Dido takes the role of the lover-poet and offers Aeneas gifts, riches, and even her throne to persuade him to stay, Ovid does not stick to the typical gender roles assigned to the male and the female in “traditional” love elegy. Instead, he transforms the role by making Dido the elite lover-poet, while Aeneas becomes the low-status puella. This is not only because of their actions within the epistle but because Ovid is commenting on the society in which love elegy was created. Arguably, the puella shares a similar status to that of a prostitute as she works outside the traditional limitations of both motherhood and marriage.[footnoteRef:45] This appears to be the case for Aeneas as the puella, who as a foreigner and possible threat to Carthage, can only hope for a good marriage.  [45:  James. 2001: 247; Wyke. 2002: 386.] 

Dido’s complaint: 
		“I have a thousand suitors, each one eyeing 
		me with fondness and all complaining
because I prefer a foreigner.”[footnoteRef:46] [46:  Ovid. Her. VII. 176-178.] 

is that Aeneas should want her because she has other suitors she could choose for a better marriage. There are remnants of the lover-poet here because he knows the puella cannot survive without the riches and jewels he pretends he has to offer her, despite being unwilling to believe that he is in love especially if he has to pay for it.[footnoteRef:47] Dido offers Aeneas marriage and the throne, which she believes (and in the through the lens of love elegy) should have been enough for him to stay.[footnoteRef:48] The puella-like fickleness that Aeneas exhibits seems strange here (for a modern audience more so perhaps) but it is likely that Ovid following the plot set out for him by Vergil.[footnoteRef:49] The fate of both Aeneas and Dido are already confirmed. By following the plot of the Aeneid, Ovid creates a tension, combining motifs from elegy and the plot from epic to highlight the unfairness of Dido’s fate when Aeneas abandons her.  [47:  James. 2001: 245]  [48:  Ovid. Her. VII. 133; 212.]  [49:  Miller. 2004: 61. ] 

The change in gender roles is highlighted by Aeneas abandoning Dido, for another woman and another country (which she does not know but assumes). Many male scholars do not look favourably upon Dido for trying to “obstruct” Aeneas’ divine mission but at the same time, female scholars do not appear to condemn Aeneas for his actions.[footnoteRef:50] This is because the contemporary reader is expecting Aeneas to abandon Dido, no matter what is said in her epistle. From an elegiac perspective, another reason could be the lover-poet status Dido obtains when reading the letter.  [50:  Miller. 2004: 58.] 

Furthermore, the lover-poet is not looked favourably upon, from a modern standpoint, because he expects the puella to give up her sexuality for poetry, an unfair exchange in anyone’s view. Although Dido acknowledges Aeneas’ divine mission, she wishes for him to give it up to please her. The divine mission takes the place of the puella’s sexuality. It is something Aeneas could give up if he wished but given the structure of the Aeneid, he still exhibits traits of a Homeric hero rather than a Vergilian one – the honour and fame is too great for him to give up for a woman even with what Dido can offer him. This is similar to what happened with Creusa.[footnoteRef:51] However in love elegy, the giving up of the puella’s sexuality would not incur the wrath of the gods, just the scorn of society.  [51:  It has been argued that Vergil writes the first half of the Aeneid in the style of the Homeric heroes, explaining why Aeneas will not give up the possible honour and fame for Dido, and previously Creusa. ] 

The mythological background of the epistles means some of themes of the original works overlap, and this can be found in Heroides 7 and Heroides 10. One such theme – that of destiny – is problematic in these epistles. Aeneas is driven by his destiny and the will of the gods to leave, which is challenging (for the reader) when considering the motifs of love elegy. But this is more problematic when looking at Heroides 10, as Granarolo (cited by Frécaut) argues that Theseus was under the influence of Dionysus who had spotted Ariadne on the island.[footnoteRef:52] Ovid does not discuss the reason behind Aeneas’ leaving, but it appears to be staged as abruptly and dramatically as he can make. The real problem behind Aeneas’ leaving in the eyes of the elegiac motifs is that Dido has offered him everything.[footnoteRef:53] It is similar to the idea of fate; with Ovid using the plot of the Aeneid, Aeneas must leave. In looking at this through an elegiac lens, Aeneas should not want nor need to leave Dido, because of the gifts offered to keep him with her. In this respect, Aeneas does not fit into the puella role, because of his refusal of expensive gifts and riches.  [52:  Granarolo. 1967, as cited by Frécaut. 1985: 152. ]  [53:  Ovid. Her. VII. 21; VII. 133; VII. 169; VII. 212] 

Moreover, if Aeneas was truly fitted into the puella motif, it is likely that he would have stayed living in comfort with Dido because of what she could offer.[footnoteRef:54] But this is the problem with how Ovid incorporates the elegiac motifs into the Heroides. The mythological background of each of these pairings creates “plot holes” within each epistle. As Knox says, Ovid is not trying to recreate these heroines, but to continue telling their stories as they have been written in the works of his predecessors.[footnoteRef:55] This being said, Aeneas cannot fully become the puella because he lacks the motivation (riches, jewels, etc.) traditionally attributed to them, while Dido cannot truly become the lover-poet because she lacks the opportunity. However, it would be foolish to believe that Ovid did not mean to add elements of love elegy into his Heroides. Even though neither Aeneas nor Dido can be said to definitely be an elegiac puella or a lover-poet, it is clear that the elements of elegiac behaviour evoked in this epistles are used to comment on Vergil’s Aeneid and the society in which both texts were written.  [54:  Dido could provide Aeneas a throne without war.]  [55:  Knox. 1995: 19. ] 

Wyke argues that the puellae, or the women that they would have represented in contemporary Rome, were associated with social disruption in that female sexuality was only looked favourably upon if it could be used effectively and socially for the patriarchy.[footnoteRef:56] Aeneas’ abandonment of Dido shows that this is so. Although there is a lack of focus on the disruption Aeneas causes in the Aeneid, he socially disrupts the city of Carthage and destroys its queen. As the puella, his sexuality could not be used in favour of the “patriarchy” of Carthage – he was, after all, a foreigner in their eyes.[footnoteRef:57] Because of this underlying theme, he destroys any hope that Dido has of marriage and sharing her throne with someone.[footnoteRef:58]  [56:  Wyke. 2002: 401. ]  [57:  Ovid. Her. VII. 176-178. ]  [58:  Arguably, this is shown at the end of the Aeneid where his sexuality and fertility is put to use by the King of Latium because he offers his daughter in order to save his city, complete Aeneas’ destiny, and to continue his bloodline, down to Caesar. ] 

The boundary of foreigner and “free-man” as well as the status problems attributed to them, is another reason for the abandonment of Dido. Status is an important part of the relationship between the puella and the lover-poet, as mentioned briefly before. The puella is a low-status woman because the social role of a prostitute already existed, and with their social standing being awfully close, it was easier to stereo-type rather than try to woo high-status women, who already had money, riches, and jewels.[footnoteRef:59] In the Heroides, it is easy to see the puella as the visiting foreigner – Aeneas “invading” Carthage; Theseus defeating the Minotaur on Crete; Jason stealing both the Golden Fleece and Medea – because it is how Ovid presents them to the reader. He comments on the social status of the puella by comparing them to the foreigners in other pieces of literature and because of the shunning of such people from society. The otherness of the elegiac puella being shunned in society for having a social status closer to a prostitute helps suggest the otherness of the heroines. They are nearly all from distance lands, far from Rome and marrying a foreign woman would bring the social standing of the male hero down as well.[footnoteRef:60] It is unlikely that these puella would have been looked favourably upon, but similarly neither would the lover-poet.  [59:  James. 2001: 247. ]  [60:  Eur. Med. 222-224; 237. ] 

The lover-poet represents the “free-man” in both the Heroides and in a social context. He was elite and rich, and able to afford writing poems for the puella without ever paying her. He rejected joining the army or marrying another rich woman in favour of his puella.[footnoteRef:61] He becomes useless to society.[footnoteRef:62] He was not producing heirs and nor was he fighting to further the reach of the empire. Dido becomes useless to her Carthaginians. She tells the reader as much in her epistle – “Whatever you require of Dido, she will/gladly do so long as she is yours.”[footnoteRef:63] The language she uses and the tone of the letter tells the reader of her obsession with Aeneas.[footnoteRef:64]  [61:  Melville. 1990: xi. ]  [62:  Melville. 1990: xi.]  [63:  Ovid. Her. VII. 240-241. ]  [64:  Ovid. Her. VII. 176-178.] 

The obsessive nature of the lover-poet becomes evident when examining the idea of foreignness and status. Dido cannot help herself, much like Ariadne cannot help herself, although she mistakes her obsession with love. Dido is willing to allow Aeneas to stay in Carthage as a friend because she is not willing to let him go, even though it is the will of the gods (as the reader knows but Dido does not).[footnoteRef:65] This obsession is more prominent in Heroides 10, as Ariadne is written as a foolish, naïve girl who cannot understand the difference between love and obsession.[footnoteRef:66] But it cannot be ignored in Dido’s letter either. Her status in the epistle should refuse to acknowledge that it is love because of Aeneas’ foreignness and the puella status.[footnoteRef:67] But while Dido could afford the love that she finds with Aeneas, the problem that her people, particularly her previous suitors, seem to have is that he is a foreigner. The problem is not only Dido’s, however. If the reader is to believe they married both in the Aeneid and in this epistle, Aeneas would be bringing a foreign wife to Italy with him, a theme repeated throughout the literature associated with Aeneas and demonstrated with Creusa as well. But Aeneas could not have a foreign wife, whether it was Creusa or Dido. The parallels between Dido and Aeneas are central in assessing foreignness and status, because it appears Ovid depicts both to be in the same situation; Dido cannot have a foreign husband because her people will be angry, and Aeneas cannot have a foreign wife because it would anger Augustus, whom the Aeneid was written for. The social implications behind foreigner and “free-man” are reflected in the status roles of the puella and the lover-poet. The puella must be the foreigner because of her social status, while the lover-poet must be the “free-man” although this would differ depending on location. Aeneas as the puella and the foreigner allows Ovid to comment on the typically elegiac presentation of male servitude and female mastery, particularly as the female is only used in the texts as a way to define the male.[footnoteRef:68] Ovid writes his elegiac epistles acknowledging this but argues against this. Thus in Heroides 7, Dido is defined by Aeneas’ betrayal and abandonment, and her words and actions show the typical behaviour of a lover-poet, constrained by boundaries and gender roles.  [65:  Ovid. Her. VII. 238-239.  ]  [66:  Isbell. 1990: 89. (As Isbell says, there is nothing of love in Ariadne’s epistle).]  [67:  James. 2001: 245.]  [68:  Wyke. 2002: 396; Wyke. 2002: 404. ] 













[bookmark: _Toc513460551]Chapter 4: Heroides 10
Much like Dido in Heroides 7, scholars have a problem with Ovid’s presentation of Ariadne. As a young, seemingly naïve girl, she is unfairly hated by the male academics reviewing her portrayal in her epistle.[footnoteRef:69] Looking at Ariadne’s character through the motifs previously discussed in regards to Dido, she is not unjustly naïve nor is she whiny.[footnoteRef:70] Her abandonment in Heroides 10 causes her justified terror, despair, and fury towards Theseus.[footnoteRef:71] But, of course, a good deal of the blame for both her abandonment and her reaction to it is placed upon Ariadne, rather than the man who left her alone on the island. Their relationship appears to be a girl obsessed and a man willing to take advantage of her fixation – when reading the epistle, there is nothing of love merely Ariadne’s obsession.[footnoteRef:72] One has to assume he is the first man to show her any interest, to hint at marriage and escape from her home and bizarre family and Theseus easily takes advantage of this. There are remnants of love elegy’s puella in Theseus’ actions, similar to Aeneas in Heroides 7. Both are fickle and use both women for sex before abandoning them. But in the light of a feminist reading, Theseus is the worse of the two.[footnoteRef:73] So, like the other women in Ovid’s Heroides, Ariadne takes the role of the “male” lover-poet. This is highlighted in her desperation for Theseus to return for her;[footnoteRef:74] the motif of a boundary between them, and the gender roles that Ovid enjoys manipulating to create something different.[footnoteRef:75] The characters of both the puella and the lover-poet are enhanced and incorporated into these other motifs that it would be impossible to speak of the puella and the lover-poet without discussing them in light of the motifs.  [69:  Isbell. 1990: 89.]  [70:  Frécaut. 1985: 153. ]  [71:  Ovid. Her. X. 17-18.]  [72:  Isbell. 1990: 89; Ovid. Her. X. 55-59.]  [73:  Bolton.1994: 50. Dido arguably does not need to kill herself as there is a chance for her remarrying, whilst for Ariadne, she has lost her family, her lover, and is left by herself on an island with no hope of ever being rescued. ]  [74:  Ovid. Her. X. 39-40. (Her desperation is shown in her cries for him to return and the wording of her shouts.)]  [75:  This desperation for Theseus to come back to Ariadne is possibly because the stakes are higher for her, in that she does not have the means to leave the island. She is truly abandoned when Theseus leaves with no prospect of anyone helping her. ] 

The puella needs a boundary to separate her from her lover-poet; it is something that the male needs to overcome to gain access to her bedroom. In this case, like Dido and Aeneas, it is the sea that separates the lovers of Heroides 10. Theseus abandons Ariadne on the beach and sets sail, placing a sizeable distance of water between them.[footnoteRef:76] Previously, in Ovid’s other love elegy, he places a door between the lover-poet and the puella which is easily done in an urban setting.[footnoteRef:77] But the mythological setting is harder to navigate because there needed to be a common space that Ovid could manipulate to work with his heroines and the preceding works written about them. Using the sea as this boundary, it allowed Ovid to explore heroines without the encumbrance of literary expectations and it allowed him to establish the role of the abandoned woman at the forefront of the discussion of man’s behaviour. The sea is known throughout mythology for its link to female sexuality such as Aphrodite’s birth as the goddess of love. The act of leaving across the sea is a poignant moment in terms of Ariadne’s sexuality.  [76:  Ovid. Her. X. 4-5. ]  [77:  Ovid. Am. 1.6.2; 24; 28; 32; 3.4.7; 3.8.7. ] 

		“… from the shore where you deserted me,
		the shore from which the sails carried off your ships.”[footnoteRef:78] [78:  Ovid. Her. X. 4-5.] 

The sea denies Ariadne her sexual relationship with Theseus because in her eyes, it has allowed him to leave.[footnoteRef:79] Water becomes a destructive force for many of the abandoned women in the Heroides, not only because of their lover’s puella-like fickleness but because of the denial of their relationship which they hoped would be unified on land, a typically male-associated space.[footnoteRef:80] The sea becoming the boundary, rather than a door or a piece of land, highlights Ovid’s genius of incorporating his elegiac motifs in subtle ways. The feminine sea is linked with the puella, Theseus, who escapes to find another person to receive gifts and riches from, while the masculine land is linked with the lover-poet, Ariadne, who is abandoned and trapped, lamenting over the puella, unable or perhaps unwilling to cross into the female space.[footnoteRef:81] This is a common theme in tragedies especially when the woman exists in a space which is not hers.  [79:  Bolton. 2009: 284.]  [80:  Bolton. 2009: 284.]  [81:  Ovid. Her. X. 65-66.] 

Ovid takes Ariadne and places her in the role of the lover-poet and keeps her on land, a space connected with males. This dooms Ariadne from the start; she cannot leave until another male (Dionysus) comes and saves her from her miserable existence on the island. By trapping Ariadne on the island, Ovid shows the gender inequity that existed in love elegy, in that a woman has to rely on a man to not only save her but supply her with the means to live.[footnoteRef:82]  [82:  Ovid. Am. 1.10.61-62.] 

[bookmark: _Hlk513197668]However, this does not fit with the motif of Theseus being the puella. Ariadne becomes the puella in some regards – relying on a man to save her even though she does not have a choice.[footnoteRef:83] Similarly the puella in love elegy, such as Ovid’s Amores, has to rely on the men supplying her with riches and gifts and money in order to make a living.[footnoteRef:84] In Ariadne’s case, she has no other choice but to rely on Theseus to live and survive because she herself has abandoned her family and her home and in turn, he abandons her.  [83:  Ovid. Her. X. 39-40.]  [84:  Ovid. Am. 1.8.71-72; 1.10.11-12; 2.15.4.] 

		“My father’s lands are closed to me…”[footnoteRef:85] [85:  Ovid. Her. X. 71.] 

Ariadne’s words from this point onwards are mainly on her fate and the death that would befall her. Theseus’ abandonment of her, she believes, would cause her death and because she has been abandoned, Ariadne knows her body would be left unburied. 
However, Ariadne refers to herself as one of the honours Theseus could have kept to show off when he arrives home to his father.
		“Be sure, then, that you also include
		me, abandoned on a desolate island
		for I belong among your honours.”[footnoteRef:86] [86:  Ovid. Her. X. 154-156.] 

Theseus seems to again become the puella because Ariadne sees herself as an honour that he has earnt. The puella is dependent on these riches from the lover-poet to survive. Theseus is dependent on Ariadne the lover-poet to defeat her brother and escape Crete. However the minute Ariadne is no longer useful, Theseus abandons her, much like the puella abandons a lover-poet who refuses to supply her with the means to live or supplying her with riches. This can be seen in some of Ovid’s earlier work of the Amores, where he writes about the puella moving on and abandoning her lover-poet for another who can provide better and more riches.[footnoteRef:87] As James says in her 2001 article, the puella cannot afford free love, but the lover-poet will not believe it is love if he has to pay.[footnoteRef:88] This, of course, highlights the lack of equality between the puella and the lover-poet and therefore, highlights the imbalance between Theseus and Ariadne.  [87:  Ovid. Am. 3.11a.13-14; 21-22.]  [88:  James. 2001: 245.] 

In the discussion of gender reversal, the role of the puella is both central but problematic because of the interchangeability and complexity that Ovid manages to incorporate into this epistle. When reading the letter, Theseus seems to hold the position of the puella – he has used Ariadne to survive Crete, he has abandoned her, and if one has read the rest of the letters, it typically appears to be the males as the puella. However, this is both true and untrue for Theseus as in parts of the epistle, he fits into this role while in others, Ariadne fits better. Theseus, compared to Ariadne, is of low status in this foreign land because he comes to Crete disguised as one of the young men to be sacrificed to the Minotaur, despite being a Prince.[footnoteRef:89] As mentioned in Chapter Two, the idea of the foreignness and status is linked, in that the puella is presented as a foreign body in society because she does not conform to social expectations of women. Theseus similarly as a foreigner in Crete becomes a low-status male with little to no social standing in that country and he does not conform to the expectations placed on him by killing the Minotaur, stealing Ariadne away, and then abandoning her on a deserted island.[footnoteRef:90] [89:  Ovid. Her. X. 121-123.]  [90:  Ovid. Her. X. 149-153. ] 

On the other hand, Theseus cannot be compared to the puella. In places he embodies the lover-poet, who will not pay for a love when he has already managed to take what he wanted from the girl.[footnoteRef:91] But the lover-poet exhibits a ruthlessness not unlike the puella, as Theseus moves on and sails away from the girl he claimed he loved. Theseus knows there will be other women for him to seduce and love, much like Dido and Aeneas do. Ariadne, however, is too naïve and concerned for her own safety to think of the other women in Athens.[footnoteRef:92] She has given Theseus what he wanted all along, and as Isbell says, it is hard to see anything of love in this letter.[footnoteRef:93] Arguably, there is nothing of love in the puella and lover-poet relationships either; merely an obsession on the man’s behalf and a need to live on hers. Ariadne mistakes her feelings for Theseus for love when it was simply an infatuation with a man she barely knew: [91:  James. 2001: 245.]  [92:  Bolton. 1994: 50. ]  [93:  Isbell. 1990: 89.] 

		“Often I go to the couch where we once slept,
		a couch that would not see us again,
		and I touch the hollow left by your body – 
		it is all that remains – and the cloths
		that once were warmed around your flesh.”[footnoteRef:94] [94:  Ovid. Her. X. 55-59.] 

Somehow in one epistle, she manages to embody both the puella and the lover-poet at the same time. The hybridity and interchangeability of Ariadne’s character is something Ovid has done on a larger scale before, with the merging of genres, displayed in the Heroides.[footnoteRef:95] In the microcosm of Ariadne’s presentation, each aspect of her character creates an equal balance of both elegiac persona. It is problematic when discussing the motifs of love elegy in the Heroides because there is no definite or set role for the male or female character to represent.  [95:  Keramida. 2010: 48; Knox. 1995: 27.] 

In terms of gender reversal, Ariadne evokes the characteristics of the puella more so than Theseus. However, in terms of the boundary motif, she becomes the lover-poet berating the fickle, beloved puella. 
		“The sea binds the land on all sides; there
is no sailor, no ship to make way.”[footnoteRef:96] [96:  Ovid. Her. X. 68-69.] 

Because of the boundary, the lover-poet persona develops through Ariadne. The most obvious reason is because she is the one writing the letter to Theseus who is sailing away from Naxos. Much like the poems of elegists, there is no response from the puella. While it would seem to make more sense logically for Ovid to have Theseus writing to Ariadne[footnoteRef:97] - Theseus being the one with the supplies and the means but no motive - Ovid takes the opportunity to share Ariadne’s voice and incorporate her into the heroines he has created. Many scholars, such as Ciccone, seems to forget this when reading Heroides 10 as they focus on the unfortunate naivety of Ariadne and misinterpret that of a whiny child, out of her depth.[footnoteRef:98] Arguably from a similar point of view to Ciccone and other prominent male scholars, like Jacobson, Ariadne’s actual personality seems to be used by Ovid as a boundary for her as well. Ariadne, unlike Dido has not had time to mature. However, it is possible that her unsophisticated and immature nature is treated critically by scholars, rather than Ovid. In comparison to Dido, who understands Aeneas’ divine mission and accepts both that and her fate, Ariadne cannot grasp the reality of her situation. Her focus is on her appearance – “tore my hair / dishevelled”[footnoteRef:99]; “a Bacchant”[footnoteRef:100]; “look at my garments that are soaked with these tears”[footnoteRef:101] – suggesting an adolescent mind, too new and naïve for the harsh, real world that Theseus’ behaviour forces her into; this is what Ovid presents the reader. This is reminiscent of the elegiac mistress, who shows care of her appearance and takes care of her looks. Ariadne cannot take care of her looks, but it does not stop her from being worried about what she looks like, in case Theseus does return to her.[footnoteRef:102] In Catullus 64, Ariadne is naked on the beach where she has been deserted, and because of Ovid’s tendency to refer back to his predecessors, it is likely he is evoking imagery from this poem to show he is as great, if not greater at writing in the genre of love elegy.[footnoteRef:103] [97:  Ciccone. 1997: 4.]  [98:  Ciccone. 1997: 4. ]  [99:  Ovid. Her. X. 18-19.]  [100:  Ovid. Her. X. 52. ]  [101:  Ovid. Her. X. 167.]  [102:  Ovid. Her. X. 18-19; X. 52; X. 167.]  [103:  Cat. 64. 63-67.] 

Ariadne is unfairly treated by modern scholars because of the threat she poses to Theseus’ untarnished reputation. Indeed, if Theseus had taken her with him, she possessed the ability, in spite of her naivety and immaturity, as an elegiac mistress, to be a danger and disruption to society.[footnoteRef:104]  [104:  Wyke. 2002: 402.] 

The boundary created by Ariadne’s personal traits is problematic because it does not directly relate back to the puella role and nor is it associated with the lover-poet. But it is still a boundary created that separates her from Theseus, much like the sea is a boundary that physically separates the two lovers. 
Ovid’s development of the sea or a body of water as boundary does not begin or end with the Heroides; he explored it in his Amores. Book three of the Amores was written before the Heroides and it appears that Ovid has attempted to test the water with Poem Six.[footnoteRef:105]  [105:  Rand. 1907: 290.] 

		“Pause now, you muddy-margined, reed-lined river,
		I’m hurrying to my love, I pray you pause.”[footnoteRef:106] [106:  Ovid. Am. 3.6.1-2.] 

The implication throughout this poem is that water boundaries should help young lovers come together. The lover-poet begs the river to allow him to pass but to no avail, much like the sea in the Heroides which cannot help the heroines reach their lovers. 
“But how much 
I wish that hand could swim rather than write and 
carry me on the waves I have known.”[footnoteRef:107]  [107:  Ovid. Her. XVIII. 28-30. (Although this example is from Ovid’s later double epistles, the letters between Leander and Hero show a boundary between them in the form of the Hellespont. In the end, Leander dies trying to swim to his lover, proving that the sea will do whatever it can to stop the lovers from reaching each other, much like it already has done in the earlier single epistles in Dido’s and Ariadne’s letters.)] 

Therefore the boundary separating the lovers is cause for concern for the ones left behind. However, because Ariadne is more afraid for her life and how she will die on the island,[footnoteRef:108] she does not mention nor understand that there will be more women for Theseus once he has left the island. This is a common theme of love elegy, in that the lover-poet is worried his beloved will find someone who can afford to supply her with better gifts, rather than just poetry. It is a significant contrast to Dido, who acknowledges her fate, that Aeneas will move on and remarry and even mentioned the woman that she herself did the same to:  [108:  Ovid. Her. X. 91-94; 111; 146-147. (Ariadne lists the animals that could be on the island that would kill her.)] 

		“They’ll worry others, my loss worries me.”[footnoteRef:109] [109:  Ovid. Am. 3.6.81.] 

In the Heroides there is every reason for this concern. Unfaithfulness is a major theme for nearly all the heroines – Penelope has heard rumours of her heroic husband has been unfaithful with Circe and Calypso[footnoteRef:110], Medea knows her husband is planning to shun her to marry a Greek princess,[footnoteRef:111] and Dido acknowledges Aeneas’ divine mission to marry an Italian princess to form the Roman empire.[footnoteRef:112] The boundary between each woman and her husband or lover emphasises this anxiety. It gives these men the opportunity to be disloyal without the female “lover-poet” there to remind them of their betrayal and why they should stay faithful to them. This is more prominent in Dido’s epistle however, rather than Ariadne who does not blame Theseus directly. Her naivety becomes her downfall once again as she claims: [110:  Hom. Ody. 23.321-322; 23.333-336.]  [111:  Eur. Med. 16-17.]  [112:  Ver. Aen. 4. 361. ] 

“On this island I was betrayed both
		by you and by the sleep I could not resist.”[footnoteRef:113] [113:  Ovid. Her. X. 6-7.] 

There is always something or someone else Ariadne finds to blame as well as Theseus. Here she blames the bed[footnoteRef:114], sleep[footnoteRef:115], and the wind[footnoteRef:116] – all inanimate “objects” that according to Ariadne had a part in causing her abandonment. But realistically, the blame can only be handed to the two lovers. What is most interesting is the term “treacherous oath”[footnoteRef:117]. This suggests Theseus has promised Ariadne something to either get him to help on Crete, or to get her to leave with him. Knowledge of the myth would imply the “treacherous oath”[footnoteRef:118] was marriage.[footnoteRef:119] This would also fit with the rest of the Heroides, where young women have been abandoned. In this instance, Ariadne becomes the puella. Empty promises and lies offered up to the puella to gain access to their chambers is a recurring theme throughout love elegy.[footnoteRef:120] This is what happens to Ariadne before she writes her letter. It is implied that they have become lovers in the belief that Theseus will marry her when they reach Athens.[footnoteRef:121] But this is not the case. Marriage is something Theseus does not want, much like the lover-poets of elegy.[footnoteRef:122] They want access to the woman’s chamber for sex, and they believe that they can gain that access through flowery words and poetry. This does not always succeed as proven in some of elegiac texts previously written by Ovid.[footnoteRef:123] However as mentioned before, Ariadne’s lack of experience in love and her belief that she is in love with Theseus and he with her, means that she is willing to allow him access into her “chamber” and to seduce her.  [114:  Ovid. Her. X. 63.]  [115:  Ovid. Her. X. 6-7.]  [116:  Ovid. Her. X. 139.]  [117:  Ovid. Her. X. 139.]  [118:  Ovid. Her. X. 139.]  [119:  Ovid. Her. X. 103-105 (“I - … - who was betrothed to you, promised to be yours.”)]  [120:  Ovid. Am. 3.12.43-44.]  [121:  Ovid. Her. X. 61-62.]  [122:  Ovid. Her. X. 103-105; Ovid. Am. 2.1.31-32. ]  [123:  Ovid. Am. 3.11a.9-10. ] 

Many seasoned puella understand that by allowing a man into their rooms, they are giving up the one thing they can bargain with in order to receive more gifts and money from them, rather than just poetry.[footnoteRef:124] Ariadne does not understand this, and once Theseus has done what he wants with her, he abandons her – she is no longer useful, she would be seen as a barbarian bride much like Medea, and it could be argued, like most puella, she is too demanding for gifts and marriage in this case that Theseus does not want to stay with her.[footnoteRef:125] The lover-poet has to convince these women that his poetry is enough for them, and that they do not need expensive gifts and this is what Theseus tries and succeeds to convince Ariadne of. She wants marriage, that is made clear in the letter and like the puella, she will not get what she wants unless she seeks it elsewhere. Theseus, on the other hand, will not only get what he wants but will be able to find more of it elsewhere. His suggestion that Ariadne is merely performing a service stems from his own sexual desire[footnoteRef:126] – there is no mutual desire for him to take this any further than a sexual relationship and wed her.[footnoteRef:127]  [124:  James. 2001: 240.]  [125:  Boletsi. 2013: 63; James. 2001: 248. ]  [126:  Ovid. Her. X. 86. (“… my death would have freed you from your oath.”)]  [127:  James. 2001: 248.] 

Ariadne, unfortunately wants marriage to hide her ruin as she knows, however deep down, that she cannot return to her father’s lands and be married off to a suitor.[footnoteRef:128] But this is one of the problems of love elegy, that no matter how hidden, a woman is still an object of desire and sex despite how dominant she can be.[footnoteRef:129] Ariadne only holds value for Theseus when she has not given herself to him, an important part of being a puella in love elegy. The layers of boundaries applied to and around these women highlights that, particularly in book one of the Amores, where there is a doorkeeper, a door, and the will of the puella that the lover-poet has to persuade to enter.[footnoteRef:130] It is a simple feat for Theseus though. He manages to not only persuade Ariadne to come with him and that his intentions were pure and they would be married in Athens, but he also manages to persuade the readers and scholars that he is not in the wrong in his actions.[footnoteRef:131] However, it can only be speculated if the lover-poets of love elegy would have abandoned their puellae after gaining access to their chambers. It is likely that they would have because they have received what they wanted and given their elite status, they do not need to remain for low-status, demanding women when they could obtain sexual favours from other, less demanding women that they do not have to pay as much for.[footnoteRef:132] Theseus, in lieu of this idea, abandons Ariadne because she is too demanding for marriage and too barbaric in return of her ruination.[footnoteRef:133] Ariadne’s status declines from a high-status princess to a low-status barbarian the moment they leave Crete and in the eyes of Theseus, he cannot have a “stain” like that upon his reputation.  [128:  Ovid. Her. X. 71.]  [129:  Hallet. 1974: 214, citing Betensky.]  [130:  Ovid. Am.1.6.]  [131:  Ovid. Her. 137-138. ]  [132:  James. 2001: 226.]  [133:  Boletsi. 2013: 63.] 

Despite the many problems scholars have with Ariadne’s epistle, Ovid manages to create a new perspective of the young girl. It may not be as brilliant or as well thought out as scholars view his other presentations of his abandoned women in the Heroides but Ariadne’s epistle is honest and insightful in the problems of adding elegiac motifs to a mythical settings. It highlights the problems between Theseus and Ariadne, particularly in light of those motifs and themes. The “immaturity” of Ariadne and the cruelness of Theseus is emphasised in the motifs of the puella and lover-poet, but the personas hinder rather than help the presentation of Ariadne as an abandoned woman, instead presenting her more so as a naïve adolescent. 
[bookmark: _Toc513460552]Chapter 5: Conclusion
Ovid’s composition of the Heroides was innovative and new, incorporating the motifs of love elegy onto the epistolary genre. In doing so, Ovid can present a new view on abandoned mythical heroines throughout his letters. The roles of the puella and lover-poet placed on these heroines helps the reader to understand Ovid’s merging of genres, that spanned his work in his lifetime. 
Neither Dido nor Ariadne fit fully into the puella role, despite the typical presentation of what occurs in love elegy. Their high-status and the submissive aspects of the persona placed on them means it is more likely that they represent the lover-poet of love elegy. Ovid’s gender reversal of the roles placed upon these women is central in understanding how Ovid presents the abandoned women. The specific motifs Ovid incorporates, compared to all those used in his earlier works such as the Amores, allows the presentation of the abandoned women come to the forefront of each epistle. This is helped by the presentation of Aeneas and Theseus as they become the puella counterpart to Dido’s and Ariadne’s lover-poet. 
Although the role of the puella is placed upon Aeneas and Theseus because of the mythical and literary background they have been taken from, Ovid manipulates their betrayal of these women to explore the genre of love elegy. The fickleness of the two men is hinted at throughout the original works, but Ovid brings it to the forefront through the emphasis on the motifs of love elegy to write his own presentation of the mythical heroines to show he was as good as his predecessors. 
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