This 1s an extract from:

Dumbarton Oaks Papers, No. 53

Published by
Dumbarton Oaks Research Library and Collection
Washington, D.C.

Issue year 1999

© 1999 Dumbarton Oaks
Trustees for Harvard University
Washington, D.C.

Printed in the United States of America

www.doaks.org/etexts.html




Dreams and the Spatial Aesthetics of Narrative
Presentation in Livistros and Rhodamne

PANAGIOTIS A. AGAPITOS

In memory of Ole L. Smith (1943-95)

You only live twice, or so it seems:
one life for yourself and one for your dreams.
—Leslie Bricusse

ritical interpretation is to a substantial degree the definition of the internal operative
C principles governing the composition of a text or an image.' In cultures where rheto-
ric and mimesis play an overwhelming role in the production and reception of texts and
images, the critic must unavoidably concentrate on matters concerning imagery, style,
language, structure, and so on.? This applies especially to longer, literary or visual, narra-
tive compositions that arguably operate within the expectations of the reader or the
viewer.* Sustaining, rejecting, inverting, subverting, or even canceling the schemata of
conventional composition in narrative are essential parts of the artist’s game with his
clientele, particularly in the opening sequences of a narrative, where the artist needs to
impress and captivate his audience in order to keep them interested in his work.? In
this sense, the Komnenian novels and the Palaiologan romances® are excellent cases for
studying the narrative function of rhetorical patterns. More specifically, the analysis of
space provides the opportunity to investigate how the narrative presents itself at its most
visual moments and how it establishes its own aesthetic concepts.

'R. Ingarden, Das literarische Kunstwerk, 4th ed. (Tuibingen, 1972), 25-196, and H.-G. Gadamer, Wahrheit
und Methode: Grundziige einer philosophischen Hermeneutik, 5th ed. (Tiibingen, 1985), 107-74.

2See, for example, the fruitful comparative analysis of text and image in H. Maguire, Art and Eloquence in
Byzantium (Princeton, N.J., 1981).

*On the interaction between the author and the reader as a governing principle, see W. Iser, Der implizite
Leser: Kommunikationsformen des Romans von Bunyan bis Beckett, 2d ed. (Munich, 1979), and idem, Der Akt des
Lesens: Theorie dsthetischer Wirkung (Munich, 1976). For an application of Iser’s method to the ancient novels,
see, indicatively, J. J. Winkler, Auctor and Actor: A Narratological Reading of Apuleius’ The Golden Ass (Berkeley,
Calif., 1984), and S. Bartsch, Decoding the Ancient Novel: The Reader and the Role of Description in Heliodorus and
Achilles Tatius (Princeton, N.J., 1989).

*See, for example, the intelligent analysis of Heliodoros by J. J. Winkler, “The Mendacity of Kalasiris and
the Narrative Strategy of Heliodoros’ Aithiopika,” YCS 27 (1982): 93-158.

*The terms novel and romance are used here in order to distinguish the 12th-century works, which feign a
“bourgeois antique” setting, from the later texts, which are placed in a “contemporary aristocratic” envi-
ronment.
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The present article examines, from a structural and a spatial point of view, the open-
ing dream sequence in Livistros and Rhodamne, a vernacular romance in approximately
four thousand five hundred fifteen-syllable verses.® The poem was probably composed
in the middle of the thirteenth century at the court of the Laskarid emperors in Nicaea.”
Should this date be correct, Livistros and Rhodamne would be the earliest of the seven
surviving late Byzantine love romances, and thus constitutes a bridge between the
learned novels of the twelfth century and the other vernacular poems of the fourteenth
century.

|

The beginning of Livistros and Rhodamne is governed by a peculiar structural innova-
tion, which, to my knowledge, has so far remained unnoticed. The anonymous poet has
combined two traditions of opening a novelistic narrative. It may be useful to start this
analysis with a brief summary of the romance’s opening sequences (N 1-560).*

I (N 1-24). Prince Klitovon invites Queen Myrtane and the court of the Armenian
kingdom of Litavia to listen to a wondrous story about a man who was inexperienced in
matters of the world, fell in love, and suffered thereafter. The reader, alerted through

5The romance (hereafter referred to as L&FR) survives in three different versions (o, E, V), of which the
oldest (a) is transmitted by three manuscripts (N, B, S). My analysis is based on version a, which must have
been circulating by the late 14th century, and which is closest to the lost original (on the whole question, see
briefly P. A. Agapitos, “Libistros und Rhodamne: Vorldufiges zu einer kritischen Ausgabe der Version o,”
JOB 42 [1992]: 191-208). For a critical text of the dream sequence, see the Appendix. An English translation
of the romance has been recently published, in Three Medieval Greek Romances: Velthandros and Chrysantza,
Kallimachos and Chrysorroi, Livistros and Rodamni, trans. G. Betts, The Garland Library of Medieval Literature,
ser. B, 98 (New York-London, 1995).

"The date and the place of composition of the romance have been a matter of great dispute. For an
overview of the debate and the proposal to date the romance to the mid-13th century, see P. A. Agapitos, “H
xpovoroylkn axkorovBio tdv nvdiotopnudtev Kaiiipoyog, BEABavdpog kal AiBiotpog,” in Origini della letteratura
neogreca, ed. N. M. Panagiotakis, Bipitodixn 100 ‘EAAnvikod ‘Ivetitovtov Buloviivav kol Metofulaviivov
Xmovdav tig Bevetiog 15 (Venice, 1993), 2:197-234. See also the reluctant acceptance of this proposal by R.
Beaton, The Medieval Greek Romance, 2d ed. (London—-New York, 1996), 219-20. Be this as it may, at least, a
definite terminus ante quem has now been furnished by M. Manoussacas, “Le terminus ante quem pour la
composition du roman Libistros et Rhodamné,” JOB 44 (1994): 297-306, since Leonardos Dellaportas, who
composed his poems between 1403 and 1411, quotes extensively from the romance; see also M. Manoussa-
kas, Agovapdov Ntelromdpto notuata (1403/1411): "Exdoon kprtikn, elcoymyn, oxdia kol evpethpia (Athens,
1995), 74-82. On the basis of this evidence, a dating in the early 15th century, as proposed by D. Michailidis,
“Néeg xpovoLOYNGELS HECOLOVIKAY dnumddv kewévav,” in Origint della letteratura neogreca, ed. Panagiotakis
(same as above), 2:148-55 (and supported by G. Kechagioglou, review of Origini della letteratura neogreca,
Hellenika 44 [1994]: 530), is ruled out; see also the cautionary remarks by N. M. Panagiotakes, “The Italian
Background of Early Cretan Literature,” DOP 49 (1995): 282 n. 4.

$Summaries of LR are provided by H.-G. Beck, Geschichte der byzantinischen Volksliteratur, HAW 12.2.3
(Munich, 1971), 122-23, and Beaton, Medieval Greek Romance, 114-16. Unfortunately, both summaries are
too brief and in some cases contain errors; see P. A. Agapitos and O. L. Smith, The Study of Medieval Greek
Romance: A Reassessment of Recent Work, Opuscula graecolatina 33 (Copenhagen, 1992), 62. It should be
pointed out here that, though Beaton has published a revised version of his study, only minor errors have
been removed from the main text. Therefore, the methodological criticisms of Agapitos and Smith stand
as before.
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this signal, which evokes the tradition of Achilleus Tatios and Eustathios Makrembolites,’
expects Klitovon to go on with his personal tale.'

IT (N 25-100). The reader is immediately thwarted. Klitovon inserts an internal title
to his story (N 25-26: Aownov kai v aonynotv dp&opat g aydnng | Apiotpov 10D morv-
naBovg kal kopng ¢ Podauvng)'! and reveals himself as the romance’s secondary male
character. He then embarks on an in medias res narration, now picking up the tradition
of Heliodoros and Theodore Prodromos.'? Klitovon’s narration runs as follows. He sees
a young man wandering along a narrow path that crosses a beautiful meadow; the man
is a warrior, crying and sighing in despair (N 27-43). Klitovon remarks that he also was
chased away from his country because of a love affair.”® He then tries to make friends
with the warrior and prompts him to tell his story (N 44-67). After some hesitation, the
stranger is convinced to tell Klitovon his sorrowful tale; they swear friendship to each
other (N 68-91). The reader must accommodate himself to meet the new situation, ex-
pecting some introductory action that will now truly lead to the story of the secondary
character, this being the conventional pattern in the older novels.'* However, the author
surprises the reader again by omitting any such action. The narrative changes direction
(N 77-100), since the unknown warrior gives a brief overview of his present desperate
situation (N 93-99) and then in his turn inserts an internal title to his story (N 100), thus
introducing his ab ovo narration (N 100a ff).

All these narrative shifts occur within the first hundred verses of the romance.'> By
the time the young warrior has embarked on his story as a first-person narrator, the

°On the narrative frame in Tatios (dialogic setting between a first and a second narrator) and Makrembo-
lites’ subversive use of it (switch to an epistolary dialogue), see P. A. Agapitos, Narrative Structure in the Byzan-
tine Vernacular Romances: A Textual and Literary Study of Kallimachos, Belthandros and Libistros, MiscByzMonac
34 (Munich, 1991), 131-32.

"The fact that Klitovon is the main narrator is established by the two rubrics framing the romance’s
prologue (N 1-2: Zt{yot moAd épwtikol, adiynoig Atpiotpov, | mdg 6 ¢lhog KAtrtoBav dinyeltor thg Muptdvng;
and N 26a: "Hp&ato v apfiynowy 6 KittoPov 0 ¢tAog). This situation shows that the rubrics, contrary to recent
opinion, were part of the original composition, whatever their present state of transmission; on this matter,
see P. A. Agapitos and O. L. Smith, “Scribes and Manuscripts of Byzantine Vernacular Romances: Palaeo-
graphical Facts and Editorial Implications,” Hellenika 44 (1994): 66-71. Their proposal has been accepted
by C. Cupane, Romanzi cavallerreschi bizantini (Turin, 1995), who reintroduced in her text of the Naples Achil-
leid the rubrics omitted by D. C. Hesseling in his edition, LAchilleide byzantine (Amsterdam, 1919).

"On this device, see Agapitos, Narrative Structure, 79.

20n the openings of Heliodoros, Prodromos, and Eugeneianos, see P. A. Agapitos, “Narrative, Rhetoric
and Drama Rediscovered: Scholars and Poets in Byzantium Interpret Heliodorus,” in Studies in Heliodorus,
ed. R. Hunter, Cambridge Philological Society, suppl. 21 (Cambridge, 1998), 125-56.

At a much later point in the romance (S 1467-1520), Klitovon will tell his own story. The reader will
then discover that the young prince was in fact the lover of Myrtane, who was, however, married to a Persian
nobleman. It was because of this adulterous relation that Klitovon finally had to flee from Litavia. This more
“down-to-earth” relation between Klitovon and Myrtane is typical of the behavior of the secondary couples
in the romances.

"In Heliodoros, Prodromos, and Eugeneianos, the opening sequences are structured through a schema
of “introductory action—story of a secondary character—beginning of the main character’s story.”

*This is a further subversion of the conventional pattern in the older novels. In the Aithiopika it takes the
reader quite some time until he understands at what point in the plot he actually is (Kalasiris’s narration
begins at 2.23, some 75 pages after the novel’s famous opening scene). In the two Byzantine novels, the
waiting time has been considerably reduced (25 pages in Eugeneianos and 16 pages in Prodromos), but a
sense of suspense is still present.
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reader has lost certainty about how the narrative will progress, while the poet has success-
fully blended the two novelistic traditions in order to present his “strangely made tale of
love” (N 17: &evoydpayov apiynua ayanng). The possibility that the poet of Livistros and
Rhodammne had a reading familiarity with, or at least knew of, these two traditions repre-
sented by Tatios and Heliodoros and developed by the twelfth-century authors is not as
far-fetched as it seems. Besides the quite obvious literary relations between Livistros and
Rhodamne and the twelfth-century works, ¢ it is worth noting that nine of the most impor-
tant manuscripts preserving the ancient and the medieval novels were written in the
thirteenth century,'” and in two cases an ancient and a Byzantine novel were transmitted
side by side.'® Moreover, one of these manuscripts, the Laurentianus Conventi Soppressi
627, also preserves the surviving letters of the emperor Theodore I1 Laskaris (1254-58)
and his teacher Nikephoros Blemmydes (1198-1269). The codex is thus related to the
Nicaean court,'? exactly the milieu where Livistros and Rhodamne was in all probability pro-
duced.?

ITI (N 100a-118). The young warrior reveals that he is Livistros, ruler of the Latin
kingdom of Livandros (N 100a-103).2' As a youth he did not know what love was (N
104-14) and, in fact, scorned anyone who admitted having fallen in love (N 115-18).%?

IV (N 119-85). One day he goes with his companions on a hunting expedition (N
119-26); toward dusk he kills with his arrow a male turtledove, and its mate commits
suicide by falling from the sky onto a rock (N 127-36). Livistros is profoundly shocked
by this incident and asks a close relative of his for advice (N 137-39). In a complex
speech, the Relative discloses to Livistros the power of Eros (N 140-77). Livistros returns
to his abode with disturbed emotions (N 178-85).

16See Agapitos, “Xpovoloyikn dxoiovio,” 101-17.

”Ven. Marc. gr. 409, early 13th century (Heliodoros, Tatios); Ven. Marc. gr. 410, first half of 13th century
(Heliodoros); Ven. Marc. gr. 412, 13th century (Eugeneianos); Vat. gr. 114, 13th century (Makrembolites,
Tatios); Vat. gr. 121, 13th century (Prodromos); Vat. Barb. gr. 29, 13th century (Makrembolites); Oxon.
Baroc. 131, ca. 1250-80 (Makrembolites); Laur. conv. soppr. 627, ca. 1270-85 (Longos, Tatios, Chariton,
Xenophon); Vat. gr. 1390, late 13th—early 14th century (Heliodoros, Makrembolites).

For the Heliodoran and Tatian manuscripts, see briefly the respective introductions in Héliodore: Les
Ethiopiques (Théagene et Chariclée), ed. R. M. Rattenbury and T. W. Lumb (Paris, 1934-40), 1:xxiv—xlvii, and
Achilles Tatius: Leucippe and Clitophon, ed. E. Vilborg, Studia Graeca et Latina Gothoburgensia 1 (Stockholm,
1955), xvii—xxxii. On the textual history of the three Komnenian novels in question, see M. T. Cottone, “La
tradizione manoscritta del romanzo di Teodoro Prodromo,” in Miscellanea (Padua, 1979), 2:9-34; A. C. Palau,
“La tradition manuscrite d’Eustathe Makrembolites,” Revue d’histoire des textes 10 (1980): 75-112; F. Conca,
“Per una nuova edizione critica del romanzo di Niceta Eugeniano: Collazione dei codici Vat. Urb. gr. 134 e
Laur. Acquisti e Doni 341,” in Graeco-latina Mediolanensia, Quaderni di Acme 5 (Milan, 1985), 161-205.

9On Laskarid manuscript production, see briefly N. G. Wilson, “Nicaean and Palaiologan Hands: Intro-
duction to a Discussion,” in La paléographie grecque et byzantine, Colloques internationaux du Centre National
de la Recherche Scientifique 559 (Paris, 1977), 263-67.

20A similar connection seems to be reflected in the Oxon. Baroc. 131, on which see N. G. Wilson, “A
Byzantine Miscellany: MS. Barocci 131 Described,” JOB 27 (1978): 157-79.

210n the function of the romance’s Latin color in accentuating a “historical-exotic” setting, see Agapitos,
“Xpovoroyikn daxorovdia,” 109-11.

2Livistros suffers from a syndrome typical of medieval romance characters. Though a highly sexual be-
ing, he consciously negates his own erotic nature; Rhodamne suffers from it as well. This attitude to love is
described in the romance as “haughtiness” (N 242: 10 ayépamyov [Livistros]; S 208: 10 nunpuévov [Rhodamne]).
On this symptom as suffered by the protagonist couple in the Achilleid, see O. L. Smith, “Some Features of
Structure and Narrative in the Byzantine Achilleid,” Hellenika 42 (1991-92): 75-94, in particular 85-87.



PANAGIOTIS A. AGAPITOS 115

V (N 186-270).% Night falls, Livistros goes to sleep, and a dream comes to him (N
176-89a). While riding across a beautiful meadow he is arrested by a group of winged
and armed beings (N 190-223). As he is led, bound by the neck, to the palace of Eros,
one of these warrior cupids gives Livistros sound advice on how to entreat the angry
ruler, pointing out that it is inappropriate for a beautiful person not to submit to the
power of the Realm of Eros, the dreaded Erotokratia (N 224-70).

VI (N 270a-P 2757). Outside the courtyard gates of the palace of Eros, Livistros is
confronted by a terrifying guard holding an inscribed sheet of paper that urges men to
become slaves to Eros (N 270a—80 + P 2702-11). They enter, and Livistros is led through
a triumphal arch (tpomikn) whose interior is covered with mosaics and marble reliefs.
These depict birds singing and flying amidst thick foliage, Aphrodite giving birth to Eros,
and the Judgment of Paris-Alexandros (P 2712-35). Speaking statues adorn the four
corners of the arch’s exterior cornice (P 2736-57).

VII (P 2758-N 431). Exiting the arch with his escort cupid, Livistros meets a beautiful
man—he is Desire (I166o¢)—who sternly reproaches him for his rebellious conduct. Liv-
istros admits that he will swear vassalage to Eros (P 2758-63 + N 433-53). At that mo-
ment, a beautiful tall woman appears. She is Love (Aydnn), and Livistros’s escort advises
him to fall at her feet. She wonders at the young man; Livistros then falls in proskynesis
in front of her, and begs her and Desire to become his mediators with Eros (N 454-65
+ P 2796-97 + N 398-417). The two of them magnanimously accept and leave for the
Hall of Judgment, having assured Livistros that he shall even obtain the noble love of a
chaste maiden (N 418-31).

VIII (N 432-N 395). Livistros and his escort leave as well. They first pass by a low
terrace decorated with statues of cupids (N 432 + N 359-66). Next to the terrace is a
pool with a fountain basin, at the top of which stands the statue of a man tormented by
snakes because he has rebelled against Eros. The statue warns Livistros about the fate of
rebels (N 367-95).

IX (N 396-P 256). Finally, Livistros and his escort enter the crowded Hall of Judg-
ment; in its center Eros holds court on a throne (N 396-97 + N 292). Livistros describes
in detail the three-faced ruler (N 293-309). When he is summoned before Eros, he falls
in proskynesis, begs for mercy, and declares that he will swear vassalage (N 310-27). Eros
replies that he will ignore Livistros’s previous behavior and will give him the hand of the
princess Rhodamne, daughter of the emperor Chrysos (N 328-35 + P 217-23). Livistros
then notices two women, one dressed in white and the other in red, flanking Eros; he is
informed that they are Truth (AAW6ewa) and Justice (AukcotooOvn). Eros addresses Liv-
istros again and tells him to go with Desire and Love and swear his oath (P 224-56).

#]t will become obvious to the reader who studies the text of the romance in the appendix that the textual
situation of N 186-560 is in a sad, though not irreparable, state. The narrative sequence in manuscript N is
totally disturbed due to (a) the exemplar from which the scribe was copying, and (b) two major lacunae.
Moreover, the disorder was made worse by the first editor (Wilhelm Wagner) who rearranged a number of
passages and then numerated his text. At the same time, manuscript P also presents a serious disorder,
because two quaternions from the beginning of the manuscript were by mistake bound at the end, which its
first editor (Demetrios Maurophrydes) did not notice. The correct order of the text can be reconstructed
with the help of versions E and V. When one leaves smaller lacunae aside, the main sequence of the disor-
dered passage is as follows: N 186-280, P 2702-63, N 433-66, N 398-432, N 359-97, N 281-316, N 466a-
b, N 317-35, P 217-302, N 336-58, N 467-560.
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X (P 257-311). The three of them go to the Room of Oaths; Livistros describes a
painting of Eros and various inscriptions that are mounted on the door (P 257-70). He
enters the room, finds a paper attached to the bow of Eros, reads the text of the oath
describing the inescapable power of the mighty ruler, and swears by it (P 271-96). Imme-
diately a prophet appears and announces to Livistros his fate, which is a brief summary
of the romance’s plot. As soon as the prophet finishes, Livistros wakes up (P 297-302 +
N 336-47 + P 311).

XI (N 347a-P 360). Livistros is in a state of shock, remembering the wondrous things
that he saw in his dream and believing that they were real (N 347a-58 + P 322 + N
467-72). He calls for the Relative who prompts him to tell his dream (N 473-82). As he
names Rhodamne, the Relative interrupts him and gives him specific information about
the unknown princess, advising Livistros to go out in search of her; they pass the whole
day in such conversation (N 483-98 + P 359-60).

XII (N 499-560). Night arrives, and the Relative leaves; Livistros dines with his com-
panions, then falls asleep, and sees a second dream (N 499-503). It appears to him that
he is walking in a garden decorated by Eros, Desire, and Love. As he wanders in astonish-
ment, he sees from a distance Eros, now in his form as Cupid, holding the wondrous
Rhodamne by her hand (N 504-29 + P 390-93). Eros calls out to Livistros to join his
company; the latter is amazed at the sight of the young woman, wondering if she is a
female cupid or even Aphrodite herself (N 530-39 + P 404-12). Eros explains to him
that this i1s Rhodamne and hands her over to him. Livistros reaches out his hand, rushes
toward the maiden, and wakes up in sheer agony, desiring to see the lost dream, hating
the morning light, and wishing for the return of night (P 413 + N 540-60).

I1

Before I examine more closely Livistros’s two dreams and their spatial aesthetics, it
is necessary to consider some theoretical points concerning the nature and use of space
in narrative, and in the Byzantine romances in particular. In contrast to the “objective”
notion of time, space in ancient and medieval literature is perceived as something “sub-
jective,” for, while the cyclical arrival of day and night appears as a phenomenon external
to the subject, space is anchored in the concrete world of the subject’s existence. This
difference explains, at least in the case of ancient and medieval texts, the absence of a
fully developed system of spatial formulas that would structure the narrative process, as
opposed to the obvious presence of temporal formulas. (One needs only to remember
the formulaic appearance of “rosy-fingered dawn” in the Homeric poems.)**

Space manifests itself in narrative primarily through oppositions—here and there,
above and below, left and right, closed and open, inside and outside. These spatial oppo-
sitions are often connected to the notions of movement or immobility. At the same time,
space can be used to create an “atmospheric” setting. In any case, in whatever form space
might appear in a narrative, it is part of the narrative situation, namely, a defined unit
within the narrative process, which consists of time, space, and action.?®

#For a more detailed exposition, see Agapitos, Narrative Structure, 272-75; on temporal formulas in the
romances and their history in Greek literature, see ibid., 227-35.

#0n space in narrative, see G. Hoffmann, Raum, Situation, erzihlte Wirklichkeit: Poetologische und historische
Studien zum englischen und amerikanischen Roman (Stuttgart, 1978), 1-53, with further bibliography.
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In the Byzantine vernacular romances, some of which are based to a large extent on
the rhetorical patterns developed in the Komnenian novels,?® space is used in a number
of ways. For example, spatial notions are conveyed through the various signals that intro-
duce the descriptive mode.?” Moreover, in Livistros and Rhodamne space assumes a particu-
lar coloring, because the romance is written in the first-person perspective, with space
thus acquiring maximum subjectivity. Verbs of seeing (e180, €9dvn pe) or being (Arov),
employed by the characters as narrators, signal for the reader a visual (qua spatial) com-
ponent in the narrative situation,?® and similar phrases also indicate the conclusion of
such a visual section.?

A more complex formula for the conveying of spatial notions is what can be termed
“passage of space,”* which is closely related to a similar “passage-of-time” formula.?' The
passage-of-space device is a phrase consisting of an adverb, a verb of motion, and a space
signifier.? In Livistros and Rhodamne this phrase is mostly combined with some notion of
time: either the adverb is temporal, or another sentence that includes temporal signifiers
is added to the phrase (N 268-70: Kol p& 106 1600 10,6 TOAAS Epwtovovbesiog | Oxdumote
elg 100 "Epwtog fHABape v katobva | kol thv aOANy €c€fnuev 1hc Epwtoxpoartiog).

A prominent device of the author in indicating the passage of space in the romance
is the “spatial bridge”: the traversal of space is conveyed by inserting into the narrative
mode various types of the discoursive mode,** such as monologues, dialogues, speech-

26See Agapitos, Narrative Structure, 141-93 (the three modes of narration), and idem, “Xpovoloyikn dixo-
Aovbio,” 101-28 (structural, typologic, and stylistic aspects of the vernacular romances). To view the Palaiolo-
gan romances as completely separate from the Komnenian novels (as does C. Cupane, review of Narrative
Structure in the Byzantine Vernacular Romances, by P. A. Agapitos, JOB 43 [1993]: 455-62), or to count them as
part of early Modern Greek literature in order to study them from the perspective of Apollonios and Erotokritos
(as does G. Kechagioglou, review of Narrative Structure in the Byzantine Vernacular Romances, by P. A. Agapitos,
Hellenika 44 [1994]: 200-213), shows, in my opinion, a lack of understanding of the socio-political and cul-
tural context in which these works were produced and read.

?"The descriptive mode signifies the sections of text in which the whole range of rhetorical ekphrastic
devices is employed in a clearly defined manner and embedded in the narrative process. Signals of the
descriptive mode are verbs of seeing or being that introduce or conclude a descriptive passage; see, for
example, Kallimachos and Chrysorroe (hereafter K&C) 808 (Hv yap 1 képn méviepnvog, £pmtodopovuévn), or
Velthandros and Chrysantza (hereafter V&SC) 292 (Eide, nopelevdbny 10, Unepedodpacéy 1a); see further Agap-
itos, Narrative Structure, 177-93.

#See, for example, N 189-90 (the beginning of the first dream) or P 2722 (the triumphal arch). On the
group £180/206vn pe, see also N 271, N 871 + 374, N 292, N 504, N 513; on the group ftov, see also P 2729,
P 2737, N 361, N 367, N 513.

2See, for example, P 2746 (connecting to P 2722 and ending the description of the triumphal arch). See
also N 195 (< N 190), N 380 (< N 374), N 383-84 (< N 371), N 305 (< N 292), N 558 (< N 504); in the
parentheses the introductory verse is given to which the concluding verb connects.

% Agapitos, Narrative Structure, 275-76, and 279-80 on L&R in particular.

3'The “passage of time” refers to a set of phrases that function as clearly defined joints between various
narrative situations with the purpose of propelling the action forward in time. See, for example, K&C 918-19
("E¢Bacev, N\ 10 Aowmdv kai tpitoc | Huépa, | dvétetdev 6 flog, NABE mpoc peonuBpiov), VEFC 851 (kol S1€fn
Hpa TEPLEGT TOV VOOV Tmv Vi GUpdEpoy), LR S 1197 (kai puetd mpitoav dAvyiv AABev 6 Bepdepiyoc).

#28ee, for example, K&C 173-74 (Kol petd thy nopoadpopiv koi 100 10600100 16100 | £1g KAGTPOV KOTNVTHOO-
pev uéya, pprctov kal E€vov). The phrase xal petd v napadpopnyv kol 100 tocovtov MOV is modeled on the
passage-of-time formulas, such as petd xapod nopadpopnv (K&C 147).

¥ For further examples in the dream sequence, see P 2712, P 2722, P 2758, N 434, N 454-55, N 432, P
246, P 257, P 271 (without a temporal notion), P 297.

**The discoursive mode encompasses the clearly delineated succession of constructed monologues and
dialogues between the characters, integrated into the narrative process (see Agapitos, Narrative Structure,
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frame formulas,*® and narratorial statements.*® Thus, while the romance’s characters talk
to themselves or to someone else, they have moved from one place to another. This mo-
tion is framed by appropriate signals (N 195-202: "EBAema 10 dvaAiBadov . . . pévog xai
uévog éreya . . . Kol évéow 10 énopdtpeya).’

However, the most obvious carrier of spatial notions in the descriptive mode is de-
scription itself, the time-honored ekphrasis.*® In the vernacular romances ekphrasis is em-
ployed chiefly in two ways, as a “compact” or as a “broken” description.*® The description
is compact when it is framed by specific signals and usually concentrates on one person
or object, giving to the described subject a sense of formality and importance.** The
description appears as broken when the ekphrasis is divided into smaller units and inter-
twined with the narrative and the discoursive modes. In this way, description, narra-
tion, and dialogue are inextricably combined, creating an amalgam that lends a sense of
fluidity to the rhetorical structure of the text. Such an extended broken description is
Livistros’s first dream, with a total of some 460 verses (N 190-347 + P 311), which is
introduced (N 188-89a) and concluded (N 347a-58 + P 322 + N 467-72) with all the
necessary signals of the descriptive mode. The dream itself includes various fully signaled
compact ekphraseis*' and shorter descriptions,*? all of them embedded in a fluid sequence
of action and dialogue that is held together by passage-of-space formulas and spatial

bridges.

159-76). For a splendid example from the dream sequence, see N 434-65 + P 2796-97 + N 398-415 (the
conversation among Livistros, his escort cupid, Desire, and Love).

*Within the discoursive mode, the “speech frame” represents the signaling system, originally a device
from the oral epic tradition, by means of which a speech is introduced and concluded (see Agapitos, Narrative
Structure, 64-73). For two examples from the dream sequence, see N 229-30 + N 268-70 (the speech of the
escort cupid), N 405 + N 416-18 (Livistros’s petition to Love).

%0On authorial-narratorial statements, see Agapitos, Narrative Structure, 74-90. Two excellent examples
from the passage under consideration here are N 227-30 and P 2714-21 (both cases combine an interjection
in the form of a question and an intervention in the form of an explicative statement).

¥See also N 224-70 (Livistros and the cupids cross the meadow and reach the camp of Eros), P 2758-63
+ N 433-34 (the escort cupid leads Livistros away from the triumphal arch), N 454-65 + P 2796-97 + N
398-400 (Love arrives while Desire and Livistros talk to each other), N 432 + N 359-97 (Livistros passes by
the terrace and the pool on his way to the Hall of Judgment), N 473-75 + P 331 (a case of abstract space
traversal: Livistros calls for the Relative), N 513-37 (a complex case with a set of inner delays: Livistros meets
Eros and Rhodamne in the garden; he twice breaks the narration and addresses Klitovon).

3On ekphrasis in general, see E. Mitsi and P. A. Agapitos, “Eikdv kol Adyog: ‘H mepiypadn €pyov téxvng
ot Pulovtiviy Aoyoteyvia,” Xpovikda AloOntikig 29-30 (1990-91): 109-26, and L. James and R. Webb, ““To
Understand Ultimate Things and Enter Secret Places’: Ekphrasis and Art in Byzantium,” Art History 14
(1991): 1-17.

*Tor a detailed analysis of the stylistic and formal aspects of descriptions in the Digenes Akrites, the Kom-
nenian novels, and the Palaiologan romances, see C. Jouanno, “L'ekphrasis dans la littérature byzantine
d’imagination” (diss., Sorbonne, 1987), 63-142. I take here the opportunity to thank Dr. Corinne Jouanno
for making a copy of her unpublished dissertation available to me.

“For example, the description of the pool (¢iokiva) in Rhodamne’s garden (L&R S 1311-71), or the
description of Chrysantza (V&C 677-99); on compact descriptions in the romances, see Agapitos, Narrative
Structure, 179-80, 184, 186-88.

4P 2720-52 (the triumphal arch), N 359-95 (the terrace, the pool, and the basin), N 291-311 (Eros).

2N 190-97 (the meadow), N 218-20 (the escort cupid), N 271-73 (the guardian at the door), N 435-37
(Desire), N 455-64 (Love), P 224-33 (Truth and Justice), P 259a-67 (the door of the Room of Oaths).
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Let us now return to the protagonist’s first two dreams. Their chief narrative function
1s to introduce Livistros to the Realm of Eros and make him fall in love. In other words,
they depict a conversion from rebellion and unfaithfulness* to submission and faithful-
ness.* This conversion is part of a larger initiation process into the “religion” of love, a
process that starts with this sequence and ends much later, when Livistros finally marries
Rhodamne and enters her father’s castle. Livistros’s conversion at the beginning of the
romance is carried out in three stages.

The first stage is the mental preparation of the initiate, necessary before he is con-
fronted with the power of Eros. The preparation is achieved through the turtledove
episode. The sad incident provokes in Livistros a sense of wonder, which he describes as
a puotiplov ¢oPepdv (N 132).*° In seeking out the Relative, Livistros voluntarily wishes to
find out about this awe-inspiring mystery (N 137-39, N 148-50). This voluntary act is of
extreme importance, since it reflects a desire for knowledge that the initiate must display
in order to exit from his state of “senselessness” (avoisOnoio).*® The speech delivered by
the Relative on the all-encompassing power of Eros, which freely uses material from the
older novels," is a didaskalia into the mysteries of Eros, as Livistros candidly acknowl-
edges (N 151-52: kol €kelvog eneyeipnoe 100 vo pe avadiddén | 100 €pwtog 0 puotipio Kol
70 deond 100 n6Bov) and as the Relative emphatically points out (N 173-74: xataientov av
apEmpot tod va oe Avadiddém | 10D €pwtog T puoThpLo TO delyvel €l v dydmny). At the
end of this lesson, Livistros finds himself contemplating Eros, deeply anxious that he
might get entangled in the sorrows of love (N 178-85).

With the initiate’s mind and heart prepared, the second stage begins when night falls
and Livistros has his first dream. Night as the time when the mind liberates itself and

#See the phrases used to describe Livistros as a “rebel against desire” (P 2742: dvtietdng 100 n66ov) and
a “slave to unfaithfulness” (P 2743: 1 dniotiog 6 §0VA0G).

*See the core of Livistros’s oath, where he offers servitude to Eros, vassal allegiance to Desire, and faithful-
ness to Love (P 295-96: Sovi@vopol £i¢ 1ov Epmta, Mlidvopot gi¢ tov I60ov, | motéc e vor elpot 6nd 10d
vov 1fic 'Epwtikoaydnng).

©The phrase also appears twice within the dream sequence, at P 2739 (uvotiplov €ldo ¢oBepév) and P
218 (elda opiktdV puotipiov), where it characterizes first an architectural feature and then Eros’s tripartite
voice. In this sense, the phrase expresses an aspect of the author’s poetics, since the semantic field of popepdg,
dprtdg, mopdéevog, and Eevoydpayog is applied in the romance to works of art, the dream, and narration
itself. It is unfortunate that studies of poetic concepts and terms in Byzantine literature have not been
undertaken at all.

“Throughout the first part of the romance Livistros is described as insensible (or insensitive) to love (N
175: avaromtotepog; N 250: duvnotog; N 321: ano dvorednoiog pov). This concept is connected to inexperi-
ence in erotic affairs, which is described by the notions of boorishness and peasantry (N 23: dv@porov dypot-
xov £ig 10V k6opov; N 411: dvbpwmog Arov xwpikdg; N 324: fiuouy ywpikég)—notions that clearly reflect the
aristocratic social perspective of the author.

*The speech consists of the list of four exempla—three taken from nature’s paradoxes and one from
myth—that illustrate the power of Eros. Such lists appear in Tatios 1.17-18, Eugeneianos 4.135-49, and
Manasses frag. 21-21a (O. Mazal, Der Roman des Konstantinos Manasses: Uberlieferung, Rekonstruktion, Textausgabe
der Fragmente, Wiener Byzantinistische Studien 4 [Vienna, 1967]); the list in L&R is identical with the one
in Manasses’ novel (see Agapitos, “Xpovoloyikn dxorovbia,” 107, and Agapitos and Smith, Medieval Greek
Romance, 77).
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dreams visit the sleeping person is, of course, an old convention in Greek literature.*®
What is interesting in the case of our romance is that the first dream of Livistros repre-
sents a complex narrative sequence, with a number of fopoi incorporated but rearranged.
In his dream Livistros, being a rebel against imperial authority, experiences the terrifying
power of the Erotokratia. This sense of anxiety and fear, established already from the first
stage, forces Livistros to accept a second didaskalia, now offered to him by his escort cupid
(N 232-67). The monologue, which picks up some of the images in the Relative’s
speech,* concentrates on the offense of rebellion (N 240-48), on the need for Livistros,
whose sexual beauty is extolled, to learn about the affairs of love (N 249-58), and, lastly,
on the cardinal virtue of humility in erotic servitude (N 259-63).

From this point on and for the rest of the dream, Livistros sees persons and objects,
reads texts, and hears voices with growing astonishment.* The various speaking statues,
the numerous inscriptions, the triumphal arch with its mosaics and marble reliefs, the
admonitions of Love and Desire, and all other elements add up to a didaskalia on the
vassalage of love. A closer look at the text of the first dream reveals that the author has
used a repetitive pattern®' to underline the didactic function of what Livistros sees, reads,
and hears. Four times a tripartite schema of “figure holding text—inscription read —text
explained” is repeated: the guardian at the gate of the courtyard of the Erotokratia and
his inscription explained by the escort cupid (N 271-80 + P 2702-8); the tormented man
in the pool basin and his inscription again explained by the escort cupid (N 373-82); the
painting at the door of the Room of Oaths and its inscription explained by Desire (P
260-267); and the bow of Eros and the text of the oath of love explained by the prophet
(P 273-91).52 Livistros himself accentuates this didactic aspect of the narrative when,
confronted with the three-faced Eros, he exclaims: “Who is the creator and what is this
strangely made being I see, what is it really? Who will tell me what I see, who will inter-

#0n dreams and dream theory in antiquity, see the collective volume, D. 1. Kyrtatas, ed., Oyig évunviov:
‘H xpfion 1ov dvelpov oty EAAnvikn kol popoikn apxatdmro (Herakleion, 1993), with full bibliography; on
dreams in the ancient novels, see Bartsch, Ancient Novel, 80-108; and on the learned novels, see S. MacAlister,
“Aristotle on the Dream: A Twelfth-Century Romance Revival,” Byzantion 60 (1990): 195-212, and eadem,
Dreams and Suicides: The Greek Novel from Antiquity to the Byzantine Empire (London—-New York, 1996), 115-52.

#“These images are the four exempla on the power of Eros (N 233-39 = N 161-77).

*0The astonishment of a character confronted with unfamiliar situations, especially in the first part of the
romance, is a major concept used to convey the “didactic” function of narrative (Agapitos, Narrative Structure,
48-54). In this way, a romance becomes an explanation of and a guide to the mysteries of the épwtikn
aoyoinotic, the “worries of love.” In L&R, this sense of astonishment to be experienced by the characters and
the readers (and expressed through the verbs 8avualm, arop®d, e€anop®d, and Eevilouor) is extremely promi-
nent; from the dream sequence alone, note N 196, P 2721, P 2746, P 2747, P 2756, N 291, N 292, P 245, N
467, N 537, N 541. The concept of aporia forms, together with the notion of pvotiptov ¢oBepév (see above,
note 45), one of the romance’s key poetic concepts.

°'On such patterns and their importance in L&R, see P A. Agapitos, “"H aonynuotikn onuocio tg avtai-
Aayng €MoTOAGV Kal Tpayoudidv 610 pudiotépnua Aiprotpog kol Podduvn,” Thesaurismata 26 (1996): 25-42, in
particular 38—40.

*20n the importance of the written word in the form of a document for Byzantine mentality, see H.
Hunger, “Die Herrschaft des ‘Buchstabens’: Das Verhiltnis der Byzantiner zu Schrift- und Kanzleiwesen,”
Aelt.Xprot. Apy.'Et. 4.12 (1984): 17-38, esp. 30-33, with reference to the romances. Obviously, the written
text held in the hand of a figure also reflects the iconography of prophets, saints, and bishops in Byzantine
art, shown holding similar scrolls of wisdom (I owe the suggestion to the kindness of Ioli Kalavrezou).
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pret it for me, what friend of beauty will teach me about this being?” (N 306-9).>* When,
finally, Livistros has been brought into the Room of Oaths to swear, he has voluntarily
accepted the power of Eros. The prophet, in yet another didaskalia, instructs him about
his future fate and the woman Eros promised to give him. And, just as at the end of the
first stage, so too now, when Livistros wakes up from the dream, he is only concerned, in
amazement and fear, with what he saw during the previous night. He is again in need of
his erotodidaskalos, who, knowing very well who the princess Rhodamne is, begins to direct
Livistros’s thoughts to love through words of comfort and the suggestion that he should
go in search of her.

The initiate has by now understood the power of Eros and has accepted it as a govern-
ing force of his life, but he has not as yet experienced love. At this point, we enter the
third stage in the process of conversion; for, now that Livistros is a vassal of Eros, he can
be converted body and soul to his new religion. This happens in the second dream, when
Livistros actually meets Rhodamne in Eros’s magnificent garden—the garden being
the female erotic setting par excellence.”* The passage wherein Livistros falls in love with
Rhodamne—a process described by him in a complex series of exits from and entrances
onto different narrative levels (N 515-29 + P 390-93 + N 530-32)—captures all of the
mental uncertainties involved in the process of conversion, which, however, once con-
cluded, is unalterable and complete. Thus, Livistros exits his dream in a passage from
perfect delight (N 551: ano v t6onv ndoviv) to total agony (N 553: 060vog auetpitoug).
The only things left to him are a sense of sorrow and desire (N 557-58), exactly the
feelings that he feared and wanted to avoid at the beginning of his initiation (N 552-60
~ N 184-85). The Relative appears again, giving his final advice to the young king on
how to set out from Livandros in search of Argyrokastron, the seat of the emperor
Chrysos (N 561-606).>° Here ends Livistros’s conversion. It has been structured by the
author with admirable clarity through the threefold repetition of the tripartite sequence
of “appearance of external causative agent—releasing of disturbed emotions—provision
of instructive teaching.”

The world of dreams, simultaneously external and internal to the protagonist,*® then
forms the medium through which the chief concern of the romance—the act of search-
ing for one’s lover—is established at the beginning of the narrative and subsequently
sustained in its further development.”” From the moment when Livistros wakes up,
converted to love but suffering because of it, he tries to superimpose his two dreams—

®0On the complex figure of "Epag tpipoponpdoanog, see C. Cupane, ““Epag Bacidets: La figura di Eros
nel romanzo bizantino d’amore,” Atti dell’ Academia di scienze, lettere e arti di Palermo, ser. 4, 33.2.2 (1973-74):
243-97, in particular 290-91, and Beaton, Medieval Greek Romance, 156-58, with the cautionary remarks by
Agapitos and Smith, Medieval Greek Romance, 84—85.

**A. R. Littlewood, “Romantic Paradises: The Roéle of the Garden in the Byzantine Romance,” BMGS 5
(1979): 95-114, and Smith, “Some Features,” 88.

%See Agapitos, “Xpovoroyikn dkorovbia,” 105-6, on the Relative’s function as a “helper,” which is a term
used in the analysis of wonder-tales (C. Bremond, Logique du récit [Paris, 1973], 282-94).

%On this aspect of erotic dreams in the romances, see Smith, “Some Features,” 93-94.

*"There are three further dreams in the romance: Eros appears to Livistros assuring him that he will
instill love in the heart of the young princess (N 690-706); Eros pierces Rhodamne’s heart with his arrow (S
197-219); and Klitovon sees a prophetic dream on the happy outcome of Livistros’s quest for Rhodamne in
Egypt (S 1535-76).



122 NARRATIVE PRESENTATION IN LIVISTROS AND RHODAMNE

in other words, the inner world of desire—on reality, that is, the outer world of
obstacles.

IV

Absent or present, the most impressive figure in Livistros’s dreams is Eros, “lord em-
peror, master of all the earth, commander of the inanimate world, ruler of animate be-
ings, examiner of every soul, judge of the law of desire, helper of love, friend of respect”
(N 317-20). This is how Livistros, in proper Byzantine form, addresses the mighty ruler,
having fallen on the ground in front of his throne and begging for mercy. By the time
the reader has reached this point in the dream, the image of Eros as a Byzantine emperor
has fully established itself. The realm of the Erotokratia with its warriors, the concept of
rebellion, Eros’s palace, the triumphal arch, the ruler as judge, the mediating figures of
Desire and Love, the strictly observed protocol, and the act of proskynesis—these are all
elements derived from Byzantine imperial imagery.”® Their function is to present for a
Byzantine readership the terrifying and “autocratic” power of Eros. But once Livistros
has begged for forgiveness, Eros shows his magnanimity, which is a chief virtue of the
imperial monarch (N 329-35).° Only then does Livistros notice the figures of Justice
and Truth flanking the ruler’s side.®

Carolina Cupane was the first to point out that the dream sequence in Livistros and
Rhodamne stands in close relation to the opening sequences of Makrembolites’ Hysmine
and Hysminias, although she perceived the relation as one of intelligent imitation.®" I
would like to suggest that a more profound and creative dialogue is carried out between
the two texts.

The situation in the Komnenian novel is as follows.®> Hysminias meets Hysmine in
her parents’ house; she falls in love with him, but he is insensitive to this feeling. The
setting for this and subsequent flirtation is the house’s beautiful garden, described by
Hysminias at the very beginning of the novel (1.4-6). The next day, he and his cousin
Kratisthenes go to the garden where they find a magnificent pavilion filled with paintings
(2.1-11). These depict the four cardinal virtues in the form of four women, as a verse

%0n these elements, see Agapitos, Narrative Structure, 189-90, 192 n. 149, 325 n. 137; P. E. Pieler, “Recht,
Gesellschaft und Staat im byzantinischen Roman der Palaiologenzeit,” JOB 20 (1971): 189-221, esp. 205-11.

*"H. Hunger, “Philanthropia: Eine griechische Wortprigung aufihrem Wege von Aischylos bis Theodoros
Metochites,” AnzWien 100 (1963): 1-21.

%On these figures, see Agapitos, Narrative Structure, 325 n. 138; Cupane, “"Epwg Bactiets,” 246 n. 15;
Jouanno, “Lekphrasis,” 250-56. See also the depiction of John IT Komnenos and his son Alexios crowned
by the enthroned Christ who is flanked by Mercy and Justice in Vat. Urb. gr. 2, fol. 19v of Ap. 1122 (V.
Lazarev, Storia della pittura bizantina: Edizione italiana rielaborata e ampliata dall’autore, Biblioteca di storia
dell’arte 7 [Turin, 1967], pl. 251) and the representation of David between Wisdom and Prophecy in Vat.
Pal. gr. 381, fol. 2r of the 13th century (D. Talbot Rice, The Art of Byzantium [New York, 1959], pl. 177).

®'Cupane, “"Epwg Bactiets,” 286. In a similar vein are the remarks on the relation between the two texts
by Jouanno, “Lekphrasis,” 232-35.

®2For a more detailed summary of the novel’s plot, see H. Hunger, Die hochsprachliche profane Literatur der
Byzantiner, HAW 12.5.2 (Munich, 1978), 2:137-41. The novel has received a most sympathetic interpretation
by M. Alexiou, “A Critical Reappraisal of Eustathios Makrembolites’ Hysmine and Hysminias,” BMGS 3 (1977):
23-43. See also Beaton, Medieval Greek Romance, 79-87, and Agapitos and Smith, Medieval Greek Romance,
39-40, 42-44, 81-82.
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inscription discloses; Hysminias attempts a bold—and wrong—interpretation of the
fresco. Next, they see a painting of a naked youth sitting on a throne, flanked by two
women. Hysminias makes another—equally wrong—interpretive attempt. At the en-
throned youth’s feet stand thousands of people, commoners, rulers, and soldiers, men
and women. Hysminias is bewildered, until a second verse inscription discloses the iden-
tity of the youth: it is Eros. Kratisthenes instructs Hysminias that the fresco depicts the
all-conquering power of Eros, while the two women represent Night and Day. Then, at
night, Hysminias is visited by a terrifying dream: Eros, as he was depicted on the fresco,
appears to Hysminias, accompanied by a crowd of people holding torches. A terrible
voice summons Hysminias the rebel; Hysmine as a suppliant asks for the ruler’s mercy,
and Eros crowns Hysminias with a garland of roses. As the god tells Hysmine that she
now has her lover, the dream disappears, an oppressive weight falls on Hysminias’s heart,
and he wakes up in fear (3.1-4). He goes to sleep again and sees another dream, this
time of a purely erotic character (3.5-7). He and Hysmine engage in playful sexual com-
bat, which is about to lead to its final climax. Hysminias senses a languishing and sweet
pain, but at that moment Hysmine flies from his hands, and sleep from his eyes.®

It has been argued that, although one is confronted with various Byzantine elements,
the chief source of inspiration for this sequence is to be found in Western medieval,
French in particular, romantic poetry.®* Be this as it may, I would like to point out the
following in connection with this sequence. In the first instance, its imagery is placed in
a clearly ancient Greek context, while Achilleus Tatios’s erotic garden and erotic painting
function as important structural guides of the narrative.®® But for a twelfth-century Byz-
antine reader this ancient setting is “exotic,” in the sense that it represents a literary
construct unrelated to social reality.®® At the same time, this “antique” world is suffused
with Byzantine cultural associations, some of which, in my opinion, derive from Christian

%On the novels dreams, see Alexiou, “Critical Reappraisal,” 40-42, and MacAlister, Dreams, 135-40,
144-46.

%4Cupane, “Epog Poctiets,” 261-81; eadem, “Il motivo del castello nella narrativa tardobizantina: Evo-
luzione di un'allegoria,” JOB 27 (1978): 229-67; eadem, “Topica romanzesca in oriente e in occidente:
‘Avanture’ e ‘amour, ” in Il romanzo tra cultura latina e cultura bizantina: Testi della 111 settimana residenziale di studi
medievali (Carini, Villa Belvedere, 17-21 Oltobre 1983), ed. C. Roccaro, Biblioteca dell’Enchiridion 5 (Palermo,
1986), 47-72; Beaton, Medieval Greek Romance, 154-63. Objections have been voiced against this approach
and some of its results; see, in particular, E. Jeffreys, “The Comnenian Background to the romans d’antiquité,”
Byzantion 50 (1980): 455-86; P. A. Agapitos, “The Erotic Bath in the Byzantine Vernacular Romance Kalli-
machos and Chrysorrhoe,” CIMed 41 (1990): 259 n. 11, 268-69; idem, Narrative Structure, 189-90; Agapitos and
Smith, Medieval Greek Romance, 81-90; Agapitos, “Xpovoroyikn axorovdia,” 97-99, 133. Thus, Roderick Bea-
ton (Medieval Greek Romance, 211-12, 216-17, 219-20) has retracted or modified some of his views. Since the
dates of composition for both the learned and the vernacular works are still open to debate (see above, note
7), exact lines of dependency between the Western and the Byzantine works are very difficult to demonstrate.
On the Komnenian novels, see S. MacAlister, “Byzantine Twelfth-Century Romances: A Relative Chronol-
ogy,” BMGS 15 (1991): 175-210, and the cautionary remarks by P. Magdalino, “Eros the King and the King
of Amours: Some Observations on Hysmine and Hysminias,” DOP 46 (1992): 197-204.

%On Tatios’s opening sequences, see Bartsch, Ancient Novel, 40-79.

6 Agapitos, “Xpovoroyikn dxorov8io,” 110. Already in the ancient novels one is confronted with “histori-
cal” settings (Chariton, Heliodoros) that may evoke or even criticize the classical Greek world from a Helle-
nistic or late antique perspective. Indicatively, see T. Hiagg, “Callirhoe and Parthenope: The Beginnings of
the Historical Novel,” Classical Antiquity 6 (1987): 184-204; J. R. Morgan, “History, Romance and Realism in
Heliodoros,” Classical Antiquity 1 (1982): 221-65.
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iconography rather than directly from imperial imagery.®” The image of Eros as a Bact-
Ae0g on the throne owes some structural and stylistic debts to Byzantine depictions of the
Last Judgment and of Christ in his glory as the King of Kings.®® And most importantly,
Hysminias’s first dream makes use of two famous Gospel scenes: the thunderous voice
descending from heaven and stopping the rebel is inspired by the conversion of Paul on
the road to Damascus (Acts 9:1-9); and the handing over of Hysminias to Hysmine by
Eros reflects Christ handing over Mary to John at the cross (John 19:25). Moreover, even
though Eros is characterized as Bociietg, he is always referred to in the novel as the
painted image of a god worshiped by his believers.®® In this sense, the divine character
of Eros is brought out by Makrembolites through a suffusion of the two images of ruler-
ship that his culture revered, namely, Christ as the heavenly ruler and the emperor as
the earthly one.

Turning now to Livistros and Rhodamne, one can discern both the similarities and the
differences between the two texts. The anonymous poet has introduced two major
changes in Makrembolites’ schema—one structural and one iconographic. Iconographi-
cally, Eros is not a god any more, but is consistently described as a ruler of a state, with
all the accompanying apparatus. In Livistros and Rhodamne, therefore, Eros is secularized.
Moreover, he has been removed from the world of representative art and thus given
animated substance, since he is not a painted image but a real person. Yet, at the same
time, his power has been restricted, since he now appears only in the world of dreams,
functioning as a causative agent and a projection of the protagonist couple’s emotions,
but decidedly not as a deus ex machina.”® Furthermore, in Livistros and Rhodamne the over-
powering presence of Eros stands in inverted relation to the depiction of sexuality, which
is limited to the use of specific imagery rather than fully represented,” as is the case in
the later romances™ (though not without the imposition of certain rules of conduct, espe-
cially concerning premarital sex).”

5”When bringing Christian iconography into the discussion, I do not in the least mean to imply that the
Byzantine novels should be read as Christian allegories, as has been suggested for Makrembolites by K.
Plepelits, Eustathios Makyembolites: Hysmine und Hysminias, Bibliothek der Griechischen Literatur 29 (Stuttgart,
1989), 29-69. On the other hand, Byzantine readers are not precluded from supplying Christian allegorical
interpretations of the ancient novels and the later romances, though the subject is far from seriously studied
(Beaton, Medieval Greek Romance, 190-92; Agapitos and Smith, Medieval Greek Romance, 106-8). See the forth-
coming study by P. Odorico, “"Evag povoytkog avayvaotg tod Kailipoyov,” in Mviun ‘Avtoviov Ziydia: Tpa-
KTLKO Thg 61¢ Emtotovikiic cuvavinong tob Touéo Mecotwvik®v kol NeoeAAnvik®v Znovddv 1o ‘Aplototeleion
IMavemompiov Oeccolovikng, ed. V. Katsaros (Thessalonike, forthcoming).

®See, for example, the Last Judgment in the famous Par. gr. 74, fol. 51v, dating from the third quarter
of the 11th century (Lazarev, Storia, pl. 194).

93.1.2: 10v yeypauuévov "Epwra; the phrase is repeated at 3.8.2 and at 7.18.2 (Eros’s final appearance in
Hysminias’s last dream).

Contrast Hysminias’s dream at 7.18, where Eros actually saves Hysmine from drowning in the sea storm.

"I Agapitos, “A¢nynuaticn onpacio,” 40-42, and idem, “Xpovoroyikn akoiovbia,” 133.

2The study of sexuality in the vernacular romances still has to be undertaken (see Agapitos, “Erotic Bath,”
268-70). The lengthy article by L. Garland, “‘Be amorous, but be chaste . . ’: Sexual Morality in Byzantine
Learned and Vernacular Romance,” BMGS 14 (1990): 62-120, is in many points oversimplifying and mis-
leading (Agapitos and Smith, Medieval Greek Romance, 61 n. 148; Smith, “Some Features,” 93 n. 71), pace
Beaton, Medieval Greek Romance, 216-17.

*The prevailing opinion on the matter, as summarized by Beaton, Medieval Greek Romance, 109, is that
“the taboo on sex before marriage, rigorously maintained throughout all the earlier medieval romances, is
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Beyond that, however, the structural, and ultimately symbolic, change between the
two texts is quite revealing. Everything that takes place in Makrembolites’ account is
connected to the novel’s narrative reality. Hysminias and Hysmine are seeing each other,
the garden and its artistry are present, the frescoes are painted inside a real pavilion, the
dreams stand in immediate relation to experienced reality,” and the various stages of
Hysminias’s conversion fluctuate between reality and dream. This is not the case in Liv-
istros and Rhodamne. First, the stages of conversion are much more clearly defined through
the tripartite repetitive pattern I have described here. Second, while everything con-
nected with the protagonist’s conversion is apparently external to him, at the same time
the whole process takes place within his mind. He does not see anything in reality since
everything appears to him in dreams. To give but one example, even though Rhodamne
appears in Livistros’s second dream, it takes both the protagonist and the reader some
eighteen hundred verses after the dream sequence to actually see Rhodamne, as Livistros
enters her father’s castle and describes the beautiful princess in a formal ekphrasis (S 1271-
1300).

Within the dreams themselves, the various images have shifted, and everything re-
lated to the allegory of love has become animate. Eros, Love, Desire, Justice, Truth, the
guardians, the warrior cupids, and the prophet are living beings and not painted images
of an exotic scenery. Art, however, is still very much present in Livistros’s dreams; but it
has become the testimony of the pvotipiov ¢oepdv (P 2739) that has to be explained
step by step to the ignorant protagonist by his “teachers.” The architectural features, the
decorative frescoes and mosaics, the mythological reliefs, the statues, and the gardens
make the setting of a fantastic world that has been created by what to Livistros seems to
be the wondrous art (P 2730: €k €xvng nopa&évov) of a painter (N 193: x€pra Laypddov).
The complex relation between t€yvn and reality (or ¢Ooig in Byzantine terms)”™ is most
vividly illustrated in the case of the three-faced Eros. Livistros initially perceives the en-
throned ruler as yet another work of art (N 296-97: £dv 10 £1deg, vd eineg £k Tavidg xépla
KaAoD Lwypdoov | teyvitou 10 £otdpnoay, YEyog ovdeV Bootalet) and, as we have seen, asks
for an interpreter to explain to him this wondrous creation (N 306-9).”° However, no

flouted, frequently with gusto” (so also H.-G. Beck, Byzantinisches Erotikon [Munich, 1986], 182-83, and Cu-
pane, “Topica romanzesca,” 64-66). However, in those vernacular romances where premarital sex is to be
found (K&C, V&C, Achilleid, Byzantine Iliad), it is carried out only by the protagonist couples, and in such a
manner as to suggest that the lovers perceive their relation as a private marriage (see O. L. Smith, “Literary
and Ideological Observations on the N Version of the Achilleid,” in Origini della letteratura neogreca, ed. Panagi-
otakis [as in note 7], 2:182-87; idem, “Some Features,” 87-94; Agapitos, “Xpovoloyikn dkorovbia,” 112-13).

““MacAlister, “Aristotle on the Dream,” 198-205, and eadem, Dreams, 158—64.

5On the issue, see Beaton, Medieval Greek Romance, 28, 65-68, with the objections of Agapitos and Smith,
Medieval Greek Romance, 40—44.

5This, in miniature form, is the motif of the interpreter of a work of art, as it is used in the novels, for
example, Longos explaining the painting at the Grotto of the Nymphs on Lesbos, Kleitophon appearing to
the anonymous narrator in Tatios, or Kratisthenes interpreting the frescoes for Hysminias in Makrembolites.
The motif has also been used by Manasses in an ekphrasis of a mosaic in the imperial palace depicting the
figure of Earth (O. Lampsides, “Der vollstindige Text der "Ex¢pacig yiig des Konstantinos Manasses,” JOB
41 [1991]: 189-205), where suddenly a connoisseur of art appears and gives vital technical information to
the astonished narrator: Tadtd pov AEyovtog £1epog £Yy0TEPOV TAPESTHOG (Y 8& Se1vOC TOAVTPAYLOVELY T8 TOL-
00Ta KO T0 HUOTNPLOSESTEPO KATAVOELY TMV TEXVDV) “E1L TAL0oV,” £0m, “Oavpdoetlg TOv T00T0 SLapopodoava, €1
Kol Ty VANV 1@dv Tunopdtov £Eakpipdon: oL Yop vYpoTNg EMTPLUUATOV 0VSE BaddV OVOKEPAGLOL OVSE XPOUATMY
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such person appears, since Livistros immediately discovers that Eros, unlike the previous
speaking statues, is a real being (N 310-35 + P 217-23). In his second dream, therefore,
Livistros interrupts his narrative (P 391-93) to refer back to his omission of the didaskalia
expected after N 309, and makes a note to Klitovon that the latter should remind him
to furnish for him—and for the reader—an explanation of the nature of Eros. This
Klitovon duly does at N 711-15, and then Livistros promptly delivers his explanation (N
716-24 + P 577-84 + N 725-29). In sum, the poet of Livistros and Rhodamne has created
out of Makrembolites’ antique reality a modern fantasy in which spaces are presented as
“landscapes of the mind.”

A%

The imaginary landscapes in Livistros’s two dreams consist of three larger spaces: a
meadow and the palace of Eros in the first dream, and the garden of Eros in the second.”
To a certain extent, the meadow and the garden, which open the two dreams, are de-
scribed in similar vocabulary (N 190-203 =~ N 504-14), though their narrative and sym-
bolic functions are very different. The meadow, an open and undefined space, creates a
setting where Livistros aimlessly rides alone. The brief description of the meadow gives
the reader a feeling of the setting but does not allow him to form a clear picture of it,
since it is seen through the protagonist’s distracted gaze.” At the same time, the meadow
is traversed from two opposite directions. On the one hand, Livistros, in a typical spatial
bridge, talks to himself and moves through the meadow (N 195-202); on the other, the
warrior cupids appear from the distance, flying across the meadow and attacking the
narrator (N 202-11). This combination of space as an atmospheric setting—what I would
term “space presented”’—and space as a three-dimensional notion, in other words,
“space activated,” is something new in Byzantine novelistic tradition.” The garden in the
second dream—this time a closed and defined space into which Livistros enters (N
504)—is again an atmospheric setting that is created by Eros as an artist (N 506). Here
the protagonist himself activates spatial notions by consciously exploring the garden (N

ouHHUPOOLG, OALG AETTAY YNdIdmV EVGUNG GPLOYT TAOV ELKOVICUAVY ToUTOV OAwv E{woypddnoe” (ibid., 196.45-50).
One should note the similarity of vocabulary used to describe the didactic process (wwotpiwdéotepa, Bavpd-
oelg) to that in L&R; see above, notes 45 and 50.

7On the three spaces, see also Agapitos, Narrative Structure, 322-28.

8A concomitant result of the author’s insistence on aporia as a key concept to the narrative’s progress in
the romance (see above, note 50) is what can be termed the motif of the “distraction-in-amazement” gaze. A
character walks through a space, and his gaze distractedly falls on various parts of the setting, thus evoking
for the reader a puzzling picture that he has to piece together himself. See, for example, passages within the
dream sequence: N 195-97, P 2751-52, N 310, N 469-72, N 509-11 + P 374, N 555-60. This motif does
not seem to be of any importance in ancient Greek and Latin literature, where one only finds a viewer’s gaze
oscillating between two persons or objects (e.g., Theokritos 1.36-38, Heliodoros 7.4.2, Ovid Metamorphoses
5.164-67, Seneca Thyestes 707-11).

Compare, for example, the way in which space is “presented,” rather than “activated,” in similar situa-
tions in the three Komnenian novels: Eugeneianos, Drosilla and Charikles, 4.325-5.171 (Charikles finds
Drosilla sleeping in a garden; she wakes up, and a long conversation ensues); Prodromos, Rhodanthe and
Dosikles, 3.43-78 (Dosikles and Rhodanthe enter a vineyard where they have an amorous conversation);
Makrembolites, Hysmine and Hysminias, 2.1-11 (Kratisthenes and Hysminias enter Sosthenes’ garden, where
they see and describe the frescoes painted on the pavilion’s walls). In all three cases, both movement in space
and description of space are included, but they are clearly separated, so that the reader cannot perceive
space as three-dimensional. Obviously, the subject needs further study.
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514), only to come upon Eros and Rhodamne.*® The difference between the meadow
and the garden, a spatial opposition of open versus closed, is of primary importance for
understanding Livistros’s state of mind in the two dreams.

The central space in the romance’s dream sequence is, of course, the palace of Eros.
The atmospheric aspect of this space is very prominent, since what Livistros sees causes
him to voluntarily acknowledge the power of the Erotokratia.®' The walled palace has a
gate with a guard (N 271-75). Once in the courtyard (a0A1),*? Livistros offers the reader
yet another brief description of the setting seen through his astonished gaze (P 2714-17).
In a narratorial intervention of the “garrulity” type (P 2718-21),% he decides to focus
on one architectural feature of the courtyard, namely, the impressive triumphal arch (P
2722-52), which is a three-dimensional version of the decorative porticoes used for the
Eusebian canon tables in Byzantine Gospel manuscripts.®* Having passed through the
arch, Livistros first meets Desire and then Love. He is then led past a marble terrace and
a pool, next enters the crowded Hall of Judgment, and faces Eros on his throne. After
his judgment he is taken to the Room of Oaths, the innermost space in the palace of
Eros. Thus in his first dream Livistros moves from an open space (the meadow) to an
enclosed space (the courtyard), then to a closed but large space (the hall), and finally to
a closed and small space (the room). Through this spatial motion from open to closed,
the poet has depicted Livistros’s growing anxiety and receding power of resistance as he
finds himself gradually submitting to Eros.*

What at first appeared as an atmospheric setting ultimately proves to be, in narrative
terms, a highly active space. The spatial opposition “open versus closed” is correlated to
an opposition “freedom versus subjugation”—a point that is underlined throughout the
dream, for example, in the inscription held by the guardian at the palace’s gate (N
274-80 + P 2702-6).%° Moreover, this opposition is connected to the opposition “move-
ment versus immobility,” since movement does acquire in certain instances the meaning
of “freedom (qua rebellion) from love” (N 190, P 280-81), while immobility is similarly
correlated to the idea of “subjugation (qua submission) to love” (N 214, P 286). By looking
back at the opposition “open versus closed” as expressed by the meadow of the first
dream and the garden of the second, we may now conclude that this reflects in spatial
terms the initial free state of Livistros as opposed to his final subjugated state at the end
of the sequence.

%Note, in particular, the splendid traversal of space at N 530-36, with its dense verbal indentation (cvva-
TOVI® . . . CUVOTAVTO, BAEREL . . . BAEnet . . . PAEn®, 014 . . . OTAK®).

81See above, notes 28-29, for the references to “seeing.”

82N 270, N 271, N 278, P 2708, P 2712, P 2715.

%0n this device, see Agapitos, Narrative Structure, 78—81.

8tIndicatively, see Athen. Bibl. Nat. 2364 of the 11th century (A. Marava-Chatzinikolaou and C. Toufexi-
Paschou, KotdAioyog uikcpoypadidv Buloviivedv xeipoypdomv thg E6vikng Bifiiodnxng thg ‘EALGSog [Athens,
1978], 1: pls. 122-26); Athous Meg. Laur. A 42 of the 11th century (S. M. Pelekanidis et al., Ot éncouvpol 10D
‘Ayiov Opovg, ser. 1, Eikovoypadnuéva xepdypagda [Athens, 1979], 3: pls. 29-30); and Vat. gr. 1158 of the
13th century (H. Buchthal and H. Belting, Patronage in Thirteenth-Century Constantinople: An Atelier of Late
Byzantine Book Illumination and Calligraphy, DOS 16 [Washington, D.C., 1978], pls. 18-20).

%This device of growing anxiety joined to the traversal of an unfamiliar space has also been used in V&C
and K&C, in a similar position within the narrative (Agapitos, Narrative Structure, 326-217).

%Being outside the courtyard of the Erolokratia suggests freedom from love (N 249-52), while being inside
the courtyard implies subjugation to love (N 256-64).
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In concluding, I would like to suggest that the landscapes of the mind in Livistros and
Rhodamne, far from being mere conventional patterns, are meaningful spatial entities that
are firmly placed within the narrative process. The poet has succeeded in establishing
his own, innovative spatial aesthetics of simultaneous formality and fluidity, where space
is both presented and activated, where dreams are both realistic and fantastic, and where
love’s instruction is both explicitly and implicitly inculcated. The peculiar sensation and
the narrative importance of these dreams can be fittingly summarized by a phrase of the
Canadian novelist Robertson Davies: these are “dreams in which something significant
is told, not in bold Civil Service narrative, but in a puzzle of ambiguity and omission.”

University of Cyprus



Appendix

A Preliminary Critical Edition of the Dream Sequence in
Livistros and Rhodamne, Version o, (= N 186-560)

Since no critical edition of the romance exists and none of the available printed editions of
the individual manuscripts (S, N, P) or versions (E)! is satisfactory,? the foregoing analysis has
been based on a preliminary edition of version o, of which I am preparing a full critical edition.
The editorial method employed has been presented in a series of studies, to which the reader is
referred for further information.® In general, for the first 1,300 verses of the romance the text is
based on manuscript N, whose lacunae are supplemented from P whenever there is an agreement
between P, E, and V. An attempt has been made to keep as closely as possible to the wording of
the manuscripts, without “smoothing out” grammar, syntax, or metre. Editorial corrections are
restricted to passages where none of the manuscripts offers any solution.

"The printed editions are as follows: J. A. Lambert, Le roman de Libistros et Rhodamné publié¢ d’apres les manus-
crits de Leyde et de Madrid avec une introduction, des observations grammaticales et un glossaire, Verhandelingen der
Koninklijke Akademie van Wetenschappen te Amsterdam, Afdeeling Letterkunde, n.r., 35 (Amsterdam,
1935), for manuscripts N, S, and for version E; W. Wagner, Tiois poemes grecs du Moyen-Age (Berlin, 1881),
242-349, for manuscript N; D. I. Maurophrydis, 'Exkoyn uvnueiov tig veotépoag EAAnvikig yAhdoong (Athens,
1866), 1:324-428, for manuscript P. Corrections to the text of manuscript N by D. C. Hesseling are recorded
in the apparatus of Lambert’s edition. Further corrections have been suggested by E. Kriaras, Ag&ko tig
Meoowvikig "EAAnvikfic Anuadovg Fpoppateiog (Thessalonike, 1969- ).

2See the detailed, but far from exhaustive, criticism by M. K. Chatzegiakoumis, To pecotwviko dnuddn
kelueva: ZupPoAn ot perétn kol v €xdoon toug, vol. 1: Aiiotpog, KarAiuayog, BEABavdpog (Athens, 1977),
35-79.

SP. A. Agapitos, “Libistros und Rhodamne: Vorliufiges zu einer kritischen Ausgabe der Version a,” JOB 42
(1992): 191-208; idem, “'H €uueon mopddoon 100 dnuddoug pubiotopriuotog AiBiotpog kal Podduvn,” Hellenika
42 (1991-92): 61-74; idem,“"Eva dxéun orndpoyuo 100 pubietopiuatog Aifiotpog kol Podduvn: ‘O Botikavog
kddwcag Barb. gr. 172 Hellenika 43 (1993): 337-59; idem, “TIpog pid kpiikt) €kdoon 100 pubLotopHuatos
AiBrotpog kol Poddpvn: TpoPriuata ue@édov,” in Prosa y verso en Griego medieval: Rapports of the International
Congress “Neograeca Medii Aevi 111, ed. J. M. Egea and J. Alonso (Amsterdam, 1996), 1-16; P. A. Agapitos and
O. L. Smith, “Scribes and Manuscripts of Byzantine Vernacular Romances: Palaeographical Facts and Edito-
rial Implications,” Hellentka 44 (1994): 61-80.
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Sigla Atque Breviata

< vz

<>

{1}
[]
T

a.c.
add.
cf.
codd.
coll.
coni.
COIT.
del.
dist.
edd.
1e.

Escurialensis W-1V-22, saec. XV exeuntis

Neapolitanus I11-Aa-9, saec. XVI ineuntis

Parisinus graecus 2910, saec. XV medii
Vaticanus graecus 2391, ca. a. 1500

Chatzegiakoumis
Hesseling
Kriaras

addenda

delenda

supplenda in lacuna codicis
locus corruptus

ante correctionem
addidit

confer

codices
collato, collatis
coniecit
correxit
delevit
distinxit
editores

id est

Lt
Ma
Wa

iter.
om.
p-c.
praeb.
put.
SCT.
secl.
suppl.
tempt.
trai.
transp.

Lambert
Maurophrydis
Wagner

iteravit

omittit, omittunt
post correctionem
praebet

putat

scripsit

seclusit
supplevit
temptavit
traiecit
transposuit
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AOHI'HXIX AIBIZTPOY KAI POAAMNHX

‘Oxamnote €kGAeceY N €onépa TV NUEPAY N 186
Kol £kAlvev 0 A10¢ Kol €6£PnKey N vOKTO

£viotaka &K Ty PEPLUVAY THY ELXEV T| YuYH HOV,

€neca v Arokound®, kol dxovoe Tl ue £oavn.

‘Oveipwtog apnynoig ABlotpov moAvmovov. N 189a

"EdGvn ue 011 uévog pov mepitpeya APadiy, N 190
MBadv TaveEaipetov puproovOicuévov

Kol Kp0oV vEPOV YAUKOPpUTOV, X1A68eVEpa YELGTOV:
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T0Vg OAOVG VO £XOVOLV TTEP, KO VO Gvocaivouy 0AGYO,

nePLESTAONVY Gnelpa, oxedov OTL ane Topa.

€1¢ Gdnv €xativinca kol thv {onv apeidnyv: N 215

N 186-92 lacuna in P N 188 &victo&a Hs (cf. eviota&a E V) : -Eev N N 189a moAvndévov Lt : mévov N N 192
x1A6devdpa scripsi (cf. puptddevdpov E : unprodevdpa V) : xelkn devdpdv N : yida devépa Wa N 193 yop va €leyeg,
totéproev 10 ABadiv P N 196 eniteprdunv] nepienébouvv P Bpooeig P N 197 6 vodg éxertov P 162 om. N €ypduulov
coni. Ch coll. eypauila E : eéypduuncev P : eCdinvo N t0v témov N : 6 m66oc P N 198 kol puévog] €kelvog P xoil* om. P
N 199 woav 6mov N P : @cav del. Wa  dvBporog om. P N 200 tog Wa : tig N 1iig Lofig tov nuépog P N 201 om. P
N 201 kot Lt: yoi N N 202 10! om. P €uvootov] avBéuvootov P N 203 xol ariyeva thg Ndovig kal £0K{PTOuV €1G EKELVO
P éoxoémila Wa : éoxémica N N 204 avéBreya kol PAénw P N 205 fipyovto npog P N 206 £nétovto P : kol notomod N
€tpeyxov Wa : étpexa N : kol €tpeyov P N 207 om. P N 207 moAld €yvuyooofibny scripsi : moAkovg eyuyoedofionv N
N 208-11 hos versus post N 215 transp. P N 209 &g o] donep P obpw P : plow N énénecav Wa : €ndnecav N : Enecdy
P N 210 tpryvpov ydp ue €omoav kai pue Bupod pe Aéyouv P N 211 xplyor P oxdt tdpo mabetv 6éderg P N 211 post
hunc versum £yd @g e £ina cOVIpode KOAE cuvodondpe, T0Vg SALovg e18a coBapoig dALovg dppotopévoug prach.P N 213
gArov va €xovot P gAdyav P N 213 post hunc versum topo yap vo Bactdlovoty, onabio yeyvuvopévo praeb.P N 214-15
neplectddny Grelpo kol eig Gdnv exatéPnv- kol drAttica 100 (v pe éleyo pévog kol katovobv pov- tiveg kal mébev Epyovtat
kal T T0cabTV T 6IToVdNV TOL0VGLY TPOG EUEVOV: KOl £v O6M TODTO 1 UEPLUVAY HOVog nov édoyiéuny P N 214 replovrio-
GOV drepag
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napeEw pintw 10 onadiv, TapeEm 10 doEdpry,

déva 10 x€pla, Ay Tovg: “Aodrog cag {eluot}, uf Gnoddve.”

Koi ei¢ an’ £xeivoue, GvOpmmog maveduopdog eic e180c,

TOAAG EPPOPOOG, KOAGKOTOG €1¢ 6UVOESLY KOl oYU,

elyev T1epd £1¢ 100G MUOVE TOV, NTOV CPUATOUEVOC, N 220
MABev EKEIVOg HUEPD, KPOTEL LE GO TO YEPLY,

dével pe amod tov Tpayniov kol AEyetl ue: ““Axolovbet,

Kol doeg 10 Bpdoog 10 moAdv, TImoTeE 0VK DOEAEL oE.”

"Hp&apuebo. va tp€xmuey €KEvo 10 MPaduy,

OmESM OV KoL OTEKEL LoV KOl OT{o® oL Kal OUnpdg Lov N 225
glya 1od¢ Ad18KpLTOVE TOVE EpwTodNuUiovC.

Koi ndg va einw, dile pov, kol ndg vo o€ donyoduot

100 K0OEVOG TOG ANEILOG Kol ToVg poPepilopnois Tov;

‘Ouwg 10 voubeTApoto, 100 £vOg Vo 6€ GuVTUX®,

100 £VOG 0moD €k TOV Tpaynlov £dnoev K’ EcVpVE e: N 230

AiBiotpov €pwc vovbetel kal mobomoapayyEAret.

“AvBpwre, 0EAeLC VO 68 elnd kol 8EE0V To Mg BEAELC.

"Av 00K ETAGOTNG €K TNV YIV KOl 0VK HIGOLV €K TOV KOGUOV,

KOl HO0LV GTOPQ €K 10 G1OEPOV KOl GROKOUUD £K THY TETPAY,

0V 1R 10 £ly0 mapaEevov oGRS BV 0VK 0ilcBEVOL N 235
TNV dVVoULY TV ATELPOV TAV EPWTOKPOATOPWV:

16Tt kol métpa Kol devopov kol oidnpov kol AlBog

Kal Taco 00o1g Gyvyxog Kol ELYUYXOUEVT TAGO

£K7T0¢ £pMTOVTOAYENG 0K £vi 080¢ VO, {Aom.

Kai 60, 6 toc00t0¢ GvOpwnoc, 0 €€aipetog kol VEog, N 240
avoloyuvtelg 1ov Epwtav kol I166ov o0 ymoileic;

"ApTL GV UE AKOVELS, oLVYKAIONoE, plée 10 dyEpwydv cov,

TpdynAov kAive €1 tov Luyov The £pmtodovleiog,

£uma €1¢ 100 [1600v 10V deoudv, dEnoe eig v ‘Aydnny,

npdonece €1¢ v Acyoinoiv, 1ov Kpepaouov 18€ tov, N 245
Kal a0Tol Kav va elnotv 10v Epwtav, vo 10V Tapokaiécouy,

KOl Qe 10 TOG0V HOVIKOV TO K0T €601 £KOKMONY,

VO, LETOTEST), VO, GAAOYT) KOl VO, 6 cuurodnon.

N 216 10 xovidpwv P N 217 £3vca kol 10¢ xelpog [ov, kol Aéym ui amoddve P eluat secl. Wa N 218 td eidn P N 219
ebuopoog P kol oxfjuo] eig nhdowy P N 220 kol dpdopoto €pdotov P N 221 om. P N 222 §0ver P N 223 noAd P
N 224 dpEduebo P N 225-26 dnédw pov kol anékel pov kol tovg motvnrotiotds pov P N 226 adidkprrovg Wa (cf. P
2705) : adukékprrovg put. Ch : adikpitoug N N 227 nidg va] 1l vaoe P elno P: eind N N 229 vovbeticpata P N 230
om. P N 230 «’ €cvpve scripsi : kol cupvé N N 231 atramento in N, sed minio exaratus in P A0Biotpov P : ABeotpog
N  vouBetel kol mobomapayyérdet N : mopevel €pwg kol mopayyédet P N 232 6éleig! om. P va og eind scripsi coll.
V : av o eino tinote P : vociton® N N 233 énidomg Wa : €énhdodng P : énddomv N 100 kéopuov P N 234 fjcouv and 10
oidnpov P dmérouna Wa : améropav P : anikopo N ek nétpag P N 235 eiyov . .. av. .. 1006vov P N 237 devdpov
P : dpevdpov N oidnpog P N 238 dyuyoc Wa (cf. dyvyog V et dyvyov E) : éuyuyoc P : droco N N 239 ywpig €pwrog,
oAy 0Ok Exel P épwtoénoriyeme N N 240 6 véoc P N 241-43 av eiyec xai od 10v Epoto 00BEvmy eig 10V K6oLov,
700 600V Gv fioal dovAevtig AVLL0g Thg Gyanng: £0v GG £16aK0VONG OV S0VAMGLY VRTOYPAYNG, OVK OGTOXACE TO EMOUVUELG,
poAkov ugv obv 0¥ xavelg P N 242 cuyki{Bnoe scripsi (cf. cuvkAinoe E et kMidioe V) : cuvbAiBece N N 244 £umo] 002
P 3é0noe P: 8éomte N N 245 npdonecov P N 246 ovtol k6v vo, Ch : avtoikovo N : avtol vaoe P N 247 ando P N 248
Vo puetoBéon v opynv P dAloyfy Wa : aAyn N
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Kal v og €ind, 10v GvOponov, B¢ 0TL 00deV va nddng,

GuvnoTog VoL eloat Gmd Epmtoy, 0VSEV v TOV Ynoilng: N 250
Ti Aéyelg va elo0n TOPEKTOC EPWTIKNC GydmnC;

[pénet o€, 16€ 10 POVOg GOV, OKOTEL TO 6€ GpUOLEL.

Mo 10 omobiv 10 dlotopov g Epwrtokpatiog,

0V Aéyo o€ 10 Timote S0 TPONOV KOAQKEIOG:

doov xal av eloon €Eaipetog eig cOVOeSLY Kai TAGGLY, N 255
av 0UK €untic €1g Tov {uyov 100 téBov va movéong,

V@ Tadevbiig T0 EpmTLKO Kol nddng ta og apuolet,

eloat 0vdetinote, And &ugv TAnpodopédnacé 1o.

Kol napoyyélho o dnedd kol AEym og Kal GKOVGE Lov-

GptL av Vg eig "Epwtav kal 0€Ang Tpockuvicot, N 260
£uma KALTOG TOV TpAXMAOV KOl XOUNAOG TO O,

TOLoE JELVOV T0 BAEGOPOV WGV dOBEPLOUEVOC,

déoe 10 X€pLo 6oL GOLKTO, KOl TEGE €1 YNV OUnPOg TOL

Kol a0 Kopdiag cov oTpiyyloe kKol TAPEKGAEGE TOV.

TNy 6tav éunnge, tpdoeée GNAVOD €1¢ TO AVAYALY N 265
THG TOPTOC, EAEGAVILVOV OV 181G TIVOKISLY,

AVaYVOOE TO YPAUUaTo. T0 Ypddouv €1g EKELvo.”

Kol pe 10¢ 1éo0g t0¢ ToALOG Epmtovouvbeoiag

oxaurote i 100 "Epwrtog nABopue Thy Kotobvo,

KOl T 0VANY €o0€fnuev ¢ Epwrtokportiog. N 270
‘O Aiprotpoc gic vov Tov T XApLToC TOC E10€V, N 270a
KQTOAETTOV EKPPACCEL TOG, AEYEL TAG LETO, TOVO. N 270b

Kol €ig uev 10¢ méptag Thg aLARG £0Gvn Lov 6Tt OKATLG N 271

GvBpwnoc MoV coPapdc, Yuuvéc, éeomadionévoc,

GrypLog ToALG, TO TPOG®TOV, BEVOC GO TO CYTUO

Elyxev xoptiv £1¢ 10 X£pLV TV 10 EVav GTAMUEVOV,

€yeuev 6Aov ypaupoto, Kol GKovoov Tt ELoAoVeoV: N 275
“Tlag avBpwrog adoviwtog €1¢  Epwroxpatiay,

nag T0B00KOTAKPLTOG VO Un £yvopiln aydnny,

0¢ v’ mapéEw €x thg avAig Mg "Epwroxpatiog:

av 8¢ kol B€An va eunt vo 181] kol Ty 0VARY ToL,

N 249 av oe eln® kol avOpdRLIva, BEg OTL 008eV £mNpbng P 00dev va Wa : oudéva N N 250 cuvinwv va elcot 100 €pwtog
003e &v vd oe ymrogfion P 1ov ymoilng scripsi (cf. aveyidnioig E) : oe yupritet N N 251 1{] 60 P «koi post eloot add. P
N 252 okéyov 10 £€av apudln P N 253 épmtokpateiog P (cf. opwtoxpotopiag E et €épotoxpatépwv V) : épwropoviog N N 254
0V Aéym oot tovto P N 255 6oov P (cf. 600 E V) : @cav N «xoi' om. P xoi?] eig P N 256 éunfc] eunéong P N 257 g
€xel vo 10 uadng P N 258 minpadopnincor an’ €uev 6t tinote ovk fjoar P N 259 e . . . og] oot . . . oot P ko1 om. P
N 260 6tav ¢upig P ondg Wa : vnayeig N €pwta P mpookuvvicwy P N 261 €uno] 6éBa P youniog] tonewvog P N 262
noincolr P BAéoopov doav] mpdownov kaba P N 263 deicor P néoe kal ig v ynv €unpdc tov P N 264 xopdiog
P : xopdia N ocovom. P mopakaréce P N 265 éunng] oefnig P npdoelov éndvm €ig tov koopvtny P N 267 avayvocov
P ypduuata P: ypduua N gig éxeivov] npog éxkeliviiy P N 268 toAAac] dopag P 1ag ante épwtovovbesiogadd. P N 269
oxarote P fABouev v xotovvov P N 270 kol €ig thv ool £60dcopev P N 270b kol ante Aéyer add. P ndvov] néBov
P N271ugvP:éugvN pov]ue P 6t oxdticom. P N 272 qrov om. P é€eonabouévoc P : Egonobouévog coni. Wa
N 273 €ig post mord add. P oxfue] BAéuav P N 274 eiyev eig xépwv tov xoptiv P N 275 &yepev om. P dxovcov
P: dxo N : ko coni. Wa N 276 épwtokpateiag P N 277-78 om. P N 279 av 8¢ 6ehnon vo eupi P xo1? om. P
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0¢ VIoYpAwn 80VA0G TOV KOl OG YIvETOL £31K0G TOV, N 280
Kal 101 vo, 187 yaprrag o¢ £xel 0 Toboxpdatmp: P 2702
Ov 3¢ povptedon va UpT, un vroypdyn doVAOG,

0¢ €yvmpion dnuiog tov yivetor 10 onabiv pov,

Kol €y0 TkpOg TV TOPOVVOG, LETO GSLOKPLELOG P 2705
VO KOY® T0 KEGAALY TOV, VO Aelyn Ano OV KéGUov.”

Kol tapaxdtm £ypadev €k v ypaodny Ekeivny:

“AVARG mopTdpng €VLOPOOG KOl TopTa THG ‘Aydmng.”

Kol omob 10¢ néptag €RAene, Aéyer pe: ““Avayvwog 1o.”

‘Avéyvooa 10 ypaupata kol odpodpa 0PNV, P 2710
Aéyw: ““Amedo dovidvopat gig to "Epwtog 10 t6&0v.”

Kol t6te dnéowm €ig v aOAv €cEPnueV Gvidua,

£y Kol 0 dMULog EpmG LoV KOl 01 TOLVNAQTIOTAL LOV.

Kal 11 v o eilnw, ¢ihe pov, xal Tl va € aonyoduort,

Ty 60vBesiy Te Thg avAfc, 0 (@0 Gmep elxev, P 2715
10 kpOa vepad, ta dEvepo <tng>, v {mdlopioxivay,

™V totopiav 100 1010V Mg, 10 {da ¢ TEPLENATOVCAV;

Kol témg <10 mov> KOTAAETTOV GV o€ 10 0EAm AEyeLy,

000 xo1LpoD Tapadpouny kol TAGTog OAOV XPOVOL:

kal Gdeg todto 10 TOAAG Kal évov va o8 elnm, P 2720
0 €180 €1¢ 10 donity 100 "Epwrtog, <oide>, kol ééevicOnv.

Ta npdra £6€PNV TPOTLKNY KOl ATov 6 TET0g GAOC

OO YPLOOALODIOTOC EPWTOTGTOPLOUEVOC,

Vo, €vi dtdgopa devdpd, ebIopoo Kol MPOLo:

Kol €1¢ TOVG KADVOLG TMV devdp®dv 100 K0BEVOC TPOC £vay, P 2725
TOVAO T0 UEV va KABNVTOL, Ta € <vO> OPUOVY TETOCOL,

Kol GALO, VO Y OUAITETOUVTOL A0 KAGSLY €1¢ GAAOV.

Kol péoa €1g 10 Housinuo, 10 £pwToicTopLoUEVOV

UEPLOPOV NTOV TPGGLVOV KO AV AeAaTounuévoy

100 "Epmtog 10 yevEOALa £k TEQVNG Tapacivou, P 2730
g N "Adppoditn 10V yevva tov "Epwra v T0Emv

Kal TG avtog £86Egvoey TaALY Ty "Adpoditny.

Koi elyev andvm evieTtepov THG TPOTLKTC 1 TEXVN

mv kplowy v €di8agev 'AAEEaVEpog ToV LRAOD,

kal notav exatedixalev kol molov 10 unAov didet. P 2735
Kol €i¢ 10 tetpoKoyyduata Thg TponLkig £Keivng

noav €k VNG EPOTEG GO YIAoD YLyivov,

V@ 6TEKOUV KOl €1¢ 10 X£IAN TOVG VO, KELTETOL KOAGULY*

<UVGTAPLOV> £180. YoPePOV KAV AT TVOTiC AVELOU,

N 280 £3uk6g ov om. P P 2702-63 om. N P 2704 dnuiog P, corr. Ma P 2707 £x scripsi (cf. éx E) : ax P P 2708-9
minio exarati in P P 2711 dneda scripsi (cf. anedo E V) : yop andpm P P 2713 dMuwog Ma (cf. diutog E) : d€opiog P
nuvoinotol P, corr. Ma P 2716 g addidi v {edtopiokivav scripsi (cf. & {ddia thg onokdvag E) : tig {wontokidiag P
P 2718 16 mav suppleviex EV P 2721 ¢ike addidi (cf. E V) P 2722 tiyv post €6€Bnv praeb. P, quod delevi npomiknyv P,
corr. Ma P 2724 évu scripsi (cf. évav E) : BAéner P P 2726 va add. Ma P 2728 16 povcsimpa Ch coll. E V : v povoikny
P P 2731 agpoditng P 1dv 16&wv] an to&dmv? (cf. 106y V et épmtodoéimy E) P 2733 éviotepov scripsi (cf. éviotpov
E et iotepov V) : totopiebiy P 1) téxvn scripsi (cf. thig xvng E V) : 10 yévog P P 2738 npog €cévav post kelteton praeb.
P, quod delevi koAduiv e versu sequenti huc traieci P 2739 puotipiov supplevi ex E V
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KOV Amd AvaBocLY vepoD, Kav GALOE Tmg 0VK 010, P 2740
Eic uév nop’ eic €ddvoley kol 6 Tp@TOC E1ME TOVTO:

“®edye 1OV T6MOV TOV MOTELS, T00 16OV elc0L AvTLoTATNG !

Kol GAlog eAdAel: “Na odpoyh the dmiotiag 6 sovhog”

kal GAog: “To nop Gunyovel kol 0VSEV TOV KOTAOAEYEL” !

kal 0 t€tapTog €ddvalev: “AovAdbnoe kal 6tékov.” P 2745
"EBLemov €ym TV TponLkAV, £08odualo 0 Tdva,

€€evilounv 10 e0TEYVOV TO HAPLOPOV EKELVOV,

100 6TéYoug E10 00BEPOV THV 1GTOPOYPOHIOY

Kol TAV TE6GAPOV TG dMVAG EKEIVOV TRV EpDTOV,

0 volg pov €neplekpénoto, £0plEev, ETpeprév tag: P 2750
kol 10 1OV vodv Hov eig adtdv Kol £1¢ 10010 Kol £1¢ EKElvo,

Kol GmAGG 10 MooV 0VSEY £l TPATOV VAL EMOLVEGM.

“Qpov £noinco Teploonv Vo 6TEK® Kol vo PAET®D

70 T010VTOV 10 TopaEevov 100 "Epwtog 10 domitiy

KOl OOV UE EUNVVGOOLY, VO OTEK® VO, TOUG PAET®: P 2755
Kal £€y® xaouévog va Totopol kKol 6 vodg pov vo Bovudaln

TOG TOLOVTOG LLPLOYGpLTog 0 EPAEmOV €V OVEIP.

Kol téog peta dpag drelpov €EERNY kol €kelvog,

£KEIVOG OTOD UE EGVPVEV TPUYNAOSECUMUEVOV-

TOLPVEL YOOV TTAALY TO GYOLVIV UETC TNG HLOG XELPOG TOV P 2760
Kol 1 GAAN Teplémdexe 810 VO, UE cuyvotepion:

kol GpTL e Aéyer: “TIpdoeye, 10 6€ NAeyo, €1 TOV dpouov

v 10 GVAGENG, GvBpwne, Ul vo 68 cuunadfon.” P 2763

Eic Yrvov 1ov éovviivinoev 0 Aiftotpog tov I1660v. N 433

Auo 0 €ByRv TV TpoTLKTV cuvanavtd ue 6 116600c,

Gvdpag moALG Tovebpopdog, Gompog, EavBog Ty Tpiyav, N 435
glyev £1¢ 10 KEHGALY TOV GTEYAVLY GO SGHVNG,

elyev kol eic 10 x€pLa 1oV KAOSiv 010V TO GTEGVLY-

kol £00V¢ W UE VITAVINOEY, NPE0To VO ueE AEyn

AOyoug g drkacipotog dMbev kol vovbesiog:

“Oavpalm andptt tov Buuov tic Epwrtoxpotiag, N 440
10 TG €1¢ £va GvOpOnov HakpoBLUEL T0G0VTOV,

T0 TAOG 0OVK NoOLY d0VAOG TOV, TAG TOV AVOLGYVVINONG,

0 16E0V 0V NPYEV £1¢ €08V KOl 0VK £16E£V0EY oF-

opiTTO 10 TOP TO KOVOTLKOV TO €1¢ XEIPOG ToV Paotdlet,

TAG AKOUN 0VK EGAGYNOEY TNV OANY cov kapdiav.” N 445

P 2740 x6v Ma : €dv P dvdBact P, corr. Ma P 2742 t6mov Ch coll. E V : n66ov P P 2744 10v Ma (cf. 1ov V) : 10 P
P 2748 ¢oPepav coni. Ma P 2755 puévov post pe praeb. P, quod delevi : pg aveujvosey Ma P 2760 maipver Ch coll. enépvn
E : ¢épver P widg coni. Ma : évog P N 433 atramento exaratus in N tov P : to0v N €ovviivinoev P : éouvévincev N
MBeotpog N N 434 ante duo add. kol P e0yf N N 435 dvip modra edpopdog P EavOog] Aaunpog P N 436 eig v
KkedoAAv Tov €kerto otédovog P N 437 10¢ xelpag P dpotov Gonep otedpaviv P N 438 ag] kobdg P N 439 dikacipota P
N 440 andptt Ch : axéut P : pépun N N 441 ndg eig €oévav Gvbpwne P toc00t0v] t00600t0. P N 442 10 Ttédg] nddg wg P
gveoyuvtidng P N 443 10 16E0v 00 flpyev] ovk ottov 10 680y P fipyev scripsi (cf. fipytoev E) : elpyev N : ok oltov P kol
exotetéEevoor P N 444 tov Bactdlet scripsi coll. P E 'V : cov Bactdleig N - ¢pittm €ig 10 mdp 10 Pactdler €ig 10 x€pro 0v
P N 445 nig o proyiler axou P
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Téwc Aéyet pou: “Eyvopileic ue;” kai eino tov: ““Oxt” todtor

“Eyd non 6 T1600¢,” Aéyet pe xai eima tov: “TIpockuvad oe,

pépm v €€ovaiav cov, opitte v dVvauly cov,

dovimvopat €1g tov "Epwtav, Ailiog touv vo vroyplyw.”

““Ed¢ Gv ¢ppovig kol d0vAmBng,” €KEIvog UE amekpiOny, N 450
“xol méong €lg 10 €yypoadov Tig 'Epwrokpartiog,

XPOVOV YAVK LV TapETpEYES, NUEPOS AVAOSVVOUG,

Comv molro Topdtevov €lnoeg ane Topa.”

"Evéom €ouvtoyoivo tov [166ov kol £BAend tov,

£00acev GAAN £pmTLKT Yuvalko eEnpmypévn, N 455
VHophog, KOAoXApayos, GOKERAGTOG, LOKPED:

0 xpdua TV paAriov e frov EavBov dAiyov,

€1¢ 800 mAeppéva yaunAo Kol €ig témovg va oyovpifovuy,

OTEOAVLY €1¢ TO KEGAALY NG ELXEV GO LVpGivny,

uvpoivn Nrov cdykapmog Kol £i¢ 16moVg elxeV Even, N 460
POVYOV TOVELHOPOOTOTOV EGOPEL OTOKATM,

xpvodacnpov diya {doHoTog, EMGVE LETE YOUVOC

Kol €1 10 €V 10 XEPLV NG TPLOVTAGUALOV EKPATEL

Kol €1¢ 10 BALOV NG XOPTOTOVAOV Kl TO £ypodev ovK 01da.

Kai ¢keivog émov e Ecvpvev: ““H Aydnn elvar,” ue Aéyet, N 465
“kal GpTL TPOGKVVNGOV avTHV, S0VAMONGE £ig 0UTNY, P 2796
Kol €1 00TV VO, Yévntal pecitng g 810 £6€va, P 2797
oudvolav £i¢ 1ov "Epwrov va moion ue tov [60ov, N 398
VO ELMOVGLY TIMOTEG S10 £6€V KOl VO 6€ cuuradnon.”

"HABev 1 ‘Aydmn, écipmoev kol £6160n ug 1ov I60ov N 400

kol Aéyel o¢ mpog tov "Epwta 1d)0 kol mpog tov [1600ov:

“A10, T0VTOV €0VUOVETOV TIPOYBEG O EPpWTOKPLTMP,

318 TodTOV NTOV 6 Procudg Kol i £ketootc 1 tdon;”

Koi eina mv: “Noi,” xoi 10 einglv 10010 €npockOvned my,

£€neca €1¢ 10, ToddpLa TG Kol TETOL TV EAGAOVV: N 405
““Ayann, d00An 100 "Epwrog, yvicla Tov cuyyevida,

kal I160e, doVAe 100 "Epmtog Kol yViole GLYYEVT] TOVL,

ovk HEeuvpa tov "Epwtayv va 00A00® £1¢ EKELVOV, N 408
000V Un UE xkoxkionte, un ue £€oplodite, P 2807

N 446 téng £0v ot eind yvopilelg ue kai éyt todta eimov P N 449 Bovhdvopor P Afltogc P : iniég N dmoypdyw
P:vyévo N N 450 €6¢ av] €éav P enexpibnv P N 451 €yypoadov Wa : €ypagov N : npdypadov P N 452 napétpeyeg
scripsi : énétpexeg N : émapétuxeg P N 453 kol ante {onyv add. P moAAd P : moAAv N €{noog ono w6te P N 454 xail
ante évéow add. P xai post II66ov om. N N 455 ¢&npnuévn P N 456 paxpéo] opoia P N 457 EavOov OAiyov scripsi
(cf. dmo&avenin OAlyov E) : dcav 10 ydho N : g kactovodyov P N 458 mieppéva scripsi : miepévn N : mheypévn P oyoupi-
Zouv P : yupifouv N N 459 eic om. P elyev] fitov P pupoivig P N 460 pvpoivn P : cuvpodvn N kai vt 1) pupoivn
oUykopmog va €xn kol €ig omovg ven P N 461 novevpopodtatov] Aotivokokomov P N 462 ypucdoaonpov scripsi : xpucov
donpov N : ypOoanpov P dvev yoovng P N 463 sic praeb. P : kol €ig 10 x€pnv g €pdotalev tprovidpra  k6pn N N 464
xaptiv P 0% 10 P N 465 kol om. P 6nov scripsi : onov N : onod P eine pot 6t dydmn évit P P 2796/7 xai dpt
dovAdOnoe kal ovth pesitng g dto €céva N P 2796 ovtiv Ma : ovtov P P 2797 o¢ Sia €écéva N : eig €écévav P N 398
notlon pe] momowpev P N 399 tinote eic écévaov P kai] eigto P N 400 €otaOnv €ig v tomov P N 401 om. P kol
scripsi (cf. xai E) : @ N N 403 om. P 310 todtov Wa : dietovtov N t60n Wa : t6ong N N 404 mv' om. P xol
npookvv® v P N 405 totodto P N 406 yvnoio P N 407 dv ficouy ovk £yvadpila kol Ohoywpikevduny P I166e Wa : n60ev
N ovyyevij Wa : ovyyevd N 1ov scripsi coll. E : tng N edd. N 408 kol ante ovx add. P P 2807 praeb. PE V : om. N
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noloete tinote €1¢ epév, ‘Ayann pov kol I160e, N 409
ouvtuyete tov Epwtov, mopokaAEceTE Tov: N 410
“AVOp®OTOC NTOV YOPLKSC, TiC eloat ovk HEeVpE oe,

{xoil} 8L 0vTOV 0VK £80VAMVETO €1G 1O £E0VGLOOTIKOV GOV.”

AU guévav noloete £yyuntol, AGyoug KOAoVG ELNETE,

Kol €Y® vo ‘néom €1 100 "Epwtog 10 16E0v kol TV OAGYOV,

v elpon Gme tdpa S0VAog Tov Kol 10D BeAfuaTég Tov.” N 415
TNy og EéLarovv, dTAe Lo, KoL TOVG ENAPEKGAOVY,

av elyov $UGELC TOV ANCTAV VOl LE EYLY0TOVODGaV.

Kol a¢6tov €napekdieca petd ToAdv dakpOwv,

oKOMTEL 1| 'AYanm, GnO TV YNV ONKAOVEL UE Kol AEYeL:

“TI60e pov, 810 1OV AvOpOROV T0DTOV VG TOV ELTOVUE N 420
T0v mofoepmTokpATopa UM VO TOV cupradnon.”

Koi 6 T1600¢ pe einev: “Tonace, tinote ui Andcaot:

€nel anedo SOLAMVEGOL KOl OUVVELG VO UT| GTLGTAGNG,

€yelg kol xk6png NOLKTG EVYEVIKTV Aydmnv

kol and "Epwtav cuundOeiav kol v eunv otiioy.” N 425
Kol elnev 6mod pe £pOAattev 1OV €pmtay eKelvov:

“"Ag €O TOPO, LETO £6EV £ O0moD Sikdlet,

VO yEvntal cuundOglog Tov, vo poon €1g 10 TTepdV 1oV,

KOl THG Gyanng OV dEOUOV VO, €ndpn 10 Thv Kopny.”

"Bueteotdbnv o’ euev 1 ‘Ayann ue tov I[166ov, N 430

GAANA®G VO XELPOKPATOVV KOL VO KPLOOULAOVOLY.

Kol apotov kel anec@bnuey €i¢ v €pwTodikny, N 432
ITalwv AoAel katodentov 0 Aifiotpog 0 EEvog N 359
T0C TS PLOKTVOC GUUPOPAC TAC E18EV €V OVEIPQ. N 360

NTOV YOUOYELOC NALOKOC KTLGTOG GO LOPHAPOD,

Y0pOoL ToV AEPTOKGACUO AOTOUNUEVO, GTAKOLY,

Kol 10 kaBévay Eunpocbey elyev 16TOpLoUEVDL

Cwdio epmtidomovro Eupopdo. FEoTovmUEvaT,

kol Lo wikpo £xobiloviav €l¢ 10 otndailov TpLyvpov, N 365

N 409 nowjoetor P tinote P : t{noteg N I166ge] néte P N 411 fjrov P : fluovv N kot ante tig add. N N 412 kol
seclusi (cf. E 346) o010 P €dovkaveuov N N 413 «oi ante 8t add. N noloete] nécetor P N 414 vo oudowm €ig tov
épota P N 415 6mo P 8odhoc] dihog P N 416 xoi todc] kai g ov P N 417 eiyov scripsi (cf. fixo E) : itov N P ¢voetg
scripsi (cf. ¢0owv E) : ¢0oig N P edd. 10D Anotod N €yuyonovodoay scripsi (cf. yuyonovéon pe fixav E) : éyuyonovébnv N
P N 418 a¢6tov] 6o’ o) tov (100 p.c.) P N 419 nintet éni v yiv i aydnn P N 420 vo] ag P N 421 tov noBogpwtokpdtopa
scripsi coll. V : tov épatonobokpdrtopa P : 100 m60ov pmtokpdropog N N 422 kol eine pot 6 m6og P Avmiicon P N 423
kol opvoetg] duoocag P N 424 képnv nOuknv P edyevikiigc N N 425 xoil' om. P drogpwrtocuunddeiav P eunyv dgiiiov
Ch coll. E'V : opogidiov N P N 426 kot om. P omov N €¢0hacce P N 427 ue post tdpa add. N uetacev P oe post
omod add. P dwkdélw N N 428 va yévnron scripsi (cf. vaydvete E) : va yévn eig P : kol yéver 1 N ovundberog tov]
ouundOeio P pwong P N 429 éndpng P N 430 o' P: dta N N 431 cAMflev P kpudopilodoy Wa (cf. xproopvrodoy
E et xppa vo onvinyévouvv V) : xpudopvrdocovv N : kproodthodvior P N 432 danecdbnuev P (cf. éxel enéoapev
E) : anecdcootv N v om. N N 359 A0Bectpog N N 360 om. P N 361 fhaxog xauadyetog N : yopoiylog nitokog P
amo pappdpov scripsi coll. amo papudpov V : amo tprydpov P : vnep pepoivii N N 362 yOpov tov N : tpryvpov P Aemtokdiopa
Aedatounuévo totikovy P N 364-65 om. P N 364 {wdlo N g£ponddrmovia Wa : épwtetdénora N €otavouéva N (cf.
nopageva i 8€cet E) : éctavauévo Wa : atotavopuévo Hs N 365 omlaiov scripsi : 6tiifog et supra lineam t add. N : otiifog
tov coni. Wa
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OA0. va TTOOVGLY TO VEPOV GO 10, 6TOUATA TOVG.

Koi mapektdg 100 NAokod orokiva ATov KTiouévn,

VEPOV VO YEUT OAGYAUKOV Kol KpLoV ®¢ O TAYOG,

Kal €1g v drokivoy £c6wBeV LOTAKETOV AVAy®Y

KOl OmAve €1¢ TOV AvAyovTo LAPLOPOV Og AeKAvN, N 370
Kol €1g v Aekdvny €cmbev GvBpwmog ue €dpavn:

guyuyog Ntov Ereyee, va (R kol va kuviton,

70, 300 0V Y€pla va BacTodv Ounpds Tov €1g 0 oTiHB0g

Téyate €0Avn Le XopTLy Kol e1)e YPOUUEVO TODTO!

““Ag ug movf) 6mov pg Bewpel Kol Omod pe PAEnet Og ndoyn, N 375
0¢ OA{BeToL OTOD 10 OppdTie Tov YVpilovy TPOg EUévay,

TOUTNV TV KOTAd{KNV oL THV £Y® Kol TV TAoYw,

v Vnopéve anod ‘Epwtav, Ty £xatedikdoy,

d1o1l Tov 0UK £yvdptla kal 0VdEV ToV £doPoiuny.”

Koi 1o pev ypaupoto €BAena kol tdyo avayvwod 1o, N 380
kol £oelovy 10 KEGAALY LoV VO, pun Kal Euévoy oVt

KoTodikdon o doPepog 6 ToBoEPWTOKPAT®P.

"Ex€lvov 6mov £Bdotalev 10 ypdupata Enpooeyd tov,

kol €BAemo Ao 10 OUUATLO TOV TO dGKPLOV VO 6TAAdGoN

Kol vO, yoxAaln ag 10 Bepudv, va kain wg 10 kouiviv: N 385
AmAvov €1¢ T0 KEGAALY TOV VO Keltetal mg 0didry,

OANV VO, TEPLTAEKETAL TAY O THY KOPLONY TOV,

V0, £voL 10 GTOUO TOL TUKVOV €1¢ T0 LETOTOV T0V AvOp®dTOU.

Kai €véco 1OV Enpéoeya, VoL eino €dOVaEE pe:

“®oBob un ©aong to £nabo kol puplotvpavvioal.” N 390
Kai tv ¢ovily i fikovsa, Vo eineg vmendymy,

V0o, ouvOpMVd Eneyxeipnoa TOV GvOpwRov EKELVOY,

Vo, KAolo TV Katadikny Tov kKol va 10V GVTLTAc)®:

Kol Aéyet Hot O €pwg OV TOV £l HETO LEVOV:

“Q¢ 810 10 TToiouoy 10 £molkey d1d T0UTO TVPOVVELTOL.” N 395
Kol petd opitoay 0ALyny 180 AvolkTag T0¢ TOPTag
omov 1 'Aydmn €céPfnkev anéow ue tov I166ov- N 397

N 366 6Aa] oALO P mtdovowy P : nivovoy N 100 6t6patg tov P N 367-68 kol mopektog 100 niiakod kabdplov donep
ndyog P N 368 ndyog P : mdywv N edd. N 369 éotiketov P davdywv P (cf. E) : avdynv N N 370 éndvo P tov avdyovto
scripsi coll. E : 10v avdayova P : 10 avidyeov N 10 post pdppapov add. P Aexdvny N N 371 pe] g énévav P N 372 va
Cn kol vo kwiiton] &R kol avaxwveltor N N 373 tdyo ante 10 800 add. N Bootd €unpocbev npog P N 374 yaptiv kol
gypogev ovtot Eypagdov otixot N ypopuévo scripsi coll. E V : ypdupoto P N 375 ¢] dg P émov! scripsi : 6mov N : 6mod P
G¢ mdoyel omod ue Oéket P pe? om. N mdyer N, corr. Wa N 376 vo OA0Betol 0mod oppatio (oupota a.c.) yopilet eig P
N 377 pov om. N N 378 mv?] wov N €xotedikdobny p.c. P N 380 ypduporto éBAena P : ypdupo €ypada N koi? om.
N  avéyvobé P N 381 €owov P pn kol éuévav momjoet P N 382 pe post xatodikdoet add. P 6 moBoepwroxpdtnp
P : épatoxpding €pag N N 383 £xelvov scripsi (cf. éxelvog E) : éxeiva P : €ig 8¢ 1ov N émov scripsi : omov N : omod P
enpooeya tov] npogiyov P N 384 xai om. P 10 8dkpuov P : ta ddkpvo N otoddoon scripsi : 616let P : otoddoovv N
N 385 kol P (cf. E) : 100 N xoxAda{n scripsi (cf. xoxAdCn E) : xoxAdln P : yoxAdlouv N va koin ag 10 kopiviv P (cf. E) : va
Bpdtouv g 10 kaxkapny N N 386 mivo P xite P 6¢idwv P : 10 ¢idiv N N 387 6Anv] 6Ahov P N 388 &i¢ 10 uétondv touv
TUKVOV 10 0T6paY 100 GvBpdmov P mukvov P : miktov N N 889 ol om. P va eino] innog (i.e. el o) P €o6valé P
N 390 ooBoduor P 1a] 10 P kol muxpa tipepiicor P N 391 va P: g N Aéyng P Umendynv P : vnetdynv N : énendynv
tempt. Ch N 392 xai cuv@pnviv N dvBporov P (cf. E V) : dyopov N N 393 tov] pov P 10v P: miv N N 394 £pag pe
Aéyer 0 0OAGE pov P petepévav P N 395 wg 1] 6hov P €noinceg P 81a 10010 P : 8t abtov N tipwpiicor P N 396
@pov P orynyv P (cf. E) : oAlynv N €180] Préno P
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£€pag £EEPNY anekel Kal AEYEL TOV EKELVOV N 281
omo ue edpvAacoev euév: ““Erop’ tov, Ao anéow.”

Kal €x€lvog 10v epdtnoev: “Ti Aéyouv wg dia toVTOV;”

"Ex€lvog anexpibnkev kpuodg va un o Labo:

““H Ayann peottevel tov, £yyveitot tov 0 11600g, N 285
kal ouunadel tov 6 "Epwtog, timote un Avanrot.”

Kai einev pou: “Tlepindnoe, uf OA{Becar ane tdpo.”

"Euroivo dnéow net atoig, TAffog moAbv evplokm,

noav puptddeg dvBpmmot kol 1 dikn Tovg TolaiTn

8 dydnnyv, €pwrtog otopyiv, d1a tGOov drokpioiav- N 290
kol p€co €lg T00TOVG, OTAE Lov, Labe 10 Tt e€eviaty,

10 €18001V 10 OpUATLO LoV EAMOPEL TO O VOUG HOV.

"Epag TpLopoonpdcmnog kaOntot €1¢ tov Opdvov,

70 TP®TOV TOV 10 TPdoTOV BpEdog Hikpod Tardiov,

AmOAOGAPKOV, TPLOEPOD, Kai elyev EavOiy Thy TAGGLY, N 295
£av 10 £1de¢, vl elneg £k TavTog x€pia karod {wypadov

TeXVITOL 10 £€6TOpNGOV, WEYOS 00dEV Baotalet:

10 debtepov €daivetov mg péong nikiag,

VO, €Y1 10 YEVLY GTPOYYVAGY, THV OyLv (¢ TO YoV

Kol 10 61 €kelvou TpdowNoV YEPOVToC VO e18eC dyv, N 300
oOvOeoLY, oyNpa Kal KOmnv Kol TAAoLy avaldyng:

KOi 10 LEV Tp@TOV TPScOTOV 1eV €€ OALOKAPOL

10 X€PL0, T0 T0dAPLo, KOl T0 GAAOV TOV TO GO,

10 82 an’ €xelvov TPOc®TO LOVOV GO TOVG MIOVC,

"E6dpovv 10 811 €xeitoviay d¢ noav kat dEiav, N 305
£€Blena v TpLudpomoLy, Edeya: “Tig 6 TAGoTNG

<xoi> 1l 10 Eevoydpoyov 10 BAER®, T{ £vol £10010;

Tig va ue €inn 10 Oewp®d, Tig VO Ue 10 Epunveion,

Tig GvOpwnog PLAGKAAOG VO UE TO avadiddtn;”

Kol évéowm i tétotav pépiuvay 0 voug Hov £TPLOKONTATOV, N 310
oxanote xoi 1 {Rtotg yivetal 1 €dikn pov:

“<'0O> avtietdng ag EAOR,” dovalel 0xaTLIC £pa.

I'vetal t6ENG LEPLOUOC GNES® LoV Kal GNEKEL,

Aéyer pe omo pe edpvdacoev: ““Elo vo Tpookuviong.”

N 282 guév] éue P ol ante éAo praeb. P N 283 xol om. P fpdtoev P tf Aéyovv ag] 1 Aéyovot iter. P N 284
anekpinkev] vrekpibnv tov P kpvod P pdbm Wa (cf. E) : nabn N P N 285 1 om. P 6 n600og t0v £yxvfitor P N 286 0
"Epatac] and épata P N 287 eine ue neputdtnoev P N 288 ceBoivo P ovtodg P : avtic N N 289 foav] mcdv P ot
dnkn va €v tadv 6Aov P N 290 ctopynv om. P dwokpisiov P : 8 dxpocsiov N N 291 uéco] €uévov P to0t0u¢] avtovg P
e€evicOnv P N 292 kol 1l €ldaot 10 ndtid pov P N 293 orpotpiuopownpdonnog £xadnto eig Opévov P N 294 wg Bpédog
N : donep coni. Wa N 295 anoloodpkiv tpudepov va £Eavli eig v mhaowy P tpuoepod Lt coll. E : tpudepov P : poBepod
N N 296 &av 10 eidec va eineg P : 100 vatdv ide¢ N yépia korod {oypddov] kdAioug koAod texvitov P N 297 1eyvitov
Wa : teqviteg N teyvitov 10 £€otépnoev] Loypddov xoiplo totopikod P wéyog Wa : yiyog N kol yoyov ov Bootaler P
N 298 ¢¢oiveto éx P yévelov P 10 y16vi] outéypoug P N 300 ém' éxeifev P eidev P N 301 xomiyy . . . mAdotv] oKomdv
... YA@docov P N 303 tov xai post xépro add. P 10 GAkov] 6hov P N 304 10 . . . ipdowna scripsi : 10 . . . ipécwnov N P
o’ €kelbev P €bedpouv P 1o om. P gxelteviov P N 306 fAeyo tic f| midowg P N 307 xai suppl. Ch coll. E
e€evoydpoyov P évor €toto] évt to0to P N 308 pe! om. P ey P N 310 xoi—vodg pov] 0 vodg Hov €ig totoitnv
uépyuvav P €tproxondtov N P (cf. &tprexondrtov E) N 311 18ika P N 312 6 suppl. Wa  10v avtiotdmy P €107 P : €A6n
N N 313 wéng scripsi : 1&g N P edd. pepiopdc P : pépovg pov N pov om. P an’ éxelbev P N 314 Aéyer pe] kol
Adyoug P €0Ohaev P
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"Ecépnyv €1g 10v "Epwtav, Tintm €i¢ v yhiv Ounpdg tov, N 315
Kal NpEAUNY HETd 8GKpuo. Lov VO KAOL® KOl VO TOV AEY®: N 316
Eig vrvov 1ov 10v "Epwta 0 Alfiotpog mpoorinet, N 466a
TPOOTINTEL KOl TOPOKOAEL UETO TOALDV SOKPV®V. N 466b
“Epwg, avbévta Boctied, d€onota yig andong, N 317

TAV AVOLGOMTOV ApYNYE, TV 0LeONTAY KOTAPYO.,

Taong Yuync €pevvntd, 100 téBov dikorokpito,

Kol TG GYAmng GLVEPYE, THG VTOARYEWS dide- N 320
v amod dvareOneiac pov v eiya TPOC EcEvay

Kotedpovicdng and uév, d€omota tobokpdtwp,

un €EeploTiig T0 TTOLGUO OV, TOGOV UT| TO KOKMONG,

YVOPLOE, UOVV XWPLKOG KOl GLYYVOUGVNGE 1O

GpKel 10 uE €QoPEpPLoeg, EAENGE UE GTE TOPO, N 325
[v]d duécwm vor elpan Sodrhog cov dAog 10D OpLopod Gov,

Atllog tov BeAfuoTog KOl 10V TPooTdyratdg cov.”

Kol 161 ddod 10 EnANpmwoo; 10 T0V ENAPEKGAOLVY,

Aéyel ue: ““Eyelpov amo 100 vov 810 peotteiag 1o [1660v-

310 v £yyomoty, yvopile, Ty gixo €k v Aydnny, N 330
onAoyyviopal o€ ard 100 VOV, EAED KOl GLUTOOD oE*

10 €MTaLGEC 0V YNollm 10, AUVNUOVE €1¢ EKELVOV,

KOl G710 T0D VOV TOpaAoRE Aydmny €1¢ TOV VOOV GOV

ko1 To0ov kdpng NOLKNG, Epwtoesnpnyrévng,

n60ov Poddpvng Buyatpog Xpuoov 100 Bactiéwme.” N 335
"Enpoonk®@dny €k v ynv, £TpocekHVNGE TOV, P 217
€150 OPLKTOV PUGTAPLOV, HILE OV, £1¢ EKEIVOV P 218
mv piov poviy guéprlav ta otépata To pia, P 220
£LGAEL 0VTOC KOl VO AEC eddvValev £kelvog, P 219
{xoi} fnroveg {10} TéA0g T dWVTC €K TOV TPLOV TO GTOUA, P 221

Kol GMADC 0VK e1XEC THY APV, 0VSE 10 TEAOG TALY,

Tov Adyov 1oV £0mvotev TOBev va 1OV e1kdlng.

"ATESM TOV KOl ANEKEL TOL TOV £PMOTOTPLTPOCAOTOV

300 YUVOiKeG 10TOVTO KOAEG E1C XOPAKTHPOY, P 225
<koA&g £1¢ £180¢ Kai £i¢ KoMy, Tapdéeveg Ty dyiy->

N pia otedpdviy va 0opf popyopLtdpty 6oV,

GoTPOV MG TO YLOVLY TO KOAOV TO GKkOUn 0VK Enathon:

N 315 ¢unpéc P N 316 koi' om. P peto N P : pe ta dist. Hs  8okpvwv P N 466a-b hanc rubricam atramento
exaratam hic praeb. N P, sed post N 466 (= P 2797) perperam transp. Hs N 466b npoonintet kol om. P N 317 avévin
P 1ov andviov P N 318 avorsOitov P : dveotiuov N ateBntov P : apynyov N N 320 tiig aydnng] yng andong P
ouvepye P : oOvepye N N 321 avom. P tfig post 6no add. P dvarsnoiog P : vnotelog N v eiya npdg £cévav] kol
ano ywpiopod pov P N 322 katedpovicdng Wa : kadpovicdng N : xoteppoviibng P an’ €pod P ovtoxpdtop P N 323
€Eopiobiig P xakiong P N 324 om. P N 325 éAéncév P dano P N 326 va suppl. Wa: om. P dpoca P 6dog N : Sodrog
P opiopod P : opioudég N N 328 dood 10] addtov P €érnapokdrovv P N 330 thyv éyyvowv €yvapile P €yyinowy corr.
Kr : ¢yyooowv N edd.  eiyo] oida P N 331 xoi] oe P N 332 &ntonceg P : necec N kol ante duvnuovd add. P éxeivo
P N 333 kai om. P N 334 10ikfig P : cuvbnknig N épotogEnpnuévng P P 217-302 om. N P 220 huc traieci coll. EV
P 221 xoi . . . 10 seclusi coll. V. P 223 t0v? scripsi (cf. tov E et omov V) : ovk P : 6v coni. Ma P 224 tov' corr. Ma (cf.
E) : 7o P P 225 unum excidisse versum videtur in P, quem e.g. supplevi ex E (etiam cf. xohaig eig 180G €1g poponyv €lg
oOvBeony kal €ig kdrog V) P 226 6lov scripsi coll. E V : pévov P P 228 avt scripsi coll. E V : 6Akn P : dAko coni. Ma
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1 BAAN £1¢ 10 KEGGALY TG KO AT GTEGAVLY ETYEV,

KOKKLVO Avyvitdpla va teoblouv ag 1 dAdya-

OAGOOTPO IV TO POV TG THE ULAC MG O BoppdicLy, P 230
<1hg GAANG OAOKOKKIVA VO AGUTOUV @G O Ao >

Kal €1 10 TPOG £vav YOVOTOV T0V £pMTOKPOTOVVTOG

v 800 0 x€pLo KeltovuvTol Endvem elg Ta de€Ld TV,

OpKOVL ONUETOV E€PpWTLKOV £1¢ VImOANYlav.

"Axovoov Tl ue epunvevoav did 1ag 800 Yuvolkog:

“BA€meig v 0AoKOKKIVOV EKEIVNY TNV wpoiay P 235
onod eig 10 ué€pog totatar T1od "Epwtog 10 deE16vT;

Aéyovv v N 'AABeLa, €kelvn OUVEL €1G £T0VTOV

va un yeveh <to> vndoyetal did méBov €1 TOV KOGUOV*

onod {otatal £1g TOV AplLotepOv AEyouy v AtkotocOvny,

ouvoet kol avtn tov Epwra 10 dikotov va ¢vidoon, P 240
VO, u1 18 TPOoG®TOANYLY TOALGKLG TOpOKpIv®

£vi 00T OAOKOKKLVOG Kol OAOAEVKOG £Kelvn,

KOl ¢ KpVOTaALOV Tapeikooe Exelvny €k 0 VEON,

®¢ OAGYQ TaLTNY €K TNV YNV 810 T0 AWeLdNYopoV Tov*

i8¢, avBpwre, Oaduale kol TOG LOPOAC TOV Tplmv. P 245
"AdpoD anedm petactadng Kol vdyng Kol mopEKEL,

0éAelg oePelv gic 100 Epwrog 10 BEAN VO oudong

Kol anékel va ta d18ayOng, va 1dng kol TOv udvILy,

omov og BéAel aonynOely {10} i £vor 10 O€leLC TAOBELY

KOl TOTE TNV Ayanmny cov BéAeLg amokepdicery.” P 250
‘Omov UE GLVETVYOLVEV GONKE, LETEGTAON,

A Bewpd 1OV "Epwta, TadAly avtog ue AéyeL:

“AlBrotpe, Tl otikelg kol Oewpels; Aymue va Opdone.

"Ayamn, o0 tov €nape, [160e, Tapdiafé tov,

10 £YYVTLIKOVY TOV TOLAcETE, 10 BEPatov Gg oudon, P 255
0¢ to&evdn {€x} tov €pwro 100 T60ov ThHg Podduvng.”

E00U¢ 0V Tpooekivnoo, Kol GREKEL LETECTAON V-

6 TI600¢ fitov Gmedmd kol Gmékel pov 1 "Ayamn,

£1¢ 10 kKeEAMY AmAyopEeY OOV TTOV 1O OPKOUOGLY:

"Exdpactg GAAN EpwTikn THE TOO00PKWUOCTOG. P 259a

Ta0T0 €1¢ £vav 8{Bvpov evpopev 100 keALlOV, P 260
Ypoupéva Roay Ypdupato Kol dkovsov T €latodoay:

P 230 o\éacnpo scripsi (cf. oAdonpa E V) : 0Aéhounpo P Bappdixty scripsi (cf. Bopmayknv V) : oteodviv P (et E) P 230
post hunc versum lacunam unius versus suspicor, quam e.g. supplevi (insuper cf. P 235/242 et V ad v. P 229) P 231 fort.
post hunc versum statuenda est lacuna duorum fere versuum P 234 dxovcov scripsi (cf. dxovce E et dxovcov V) : fikovoeg
P P 235 BAéneig scripsi coll. E V : BAénm P P 236 cf. 6mod ig 10 pépog 10 de&16v fioteke 100 kpatodviog E P 237 £todtov
scripsi (cf. ékelvov E et avmy V) : 10v €potd pov P P 238 va Ch coll. EV : tva P 10 supplevie V (cf. 10 E) P 249 10!
seclusi P 251 an agiixe pe kol €0100n? (cf. apoike pe kot édiépn E) P 253 otiikecor P, corr. Ma P 255 mowfioete scripsi
(cf. mioeton E) : moinoot P dg 6udon scripsi (cf. va opdoet E) : 1) opooia ag yévn P P 256 dg suppl. Ma €k seclusi coll. E
100 t660v] an Mg képng? (cf. E) P 260-62 minio exarati in P P 261 post hunc versum lacunam aliquorum versuum
suspicor, in quibus Libistrus verba inscriptionis refert; e.g., cf. ondyt n60ov kol ¢1Afiav ag Tpéxn €l OV pdvinv | otov €potav
0V Boupactdv v nébov Thg dydmng | N e £xdelyt dravtodg GAlg Exfvov Ext V
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< >

[I6A Gxovcov 1o §iBupov Tl elxev iotopiay:

elye 1OV "Epota YUUVOV NGV 1GTOPLGUEVOY,

70 €vav 0V XEPLV VO KPOTh omobilv NKovnuévov,

70 GALOV OAOKOKKIVOV GTTOUEVIV AOUTESO. P 265
‘Anedd udOe €x Tic Ypadiic 10 NTov TapaKdTw:

“Epog axatandvetog ovpovopubodbdvoc.”

“Aowov ovk €vt omov €labev 1OV "Epwta €ig tOv kOoHOV,

€xel TaknpodopnOnoort,” médv Aéyet pe 6 I166oc,

“ovk &vi oo €€eyhbtwoev Ty gpwtotatiay.” P 270
"AnéKel EUETECTAOMUEY KOL ATNYOUEV OTECH

€1 T0 KEAALV 10 £pWTLKOV TG Tobooprmuociog:

eLploK® €1¢ XPLOOKOKKIVOV ETAV® AVAAdYLY

TTEPOV va keitol 100 Epwtog kol 16&ov yepiopévov,

kol péco eic avtd xaptiv, elxe T0Og Adyoug T00TOVC: P 275
Opxog Epdtmv pofepog <t0v éxovv ol moBoVVIES, P 276a
Kal ano yuyfic 0 Aifiotpoc>> ouvel va un abetion. P 276b

“Ey® eipor <6> véuog 100 "Epwtog, {Kxai} 10010 €vi 10 nTepdv Lov

Kol 10010 £vat 10 80EAPLY oV, Kol OUVIETE Ol TAVTEG

Mot va elote SodAOL TOV, VO Uty TOV GBETHTE.

T{ nhovacBe £€omop®d xal ti {€vol} tov abeteite- P 280
7oV va 1OV £yAutoete; Ppittm 6T OSVYETE TOV.

"Av metacOfte €1¢ {10V} 0Vpaviv, nTEPOV ExEl Kol POGVEL:

ov xatafhte elg <BGAoooay, YOUVOG O TOV Bempelte, P 283a
Kol kKatadfdvel e1¢> GPueooV Kol 0UK £YAVTMOVETE TOV: P 283b
ov 3¢ Tomg TAALY €1¢ TNV YNV KOOGUOTEPLTOTELTE,

Bewpeite <kal> 10 10E0V T0V, TOAAL GTOY O doEeveL, P 285

Kal ovk €vi 080¢ Vo pOyeTe TNV €pwrota&iov.

AOLTOV EMLOMVODUOL GaC OOV E16TAL GO TOV KGGUOV,

dovlmvesbor<eig> tov Epwrto, kol 0mob 10v 0€Aet dudoeLy,

0¢ vt BEPatov 10 AaAel, un opkorapafation.”

Kol tapaxdtm £ypadev 10 €K TNV Ypaony EKeivny: P 290
“BéAn kol t01og Kal uovn Mg tofoopkwpociog.”

"AvEyvosd Ty Thy Ypaoiyv, e18a thy ictopioy,

OTAGV® TOVTA €1¢ TO TTEPOV KOl ENAVM £1¢ 10 doEApLY,

kol eino: “Md 10010 10 TTEPV, Ui 10 eHoTOYGV GOV T6EOV,

dovimvopat €ig tov "Epwrto, Mlidvouat €ig tov I1660ov, P 295
MGTEC ™G VO e1loL Amd T0D VOV The ' Epotikoaydmng.”

P 267 ovpavopubodbdvoug P, corr. Ma P 269 mAnpodopiicatl o coni. Ma: an mAnpodopiionce? P 271 guetestddncav P,
corr. Ma P 275 o010 Ma (cf. avtov E) : abta P P 276a-b rubrica lacunosa atramento exarata in P, quam e.g. supplevi ex
E P 277 6 supplevi (cf. 6vépoottod E)  xoi seclusi P 279 A{Cior Ch : o0lior P elote scripsi coll. E: fire P P 280 &vou
seclusi  tOv scripsi : @0 P P 281 éylvtdoete scripsi coll. E : éyMboete P P 282 10v seclusi P 283a-b lacunam e.g.
suppleviex E P 284 6v Ma : éav P kooponepinateite scripsi : kdopov nepinateite P P 285 kol supplevi coll. E - ctoxa
P : edotoxa coni. Ch P 287 cog . . . eloton scripsi coll. E V:oe. .. oot P P 288 eig suppl. Ma (cf. E V) P 289 &g put.
Ma (cf. E) P 291 BéAn kol t6mog scripsi coll. E : xeAAv m600g P : KeAliv t0) I1600v coni. Ma  pov scripsi coll. E : poviyy
P Ma P 295 Boviévopar P, corr. Ma  givliévouor P, corr. Ma
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"Quooo kat, apéTov drooa, TaHTo. Kal 0 HavTig NABEY,
0 UAVTLG TOV <UE™> £punvevoay va UE 18 €1¢ TOV OpKov,
Kol TVt £V TPMTOLG AEYEL e AOYOUS KOl cuvTu)iag: P 298a

To Oérer maber <6> AifLotpog 0 uavtig 100 10 AEYeL. P 298b

“AlBrotpoc, YNg AOTLVIKTG Gpymv, Tomdpyng HEYOG,

TOAAGY TPOYUATOV GVOp®TOG, PYRS TOAADY AvOpdT®Y, P 300
UEAAEL TOV TOTOV VO YEVT] TOV YOVIKOD ToV EEVOG

d10 Podduvny thv koAqv, v €pwtikondbov: P 302
<deomdng HEALEL VO YEVT] T0 ‘Apyupod 10V Kdotpov,>

Xpuoodv, motépa TV Aoumpov Thg k6png thg Podduvng, N 336

va 8108ey 0N £k TV XDPOV TOL Kol VO KOGUOKPOTAGT:

peto 8 ypovou didotnua va xdon v Poddauvny

VIO yuvailkag Tovnpoc, The KOKOUGYou Ypoiog,

kal va €Byn elg avalimoy tiig k6png thg Podduvng: N 340
Siypovov B€Lel mepmotel va VILAYT VA THY VPN

Kol GooD T €VpeL Amo kaAoD ¢iAov Tov cuvepyioy,

€1¢ GAAov €vav didotnuay va Tapodpaun xpovog

kol TéAv Kaotpov 100 "Apyvpod va yivetal deomdtng

Kol Képny v TapaEevoy va TV cuvorodavn.” N 345

Einev €keivog 6 KaAdC 6 LEVTLC O TPOYVAGTNG,

€MdAnce 10 LEAAOVTO, Kal OKATOTE GvecTdcOny N 347

ano 1oV dvelpov Ty TAoKNY, diAe LoV, TOD TOGOVTOV. P 311
"EEOmvnoev 0 Aifiotpog TN ovelporiaoiog, N 347a
g€vnvnoev oAofaliorog, pvptofopufiougvoc. N 347b

‘0 vod¢ pov elyev tapaynv kol d6Pov 1 yuy1 1ov, N 348

uéptuvay N kapdic pov kol kKAGvov GAL ondcov:

MOPOV YOCUEVOC TEPLOOTV VO KelTtmpal vo, PAET® N 350

70 TéTE VO EAON O LOYIGUOC TOV E1)0L BV OVK £XGOM.
‘Okdnote enovidepa kKol MABoY T AoYLKd 1ov,
AvEPNV Ao Tov BuBoOV 10D OVELPOITOg O VOUG MOV,
£ppLya Ano T0 OUUAETLO OV TOV VRIVOV TOPAVTIKO:

P 297 pdvug scripsi coll. E : npotopdvtig P AABev e versu sequenti huc traieci coll. E P 298 p& suppl. Ma
£ppivevoay scripsi coll. P 234 : épufivevoe P P 298a Aéyel pe scripsi coll. E V : Aéyw tov P P 298b atramento exaratus
in P o6 supplevicoll. E P 299-302 minio exaratiin P P 300 piiyag Ch (cf. x0pig E) : uéyag P P 301 versum correxi
coll. E : példet 100 t6mov tov 100 yovikod vo yévnron kol EEvog P P 302 post hunc versum lacunam in N P suspicor, quam
e.g. supplevi ex E (etiam cf. eondg GAog va yevig yiv apyipod 100 kdotpov V) N 336-39 om. P N 337 d1adey0f scripsi
(cf. ebyel E) : SrodexBeic N koopoxpation scripsi (cf. koopwyvpevon E) : xoopwxpatic N N 338 && ypévov] diypévou E,
an recte? (cf. S 1375-80 et S 1713-15) N 340 ebyn P : ebyng N N 341 &iypovov] 800 ypévoug P 0érer P : Béherg N
nepwmotely P Ondyn . . . ebpn P Omdyng . . . ebpng N N 342 elper P: elpeig N 100 P:cou N N 343 éva P ypbvov P
N 344 yivetor P : yoveoe N N 345 cuvano®évn P : cuvanofdvng N N 346 einev—iaddc] tadta einev éxeivoc P N 347
kol okdnote aveondodn (corr. Ma) P (cf. kol oxdmote avtiotddn E) : kol é&onmvnoa ev8éwg N P 311 praeb. P E : om. N
N 347a-b atramento exarati in N: om. P N 847a éverponinciog N, corr. Lt N 348 eiyev] va éxn P N 349 «A6évov] ¢6Bov
P &AL omdoov scripsi coll. GAo nécov E : aAla mécov P : aALo m6Bov N N 350 yacuévog P : xoiuévog N N 351 10 ante
néte om. P éyéOnv P N 352 post N 353 praeb. P N 352 xoi nA0av] nh8ov P N 354 napavtiko] nepi Blav P
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€x0100, Kal exAoviletov 0 voig Hov O Tov dopov, N 355
AveynAGOouY 810 deopov un €xn 6 cdOVEVAGS Lo,
£BAema dv eloL OC UE EGVpvay EKELVOL SEGUMUEVOC.

"Hrov 6 vodg pov gi¢ "Epmtay 1OV tpiopdov Ekelvov, N 358
€0KOTOVV TG Topdgevag Tag 600 TAOYLVAS ToV, P 322
Tov Nokov €0atpala kol Thv KoAnV dtokivay, N 467

£BAema va elnec aicONTd Ty TOBOOPKOUMGIOY-

NUOLVY €1¢ TOVTO KOl €1¢ 0VTO KO €16 T0 GALOV TO TAPEKEL,

NBeha €xElVO VO 0KOTD Kal £t0VTa va dpovtilo, N 470
10 GAAO VO Exo uépuuvay, va um ue AGon £kelvoy,

Ko, T{oTeVGE e, €1¢ EKOTOV EKOTTETOV O VOUG LOV.

Koi téag petd dpav TeEpLooTv UnNvad TOV GUYYEVH LoD,

£xelvov 6mov pod €leyev ta dUvotol 1 oydmn:

‘O AiBiotpog 10 Gvelpov AEYeL TOV GLYYEVT] TOV. N 475
kol Gua 1OV 180, eina Tov, 0V3E £Y01PEMNGE TOV: P 331
“18e¢ 10 Tl pue €yivetov v xbeovny Eonépav. N 476

"Emhacev 6 "Epog dvetpov 10 va eineg 61t €pAET,

Kol €xel 0 VOO LoV UEPLUVOY KO 080VNV 1| yuyh Hov:

énhooev 0 Epag, cuyyevi], TAAGLO 0pLKTOV OVEIPOUL,

70 axoun PAET® 0loTNTAG KOl EvipEyet €1¢ 0dBaiuovg Lov.” N 480
Kol gxeivog pe Aéyet: “AiProtpe, d€omoto, NG TONdpY O,

NG KOoUOKPATMP THG EUNG, ELRE, Adnynoov ué 10.”

Kol np&aunv myv adiynoty, otAe pov, va my AEym

700 OvelpoT0g TOV EPMTIKOD TOV GLYYEVIV LOV EKETVOV"

kol Ométav NABo €1¢ 10 dvoua The k6pne ThHe Poddpvng, N 485
einev pot: “Kpdret, A{protpe, 5t abthv v cuvtuyaivelg

eldnowv £xm kol dKovoe, TOPO, KAlpOg TapHABEY. N 487
Nouilw €vi diypovov kol €i¢ ydOpav GRedHUOLY P 345
S1a TOV pNY0dEGTOTNY TG KOl KOGUOOPYYOV TNG,

OTL GredNUNV €1¢ VTNV TV KOPNV TV UE AEyeic: P 347
Kol conooce, un OAiBecat, tinote un Avrioot, N 488
£nel kol PavTig GvOpwIog TPOELTEV 6oL TO UEAAOV.

"AMBera Ty Tatpida cov kol OAovg ToVg £81K0Vg GOV N 490

N 355 praeb. NEV :om. P N 356 éynidoovv P &t deopov P : drodeopov N coévdviog N : tpdyniog P, an recte?
N 357 &BAenov ékel @g pe Eovpvav dv Mue éunkeypévog P deopmpévog scripsi (cf. éumieypévog P) : deopmuévov N edd.
N 358 €pota P tpipopoov P : puépoav N P 322 praeb. PE V:om. N N 467 €6adualov P ¢ioxivav P : ¢proxiov N
N 468 £épienov P olobntdg P N 469 fiunv P nopéxer P : mopéEw N N 470 £xelva . . . €10010] £10010 . . . €kelvo P kol
om. P N 471 ¢keivo P N 472 nictevcév pot P d1t ante eigadd. P N 473 téogom. N dpo P unvio P cuyyevijv P
N 474 6mov scripsi : omov N : onod P pod] ue P fjkeye P ddvorton P (cf. dbvotor V et dovetar E) : d{eta N N 475 om.
P P331prach. PEV:om. N N 476 eldec P 1 ante t{ om. P &yévero P éonépav P : quépav N N 477 om. P
elneg Lt coll. E : {8ec N N 478 post N 479 praeb. P xai &xet scripsi coll. E : 1 &xer P : v &xet N uépuuvay Lt : pépuvo
P (cf. uépwuvav E) : dverpov N N 479 cuyyevi P : cuyyeviy (-yk- a.c.) N mAdopo P (cf. E) : npdypno N N 480 oiomtiog Lt
coll. E (etiam cf. éottta V) : oiobntidg P : éomrag N N 481 Aéyel] eine P AiBeotpe N déomota om. P N 482 yic] tig
P d¢onyhoov ue P N 484 oveipov P ovyyeviy P N 485 700 Lt coll. E (etiam cf. H18a V) : AA8ov P : AA0ev N 10 om. P
N 486 cine P v ouvrugoiveis P : tiig ouvieyévng N N 487 dxovcov P 6 ante kaipdgadd. P P 345-47 praeb. P (etiam
cf. E V, qui vel similia vel diversa praeb.) : om. N P 346 koopoopyny6v scripsi : kéopov dpxnyév P N 488 cidnncon P
tinote] AOPiotpe P N 489 npogine P N 490 idikovg P
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OA{BeLg, AUTELG, OTEVOYMPELG, TIKPAIVELS, BOVOTOVELG,

av eloat £i¢ avalRtnoty The képng the Podduvne:

GAAG TV KOpMV KEPSOLOE TNV 6€ VTocyEmv 0 "Epwg

Kol TAALY T0Ug EAVANCEG VO TOVG TapNyopnons.”

"Hp&orto, 0lAe, 0 GUYYEVNG EKELVOG O 81KOG OV N 495
g 1 mapnyopiav Hov Kal 8t AvaKoVPLoUOV OV

AOYOUG VO EUTALn £pmTIKOVG KOl €16 GAAD VO LE B€,

{xoil} éuvoota Adyla va AR, un vo UE LETAOEPT, N 498
Kol €KT6TE O vOOC oL £voldletoy £1¢ OV e1eV 1) Yuyh Lov- P 359
Kol oV GmAGG 10 Stdomua éxelvng the NUépag P 360
<ug guévav dua v OAlyLY pov vo pe mopnyopron.>

TMopAABev kol 10 dtdotnuay Thg OANG The NUEPOG, N 499
NABev 1 vOKTO, £0KOTAGEY, £DGVN TO dEYYEPLY, N 500
0 ouyYeviAg Lov éuicoevcey OV el LETO Uévov-:

€deinvnooa pe 1ovg £1oig, £60vTvyo VoBEcELS, N 502
{xol} éneca eig Vmvov, dIAe pov, kol GKOVGOV TAALY TAGGUO P 364
10 émhacev Epag 816 gugv kol 10 éndeev N vOKTO. N 503

<’Oveipov maiiv devtepov Afictpov moAvrévov.™>

"Eodvn pe €ig mopacevov €cEPny neptPoiy,

£1¢ puplodevdpoditevtov, {eic} 6Aov £EnvOiouévov, N 505
10 €xéouncev "Epag Bocideng kol Eadunpuvey 6 T1600¢

Kol M ‘Ayann ékotekdAlovey Le 10 TapaEeva g

£neplendrovy, £RAena 10 T€Tol0v TEPLBOALY,

£1peya €1g 10010 10 devdpov, nrkovumila elg EKEIvoy,

€nemnta €1¢ 10010 KOl €1¢ AVTO, LETETPEYQ E1G EKELVOV, N 510
Kol €Kkomta £k 10010 TOV Kopndv, dvBog anékel £tpUyouy, N 511
KOl GIAMG 1O MO0V OVSEV E1XOV TO TPATOV Vi YOPic®: P 374
£8® omoD Bploelg Kal vepd, vep@v €KEL OLoKIVOL,

€80 Xapitov cOvaéie, £kl yopog Epdtwv: P 376
HETPOV OVK £1xav TO KOAL TO £1)eV 0 TePLPOALY. N 512

"EdGvn e ntov kol ToALY 10 £pOTOnEPLBOALY,
KOl €30 AvaTpEYm Vo 1O 180 Kal £KEL VO, TO YUPELC®,

N 492 xoAla kol €i¢ avalhtoty kivioelg g opatag P N 493 képdatce tv] képdnoov fiv P Omeoyédnv P N 494 otg
enomnoag P N 495 fip€oto P : p€a N xoi ante fip&ato add. P ¢ide—3d1kog pov] 6 ovyyevig dile pov 6 1d1kog pov P
N 496 post N 498 prach. P 8. . .5 om. P N 497 éundln] Bdvn P xoiom. P €igP (cf. E): om. N N 498 xai Adyoug
uetd otevayudv fipoto va ue Aéyet P xal seclusi coll. P P 359 praeb. PE V : om. N éxtérte scripsi coll. V : 16te P

£votdletov scripsi coll. E V : ¢Bialetov P P 360 praeb. P E : om. N P 360 post hunc versum lacunam unius versus
suspicor in N P, quam e.g. in E 610 nisus supplevi N 499 om. P N 500 vikto] vO& P &oxétnoev P N 501 dv fiyov P
N 502 cvvétuya P P 364 pracb. PE V:om. N «ai seclusi coll. EV N 503 6 €pag 8t éue P xai om. P vixrto] vog P
N 503 post hunc versum rubricam unius excidisse versus videtur in N (et E), quam e.g. in N 692 nisus supplevi : 6veipwrog
apfiynoig Aupiotpov nolvrdvou P (etiam cf. kol mdAwv dGAhov dvipov 1ov ABiotpov £davnv V) N 504-P 374 minio exarati in
P N 504 pe] pov P N 505 €i¢ secl.  €€avbnouévov P N 506 exoouer P Baciledg P : Baciked N 6 nd6og P (cf.
E): €6éto N N 507 xoi om. P xotexkdAlvvev P pe 1o dist. Ma : petd N P nopd€evog N N 508 €prenov P N 509
nrovumilo] kol eykovmila P N 510 €munta €k to0tov P kol euetétpeyov P N 511 éxonta om. N tovtov P Gvébn
éxe{vov P P 374-75 praeb. PE: om. N P 375 6nod] fcav coni. Ma  vepav scripsi coll. vep@v E : ¢pvtdv P ¢ukeivor B,
corr. Ma P 376 pracb. PEV :om. N N 512 pétpov Wa : uétpov N : pétpog P eiyav] elyev P N 513 om. P N 514
Kol . ..xolom. P avoyvpedo P
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ouvoravt® tov "Epwtov, TAnv 10 uikpov 10 Bpédog, N 515
EKEIVOV 00V £k00ELETOV HETO TTPOCOTMOV 800"

glyev £1¢ MLOVC TOV TTEPE, KOl £1¢ 0 Evav ToV 0 XEpLY

glyev SoEGpLY GpyvpdV Kol €ig 10 GAAOV TOV THYV K6p1V,

v KOpnVv v Tapdéevny £keivny tyv Podduvny.

Eiyev thyv k6pnv—PBdotale, modimove kopdia, N 520
un Topo TEONG Kol poyhic Kal vekpwdfic £k mévou:

elyev v k6pnv—Pactale, yuyn, ui poduuiong:

elyev v K6pNV—rpdéceYE, Yuxh, Ui dvatemriong:

glyev TV K6pNV—AOYIGUE, IR dUYNG Amd Euévav-

glyev TV K6pNV—ric &ufic dvamavoty kapdioc: N 525
glyev TV K6pNV—OTAE OV, 10 HAS TOV OPOOAUAY LoV

elyev T K6pNV—naC Vi €ind, BAoTo, Yuyh, uh eEEBNC.

Suvanavid 1ov Epwtav, 1ov yépovta, 10 Bpédog,

10 Bp€odog 10 mapadoov the uéong nitkiog, N 529
€KELVoV 0oV £KaBELeTOV LETO TTPOCOTMY 31V0. P 390
“Evov mpayuo pe éhobev, ¢ile wov, naponicw,

70 VO, 6€ adNyNoouol Kol toily evOOuLeE 1o,

Kol 00D TANPdOo® T dvelpov, Vo o6& einm 10 Tl eldov. P 393
Suvomovtd 1ov Epota, tov Epov kol v kopmy, N 530
mv k6pnv kol 1ov Epotav 100 va xelpoxpatodvial:

oLUVATOVTO LE, PAETEL PE TTPATOV AVTOG EUEVAY,

BAEmel pe mpdtov, kpalel ue: “Aipiotpe, clumwoé pe.”

BAénw, yvopilo tic £vi, cludvV®, TPOGKLVA TOV:

“X1a, un oofnoat,” Aéyet ue, “o€pe 10, Aoylkd cov.” N 535
ko, 0wpd tov Epwrtav, ™y k6pny evipovilm,

enpooeyo 1ov Epwtav, £0atpalo v képny,

€leyo povog koo voov: ““Epag kol £tovtog £ve,

KoL LOVOG METOTAGTTETOL KOL YIVETOL YUVOTKO. N 539
Kol néiy diyo 10 mtepdv: mod kpOPEL 0 TTEPSV TOVL; P 404
"Av 8¢ yuvdlko, TeTEVGOV, TO TPOCMTOV THG KOPNG P 405

vika Ty TAdoty "Epwtog €1¢ TV £00pUOCTIOV:

yuvoixo {koi} 10010 kol Aowrov "Epwtog €vi uitmp,

nAdolg avtig Tpoc Epotav avaioyog vrdpyet-

va {n xoi<n> unmp "Epwrtog, v Afyouv ‘Adpoditny,

Kal VO GUVIPEYT LET aVTOV, daiveTOL VEOV KOL TOALY* P 410
70070 10 TPAYLO T0 BEwp®d Kal Kopdoty <10> PAET®,

N 515 époto P N 516 exeivog P N 517 100 dpoug P 1ov P (cf. E) : 16 N 10 x€pwv] v x€ipav P N 518 do&aplov
apyvpodv P képnv] xe1épnv a.c. P N 519 napéEevov P N 520 eiyev] eine P N 521 névav P N 522-23 einev v képnv
Baotale yuyn un avoreBiter P N 524 an’ éuévav P N 525 iy képnv om. P N 526-27 om. P N 528 cuvonavi®d tov
vépovta tov €pwrto 100 Ppépovg P N 529 om. P P 390-93 praeb. PE: om. N P 393 10! scripsi: ov P N 530 cuvonovid
P (cf. E) : cuvormavta N 1ov "Epov kol v képnv] 10v €pwta g képng P N 531 kai] ug P t0d va xepoxpatodvron] kol
gxelpokporovcov P N 532 Brénet] Aéyer P mp@tov N (cf. E) : npdtog P N 533 mpartov P (cf. E) : t6cov N A0Pectpe N
pe?lwov P N 534 om. P N 535 otd Ch coll. E : agolota N : ¢ P N 536 otiiko Ma (cf. otéxw E) : otiyo N : ofkw P
Bewp® . . . épwra . . . avorpavilw P N 536 post hunc versum PAéno 10 i dvaniaocev 1 ¢Oo1g o koAiov add. P N 537
énpboeya P : npdoeya N €pota P kol ante thv add. P N 538 £tovtoc] nhovtog P N 539 petanidveror P P 404-13
praeb. P E (et partim V): om. N P 407 kol seclusi pfimp scripsi (cf. uiip E) : udpo P P 408 avtiig scripsi : avti P P 409
N supplevi coll. E  ufmp scripsi (cf. pfip E) : pdpa P P 411 10 addidi (cf. myv k6pnv E)
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g poivetol €k 10V Tpayuatog, dyapov diya Adyov.”

Kol <pe> 1o0g 16600 AOYLoUOVE TOVG EAOYOULOYOUNY, P 413
0 "Epag pe Aéyer: “Aiprotpe, PAEneLg v KOpMV TOVTNY; N 540
Tnv BAEneig kol Eevileosor kol v moALd Bovudlers,

£€vi M Podduvn 100 Xpvood Buydtnp BoctAéws,

v 68 VmooyEdny, AiBiotpe, TV 62 £ina Vi 6od dhow-

Kol va v, €rop’ mv <Aowmév>, va v, yopilom cob v,

amhwoe x€pLv, KpATNOE TV KOPNV GTE TMdPO, N 545
kal {foe xpévoug Let otV Kol cuvomdOave vy

Kal o0V TpdynAov dxAttov KAIve tpog €pmtdy ne.”

"Hrovoa Adyoug "Epwrog, GnAdve pov 10 xEpLy,

"Epag thg kKOpng 81det pe 10 x€pLv uetd Bappoug:

Kataold 1ov "Epotav, opud kol tpog Thv Képny, N 550
Kol amd v 1éomy ndoviy €€unvog £yevouny,

£Evumvog peta Bdvartov, uetd moAAng mikplag,

€Eunvog va £xo 6TEVOYHOUG Kol 080VoGg GUETPTTOUG,

£€umvog va dLoYILopot, VO KOTTOUOL £K TOVS TOVOUG.

Tov kfimov dveyvpeva, 1ov Epwtav, thv xépny, N 555
T0 8€vEpM KOl TG X ApLTag TAS EPAETO €£1¢ TOV KTiTTOV:

KOTEKOTTOUNY, ETac)Q, TV VOKTOV ETeBOHoLY,

T0 OGVELPOV MPEYETOV O VOUS OV VO TO BAERT,

70 OO EMOPATOVUNY TO, EULoOLY THY HUEPQY,

TV vokTay glyo Séomotvay, ovyny va u Evipovite. N 560

P 412 post hunc versum aliqua excidisse videtur, de quibus cf. E 659-61 P 413 pe supplevi ex E  €loyopoydunv
scripsi coll. E : éloyopdyouv P N 540 6 om. P A0Bectpe N tovmv P N 541 myv'] av P N 542 abm ante évi add. P
évi P:avet N 100 ... 0vuydmp om. P 100 ante Bacihéwg add. P N 543 eneoyébnv P €yd ante Aifiotpe add. P
Tv—3dow] iva kepdfiong P N 544 lacunam in N e.g. supplevi : ano 100 viv P va v yapio cod mv] xapilw o€ my vd
mv P N 545 kpdtoov P N 547 cov tpdyniov P : cov tpayeiimv N : an 6o tpoyfAov 10 dkAttov? (cf. 6o tpdyilov dxniteg
E) N 549 tiig k0png . . . 10 x€prv] 10 xoipewv . . . g k6png P N 550 €pwta P N 551 t6onv] tocovtmv P N 552 hunc
versum hic praeb. N E V : post N 554 transp. P peta'] ue 1ov P peto moAkig mkpiog] ue v moAlny mxpiov P N 554
komropon P : k6nto N €x] eig P N 555 dveyipevoo P épwta P N 556 3évdpa P 1t0¢ £Brena] ag €Bremov P N 557
Kol €xatexontouny kol €nacyov pet exelvov P inter viktav et €ne®Ouovv lacunam statuit Ch coll. E 681-82, sed cf.
Kototkontduny €nocya thviktay eénebiuovy V. N 558 om. P BAénn scripsi coll. E V : BAéno N N 559 €napotoduny
scripsi : émapatémpov N : émapetifeto P : émopatodpov coni. Wa N 560 adyiy P (cf. EV) :fooyn N un P (cf. E V) : pe
N évrpavilw scripsi coll. E V : évtpavilel P : tpavilet N






