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as a response to other already existing versions.® The story line goes more or less like this:
Two young people, exceptionally beautiful, chaste, noble, often with something mysterious
about their birth, fall fatefully and inextricably in love. Their initial meeting often takes place
during a religious festival. So intense is their love that it presents itself as an illness and even
threatens the protagonists’ lives. However, the consummation of this love, and thus the
happiness of the lovers, is threatened by a number of what seem to be insurmountable
obstacles and ordeals. They are forcibly separated, to meet up again by an unexpected turn of
events, only to be separated again. The life and chastity of the lovers comes under threat on a
number of occasions. Finally, however, the story ends happily, either in marriage, or in a re-
affirmation of the original marriage.’ Throughout the story the protagonists are in touch with
a particular deity to whom they pray and sacrifice. They believe that this deity, at least in
part, controls their life and is, on the whole, benevolent. On the other hand they see Tyche,

that is, Fate, also sometimes addressed as Fortune, as a force that brings them disaster.

Bakhtin identifies two different types of time as operating in the representation of this basic
plot. The first type consists of two moments of biographical time in the life of the
protagonists: the falling in love, and the final consummation of that love in marriage.
Different from this is the representation of the time of the adventures that occur between
these two moments, in the gap, as it were. Bakhtin describes this gap as an extra-temporal
hiatus that occurs when a non-human force interrupts the normal course of events in the lives
of the protagonists. The time of the adventures that occur in this hiatus is arranged
technically from the outside to suit the purposes of each adventure, each functioning within
its own time logic. It leaves no trace on the biographical time that has been interrupted. In
fact, there is no reason why there should not be any number of adventures occurring within

this hiatus. These could occur in any order, but they would never have any effect on the

& Morgan, in questioning the premise that literary similarities can be explained in terms of causal derivation,
suggests that resemblances to other genres should be seen as a deliberate self-location of individual authors
within the pre-existing framework of Greek literature (Morgan and Stoneman 1994:2). This could be seen as a
step towards the Bakhtinian view of an author responding dialogically with other texts and genres. The Gospel
of Luke also shares a basic plot with a number of other Gospel texts. Instead of seeing this only in the light of
one text serving as a source for others, it can also be seen as a dialogic response.

? According to Reardon, the happy ending of this type of love story is what distinguishes the Romance from
older forms, such as tragedy and Old Comedy. The latter two reflect civic experience, according to him, while
the Romance reflects personal experience (Reardon 1989:7).
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outcome of the basic story. Each incident works according to its own clock, but were they all
to be added up in the sense of the amount of time spent, the sum would not coincide with
that of the biographical life of the protagonists. When the latter get married they are at the
same age and in the same physical state that they were at the time of their meeting. Neither
the adventures, some of which are simply horrific, nor the passing of time leave any visible

traces on their looks or character.

A number of varying time segments representing the different adventures function mostly on
the basis of random contingency. The individual adventures are usually introduced by a link
word or phrase, like ‘suddenly’ or ‘just at that time’ or ‘unexpectedly’, giving the signal that
the premeditated course of events is about to be interrupted by something that is beyond
human control, such as chance or some deity. Thus people meet or do not meet at a crucial
moment. Words like ‘earlier’ and ‘later’ carry great weight in terms of plot development
(Bakhtin: 1981:92).'°

Because these incidents seem to happen at random, beyond the control of the protagonists,
they cannot be foreseen or forestalled by reasonable, logical analysis and planning. Not
surprisingly, other means of gaining knowledge about individual destinies and the future are
resorted to, adding to the already strong supernatural element of the story. Fortune telling,
omens, legends, oracular predictions and prophetic dreams feature as frequent motifs in the
adventure novel of ordeal. This is tied up with the random and disjointed movement of

adventure time.

Chaereas and Callirhoe in the light of Bakhtin’s adventure time

19 Praeder, in an article that argues for the Greek Romance as the genre for the Gospel of Luke, reacts to and
describes the phenomenon that Bakhtin calls the hiatus that accommodates adventure time. She views the
ancient novel as ordered biographically, the sequence of birth and death narrative-world element being the
same as in ancient biographies. However, she distinguishes between the ancient novel and ancient biography in
terms of the time arrangement within the basic sequence of birth to death (what Bakhtin describes as the hiatus
filled with adventure time) insofar as she sees the sequences in biographies as anecdotal or topical while the
novel gives the impression of chronological order by making use of clearly marked backward references (in the

form of summary citations of other texts) and forward references, such as “then”, “on the next day”,
“immediately thereafter” (Praeder 1981:280).
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Looking at Chaereas and Callirhoe in the light of this description of plot and time
organization one finds that it fits Bakhtin’s general description of what happens in the Greek
Romance. The young protagonists are both nobly born, and endowed with exceptionally
good looks. In their case, though, there is nothing mysterious about their birth.'' They meet
by chance on the way to the temple during a religious festival and are struck by an
irresistible passion for one another. The two sets of parents, although hostile towards each
other, feeling under pressure lest they endanger their children’s lives, as well as pressure
from the crowd, consent to their immediate marriage, which takes place amidst general
public rejoicing. As the lovers are set to live a life of conjugal happiness, a plot to destroy
the marriage is successfully hatched by Callirhoe’s former suitors. Chaereas, having been
tricked into believing that his new bride was unfaithful to him, strikes her and ostensibly
kills her. Callirhoe is laid in a vault. An account of many ordeals for both lovers follows. The
ofdeals take place against the background of a number of foreign countries. The story ends
happily, in spite of overwhelming odds (such as Callirthoe entering into a second marriage),
with a restoration of the original marriage in the protagonists’ homeland. At the end of the
story both Chaereas and Callirhoe appear to be completely unscathed by their ordeals and by
the ravages of time. They are set to simply continue their life of conjugal bliss for ever

after.!?

One could say that the individual ordeals between the beginning and the end of this story
happen in Bakhtin’s extra-temporal hiatus in adventure time. Often they occur unexpectedly
and depend on random contingencies. It is by chance that robbers save Callirhoe from death
in the tomb. It so happens that Dionysius of Miletus has been recently widowed, making him
free to marry Callirhoe. Chaereas is unexpectedly saved from death at the point of

crucifixion. Egypt happens to rebel against Persia just at a crucial moment in the trial that is

! This feature does appear in other adventure novels of ordeal, such as Longus’ Daphne and Chloe and
Heliodorus’ An Aethiopian Story.

2 The fact that Callirhoe leaves her child with Dionysius at the end has been interpreted by Anderson as part of
the humorous treatment of the relationship between Callirhoe and Dionysius, the latter being left with the child
he believes to be his own, and yet abandoned by Callithoe whom he loves (Anderson 1982:14-15). However,
seen in the Bakhtinian sense, the leaving of Callirhoe’s son with Dionysius would fit in with the concept of
adventure time leaving no traces on the protagonists’ biographical time. Chaereas and Callirthoe commence
their life of everlasting bliss in the same state that they were in before the interruption, unencumbered by
anything that has happened during the phase that operated according to adventure time.
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to determine which of the two men is Callirhoe’s true husband. Furthermore, each adventure
functions according to its own time logic. Scenes seem to follow immediately upon one
another, not taking into account any maturational processes. For example, Callirhoe’ child,
new-born in one scene, is suddenly a bigger child in the scene in Babylon, accompanied by a
pedagogue. The story does not give the impression of years having passed between the
scenes (Cf. Chaereas and Callirhoe I1l. 8§ and V. 10).

In line with Bakhtin’s perception of the link between adventure time and the supernatural
element, the latter is heavily represented in this story. There is interaction between the
supernatural and the life of mortals throughout. During her ordeals Callirhoe is in constant

. communication with Aphrodite, the goddess she depends on to save her. She prays to her and
reproaches her, while sending bitter accusations to Fortune as the cause of her troubles. She
responds to a dream, acting in obedience to a vision of Chaereas at a particularly decisive
moment in her life (Chaereas and Callirhoe I1. 9). On the other hand we see gods, and evil
forces in the form of suitors and robbers, initiating most of the action. It is Eros who sets the
plot in motion. Aphrodite and Fortune play their part. The third person narrator
acknowledges their existence and their power, making it clear that these gods do not exist

only in the minds of the characters.

But Fortune was minded to do something as cruel as it was paradoxical: Chaereas
was to have Callirhoe in his possession and fail to recognize her; while taking others’
wives on board ships to carry them off, he was to leave his own behind ... as spoils
of war for his own enemies. But Aphrodite thought this too harsh ... having harassed
by land and sea the handsome couple she had originally brought together, she
decided now to re-unite them (Chaereas and Callirhoe VIIL 1)

Abstract-alien space in the adventure novel of ordeal
Bakhtin’s description of the type of space that is needed for the events that function

according to adventure time is as follows. As the events are initiated either by Chance or

some other deity, happening either through random contingency or by the whim of a deity, a
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large expanse of space is needed in which the ordeals can take place. Thus one finds a
number of countries and various seas featuring in this kind of novel."® Even though the
names of the countries are familiar, Bakhtin describes the space that features in this type of
story as abstract space. What is of importance for events such as abduction, plirsuit and
escape, is not the particular country in which they occur, but, rather, the question of distance
and proximity. A shipwreck needs a sea, which can be any sea. An escape needs another
country, from which country to which country being unimportant. The adventures have no
essential tie to the country in which they take place. Their occurrence is not dependent on

that country’s social structure, culture or history (Bakhtin 1981: 99-102).

Bakhtin terms the space of the Adventure Novel of Ordeal abstract alien space. Its link with
adventure time is technical and mechanical. It is presented as it is needed for each adventure.
The hero has no connection with it, even when it is his own homeland. It is of no importance
which specific country that homeland happens to be. The alien quality of this type of space is
necessary for chance or other outside forces to take their free run. Any closer connection
between the hero and the space in which he finds himself, or any organic link between time
and space, would bring with it its own laws and thus limit the random movement of non-

human forces as the initiators of the adventures (Bakhtin 1981: 101-102).
Abstract-alien space in Chaereas and Callirhoe

The action in Chaereas and Callirhoe takes place over a vast expanse of space, stretching
from Syracuse to Babylon and back. The three principal locations, excluding the homeland,
Syracuse, are a country estate near Miletus, the Persian King’s palace in Babylon and the
whole battle area in the war between Egypt and Persia, both on land and sea. On a smaller
scale there are Callirhoe’s quarters, the tomb, on board ship, the shrine of Aphrodite, the
Queen of Persia’s private quarters and others. Bakhtin’s notion of distance and proximity

plays a great part in this story as the protagonists move across these spaces. Callirhoe is

1 The expanse of the ancient Mediterranean world is the backdrop for a number of genres in antiquity,
beginning with Homer. Burridge notes it in ancient biographies, even expanding it as far as Scotland (Mons
Graupius) in the Agricola by Tacitus. The geographical settings are determined by the movements of the
subject of the biography (Burridge 1992:145, 177).
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taken out of the vault (which had separated her from Chaereas) and abducted across the sea
to a distant land, taking her far away from the grieving Chaereas, who is ignorant of the turn
of events. She enters into a second marriage, which makes it impossible for her to retun
home. She is transported across the Euphrates to the Persian King where she is at the centre
of a trial. Here she is unexpectedly brought face to face with Chaereas (unexpected for her,
not for the reader), but is unable to communicate with him. When the Egyptians rebel and
wage war against Persia, she is taken along to the battle area, and is kept on the island of
Aradus. Again, she is taken far away from Chaereas. When things end happily, the distance
across the sea to Syracuse seems short, as there is no distance between her and her lover.
Chaereas covers more or less the same expanse of space as he tries to overcome the distance

between them throughout the story.

One could say that the spaces featuring in this Romance correspond with Bakhtin’s
description of the abstract-alien space that is linked to adventure time. The space for each
adventure is presented as the adventure demands it. Callirhoe’s tomb could be anywhere. She
could have been abducted across any sea, as long as it took her to a foreign country. Her
quarters could be anywhere, as could be the quarters of the Persian Queen. What is important
about Persia, as a country, is that it is much, much further from home and is even more
foreign than Miletus. Also, it opens up the possibility for further obstacles, such as
presenting the Persian King himself as another threat to Callirhoe’s chastity. However, as it
suited this adventure that there should be ordinary communication, there seems to have been
no language problem, or any disparity of religion. The Persian Queen is also a worshipper of
Aphrodite. The war zone is halfway back towards home. One could say that the war episode,
which like other adventures comes about unexpectedly, is brought in for two reasons. First it
interrupts the trial in which the true husband of Callirhoe is to be determined, enhancing the
suspense of the story. Secondly, it provides a scheme within which Chaereas (who cannot
live unless Callirhoe is restored to him) can prove himself a worthy soldier and leader,
someone in whom the Egyptian King puts his trust, and to whom even the Persian King
finally owes gratitude. He claims Callirhoe from this new position of strength, the latter
having been placed in the right location for him to find her. The protagonists cannot be said

to be in touch in any deeper way with the countries they find themselves in. Rather, one
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could say that whoever and whatever features in the adventure is there for the sake of the

adventure itself.

The representation of the image of man in the adventure novel of ordeal

Bakhtin views the representation of the human being in the chronotope of adventure time
and abstract alien space in a particular way. The hero of the adventure novel of ordeal,
according to him, is a private individual rather than a public figure. This is in line with
observations made by Veselovskii, as well as Reardon and Morgan,'* who see the fact that
the Greek Romance stories are about the individual with domestic and private concerns as
one of the fundamental factors that distinguishes this genre from other ancient genres, such

as epic and tragedy.

Bakhtin, however, does not leave it there. While he emphasizes the essentially private nature
of the individual in this kind of narrative, an isolated person, tied up with the most private of
concerns, that of love, which is the pivot of the whole story, he sees this man as behaving
like a public figure on the surface at certain crucial times. Like the public man of the
rhetorical and historical genres, he delivers speeches in the manner of a public account of the
private details of his love life, of his exploits and adventures. Finally, legal procedures sum
up all these exploits and provide a judicial affirmation of the hero’s identity, as well as the
lovers’ chastity and fidelity to one another. It is this rhetorical and judicial procedure,
according to Bakhtin, which defines the unity of the human image in the Greek Romance."
This image, however, stands in contradiction to the purely private content of the story, and
manifests itself as external, formalistic and conventional (Bakhtin 1981:109). One could see

this to be in line with the abstract nature of adventure time and alien space in this type of

chronotope.

1 See Tihanov 1998: 32-33 (for Veselovskii); Reardon 1989; Morgan 1994: 3.

3 Cf Anderson, who comments on the skilled rhetoric displayed at the trial scenes in Chaereas and Callirhoe,
but does not make the connection that Bakhtin makes in terms of character depiction. Rather, he concentrates
on the comic effect of the mixing of love and fourth century politics. He sees the comic element in the way the
characters are presented, seeing this as functioning like in New Comedy (Anderson 1982: 17-20). One could
conjecture that Bakhtin’s view of the discrepancy between the private nature of the heroes and their public
appearance and confirmation of their thetorical skills could have a comic effect.-
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The distinguishing feature of the hero who moves within the chronotope of this genre is that
he is unchanging. Bakhtin calls him passive in the sense that things happen to him, rather
than that he takes the initiative. His actions are in response to the ordeals that befall him,
ordeals that have been brought about by an outside force. All he can do is to endure and try
to survive the ordeal, to endure and not to change his basic identity under the pressure. In
short, Bakhtin sees the ‘distinctive correspondence of an identity with a particular self” as the
‘organizing centre of the human image in the Greek Romance’ In his view this displays a
link with a “folklore that predates class distinction, assimilating one of the essential elements
in the folkloric concept of a man ... ‘a faith in the indestructible power of man in his struggle

with nature and with all inhuman forces’ (Bakhtin 1981:105).%

There are a number of motifs that surround a human image of this kind, motifs that act as
devices to enhance a sense of suspense in terms of an identity remaining true to itself. These
include recognition, disguise, presumed death, subsequent resurrection, presumed betrayal
and a formal test of the hero’s integrity, often in the form of a trial. The theme of the trial
features prominently in the Greek Romance.'” While the trial is usually about chastity and
fidelity, other attributes such as nobility, courage, strength, and sometimes, even intelligence,
are also tested throughout the novel. The novel as a whole can be seen to be conceived as a
test of its heroes, each individual ordeal in turn having the test as its organizing centre

(Bakhtin 1981: 105-6).

16 Anderson notes that the major characters in the ancient novels tend to be lacking everything except
perfection, but that individual authors were abler than others in portraying their characters, The plots are
responsible for this type of characterization, in his view, as the heroes are first, lovers, then intriguers, and
lastly, characters (Anderson 1984: 62-72). He sees Chaereas as a character that owes much to New Comedy
(Anderson 1982: 14). Reardon, in commenting on the characters in Chaereas and Callirhoe, describes the
characters in the ancient novel as “romance types.” The heroine, hapless and beautiful, and the hero, handsome
and rather passive, are the idealized. The other characters are often more realistic, such as the rascally brigand,
the resourceful slave, the faithful friend and the anxious parents (Reardon 1991: 26).

17 Schwartz, like Bakhtin, notes the trial as a recurrent type-scene in the Greek Romance, noting that all five
extant Greek novels, as well as the two Latin novels, contain such scenes. Referring also to Anderson (1989),
she sees these scenes as highlighting the ability to speak a highly rhetorical form of Greek. Schwartz views the
depiction of Persia in Chaereas and Callirhoe, especially in its trial scene, as resonating with the Greek elite’s
experience of some aspects of Roman rule, in spite of the fact that Rome, as such, does not feature in this novel
(Schwartz 2003: 377-8).
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I shall digress for a moment to show how this conception of the individual in a romance with
this kind of chronotope is different to what Bakhtin sees in the other two types of
chronotopes in ancient, novelistic literature. In the adventure novel of everyday life, the hero,
who is also a private individual, goes through a metamorphosis from which he emerges as a
better and more developed person. Metamorphosis is seen as a mythological sheath for the
idea of development. There is development of character in the hero throughout this kind of
novel (Bakhtin 1981: 111-113). This is evident in Apuleius’ Metamorphoses, Bakhtin
describing the hero’s experience leading up to this change as the sequence of guilt,
retribution, redemption, and blessedness (Bakhtin 1981:121). The hero of the third type of
chronotope, that of ancient biography, is a public, exterior person portrayed in the space of
the public square in biographical time. The portrayal is in the form of praise for civic or
political acts (Bakhtin 1981: 131)."8

In contrast to these, the hero in the adventure novel of ordeal is a private individual who
does not change throughout the novel. The ordeals that have been experienced leave no trace
on him or her. As circumstances return to their initial state, life is resumed at the point where
it had been interrupted by outside, mostly supernatural, forces. The achievement of the
individual does not lie in development, but in the successful survival in terms of an initial,

ideal identity. It is publicly judged and acknowledged at the end of the story.
The image of man in Chaereas and Callirhoe

How do the protagonists in Chaereas and Callirhoe feature in terms of Bakhtin’s perception
of the human image in this kind of chronotope? One could be a little puzzled by the fact that
Bakhtin uses the expression image of man and talks in terms of a hero. There are, after all,

always two protagonists in this type of romance, and usually the author gives more attention

to the heroine than to the hero. This is certainly the case here. Callirhoe features as the

'8 Cf Burridge, who, in describing ancient biography, sees the subject (protagonist) and plot as generic features
that play their part in identifying the genre of a text (Burridge 1992: 113). Seeing the overwhelming number of
verbs that refer to the protagonist of the text as one of the criteria of ancient biography, he notes the tendency to
stereotype on account of the encomiastic nature of some of the texts in characterization (1992:148).
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central character, more resilient, resourceful and attractive than her lover.!® While Chaereas
is introduced by comparing him to ancient heroes, Callirhoe is compared to the goddess
Aphrodite herself. If Chaereas had not proven himself in the war episode at the end, one
would have been left with the impression of a weak, untrusting, not very clever, suicidal
character. One could also argue here that Chaereas changes during the course of the ordeals,
the section that operates according to adventure time. From being a weak, suicidal character,
he suddenly becomes a resourceful and courageous general. However, if one looks at him at
the beginning of the story one finds that his suicidal tendency is not a part of his usual
character. It is the overwhelming force of love, a love that was brought about by a
supernatural force, the god Eros that is responsible for the temporary state that could be
mistaken for his character. At the end of the novel, that is, when biographical time sets in
again, he is the same as he is before the interruption that marks the beginning of the events

that operate according to adventure time.?°

There was a young man called Chaereas, surpassingly handsome, like Achilles and
Nireus and Hippolytus and Alcibiades as sculptors and painters portray
them...(Chaereas and Callirhoe I: 1)

One could say that Chariton pulls out all the stops here. The mythical figures Achilles and
Nireus are warriors, known also for their handsome looks while Hippolytus’ beauty was so
seductive that it attracted his stepmother. Alcibiades, a historical figure, was known as a
handsome aristocrat and public figure. The suggestion here is that in Chaereas are combined

the attributes of nobility, overwhelmingly good looks, the prowess of a warrior and the

¥ See Reardon (1989: 18), and Egger (1994: 311F, 43 n, 1), who suggest that the original title of this Romance
may well have been Callirkoe. Egger notes the centrality of Callirhoe to this novel, seeing the plot built around
her (Egger 1994:36). Haegg, on the other hand, points out that, according to the only complete manuscript of
this novel, the title is Erotic Tales about Chaereas and Callirhoe (Haegg 1983:6). He also refers to the heroine
as the main character in these novels, taking the view that Chaereas is a pale and insignificant person next to
Callirthoe (Haegg 1983: 96).

20 Egger suggests that Chaereas redeems himself at the end of the novel to prove himself worthy of Callirhoe
(Egger 1994: 35). The word redeem suggests that there was a loss of what Chaereas was to begin with, which
would support the idea that the character is essentially unchanging, even though he manifests himselfin a
different mode during the period operating according to Bakhtin’s adventure time. If one were to compare this
to Apuleius’ The Golden Ass, an example of the adventure novel of everyday life, according to Bakhtin, the
protagonist of the latter undergoes major changes throughout the novel, ending as a different, maturer character
to what he was at the beginning.
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capability of a public figure. A paragraph later, Chaereas, the idol of the young folk, walking

home from the gymnasium meets Callirhoe on her way to the temple.

Chaereas, so stricken, could barely make his way home; he was like a hero mortally
wounded in battle, too proud to fall but too weak to stand ... but when [he] began to
waste away bodily, he found courage ... to tell his parents that he was in love and
would die if he did not marry Callirthoe (Chaereas and Callirhoe 1:1).

We see Chaereas for the greater part of the story in this miserable mode. However, this is
solely the result of his love for Callirhoe without whom there is no life for him. Even his
misguided jealousy at the beginning can be explained by this. The suicidal state is a sign of
constancy, a sign of being true to himself and his ‘promise’. Even his participation in the
war, which then brings his true character to the fore, is motivated by a suicidal wish, which
can only be put aside once Callirhoe is restored to him. There is a great deal of suspense in
terms of Chaereas remaining true to his identity as one wonders whether he will recover in
time. Although there are a couple of formal trials in this story, Chaereas’ real trial is the long
run of events that give him no hope of being re-united with his love. The novel ends with his

initial identity intact, now visible as the blanket of his suicidal misery has been lifted.

Turning to Callirhoe:

The Syracusan general Hermocrates, the man who defeated the Athenians, had a
daughter called Callirhoe. She was a wonderful girl, the pride of all Sicily; her
beauty was more than human, it was divine, and it was not the beauty of a Nereid or
mountain nymph at that, but of the maiden Aphrodite herself. Report of the

astonishing vision spread everywhere ... (Chaereas and Callirhoe 1:1).

Chariton takes pains to emphasize that Callithoe’s beauty is divine. This is confirmed again
and again as people’s first impulse is to worship her, mistaking her for Aphrodite. As the
latter sometimes appeals to her father Zeus, for help, so does Callirhoe appeal to her

powerful father, Hermocrates, in her dire moments, be it only in thought. A further
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comparison could be seen in the fact that a statue is made of Callirhoe in the temple of
Aphrodite.?! For all her smittenness on account of Chaereas, Callirhoe always retains some
sort of independence. Unlike Chaereas, she is too proud to draw her parents into her
confidence when she falls in love. Furthermore, she is prudent enough to know that it is not
wise to always reveal the whole truth to a man. She does not tell Dionysius that she is
carrying Chaereas’ child. Not even with Chaereas at the happy reunion at the end is she

completely open as she slips a note for Dionysius to the Persian Queen.

This was the only thing she did independently of Chaereas; knowing his jealous

nature, she was anxious to prevent him learning of it (Chaereas and Callirhoe

VIIL 3)

This kind of deceit could seriously call into question Callirhoe’s character in terms of the
ideally chaste and upright nature of the heroine of the Greek Romance. One might argue that
she has not withstood the test. Nor would she seem to pass the test of chastity and fidelity to
Chaereas when she marries Dionysius. In fact, Chareas reproaches her bitterly when he hears
about it (“Faithless Callirhoe! Wickedest of all women!” (Chaereas and Callirhoe IV: 3)).
Yet the novel ends with her character, her beauty and her reputation completely intact. Her
second marriage and her deceit towards Dionysius is explained and justified by the fact that
she does this in obedience to a vision of Chaereas in a dream to save the life of his unborn
son. Her note to Dionysius can be seen to be justified by a good motive out of a sense of

gratitude to the man who had been her benefactor.”

2! Egger views the frequent comparison of Callirhoe with Aphrodite specifically in the light of eroticism, in line
with the beginning of the novel where a love story (preparing the reader for a particular kind of story) is
announced. She also associates the bathhouse scene, in which Callirhoe is gazed at by various female slaves,
with the statue of Aphrodite of Cnidus (citing Hunter 1994), seeing this scene as deliberately setting the
atmosphere for a new sexual encounter (Egger 1994: 38). Haegg is of the opinion that the author evokes a
mental image in the reader by comparing Callirhoe to statues of Aphrodite that everybody has seen in the
sanctuaries and public places. He sees it as a technique to obviate the need for book illustrations (Haegg
1983: 7).

%2 Anderson, commenting on the Chariton’s technique of dramatic irony, sees the character, Dionysius, duped
by Callirhoe into a bigamous marriage, in the light of the father in New Comedy who finds himself in
competition with his son (Anderson1982: 15). One could see the fact that Callirhoe emerges with her virtue
intact at the end of the story as an extension of the irony, supporting Anderson’s claim of the comic nature of
this romance.
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It seems that in the case of Callirhoe, beauty is linked to goodness and intelligence. Seen in
this sense, her identity remains intact throughout. She is worshipped as a goddess who is
above human law on account of her beauty. Her beauty never falters and never fails to attract
love from both men and women. Conversely, she is generous and kind to everyone. Even
though she is twice married and has borne a son, she is always presented as someone who
has been untouched. She is even associated with Artemis, the virgin goddess, at the
beginning and near the end of the story (Chaereas and Callirhoe V1. 4). Having left her son
behind with Dionysius, she resumes her marriage with Chaereas at the end, to all intents and
purposes in the same state as she was at the‘beginning. The novel ends with her kneeling at

the feet of the statue of her patron goddess, Aphrodite.

In terms of Bakhtin’s perception of the essentially individual hero acting like a public figure
at crucial moments, one need only look at the various trials and public meetings in this
novel, which are witnessed by huge crowds. Many people again and again witness
Callihroe’s beauty wherever she goes. All of this culminates in Chaereas’ final, public
account to the people in his homeland. Everything is approved of by the crowd of their home
country, the lovers’ private integrity being publicly affirmed in a scene that is characteristic

of the love of spectacle in the Greek Romance as a whole.

Motifs in the adventure novel of ordeal

Bakhtin calls the different elements that make up the plot “motifs” (Bakhtin 1981:87).
Noting that, like the plots, the motifs of the different romances are essentially the same, he
stresses that none of them is new. All of them appear in one or other ancient genre. So, for
example, one would find the motif of first meetings with the flare-up of passion that results
in intense despair in Hellenistic love poetry. Storms, shipwrecks, wars, and abductions are to
be found in ancient epic, recognition or non-recognition is part of ancient tragedy, public
speeches and religious and philosophical discussions are part of rhetorical genrés, while

descriptive motifs had already been developed by Herodotus in his Histories.” What is new

* Classicists would add New Comedy to the list of genres in which many of the motifs of the Greek Romance
can be found (Anderson 1982:2-6; Reardon 1989:7).
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about them is that they are all combined in the Greek Romance in a syncretism of genres
resulting in a genre that has, amongst other things, an encyclopaedic quality about it. As the
motifs enter the chronotope of adventure time and alien space, they are subsumed by it and

assume a new character and function (Bakhtin 1981:89, 97).

The most chronotopic of all motifs, according to Bakhtin, is that of meeting. The temporal
marker “at the same time” is inseparable from the spatial marker “in the same place”.
Meeting being at the core of all human interaction, there are also more formalized meetings
in social, civic and religious life, such as diplomatic encounters, trials and religious rituals.
There are a host of other motifs that are connected to the motif of meeting, such as parting,
escape, acquisition, loss, marriage, recognition. As is the case with the concept of the
chronotope, the concept of meeting is abstract and cannot exist in isolation. In the adventure
novel of ordeal it enters, like the other motifs, as a constituent element of the plot into the
concrete unity of the work as a whole, and becomes part of the chronotope of adventure time
and abstract alien space, taking on the emotional evaluation of the context of whichitisa
part (Bakhtin 1981:97-8). The motif of meeting often performs architectonic functions in a
plot. It can serve as an opening, as a culmination or as a denouement. It can also take on
symbolic functions, the place where the meeting takes place often reflecting the power
relation within that particular meeting. A meeting on the road, for example, is free of social

and governmental hierarchical constraints and allows anyone to enter or exit.

The motif of meeting in Chaereas and Callirhoe

It is not difficult to trace the motif of meeting in Chaereas and Callirhoe. One could say that
the whole plot hinges on meeting, non-meeting and almost-meeting. All the above-
mentioned motifs can be found in this story. The following places of meeting serve to
demonstrate how they reflect power relations. Chaereas and Callirhoe meet for the first time
in the street, which puts them on an equal footing, outside parental arrangements. The fact
that it happens during a festival for Aphrodite serves to underline the strength of their
passion. Furthermore the meeting on the street is a signal for the state of constant travel that

awaits the lovers. The tomb as the place of encountering the robbers shows Callirhoe
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stripped of her social status as no one counts her among the living. She is thus completely at
the mercy of the robbers. Dionysius first meets Callihroe at the shrine of Aphrodite, which
not only enhances his passion, but also prevents him from taking advantage of her. On the
other hand, once she meets him in his own establishment, he is in command and her chastity
is under threat. Apart from the Persian court providing a sense of excitement, it also serves to
emphasize the importance of the love story and the superlative extent of Callirhoe’s beauty,
important enough for the Persian King to hold a trial and fall a victim to love. Here the
lovers are at the mercy of a mighty foreign power. When Chaereas finally finds Callihroe on
the island, Aradus, she is his prisoner and completely at his mercy. The final great meeting
of all the people at home, as they witness the lovers, provides safety and sanity, the lovers

being restored to each other on equal footing.

The chronotope in the Gospel according to Luke

On the face of it, there are several objections one might make to a comparison of the
chronotope of the Gospel of Luke to that of the Romance text in the light of what has been
discussed above. First, instead of a plot line describing the movements of a romantic love
story showing a particular section of the life of two protagonists, the Gospel is a story about
the movements of a single protagonist stretching from before his conception beyond his exit
from this world. Secondly, the narrator of Luke does not give the impression that things
happen by chance, or that the individual incidents are based on random contingency. Thirdly,
one could say that that the limited space of the Roman Provinces in Palestine can hardly be
compared to the vast expanse of the space utilized in Chaereas and Callirhoe. 24 1 shall begin

by addressing these objections.

In using the plot and the motifs to describe the chronotope of the Romance, Bakhtin makes
the point that a particular kind of plot, namely one that consists of a number of adventures
that are linked up in a particular way, the adventures themselves consisting of a set of motifs
that are shared by the various examples of the adventure novel of ordeal, is typical of the

chronotope of adventure time and abstract alien space. If one is to look at the plot of the
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Gospel of Luke and set aside the romantic love story for a moment, one still finds an
extraordinary number of elements that correspond with Bakhtin’s description of the
adventure novel of ordeal, elements that can also be found in Chaereas and Callirhoe. As in
the case of the Romance, the Gospel shares its basic plot with that of stories by other writers.
As in the Romance, the protagonist is in constant movement from one place to another in
response to an outer force. In the Romance the mission is to be re-united to the loved one,
while Jesus fulfils the will of his heavenly father in the Gospel, moving to reach the people
to whom he must proclaim the kingdom of God. Motifs that appear in both the Gospel and
the Romance include mysterious circumstances of birth and tokens to verify identity,25 the
empty tomb, crucifixion, restoration from the tomb, non-recognition, legends, shipwreck,
miraculous escape, public speeches, prophecy, the crowd as witness, loss, betrayal, the trial,
wrongful accusations, and rrieeting. While the protagonists of the Romance have to survive
one adventure after another in their effort to be re-united, the protagonist of the Gospel has to

contend with evil forces that conspire against him in the completion of his mission.

As is the case in the Romance, the Gospel plot is made up of many varying episodes and
incidents. If one is to see the individual ordeals in the Romance as organized to test the
integrity of the character of the protagonists, one could venture to say that the question of
Jesus’ identity, whether he performs miracles, casts out demons, answers the Pharisees, or
appears to his disciples after resurrection, is also at the core of the individual incidents in the
Gospel. Bakhtin draws attention to the way many of the different ordeals in the Romance are
introduced by the linking words, like “suddenly”, “unexpectedly” and “just at that time”.
One could compare this to the linking words that connect the episodes in the Gospel, like
“after this”(Lk 10: 1, 8: 1, 5:27), “once” (Lk 9: 18), “just then” (Lk 8: 41), “as he was
praying” (Lk 9: 29), “as they were walking along the road” (Lk 9: 57), “while he was still
speaking” (Lk 22: 47), “at that time” (Lk 13: 1, 13: 31), and others. In both cases these
words signal either an interruption or a gap between incidents, incidents that function

according to Bakhtin’s adventure time, each in its own time logic. A major gap in the Gospel

2% However, there is a Greek Romance that is also set in a smaller space: Daphne and Chloe by Longus, which
is set on the island of Lesbos.

%% The angel says to the shepherds, “This will be a sign to you: you will find the a child wrapped in bands of
cloth and lying in a manger.” (Lk 2: 12).
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could be seen between the end of Luke 2 and the beginning of Luke 3, at which point the
story is connected in a pastiche-like manner. Jesus’ deeds as a man begin here, in a sense
constituting the beginning of the plot in terms of the mission he fulfils, while the content of
Luke 1 and 2 can be seen as an elaborated, lengthy parallel to the beginning of Chaereas and
Callirhoe, where the heroes’ origin is given in a much shorter form. Biographical time can
be said to function briefly in Luke 1: 5-10, adventure time setting in at the point when the
angel Gabriel appears to Zechariah (signaling the beginning of the divine intervention), to
function until Luke 24:36, when biographical time is resumed. Like the heroes in the
Romance, Jesus appears unscathed by all the suffering that he has been through at this point.
He does have the marks on his hands and on his feet (Lk 24:39-41), but these are there for
the purpose of verification. There seem to be no other signs of the physical maltreatment he

has received from the soldiers. He then goes home to his father in Heaven.

The difference between the linking words ‘suddenly’, ‘just at that time’ and so forth in the
Romance®® and the linking words, ‘after this’ and ‘at that time’ in the Gospel, is that the
former are characteristic of the role that chance and random contingency play in the ordeals
of the Romance, while the latter do not, as a whole, have that connotation. This brings me to
the second possible objection, namely that the Gospel narrator does not give the impression
that the incidents in this story come about by chance, on which Bakhtin places such
importance in his description of adventure time. However, what matters in the Romance is
not so much whether it is chance, Eros, Aphrodite or Fortune that direct the adventures of the
heroes. What matters is that super-human forces intervene in the lives of the heroes and
control the events; that the initiative does not belong to the human protagonists. In the
Gospel this is also the case. The supernatural element is enormous. Each incident in Luke 1
and 2 is initiated by heavenly intervention setting the story in motion. The introduction to the
adult Jesus functions in accordance with a deliberate time logic that is needed to link up
supernatural incidents, occurring in different places, to each other, emphasizing the overall
supernatural intervention. The same kind of time logic takes place in the passion narrative
where, as for example, a particular number of hours are of great importance. Many other

incidents are presented one after another, introduced by the linking phrases discussed above.

%6 They do occur in the Gospel as well but to a lesser extent.
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All this, however, happens within the overall movement of the journey, a geographical
journey as well as a journey through time, which Jesus follows in response to his heavenly
father’s will. The story ends with his ascension to Heaven by supernatural means. The
journey can be compared to the journey of the lovers in the romance, also controlled by a

deity, also returning the protagonists to their homeland in the end.

Apart from the Lord God of Israel, who is never directly presented but who is shown to be
the instigator of the action as a whole (e.g. Lk 1: 19, 1: 28-38, 3: 22, 9: 35), there is the angel
Gabriel (Lk 1: 11-19, 26-38), a host of angels (Lk 2: 13-5), and the “two men in dazzling
white” at the empty tomb (Lk 24: 4). Furthermore, there is the Holy Spirit (invisible), which
enters people (Lk 1: 41, 67), rests on them (Lk 2: 25), and leads Jesus to the wilderness (Lk
4: 1). In opposition to the heavenly forces are the many demons that Jesus casts out, as well
as the devil that presents Jesus with the first temptations, placing him on the pinnacle of the
temple in Jerusalem by supernatural means (Lk 4: 3-13). As the suitors in the Romance
function as an evil force in Chaereas and Callirhoe, so are the Pharisees, Sadducees, and the
people who bear false witness against Jesus presented as an evil force that opposes his
mission. The supernatural element in the Gospel is not confined to beings. There are also
occurrences that come about by supernatural means, occurrences that cannot be explained by
human logic. Apart from the healings, casting out of devils and the performance of the
miracles by Jesus himself, there is the conception of John the Baptist, the conception of
Jesus, the voice from heaven at Jesus’ baptism, the Transfiguration, and Jesus’ resurrection

from death and his ascension to heaven.?’

Looking at the non-human forces that intervene in the lives of the heroes in the Romance in
the light of the supernatural element in the Gospel, I would like to suggest that the two are
not as different as they seem to be at first. What Bakhtin refers to as chance and random
contingency, could be interpreted to be what things looked like from the view of the
protagonists, the stress being on their lack of control over the turn of events. In fact it

becomes clear near the end of Chaereas and Callirhoe that the patron goddess, Aphrodite,

%’ The supernatural element is more extreme in the Gospel than in Chaereas and Callirhoe. However, later
Greck Romances, like Leucippe and Clitophon by Achilles Tatius, show an increasing amount of this element.
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exercises the main control, Her opponent is Fortune or chance.”® The difference between the
two stories is that the protagonist in the Gospel is consciously aware of the divine control to
which he responds willingly and which is spelt out, while the lovers in the romance worship
Aphrodite as the one who is in control, but are afraid that she withdraws her protection and
abandons them to Fortune, which she does for some of the time.?’ However, this difference
does not affect the way adventure time functions. In this sense it functions similarly in the
Gospel to the way it functions in the Romance. Each incident works according to its own
time logic that is technically imposed on it, lacking an overall organic, maturational

development.

Similarly, one could say that space in the Gospel is technically arranged to suit whatever is
needed for a particular episode, bringing me to the third objection. Can there be a
comparison between the vast expanse of space that reaches across the sea and various
countries in the romance with the relatively small area that the Gospel is confined to? I
would like to suggest that the difference is one of scale only. In essence many of the same
movements occur within the two spaces. Like the protagonists in Chaereas and Callirhoe,
Jesus is constantly on the move. While Chaereas moves to lessen the distance between
himself and Callirhoe, Jesus moves to reach the people to whom he must proclaim his
message. He crosses provincial borders as opposed to national ones. Although he does not
cross a sea as vast as the Mediterranean, he crosses the Sea of Galilee on several occasions
(not in a ship, but in a small boat) and effects a miraculous escape from a potential
shipwreck (Lk 8: 22-5). While Callirhoe crosses the Euphrates, entering a foreign land where
her chastity will be put under threat by the Persian King, Jesus crosses the Jordan, going into
the wilderness where his integrity is threatened by the devil. At a certain point he moves
towards J erusalenﬁ in order to complete his mission. Although Jerusalem is not Bethlehem

where he was born or Nazareth where he was raised, it can, nevertheless, be seen as the

28 See Robbins, who, in the context of comparing the element of self-praise in Luke with that in Plutarch’s
Alexander, writes “...self-praise is acceptable if the one praising himself does not claim all the credit but gives
credit to God or “Chance.” (Robbins 1981: 303). Robbins, placing this aspect of the Gospel somewhere
between Hellenistic biographical Jewish writing (Josephus), and Graeco-Roman historical biography
(Plutarch), thus equates the function of God in the Gospel to Chance in the Graeco-Roman biography.

% Interestingly, although this sense of abandonment does not appear in this particular Gospel (Luke) it does
actually feature in Mark 15:34, as well as in Matthew 27:46.
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closest to what is possible as a homeland in this world. It is the central place where his
heavenly father is worshipped. The first heavenly intervention takes place here at the
beginning of the story when the birth of Jesus’ forerunner, John the Baptist, is announced.
Furthermore, Jesus is brought to the temple where Simeon and Anna prophesy his future,
and he refers to the temple as ‘my Father’s house’ as a twelve year old (Lk 2:49).

The difference in scale is thus not a stumbling block in a comparison of the space presented
in Chaereas and Callirhoe and that of the Gospel. Rather, the scale of the space in each case
is linked to the supernatural dimension. While the space of the Romance is vast, it is
confined to areas where Aphrodite, the principal goddess in this story is worshipped. This is
the common factor that links up the characters in the story, regardless of which country they
find themselves in. The Persian King sacrifices to Eros, and calls to Aphrodite for help
(Chaereas and Callirhoe V1. 2). Whatever other gods were worshipped in these places in
historical reality, there is no mention of them in terms of actual worship in this story.
Similarly, one can say that Jesus moves within a geographical space where the God of Israel
is worshipped as the one supreme god. There is mention of only one Lord. The story begins
in the temple during a religious festival and ends in the temple with the disciples “blessing
God” (Lk 24: 53). Similarly, the story of Chaereas and Callirhoe is set in motion during a
festival of Aphrodite and ends in the latter’s temple with Callirhoe in a posture of worship
thanking the goddess (Chaereas and Callirhoe VIII. 8).

While Bakhtin maintains that the large expanse of space in the Greek Romance is necessary
for chance to have its free run, one can say that the space of the Gospel is large enough for
the God of Israel to effect his plan through the protagonist, J esus.’® However, here, too, as in
the Romance, one sees space presented technically as it suits each episode, such as, the
sanctuary, at Bethlehem, in the synagogue, in the river Jordan, on a mountain, in a house, at
table, and on the road. In effect space in the Gospel functions according to Bakhtin’s concept

of abstract-alien space.

3% Here, too, one could compare it with Daphnis and Chloe by Longus, where the island of Lesbos is large
enough for the deities that ruled over that story (Eros, Pan, the Nymphs).
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In responding to the three possible objections to a chronotopic comparison between the
Greek Romance and the Gospel of Luke I have covered the aspects of plot, time and space
arrangement in the latter in terms of Bakhtin’s theory, as well as in comparison with
Chaereas and Callirhoe. 1 shall move on now to discuss how the protagonist is presented in
the Gospel in terms of Bakhtin’s theory and compare this to how it is presented in Chaereas
and Callirhoe. Following on from there I shall discuss and analyze some of the motifs,

especially the motif of meeting, to see how these affect the discourse of the Gospel text.

The image of man in the Gospel

The identity of the protagonist, Jesus, can be seen as the central theme in the Gospel. Any
suspense that is to be found in this story is tied up with this aspect.’' Bakhtin maintains that
the hero of the Greek Romance does not change throughout the novel, and one can certainly
say the same for Jesus. Whatever he does, and whatever is done to him, there is no change to
be found in his character as a result of it. While the question of identity and the hero’s
achievement in maintaining it is also of central importance in the Romance, in the case of
Jesus there is more emphasis on who he is than on what he is. The test as it is presented in
the episodes concerns proof of that identity. One could say that this is also the case in the
Romance, but here the suspense is about whether the hero manages to keep certain character
traits intact throughout all the ordeals. In the Gospel, the suspense centres on the identity of
the character itself. Both texts present the protagonists as characters that are extraordinary by
virtue of certain qualities that they possess from the very beginning. In the Romance the
qualities are unusual beauty, nobility, courage, chastity and faithfulness. The Gospel shows
Jesus as being extraordinary by virtue of the events surrounding his birth, the prophecies that
are uttered about him and the display of childhood wisdom beyond his years. But it is the
way he projects the ideal of goodness, which could be seen to be god-like, and his
performance of miracles that inspire admiration, fear, awe and love in the crowds. Every

episode in the Gospel goes towards proving this identity, heavily supported by the angels,

3! In Chapter 2 of this thesis, I give an account of Bakhtin’s description of the Menippean hero, who is the
embodiment of an idea. This type of character is faced with many ordeals against which he struggles to survive
in terms of his personal identity. The test of the character constitutes the test of the idea he embodies (Bakhtin
1984:135).
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supernatural occurrences, like the Transfiguration, his resurrection and his ascension, and by
what he does and says about himself. Even the narrator, who for most of the story keeps a
narratorial distance, referring to him as Jesus, leaving it to the characters to utter who he is,

tefers to him as the Lord at a particular stage (Lk 22: 61).

Bakhtin sees the hero of the Greek Romance as a private person who at certain times
behaves like a public person, this combination giving a quality of abstractness. This is played
out in Chaereas and Callirhoe where we see the protagonists in their personal love story and
agony as private persons while appearing in public and giving a public account of their
personal life, so that their identity can be publicly authenticated. Jesus, too, is a private
person. He is not bomn or elected into a public position in the establishment of the country
within which he moves. Nor does he ever enter that establishment. His struggles are
essentially private. Like Callirhoe, he is in constant communication with the deity that
controls his life. Occasionally he goes off to pray by himself, even withdrawing from the
disciples (Lk 22: 41-4).%?

Like the heroes in the Romance, Jesus behaves like a public person at crucial moments. He
does not give an account of his private life, but he displays some of the contents of his
mission when he preaches to crowds, heals the sick and teaches his disciples. At the formal
trial, however, he does not behave like the heroes of the Romance at their final trial. In fact,
his trial could be compared to an intermediary trial, like the one at the Persian court, in
which Callirhoe and Chaereas have to appear in front of a foreign authority, to whom they
owe no allegiance, but at whose mercy they are. Jesus appears at his trial as a private person
but gives no account of his life, which makes for a great deal of suspense. In fact, he passes
this test in terms of identity. He does not recognize the authority of this court, his allegiance
belonging to the authority of his heavenly father. Furthermore, to be condemned by this
court is part of his mission in terms of the heavenly plan (Lk 9: 21-2, 18:31-3). At this point,

*2 See, for example Soards who, in the context of thought and content in the Lucan passion narrative, using a
combination of literary and source criticism notes that Jesus is absolutely steadfast during his passion (Soards
1990: 92) (author’s italics).

33 One could see the disciples in a parallel role to that of Polycharmus in the Chaereas and Callirhoe, except
that Jesus is a more powerful personality than Chaereas, and Polycharmus does not display any character traits

of his own other than being Chaereas’ constant supporter.
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however, his supporters are plunged into despair in terms of his identity, in terms of him
being who he has been to them throughout the story thus far. In a dramatic turn of events he
passes this test as well by his resurrection and ascension. We are thus left with a happy
ending, the protagonist having returned to his home, reunited with his heavenly father. There
cannot be a public authorization in worldly terms at the end, as is the case in the Romance,

because Jesus is not in his true homeland until he has returned to heaven.

Discursive function in the motif of meeting in the Gospel

It has been mentioned earlier that the Gospel story is set in a space that covers the
geographical area in which the God of Israel is worshipped. In terms of time it is setin a
historical period when the people in this area were in subjugation to a foreign power that did
not worship this god, the implication being that this worship may have come under threat.
Before examining some of the individual examples of the motifs of meeting to show how
they are a constitutive element of the discourse that underlies this sfory, a preliminary

observation may be made.

In the prologue of the Gospel the narrator conveys that there are other versions of the story,
that hie has made thorough investigations, and that he is confident that this account is a
truthful one of how the set of events took place. In other words, in Bakhtinian terms, his
story will be a response to other versions and will have in mind possible future responses,
responses that may question his version, or simply be divergent accounts. This may be the
reason for the strong discourse of legitimization that runs throughout this Gospel. The
legitimizing element can also be seen to reinforce the presentation of the start of a religious
movement. Embodied by Jesus, this movement diverges from mainstream Judaism while
making the claim that it is legitimately grounded in it. The motif of meeting is constitutive of

this discourse.

While the historical-geographical context of the story is that of a Roman province, the story

shows Jesus, who is called the Son of God by the angel Gabriel, come into this world as a
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result of divine intervention. He comes to meet with God’s people™* to proclaim the good
news of the coming kingdom of God. Although God himself does not appear, sending his
emissaries, Gabriel, the Holy Spirit, the voice from heaven, and Jesus, his presence is felt by
virtue of the frequent supernatural interventions that take place. The initial divine
intervention signals a major change for the people involved, just as the intervention by Eros

and Aphrodite signals an impending crisis for the protagonists in Chaereas and Callirhoe.

In the chronotopic arrangement in the Gospel, the individual motifs of meeting constitute
what could be seen as a mainstreamvor traditional line and a divergent, new line. Thus, when
the first divine intervention takes place between the angel Gabriel and Zechariah to announce
the birth of John the Baptist who is to herald in Jesus (Lk 3: 16), there is no question that this
meeting is firmly rooted in mainstream Judaism in adherence to the Hebrew Bible. The time
is during a religious festival at the offering of incense. The place is the sanctuary in the
Jerusalem Temple. Multiple intertextual associations legitimize this incident in terms of the
patriarchs and prophets of the Hebrew Bible.” Zechariah is a righteous priest performing a
sacred duty. The sign that is witnessed by the crowd outside to show that divine intervention
has taken place is Zechariah’s temporary loss of speech. Thus there is a heavily legitimized
anchor into the mainstream religion at the announcement of the impending birth of John the

Baptist, who is the forerunner of Jesus.

The first divergence in terms of the chronotope of meeting is when the conception and birth
of Jesus is announced. The angel Gabriel meets with Mary privately in Galilee, not in the
Temple or even in a synagogue, and at no significant time in terms of religious festivals. In
this case he announces something even more amazing (directly to the mother) than on the
previous occasion. Mary, a virgin, will conceive as a result of the Holy Spirit coming upon

her, and bear a son who will be called the son of the most high (Luke 1:31-5). There are no

34 As they are represented in the Hebrew Bible.

33 Chapter 3 of this thesis, which explores the intertextual relations between the Gospel of Luke and books of
the Hebrew Bible, discusses the annunciations of John and Jesus in detail in this regard. Suffice it here to say
that this intertextual engagement with the books of the Hebrew Bible maps out the spiritual space, in the
context of which the geographical-political space of the Gospel of Luke functions.
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witnesses, either during the meeting or afterwards. If it were not for the angel Gabriel, whom
the reader has seen in operation before, linking up Mary with Elizabeth, whose pregnancy
has been so carefully legitimized, there could be doubt about which supernatural power this

announcement has come from.

Any possible remaining uncertainty as to the divine origin of the conception of Jesus is
dispelled when Mary meets with Elizabeth as a private individual in the latter’s house. The
time is when Elizabeth is in her sixth month of pregnancy while Mary has only recently
conceived Jesus. Elizabeth, filled with the Holy Spirit by virtue of the unborn John
responding to the unborn Jesus, recognizes that Mary is the mother of my Lord (1:41-3). This
is the sign that divine intervention has taken place, and Elizabeth, a descendent of Aaron,
witnesses it. Thus we have a linking up of the divergent chronotopes that contain the

announcement of the two births, with the legitimization of John being extended to Jesus.

The birth of Jesus takes place outside any location tied to the religious establishment, and at
a time that is not bound to a specific religious festival. An angel and the heavenly host
authenticate it to the shepherds. The shepherds witness it and the sign is a child wrapped in
bands of cloth lying in a manger (Luke 2:12). However, Bethlehem as the city of David, the
greatly revered progenitor of the kingly line, implicitly legitimizes the event in terms of
scripture. This effect is strengthened by the fact that the angels appear to the shepherds in the
field, reminding us of David’s origin as a shepherd. Earlier we have been told that Joseph,
Mary’s husband, is of the line of David (Lk 1: 27). The effect of this chronotope is that while
Jesus is born outside the religious establishment of his time, the place and timing of his birth
is, nevertheless, not outside the great tradition of King David, which the current priestly
establishment adheres to. Other authentications of Jesus as the Messiah in Luke 1 and 2 are
the reactions of Simeon (Lk 2:28-32), the prophetess, Anna (Lk 2:36-38). The boyhood
incident (Lk 2:43-49), when Jesus shows unusual wisdom for his age, and refers to the
temple as his father’s house, supports the notion of his special identity and purpose. All three
incidents take place in the Temple, the latter serving as a legitimization in terms of

traditional Judaism.
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The first open, divine authentication of the adult Jesus takes place at his baptism when the
voice from above acknowledges him as its son. The sign is the dove. John the Baptist and
people who are also being baptized would be the witnesses, although the Gospel mentions no
reaction from them. The time is the period during which John is preaching. Like a prophet in
the Hebrew Bible he calls the people to repentance. John, who had been so carefully
legitimized within the most sacred place in Judaism, has now moved to the outside to herald
in a new religious leader. Jesus is authenticated by the heavenly voice within this context in
the river Jordan, outside the locations of the religious establishment. But as in the case of
Bethlehem, the river Jordan has connotations that link up with a story from the Hebrew
Bible. It is the river that Naaman is healed in by the prophet Elisha (2 Kings 5:1-14). Not
only is there an association with the biblical tradition, but one could also see itas a
forecasting of Jesus’ role as a healer. Furthermore this association foreshadows Jesus’ words
in the synagogue, which mark the change that will result in the disappointment of some

expectations concerning the Messiah (Lk 4: 16-21).

Jesus first reveals himself in terms of his mission as a bringer of good news of prophet-like
dimensions in the synagogue in Nazareth during a religious service. Although he has moved
further away from the official centre of Judaism out of Judea into Galilee, this meeting takes
place in the context of official religious practice, showing his own involvement with the
mainstream. Within the normal course of the service, he spells out his link to the prophecy of
Isaiah (Luke 4:16-21) and to other prophets who were critical of the people of Israel in their
time. Chased out of the synagogue, he embarks on his work as someone who casts out
demons, as a healer and as a teacher. This takes place mostly outside buildings of religion,
although he does preach in synagogues from time to time, evidencing a continued link with
the establishment. The Transfiguration takes place on a mountain where three of his disciples
witness two characters out of the Hebrew Bible, Moses and Elijah, talking to him about his
coming departure (from this world), to be effected in Jerusalem, and they hear the voice from
the cloud acknowledging him as its son, its chosen one (Luke 9:32-6). Again, Jesus’ identity
and mission is legitimized outside the establishment, not through a priest, but by the voice

and the open link with Hebrew Scripture, the legitimization being strengthened by the place
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where the meeting takes place, reminiscent of the mountain where Moses received the Ten

Commandments.

Whilst the constraints of this chapter prevent a discussion of all the significant legitimizing
incidents of meeting in the Gospel in terms of their chronotopic arrangement, I shall discuss
what I see to be a major chronotope running through the whole story, namely the chronotope
of the road. Not only is it a constituent of the plot itself, as it is in the Romance, inseparable
from the traveling element, but it also embodies a major part of the underlying discourse in
the Gospel. Its function concerning the legitimizing element could be seen to be one of

opposing the chronotope of temple although it is anchored in it.

While the chronotope of the road suggests movement, the chronotope of the temple suggests
stasis. As regards the latter, an analogy can be drawn with Bakhtin’s description of the
chronotope of the castle, a building that symbolizes power and hierarchy (Bakhtin
1981:246). Furthermore, it is saturated with time that has passed, containing evidence of
previous centuries in its architecture, its contents and in its traditional religious practice. Not
everybody is allowed into the Temple, most people are barred from the sacred area, and
whoever enters, does so on the terms of the laws that have been put in place over a long
period. In the setting of the Gospel it is the stronghold of Judaism. Worshippers (including
Jesus’ family (Luke 2:41)), come to it from many places in order to perform sacrificial duties
on religious occasions, especially at the festival of the Passover.*® The priesthood performs

religious ceremonies in this stationary place, adhering to strict rules.

This may be contrasted with the chronotope of the road. The road is open. There are no laws
that prescribe what sort of meeting can take place. It has no protecting or exclusionary walls,
and it leads to many places, the focus being on the future instead of the past. There is no
hierarchy. Thus anyone can come to a meeting there, the meeting can be a chance meeting,

and people can meet on equal terms.

3¢ See the Books of Haggai and Zechariah in the Hebrew Bible for the significant role of the reconstructed
temple for the children of Israel in terms of Yahweh coming to save and dwell among his people.
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Much of Jesus’ healing and preaching takes place on the road, going fo cities and villages at
any given time (Luke 8: 1). This means he goes out to meet people from all spheres of life,
healing and teaching all alike. When the Pharisees, for instance, meet him there to ask him
questions, they move out of their own space of power in the establishment to face him on
equal ground. He moves towards the future, to Jerusalem, where he will complete his
mission. People can, and do, follow him on the road. He sends his disciples out on the road
to many places to proclaim the good news and to heal (Luke 9: 1-6). Finally, after his
resurrection, having explained the full meaning of his mission to his disciples, and having
identified himself as the Messiah, he urges them to proclaim “repentance and forgiveness of
sins in his name to all nations, beginning with Jerusalem.” (Lk 24: 47). One could say that
the road represents the element of the religious movement that diverges from the
mainstream, not only to renew current religious practice, but to include all nations, moving
beyond the borders of the Jewish nation, beyond the borders of the geographical space in
which this story takes place, thus expanding the dominion of the kingdom of God to the

whole world.

On the other hand, it is Jerusalem and the Temple that Jesus is heading for with his large
following, and it is the Temple where the disciples wait to be clothed with power from on
high at the end, claiming their rightful place in it. Jesus’ driving out of “those who were
selling things,” his teaching, and proclaiming the good news in the Temple on a daily basis
{Luke 19:45-8), all emphasize that he is not an outsider proclaiming a new religion, but that
he is grounded in the traditional Jewish religion, his mission being to renew current practice
from within and to proclaim new life, although he moves outside the establishment to effect
this.

The Word as the chronotope of meeting

While the Temple has been presented in the Gospel as the central place of worship in
Judaism where people meet and communicate with God by means of sacrificial ritual, this
narrative also evidences synagogue practice. This is significant in that it is here that Jesus

first reveals himself and his mission to his people. He does this while reading out of
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Scripture (Lk 4:16-27), whereas the birth of John the Baptist had been announced during the
sacrifice of incense in the Temple. Whilst in no way replacing worship in the Temple, in
which the communication between the people and God takes place during sacrifice, worship
in the synagogue uses the space of Scripture for this communication. It is at the site of the
Word that worship takes place and that messages are received. As the word synagogue
(meeting) implies, the actual building is not of importance. Scripture as the meeting place
with God is free from geographical constraints. In this sense one can speak of a chronotope
of the word. Although the Gospel is deeply entrenched in Hebrew Scripture (which I shall
for the purposes of this discussion call the ‘old Word’) from the very beginning and links
itself to it throughout, we are, nevertheless, left with a ‘new Word’ (the Gospel) at the end. I
would like to suggest that the way in which the new Word is anchored in the old Word, but
diverges from it, is comparable to the phenomenon that has been described above in terms of
the movement between mainstream Judaism and the divergence from it as evidenced in the

motifs of meeting.

In the prologue the narrator of the Gospel tells us that the account he is about to present is
based on what is handed down by “eyewitnesses and servants of the word” (Lukel:2). Which
word? Is it the Scriptures as read in established practice, or the word proclaimed by Jesus,
including himself as an embodiment of the realization of the prophesies of the old Word?*’
This is not clear at this point. At the end of Luke 4 Jesus says: “I must proclaim the good
news of the kingdom of God to the other cities also” (Luke 4: 43). This is a prophecy that
has been already legitimized by the prophecy of Isaiah, with which he identified himself
earlier. We have thus a new Word anchored in the old Word. It is the point where the
divergence begins. At the beginning of Luke 5 we see the “crowd pressing in on him to hear
the word of God”’(Lk 5:1). This must be the new Word. All his teaching is based on the old
Word, although he adds new elements into it: his interpretation, his role as the embodiment

of the kingdom of God, and the many parables. The result is the new Word that is constantly

37 See Staley who, in discussing Lk 4: 14-9, points out the many incidences of the word, logos, in opening
scenes in that section (referring to Jesus’ words) as projecting the authoritative voice of Jesus above the
buzzing conversations of ordinary folk. He points out that only in Luke’s Gospel does Jesus “rebuke” the fever
that Simon’s mother-in-law had. Unlike the prophetic utterances even of Mary, Zechariah, Simeon and John,
Jesus’ words will be the very means through which the liberating power of God is activated in human .
experience (Staley 1995: 189).
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justified by the old Word. As the story develops, Jesus himself becomes part of that new
Word to an increasing degree. He mentions several times that his suffering and death will be
part of the fulfillment of the prophecy of the old Word. This‘ is spelt out after his resurrection
again and again. First, the two men in dazzling white remind the women of what Jesus had
told them (Lk 24: 6-8). Then, Jesus himself appears to the two disciples going to Emmaus,
reminding them of the words of the prophets. He does this first as a stranger, verifying it
dramatically as he reveals his identity to them by the sign of the gesture of blessing and
breaking the bread (Lk 24: 30-1). His last address to his disciples before his ascension can be

seen as the culmination of the new Word;

‘These are my words that I spoke to you while I was still with you — that everything
written about me in the Law of Moses, the prophets, and the psalms must be
fulfilled. Then he opened their minds to understand the scriptures. And he said unto
them, Thus it is written, that the Messiah is to suffer and to rise from the dead on the
third day, and that repentance and forgiveness of sins is to be proclaimed in his name
to all nations, beginning from Jerusalem. You are witnesses of these things ...’
(Luke 24: 44-8).

While reiterating that his very being is grounded in Hebrew Scripture, he adds to this
scripture his interpretation, his teaching and the events of his life and death. He puts the
responsibility of disseminating this word on the disciples who have been his witnesses. At
this stage the word is still oral. The narrator of the Gospel claims to present it, as handed
down by the eyewitnesses who are faithful to the word, by writing an orderly account, thus
limiting its potential fluidity to his written account. The word in the prologue is thus
identified as the new Word, the Gospel, which becomes the new chronotope of the word,

where believers from all nations meet to communicate with God.
Conclusion

This comparison of the chronotope of the Gospel of Luke with that of Chaereas and

Callirhoe has shown that there are generic affinities in terms of the use of a specific time
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space arrangement between the two texts according to that part of Bakhtin’s theory. It has
also shown that an investigation using this theory can uncover more than the author’s
technique in simply managing the narrative. By exploring the evaluative component of the
chronotopic motifs, it becomes possible to trace the route taken by various aspects of the
discourse. In this case I have followed the discourse concerning the legitimization of a new
religious movement, which, while recognizing the legitimacy of the official traditional faith,

employs that very legitimacy to legitimize its own divergence from it.



Chapter 2

Bakhtin’s Carnival and the Gospel of Luke

Bakhtin’s notion of a carnivalesque worldview, encompassing a dialogic as opposed to a
monologic sense of truth, could be seen to be at the heart of his approach towards
novelistic writing as a whole. This aspect of his theory is extensively articulated in his
Problems of Dostoevsky’s Poetics (1929). It appears in other writings as well, such as his
essay, ‘Forms of Time and the Chronotope’ (1937-38), and takes on the central role in his
Rabelais and his World (1940), in which Rabelais’ work is analysed in the context of
Renaissance carnival. In describing how the carnivalesque has manifested itself in a
number of literary genres, Bakhtin expresses the opinion that the presence or absence of
this element is the crucial, underlying characteristic that distinguishes the European
polyphonic novel, like that of Dostoevsky, from other, in his view, monologic texts.! As
he views carnival in the light of a central multi-voiced symbolic act that embodies the
passing nature of life itself, as well as a reflection on it it is not surprising that he
should estimate genres that he sees as devoid of this element as incapable of
apprehending, representing, and interacting with the full range of human experience.
Giving his account of the concrete, sensuous forms of carnival proper, he goes on to
assert the presence of these forms in a transposed form in a variety of texts throughout
history. Clearly regarding the works of Rabelais and Dostoevsky as prime examples of
such camivalized texts, evident from the space he allocates to a discussion of them, he
also gives attention to what he sees to be the emergence and early proliferation of that
type of text in the ‘lower’ genres of the Hellenistic and Imperial periods. He singles out
the Socratic Dialogue and the Menippea (a label he uses to refer to a body of serio-comic
genres in the Hellenistic period) as having had a significant effect on later polyphonic
literature on account of the dialogizing effect of their carnivalesque component. He
regards Early Christian writings, as well as the Greek Romance, within the framework of

this larger body of Hellenistic literature (Bakhtin 1984:113).

'For a discussion of this see Chapter 4 in Problems of Dostoevsky's Poetics (1984: 101-180).
? See the description of the crowning and de-crowning of the carnival king on p 55 below.
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The aim of this chapter is to explore a possible carnivalesque element in the Gospel of
Luke in the light of Bakhtin’s theory. As in the case of the chronotope, considered in the
previous chapter of this thesis, the presence or absence of this element has generic
implications, which would affect questions of interpretation. To begin with, I shall give a
brief description of Bakhtin’s account of the actual practice of carnival, explain how he
interprets these celebrations within society, and how he sees this phenomenon as having
had an impact on literature. Next, I shall identify what can be considered as
manifestations of the carnivalesque in Luke. I shall trace these as they occur on different
levels and in various modes. In line with the method employed in examining Luke in
terms of Bakhtin’s theory of the chronotope in the previous chapter, I shall refer to the
Greek Romance for purposes of comparison, in particular to Chariton’s Chaereas and
Callirhoe |

Bakhtin and Carnival

Bakhtin does not claim to cover the phenomenon of carnival in its vast and complex
entirety. His assessment of its concrete form is made from the perspective of its
carnivalizing effect on literature (Bakhtin 1984: 122). Locating its origin in primordial
human society, he describes it as a complex, life-creating force with great transforming
power. One could say that he gives it a status that is akin to that of religious practice
within communal life, almost an anti-religion that simultaneously parodies and renews
the very object that it confronts. Carnival challenges the hierarchy of static, official
structures of society by its vibrant, dialogic action. Bakhtin terms it a ‘syncretic
pageantry of a ritualistic sort ‘(Bakhtin 1984: 122). His interest lies in the aspect of the
whole community’s involvement in a set of public acts, marked by an absence of the
customary hierarchical relations that separate different sections of society. Somewhere

between play and real life, conducted according to a particular set of carnival rules, this

3 Most of my description of Bakhtin’s theory of carnival is taken from Problems of Dostoevsky s Poetics
(1984), as this is the book in which he describes the carnivalistic nature of the Socratic Dialogue and the
Menippea, genres that are relevant to the Gospel of Luke, having been in existence for some time when the
latter made its appearance. Although this is one of Bakhtin’s early works, a work that was first published in
1929, before he had written his Rabelais book in 1940 (in which he locates the heyday of carnival in
medieval and Renaissance culture), it is fundamental to his understanding of the carnivalesque worldview
in relation to literature. He revised and expanded this book for its second edition in 1961, well after he
wrote his book on Rabelais. Revisionary notes, entitled ‘Towards a Reworking of the Dostoevsky Book’
are also included in this edition as Appendix II. Other works will be referred to as well, but to a lesser
extent.
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action manifests itself in a wide variety of forms. These forms constitute a concrete,
symbolic language, developed over many centuries, a language that is universal as it
freely crosses all hierarchical and national barriers. Its many varying actions all emanate
from a camnivalistic base, expressing a polyphonic, but unified, carnivalistic sense of the
world. While it is impossible to translate the concrete, symbolic forms of the carnival
gesture into a language of abstract, verbal concepts (scientific language), according to
Bakhtin, it is possible to translate them into the language of literature. The latter’s use of
creative, sensuous images makes it amenable to the symbolism of the carnival forms. The
result is a literary language that is shot through with carnivalesque images, a carnivalized
language, as it were, the very genre of which is determined by this new component
(Bakhtin 1984: 122).

From its primordial roots, at which stage Bakhtin surmises its existence as a constant
component of communal life, carnival developed into a passing, but periodically
repeated, communal occurrence in class society. In action during a period of permitted
‘time out’, one could say that it is viewed by Bakhtin as the very embodiment of ‘time
out’, its own laws functioning while the laws of everyday life are temporarily suspended.
The symbolic gestures signify a life ‘turned inside out.” Latent sides of human nature,
those seen as eccentric from the viewpoint of non-camival life, are out in the open at
carnival. The suspension of the laws of hierarchy, effecting an inversion of the norm in
terms of social structures and values, is seen by him as extending to a familiarization on
every level. As people mingle freely at camival, regardless of their social status, there is
also a frequent occurrence of what Bakhtin calls carnivalistic mésalliances, a mixing of
concepts that are normally self-enclosed and distant from one another (Bakhtin 1984:
118). Thus, for example, profanations and blasphemies take place as a result of the
removal of the barriers between the sacred and the profane. Essentially double-voiced,
carnival not only interacts with the norm, but also contains that norm within itself as the
‘other’ voice that it challenges. Parodying the phenomena that inspire awe and fear, like
the deity, death, and the power of worldly authority, it acts out the inexorable reality of
change, sharply accentuating the cycle of life, death and rebirth. All this, however,
happens in a spirit of affirmative laughter, laughter at the inevitability of destruction that

already carries renewal within it.
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The most essential carnivalistic act, in Bakhtin’s view, is the ritual mock crowning of a
beggar (or fool) as the carnival king, followed by a subsequent de-crowning. Performed
by the people in the public square, it embodies the vicissitudes of human fortune and
symbolizes the rapid passing of time, time that simultaneously destroys and renews life.
The following quote demonstrates how Bakhtin interprets this ritual as the central
dualistic symbol of a carnivalistic and dialogic view of the world, a symbol that

simultaneously embodies and celebrates negation (death) and affirmation (birth).

The primary carnivalistic act is the mock crowning and subsequent de-crowning
of the carnival king ...

Under the rituzﬂ act of de-crowning a king lies the very core of the carnival sense
of the world — the pathos of shifts and changes, of death and renewal. Carnival is
the festival of all-annihilating and all-renewing time. Thus one might express the
basic concept of carnival.®

Crowning/de-crowning is a dualistic ambivalent ritual, expressing the inevitability
and at the same time the creative power of the shift-and-renewal, the joyful
relativity of all structure and order, of all authority and all (hierarchical) position
... He who is crowned is the antipode of a real king, a slave or a jester; this act, as
it were, sanctifies the inside-out world of carnival ... From the very beginning, a
de-crowning glimmers through the crowning ... and through it a new crowning
already glimmers. Carnival celebrates the shift itself, the very process of
replaceability, and not the precise item that is replaced ... crowning and de-
crowning are inseparable, they are dualistic and pass into one another; in any
absolute dissociation they would completely lose their carnivalistic sense.
(Bakhtin’s italics) (Bakhtin 1984: 124-25)

Permeated by the logic of the carnival world, this act exemplifies the features mentioned

above, such as free and familiar contact (there is a physical handling of the body of the

*1t is of interest, here, to note Leila Amaral’s description of the parade of the samba schoo! Unifio da Itha
do Governador during the carnival in Rio de Janeiro in 1994, Amaral interprets the parade as a
carnivalesque version of what magic is in the New Age perspective, conveyed by auditory (music and
lyrics), as well as visual (choreography, costumes, masks and floats) signs. As in Bakhtin’s view, the
emphasis is on transformation through destruction and renewal, and a cheerful relativity of all things
(Amaral: 2003: 112-122). What Amaral describes differs from Bakhtin’s description of carnival (even
though central images, especially that of fire as an image of destruction and renewal, feature prominently)
insofar as the carnival king (central in Bakhtin’s view) does not figure. Amaral refers to La Capra (Bakhtin,
Rethinking Intellectual History: Texts, Contexts, Language) for further reading.
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‘king”), inversions and carnivalistic mésalliance, in this case, a mixing up of the concepts
of slave and king, as well as profanation in the form of playing with and ridiculing
symbols of high authority. Furthermore, it embodies the motifs of scandal, spectacle,
disguise (carnivalesque shifts of clothing), shifts of positions and destinies, and carnival
mystifications. These are, in turn, related to the rituals of verbal agons, cursing matches
that also functioned as blessings, and feasts with an exchange of gifts and the utopian
abundance of food and drink. The motifs and images have ambivalence as their common
factor, uniting within themselves both poles of change and crisis, dialogically unsettling
the stasis of official, monologic certainties. Oxymoronic images abound, such as the true
freedom and the servile position of the wise man, the emperor becoming the slave, the
noble bandit, moral downfalls and purification, luxury and poverty. Fire is a powerful
image in terms of destruction and renewal. Parody, an essential component of
carnivalistic logic, is seen by Bakhtin as the creation of a de-crowning double, the same
world turned inside out (Bakhtin 1982: 126).

Ambivalence is also the underlying essence of carnival laughter, the latter being
particularly evident in the Middle Ages and in the Renaissance, in Bakhtin’s view.
Directed towards a shift of authorities, truths and world orders, a genetic link is seen by
him between this laughter and ancient forms of ritual laughter. Ritual laughter ridiculed
earthly authorities, and even deities, putting them to shame while forcing them to renew
themselves. Also concerned with questions of death and rebirth, it reacted to crises in the
life of the divine, as well as the human being (Bakhtin 1984:127).

Carnival figures of particular interest to Bakhtin are the fool, the rogue and the clown. He
assesses them as figures that appear in the world of the everyday, bringing the carnival
spirit with them. Creating their own chronotope around themselves, they are in this world
but not of it. Not actors on a stage, but figures representing life on the borderline between
life and art, they convey the sense of the theatrical world of the public square
(exemplified by the mask and the spectacle) into everyday life. As their true identity is
masked, their appearance should be understood metaphorically, according to Bakhtin, its
function consisting of unmasking the vulgar conventionalities and falsehoods of everyday
life. Their being coincides with their role as a reflection on some other’s mode of living,
existing within a sanctioned right to be ‘other’, a right not to fit into any of the categories

normally permitted by society (Bakhtin 1968:8, 19, 158-60). Although Bakhtin mainly
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focuses on this type of figure in the context of medieval and Renaissance culture,
particularly as it is evident in Rabelais’ work, he sees its existence in society going back

as far as carnival itself.

The carnivalization of literature

Although Bakhtin views carnival as a constitutive component of human society as such,
and describes its presence in literature in terms of recognizable features, implying non-
temporality, he nevertheless situates the proliferation of carnivalized literature in
historical eras that are marked by a particular type of socio-political and cultural
environment. First, political and cultural conflict are seen by him as conducive to the
carnivalesque, the struggle between various national and cultural forces adding to the
degree of hybridisation and number of diverse voices, while political upheaval actualises
the sense of imminent destruction and renewal. Secondly, he sees a direct link between
the celebrations of camival proper and the production of a particular type of literature.
Both these factors were operative in the two eras that are the focus of his analysis.” Thus,
while he depicts carnivalized literature mainly from a synchronic point of view,
describing the characteristics of such texts in interpretive terms, he also conveys a sense
of movement as he describes the manifestations of this phenomenon in the context of

historical time.

Bakhtin specifically mentions the Roman Safurnalia in antiquity as a source for the
Menippea (Bakhtin 1984: 133), and uses the Carnival of the Renaissance to describe and
illustrate much of his theory, placing Rabelais’ work in this context. On a secondary
level, however, he also sees the carnivalesque element entering literary texts via the
influence of other, already carnivalized texts (Bakhtin 1984: 107). Thus, while
carnivalization of a text, like that of Rabelais, could be the result of the direct,
unmediated influence of carnival itself, it could also be due to the influence of other
carnivalized texts. Bakhtin suggests that it is a combination of both. The process of
carnivalization can thus continue independently within the medium of literature, not
limited to the era that celebrates the physical event. This means that literature, rather like

the phenomenon of the fool, rogue and clown, conveys the carnival spirit into non-

>The Hellenistic period, with its Roman Saturnalia, and the carnival of the Renaissance.
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carnival times. So, even though Bakhtin sees a change of attitude in European society
towards carnival after the Renaissance, with a concomitant decline of the carnivalesque
world-view as such, he nevertheless identifies elements of this worldview in later

literature, particularly in the novels of Dostoevsky.

Attention will now be given to Bakhtin’s account of the carnivalized genres that are of
direct relevance to the Gospel of Luke in terms of their appearance, namely the Socratic
Dialogue and the Menippean Satire. Contrary to what he sees to be scholarly opinion,
namely that the Socratic Dialogue originated from a rhetorical genre and that the
Menippean Satire was a product of the disintegration of the latter, Bakhtin locates the
origin of both these genres in a folk-carnivalistic base, that is, in folk-carnival ‘debates’
concerning life and death, darkness and light, and winter and summer (Bakhtin 1984:
112, 132).

The Socratic Dialogue

Bakhtin assesses the Socratic Dialogue as a memoir genre at the beginning of its literary
stage, consisting of transcriptions of remembered conversations framed by a brief story.
However, he sees it as having moved rapidly beyond this early stage, as a freely creative
attitude towards the subject matter began to liberate it from the limitations of history and
memoir. What was retained was the Socratic method of revealing truth, and the form of a
dialogue framed by a story. At its base lies what is central to Bakhtinian thought: the
Socratic notion that truth cannot be the possession of individual people, but that it is bom

between people engaged in dialogue.

The dialogic means of seeking truth is counterposed to official monologism,
which pretends to possess a ready-made truth, and it is also counterposed to the
naive self-confidence of those people who think that they know something, that
is, who think that they possess certain truths. Truth is not born nor is it to be
found inside the head of an individual person, it is born between people
collectively searching for truth, in the process of their dialogic interaction.
Socrates called himself a ‘pander’: he brought people together and made them
collide in a quarrel, and as a result truth was born.... (he) never called himself the

exclusive possessor of a ready-made truth (Bakhtin’s italics). (Bakhtin 1984: 110)
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A prerequisite for such a dialogue in search of truth, according to Bakhtin, is the
assumption that all distancing has been abolished, be it between participants of the
dialogue or in the attitude towards the object of thought, however lofty. The process of
the dialogue can thus be compared to the ‘time out’ phenomenon of carnival proper with
a concomitant suspension of all hierarchical restraints. Carnival crowning and de-
crowning, as well as mésalliances of thoughts and images, characteristically appear in
this type of dialogue. Two basic comparative devices, syncrisis and anacrisis, are made
use of in this exploration for truth. The former consists of a juxtaposition of various
opinions. The latter is a testing of the word by the word by provoking one’s interlocutor
into expressing his opinion fully. Brought out into the open, the opinion is exposed for
what it is, often as false or incomplete. Bakhtin sees both devices as ways of dialogizing
thought, ‘carry[ing] it into the open, turn[ing] it into a rejoinder, attaching it to dialogic
intercourse among people” (Bakhtin 1984:1, 11).

The heroes of this kind of dialogue are ideologists,® placed in a plot situation that is used
to set off the discussion itself. What is presented is the ideological activity of seeking and
testing the truth about ultimate questions. Bakhtin sees this as the introduction of the
hero-ideologist in the history of European literature, the embryo of what he calls ‘the
image of an idea’, the object as another self-conscious subject. As the idea is organically
combined with the image of the person who represents it, the testing of the latter is the
testing of the idea itself (Bakhtin 1984: 111-12). The plot situation precipitates a
‘dialogue on the threshold’, as, for example, the setting of the trial with the expected
death penalty in Plato’s Apology has the effect of Socrates” defence being that of a man
on the threshold of death. This would affect the way he speaks, revealing the deeper
layers of his personality as he is forced to shed everything that is irrelevant (Bakhtin
1984: 111).]

8 Bakhtin uses the word ideologist in the sense of being preoccupied with ideas, investigating them, testing
them and coming to some sort of truth about them by engaging in a dialogue with an interlocutor who, for
that moment, enjoys an equal status.

7 The Socratic Dialogue did not remain in this state for long, according to Bakhtin, not, that is, as an
effective way of discovering dialogic truth. Rather, it became a means of expounding ready-made ideas for
pedagogical purposes. He sees the final works of Plato as already showing evidence of having entered the
service of philosophical schools and religious doctrines. Consequently, the genre lost its carnivalistic sense
of the world, ultimately degenerating into a question-and-answer form for teaching a kind of catechism
(Bakhtin 1984: 110).
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The Menippea

Bakhtin sees the Menippea as the genre that has had the greatest carnivalistic influence
on European literature. Taking its name from the satires of Menippus of Gadara,® the
term is treated by Bakhtin as a collective name to cover the large body of serio-comic
writings of the Hellenistic era, which he sees as having continued to exist in type
throughout the centuries, even into modern times. He sees both the Greek Romance and

early Christian literature as having developed within its orbit.

.... This carnivalized genre, extraordinarily flexible and as changeable as Proteus,
capable of penetrating other genres, had an enormous and as yet insufficiently
appreciated importance for the development of European literatures. Menippean
satire became one of the main carriers and channels for the carnival sense.... In
diverse variants and under diverse generic labels it (Menippean satire) also
continued its development into the post-classical epochs: into the Middle Ages,
the Renaissance and Reformation, and of the world in literature ... (Bakhtin 1984:
113).

Bakhtin regards the forms of the genres of the Menippea as having the requisite capacity
for reflecting the concerns of the turbulent, multicultural epoch of the Hellenistic and
Imperial era. Over and above the double-voiced serio-comical element, he identifies three
common, fundamental features, features that can also be found to be central to carnival
celebrations. The first one is that the subject matter of the text concerns current and
topical issues (Bakhtin 1984: 118). The accompanying familiarization, all epic distance
having been abandoned, ensures direct contact with life in its current, open-ended
changeability. This can be compared to the essentially topical vitality of the physical
carnival act. Bakhtin calls the Menippea, amongst other things, the journalistic genre of
Antiquity on account of its concern with current issues. A text of this type would (of
primary importance in terms of Bakhtin’s theory of the utterance as such) dialogically

engage both with socio-political and literary realities of its own time.

*Menippus lived in the third century BCE, although the term was only coined in the first century BCE by
Varro (Bakhtin 1984: 112). The actual satires by Menippus have not been found, but are believed to have
been imitated by Lucian, some of whose works are extant.
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The second point is that instead of a reliance on, and sanctification by history and legend,
there is a reliance on direct experience and free invention. Connected to the first point in
terms of immediacy and familiarization, this phenomenon can be related to the gestures
of carnival proper insofar as they construct parodying doubles of life in its everyday
form. Bakhtin sees an increase of the comic element in the Menippea, although he also
stresses that this element is not absolutely essential and does not appear in every text of
this kind (Bakhtin 1984: 114). The aspect of invention also corresponds with the
temporary suspension of everyday rules during carnival celebrations, in this case a
suspension of disbelief, free from the constraints of historical fact and legendary stories.
Liberated from the sanctity of the latters® valorization as unalterable truths, a Menippean
text can base itself on actual, immediate experience, invent a set of events, and construct
a story to serve its needs in discovering and exposing a particular truth about life
(Bakhtin 1984: 115).

Thirdly, a Menippean text does not bind itself to literary convention, particularly that of
unity. Freely inserting a variety of genres into itself to suit its own purposes, it stands as a .
challenge to the relatively monologic authoritarian voice of the author of the classical text
that operates within a systemized generic frame (Bakhtin 1984: 118). The diverse voices
of the different genres (assuming intertextuality with other texts) within one text have the
potential of interacting with one another, with the voice of the author, and (in their now
changed, combined form) with their literary and social environment. This heterogeneity
(as opposed to carefully integrated unity) can be seen to correspond with the syncretic

hybrid nature of the carnival gesture.

A further disregard for convention can be found in the inversion of character
representation. Ordinary people are depicted in a serious light, undermining the
convention of classical genres in which they are relegated to the role of comic
characters.” On the other hand, representatives of the elite within the power structure of
the day are shown in a parodic light. Conventional rules are further relaxed by the free

mixing of lofty, philosophical ideas with quotidian, concrete realities, a prominent feature

?As it is the case in ancient epic, ancient historiography and ancient drama. See also the Introduction of this
thesis (p. 11) that refers to Auerbach (1953: 35-37), in which the latter, in the same vein as Bakhtin,
elaborates this point in his discussion of Peter’s denial of Jesus in the Gospel according to Mark.
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of the Menippea, comparable to the familiarizations and mésalliances of carnival
(Bakhtin 1984: 115).

As in the case of the Socratic Dialogue, Bakhtin describes the Menippea as a genre that is
concerned with an idea that is searched out, provoked and tested. The Menippean hero as
the embodiment of the idea can be placed anywhere, and can experience the most
extraordinary adventures. The situations into which he is placed constitute a testing, not
of him as an individual, but of ultimate questions of life, death and rebirth, the very
questions that Bakhtin identifies at the base of carnival imagery. Released from the
constraints of history and legend, these texts can contemplate the world on the broadest
possible scale in their search for a particular truth. In contrast to the texts of the Socratic
Dialogue, however, in which academic problems, such as aesthetics, may be discussed in
complex modes of argumentation, the Menippean texts test ultimate questions by placing
them in juxtaposition in plot situations. Free to utilize any number of forms, free to invent
plots with no regard for verisimilitude, the Menippean text employs the fantastic for the
purpose of investigating a truth. This may be in the form of adventure, sometimes of a
religious or symbolic character, at times manifesting itself as a social utopia. As in the
Socratic Dialogue, no final, abstractly philosophical or religiously dogmatic resolution is
arrived at (Bakhtin 1984: 114-15).

When Bakhtin speaks about inventions that he associates with the Menippea, like the
three-planed construction denoting earth, Heaven and the nether world, or the scandal
scene, he is not describing phenomena that are new. The generic heterogeneity of this
kind of text is, in itself, evidence of its indebtedness to the other, older genres. In
Bakhtin’s view, the characteristics of these genres undergo certain changes in their
syncretic combination in Menippean texts. For instance, the three levels of earth, a higher
sphere (as a home for divine beings), and a subterranean domain to which Zeus has
expelled his father, Kronos, already appears as carly as Homer’s Ifiad.'® God as an
omniscient Being residing in a space above humankind, and the abode of the dead,
she’ol, assumed to be below the surface of the earth, forms the picture conveyed in the
Hebrew Bible. In the Menippea, this construction assumes a different character. It

becomes familiarized, is extended in a freely invented way, and may even be used

¥ lliad 8.477-80, cited by Versnel (1986: 124).
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parodically in relation to earlier usage.'' Threshold dialogues, potentially comic in terms
of entry from one level to another, are provoked by this construction. Scandal scenes are
invented in the Menippea to break up the epic and tragic wholeness of the world, causing
eccentric and inappropriate behaviour and speeches that violate established norms of
behaviour. A situation, either comical or painful, is constructed for the sake of testing a
particular truth. The depiction of human behaviour is thus freed from the norms that
predetermine it, free to expose a side of society or of an individual that is usually hidden.

The visible norm is carnivalistically turned inside out (Bakhtin 1984: 117).
The Gospels and the Greek Romance as part of the Menippea

Both the Greek Romance and the Gospels appeared during the turbulent era that Bakhtin
associates with the Greek manifestation of the Menippea. The Roman Saturnalia as well
as other, related festivals that celebrated inversion, like the Greek Kronia, could,
according to his theory, have had a direct carnivalesque impact on these texts.'> In
addition there would have been the factor of other earlier texts of the Menippea, the
latter’s carnivalizing effect having already influenced literary texts for two centuries or
more (Bakhtin 1984:121). Both the Greek Romance and the Gospels could thus fall into
that wider body of texts that Bakhtin associates with the Menippea. He, in fact, views
them as carnivalized genres (Bakhtin 1984:135). Neither of them can be classed into the
categories of ‘high’ classical literature, like epic, tragedy, lyrical poetry, or even

historiography."

Before going into any closer analysis one can note a couple of features in the Gospel of
Luke and Chariton’s Chaereas and Callirhoe that would support the above assumption.
Both texts are written in literary koine prose (in contrast to the classical, literary Greek of
the ‘high’ genres), a language that is conducive to familiarity and implies that the texts
were intended for a wide variety of readers or listeners. The subject matter of both texts
would almost certainly have been topical, relevant to the period of their appearance. The

Gospel records a story of the birth of a religious movement, a burning issue at a time. The

' See, for example, Lucian’s dialogue, Menippus, or, The Oracle of the Dead (Williams 1900: 262-281).
12 See Robert Brawley’s article ‘Resistence to the carnivalization of Jesus: Scripture in the Lucan Passion
Narrative’ for an account of what he sees as evidence for the carnivalesque in the cultural repertoire of
Luke-Acts (Brawley 1995: 36).

' The view taken by Burridge, Stanton and others that regards the Gospel of Luke, as part of the canonical
Gospels, as an ancient biography is challenged in Chapter 4 of this thesis.
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era was marked by the emergence of a number of mystery cults, entered into by people
searching for a religious life that could fill spiritual needs in a more personal manner than
the compulsory state religion of Rome. Furthermore, as a result of the destruction of
Jerusalem, there was a move by Jews, as well as by members of the new Christian sect, to
reformulate and consolidate their identity within the Roman Empire under whose rule
they had to survive. The latter was at that stage recovering from a civil war and a rapid
succession of Emperors,'* and at the same time plagued by the rebellion of some of its
provinces.'® One can speak of a ‘threshold’ period in terms of religious and political
identity. The Romance, on the other hand, tells a story of love, marriage and fidelity at a
time in the Ancient Near East when radical changes had taken place in terms of the
individual’s position in society as a result of the city-state having been replaced by
empire. According to the opinion of some scholars, people were looking to private

concerns rather than to civic affairs to find meaning in life.'®

One can say that neither the Gospel of Luke nor Chaereas and Callirhoe display what
Bakhtin calls epic distance.'” The characters in Chaereas and Callirhoe are placed in not-
too-remote history, and are described in a familiar light.'® The Gospel story is set over a
period of roughly thirty years in Palestine in a fairly recent past in relation to the
estimated time of writing of the text.'® Both texts are what Bakhtin would call
heterogeneous in as far as other genres are freely inserted into them when needed, as, for
example, the sermon, the parable and sayings in Luke, and the soliloquy and the
thetorical oration in Chaereas and Callirhoe. Both texts quote or paraphrase passages
from earlier canonical texts,”® often rendering the quoted text in the verse form of the
older text within the prose narrative. In terms of character portrayal, one can say that,
especially in Luke, ordinary people are depicted in a serious light.”! Eating and drinking,

signifying temporary, celebratory abundance, features in both texts, as does the

' After his suicide, Nero was succeeded by Galba (68-9 CE), Otho (69 CE), Vitellius (69 CE), and then
Vespasian (69-79 CE), Titus (79-81 CE) and Domitian (81-96 CE) (Tacitus 1964: 321-25)

¥ Described in Tacitus’ Histories.

' See Reardon (1989: 7). See also Morgan (1994: 8) concerning the connections which scholars have made
between ancient novels and the mystery cults.

"7 Epic distance in the Bakhtinian sense means that the subject matter of a text lies in the absolute past of
myth and legend (Bakhtin 1984: 108).

¥ See, for example, the depiction of the Persian King (Chaereas and Callirhoe V1. 3).

' The Gospel of Luke is dated between 80-85 CE (Fitzmyer: 472).

% The Romance quotes, to a large extent, from Homer, while the Gospel, directly, indirectly or by
implication, links itself firmly to the writings of the Hebrew Bible throughout the narrative, often via the
Septuagint. This is discussed extensively in Chapter 3 of this thesis.

1 Auerbach’s theory (1953: 35-7) on this issue has been noted above.
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supernatural element, which can be related to the fantastic aspects of the Menippea.?
Symbolic crowning and de-crowning, at the core of Bakhtin’s carnivalistic sense of the
world, can be traced in both texts, to a large extent driving the plot forward, signifying
life’s shifts and constant changes brought about by the movement of time. Crowning and
de-crowning imply spectacle, scandal and crowd involvement, all of which play a role in

the Romance as well as in the Gospel.
Chaereas and Callirhoe and the carnivalesque

Even though the story of Chaereas and Callirhoe takes place in an historical setting, the
names and broader actions having recognisable counterparts in historiographical writings,
critical opinion does not seem to put the fictionality (the use of free invention) of this text
into question.” While the classicist, Reardon, representing the prevailing view, does
draw attention to the difficulty of assessing a number of texts, texts that scholars have
broadly grouped with the Greek Romance, in terms of fiction versus historio graphy,” he
does not class any of the five central extant texts as falling within this category (Reardon
1989:3). He states that while a text like Chaereas and Callirhoe does contain elements
of history, it freely makes use of anachronisms, the accurate representation of an earlier
epoch not being its aim. Later Greek Romances, also making use of the historical aura,
show even ‘less historical conscience.’*® Reardon suggests that the use of the historical
setting may have been an attempt to raise the status of the stories of the Greek Romance,
as historiography was considered more intellectually respectable than fiction, or
alternatively, that a recognisable setting may have brought the story closer, making it

more attractive (Reardon 1989: 8).%

22 See Decock, who discusses the significance of the ritual of the breaking of bread in the Gospel of Luke
as denoting abundance, as a prayer, as a way of revelation conceming the death and resurrection of Jesus,
and as anticipating the eschatological banquet (Decock 2002: 39-55).

 Graham Anderson takes the view that the plot of Chaereas and Callirhoe operates like those in New
Comedy (suggesting fictionality), doing so against a carefully defined historical background (Anderson
1982: 17). He refers to Rohde’s view of this Romance as an ‘historical novel,” designed for naive readers
(Anderson 1982: 113, n.48).

* For example, The Greek Alexander Romance.

2% The five complete, extant texts are Chaereas and Callirhoe by Chariton, Leucippe and Clitophon by
Achilles Tatius, An Ephesian Tale by Xenophon of Ephesus, Daphnis and Chloe by Longus and 4n
Ethiopian Story by Heliodorus.

26 See Leucippe and Clitophon by Achilles Tatius, and 4n Ethiopian Story by Heliodoros.

77 Cf. Sarah Ruden’s assessment of the Satyricon by Petronius as an ‘entirely’ fictional text setin a
recognisable historical setting. Produced ca. 65 CE, it is usually classified with the Greek Romance,
aithough written in Latin (Raden 2000: 131).
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Whatever the case, if one is to follow this opinion, one can consider Chaereas and
Callirhoe to be a text that has been constructed in the spirit of free invention, the author
having made use of an historical setting as a literary device. The element of invention,
liberated from the constraints of history and verisimilitude, can be identified as a
carnivalistic feature. As the story makes use of various genres, interacting with them, as
well as with the context of contemporary reality, it can be compared to the pageants in
the celebration of carnival. The latter play with and challenge the reality of everyday life
by substituting an alternative version, which may be parodic or utopian.”® The fictional
aspect functions as a ‘time out’, creating a space in which rules of verisimilitude and

historical veracity are temporarily suspended to enable the free run of the story.

The great number of festivities, lavishly described in Chaereas and Callirhoe, greatly
contributes to the carnival sense of ‘time out’ and utopian abundance. These celebrations
include the whole population. The story begins with a festival in honour of Aphrodite, the
goddess of love. The festival provides an occasion that is conducive to new love
relationships, opening the way to new life. Banquets and feasts are held at every possible
occasion in the course of the story. Alternating between weddings and funerals, these can
be seen as an overall manifestation symbolizing the ongoing cycle of life, death and
renewal, which is also at the core of many of the adventures. They embody the camival
sense of all consuming and renewing time. The trial scenes between these celebrations
stir up a sense of threshold suspense. Thus, a huge wedding is mounted for Chareas and
Callirhoe at the start of the story, soon to be followed by a very emotional trial scene, in
turn followed by Callirhoe’s funeral. The next spectacular feast is Callirhoe’s wedding
with Dionysius, to be followed not long after by the ‘mock’ funeral of Chaereas. Not only
is the trial in Babylon spectacularly sensational, but the suspense experienced by the
crowd (and the reader) is heightened as the King interrupts the trial by artificially
inserting yet another festival (featuring a royal hunt) as a device to win Callirhoe for
himself. The crowd eagerly expects another wedding, namely that of Callirhoe, to

whichever of her two husbands is chosen by the King as the legitimate one. The

¥ See Winkler's argument that the ideal of the Greek Romance, namely, that love and fidelity {culminating
in everlasting bliss in marriage) is not representative of what was happening in real life, in which marriage
was an arrangement to safeguard property while erotic love usually occurred outside marriage. Winkler
suggests that the Romance may be a manifestation of a longing for the combination of marriage and this
ideal kind of love, and that the Romance, in turn, may have had an impact on social reality (Winkler 1994:
23-39). Seen from this angle, one could see the story of Chaereas and Callirhoe, which ends happily for
the lovers, as an utopian double of the real world, as a carnivalistic alternative.
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expectation of this feast is rudely broken off by the announcement of war containing the
possibility of random death. When all seems lost, a renewal occurs unexpectedly
(effected by divine intervention), culminating not in a new wedding but in the lavishly
celebrated restoration of the original marriage relationship that is to last for ever. We thus
have wedding, funeral, wedding, funeral, suspense of expected wedding, fear of possible
death, deliverance from fear of death, reinstatement of original wedding and a utopian

universal reconciliation as a happy ending.

If one is to look for the Menippean ultimate question or idea that is being tested, one can
say that this is true conjugal love. Can the latter survive against all the evil forces that
conspire to destroy 1t? The main bearer of this idea is Callirhoe, who features as the
primary protagonist. This set-up can be seen in the light of inversion. In epic (classical)
narrative, love in itself does not usually feature as the main topic. Rather, it is placed in a
subordinate position to the deeds of the hero. Although love does feature prominently in
lyrical poetry, it is not usually marital love that is in question. The type of love in this
romance (and in other romances) differs from that featuring in love poetry in that it does
not consist of the languishing love that the writer directs at the beloved, who may not
even know about it. In this case love flares up instantaneously in both lovers, and is
mutually declared within the first couple of pages of the romance. The rest of the story
consists of the adventures that keep the lovers apart from each other, finally leading to a
public triumph of the relationship at the end. In our story Callirhoe and Chaereas, like the
Menippean hero, are the embodiment of this love. They are taken away from their V
homeland and undergo many adventures and trials. Each situation, posing a test to their
integrity and fidelity, is a test of the integrity and resilience of love itself. The

protagonists feature only in terms of this love relationship, as do all their adventures.

The ideal novel (or the adventure novel of ordeal, as Bakhin refers to it) has not often
been associated by scholars with humour, the novels of Petronius and Apuleius having
been regarded as ‘comic’ novels. However, looking at the underlying carnivalistic
movement and the number of carnivalistic inversions in Chaereas and Callirhoe, a
humorous treatment of many of the situations as well as of the characters by the author
becomes apparent. Graham Anderson points out the element of humour in his book, Eros
Sophistes, in which he sets out to examine the comic element in the ancient novel as a

whole, suggesting that one of the reasons why this had not been done earlier is that
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scholars had been preoccupied with the question of origins (Graham Anderson 1982: vii).
His view is that should Chaereas and Callirhoe be regarded as linked to romantic
historiography it will be read as serious melodrama, taking into account the potentially
tragic motif of the presumed death of lovers, capture by unscrupulous pirates and the
separation of the lovers. However, in comparing the story to Menander’s Sicyonius,
which also uses the motif of the young woman captured by pirates sold into slavery in
Caria, and bought there by a rich Greek, the novel’s indebtedness to New Comedy (and
thus to the comic element) becomes apparent. Anderson points out many aspects in the
novel to demonstrate how Chariton counterbalances the pathos of the situation with
humour. He shows this on the level of situational incongruence,29 in the use of dramatic
irony,* the handling of both major and minor characters, seeing their self-interest as a
comic feature.”' Even the way the plot is set against the carefully defined historical
background, ‘Love and fourth-century politics are allowed to mix in a blithely
incongruous way’ (1982: 17) is a source of amusement in his view (Anderson 1982: 13-
21).

Situational incongruence, dramatic irony, the humorous depiction of the self-interest
displayed by the characters, and the blithely incongruous way that love and fourth-
century politics are allowed to mix, described by Anderson, can all be seen in the light of
Bakhtin’s carnivalistic world view. They all imply a double, and thus a double-
voicedness. Situational incongruence suggests that there is a norm. Dramatic irony
suggests that the reader is aware of something that the character does not see. A
humorous depiction of self-interest acts as a parody, while the ‘blithely incongruous way
of mixing love and fourth-century politics’ is an inversion, the concerns of politics
serving the concerns of love, poking fun at the seriousness of historiography. These
aspects can be seen as the carnivalistic ambivalence that is integral to the novel, as

laughter accompanies the seriousness of testing the central idea of conjugal love.

¥ An example is the fact that Callirhoe’s suitors, all tyrants, form a democratic assembly in order to destroy
the marriage (Chaereas and Callirhoe 1. 2).

*® For example, how each lover mourns the death of the beloved, while both are, in fact, alive (Chaereas
and Callirhoe 111, 6,1V, 1). _

*! The King of Persia reasons with himself that it would be nothing less than impiety for him not to be
interested in Callithoe (Chaereas andCallirhoe V1. I). The robber, Theron, decides for himself that it would
be more just for Callirhoe’s funeral wealth to belong to the living (Chaereas and Callirhoe 1. 7).
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Chaereas and Callirhoe makes use of syncrisis by displaying two different domains, two
carnivalistic doubles that interact with one another via the protagonists: the utopia of
Hermocrates’ Syracuse, and the imperfect world of the Persian Empire. Syracuse
constitutes what everyone would wish for. It has a noble battle in its history, a battle that
repelled the power-grabbing Athenjans whom not even the Persian King could subdue.
For all his success and strength, Hermocrates is no despot. The people are in harmony
with him, and he with them. He listens to them whenever they beg him to show mercy to
Chaereas, even when it concerns his own daughter, showing unbelievable forbearance.
First he gives his daughter in marriage to the man who is her choice (instead of his own).
Then he shows compassion to that very man, who has ‘killed’ Callirhoe in a fit of
jealousy, even supporting him in his efforts to find her again. He does, however,
distinguish between Chaereas and the real criminal, Theron (a figure that does not belong
to either kingdom, sowing evil as he moves between them), whom he is adamant in
punishing, thus upholding justice (Chaereas and Callirhoe I11. 4). Syracuse is the country
that the heroine, Callirhoe, longs for, the country that is her point of reference as she is
taken further and further away from it. In her thoughts and lamentations she refers to her
father, Hermocrates, as the one constant and just person (not prey to the usual human
weaknesses) with whom she identifies herself, sustaining herself by the knowledge of his
existence in times of despair. Syracuse is where happiness begins, and where it is fully
restored, giving final vindication and sanctuary to the reunited lovers (Chaereas and
Callirhoe 1. 11, 14; V. 1, VL. 6, VIIL 6). This depiction can be seen as an inversion of the
legendary norm, in which the large, powerful nation (which, in this case, would be the
Persian Empire and its Great King, referred to as such by the whole ancient world) would
be described in terms of heroic splendour, fabulous riches, justice, and as the universal
power that civilizes the surrounding world. In this case, however, it is the small Syracuse
that is depicted with a heroic history, as displaying true justice and harmony, with no
ambitions to conquer its surrounding countries, ruled by a man who has no great titles but
with whom the Great (Persian) King compares rather unfavourably as he displays the
usual human weaknesses and vices. Callirhoe, embodying the utopia of Syracuse in terms
of perfect beauty and goodness, can be seen as a temporary threshold figure between the
two worlds as she interacts with individuals of the Persian Kingdom and is an inspiration

to its crowds.
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Luke and the carnivalesque

The comparison of two kingdoms (one perfect, one imperfect) with a temporary threshold
figure between the two is also presented in the Gospel of Luke, although there is a vast
difference in terms of emphasis. Chaereas and Callirhoe shows two
geographical/political kingdoms side by side, of which one can be seen as an ideal
kingdom (seen, largely, through the eyes of the heroine), while the other is not ideal
because it is a country that is foreign to the protagonists and in which they do not enjoy
the status that they have in their homeland. There is never an active battle between the
two, nor do their differences have any effect on plot action. The kingdoms function,
rather, as the setting for the story in which the protagonists battle to survive the forces
that threaten their lives and their love for one another. The Gospel of Luke, on the other
hand, presents its story in the context of a metaphysical battle between the Kingdom of
God and the forces of evil that hold sway over the kingdoms of this world.*” Instead of
being a part of the setting, the Kingdom of God is the protagonist, manifest in the form of
Jesus.>® While the heroes of the Chaereas and Callirhoe, struggling for their own
concerns, are at the mercy of the divine beings to whom they appeal, the protagonist of
the Gospel does not battle for himself, but acts as the agent for the deity that he
represents. That we are witnessing a battle (a universal life and death struggle), rather
than a stoi'y that simply announces good news, is introduced gradually. Only in retrospect
does it become apparent that a battle is implied in the text from the very beginning, as for
example, when Gabriel tells Mary that her son will reign over the house of Jacob forever,
and that ‘of his kingdom®* there will be no end’ (Lk 1: 33). It is also evident in Mary’s
poem of praise (Lk 1: 46-55), in Zechariah’s prophecy (Lk 1: 68-79), and in the frequent
use of the word ‘saviour’. The battle surfaces into visibility as the narrative continues.
John the Baptist heralds it, quoting the prophet Isaiah, and projects the image of a
modification of nature itself to emphasize the momentous impact of the power of the

Lord that he proclaims is about to come into effect (Lk 3: 3-6). Power carries the

*>The Devil claims that the authority of the kingdoms of the world has been given over to him (Lk 3: 6).
This does not necessarily have to be the truth, given that the statement is made by a character within the
text (and one viewed as a liar within the tradition), but it could be. The scene is thus set for ambiguity.

* Jesus can be seen as both the proclaimer and the embodiment of the Kingdom of God, if one thinks along
the Bakhtinian notion of the protagonist being the embodiment of the idea that is being propagated in a
Menippean text.

3 In the context of this story, which concerns the promise of a victory in the future, the very word
‘kingdom’ implies past and potential future battles.
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implication of an enemy that has to be overcome. The image is answered a little later by
Jesus’ quotation from Isaiah (Is 61: 1-2), which can be seen as a parallel to John’s
quotation in human terms (Lk 4: 18-19), as Jesus claims the power to set right the evils
that prevail in this world. We thus, first have, a vision of a levelling out of nature, and
then one of the setting-right of the ills of this world. While Luke 3: 3-6 predicts a Lord
that is reminiscent of the image of the divine warrior in Exodus 15: 1-18 and Zechariah
14: 3-4, Luke 4: 18-19 foreshadows that the ‘divine warrior’ of the Gospel will feature in
a different manner. Instead of momentous feats in terms of modifying nature, Jesus will
send good news to the poor, proclaim release to the captives, recovery of sight to the

blind, and freedom to the oppressed.

The battle becomes increasingly visible as the story progresses (Lk 10: 17-19),* reaching
a climax in the trial scene and the Passion of Jesus. Just as all is lost (signifying a triumph
for the kingdom of the Devil manifested in the kingdom of the world that he dominates),
Jesus is resurrected by divine intervention. Re-validated in his identity, he appears to his
disciples and ascends to Heaven, signifying a visible triumph for the Kingdom of God. In
line with Bakhtin’s view of Menippean texts, however, the final conclusion of the battle
is still open. The kingdoms of this world continue to exist as before. As yet there is only a
promise of their imminent destruction to make way for the permanent reign of the
Kingdom of God on earth. In the interim the followers of Jesus are left with his command
to spread the news to all nations, in order to propagate the Kingdom of God, to prepare

for its final fulfilment, and thus have a way of conducting their own lives.

The merging of the metaphysical concept (the battle between the forces of good and evil)
with the practical, quotidian matters of the life and people that Jesus interacts with in this
dramatic presentation can be seen in the light of what Bakhtin refers to as ‘the organic
combination of the free fantastic, the symbolic, at times even a mystical-religious
element with an extreme ... slum naturalism ...’ in texts of the Menippean variety. ‘The
idea here’, Bakhtin goes on to say, ‘fears no slum ... the man of the idea — the wise man
— collides with worldly evil, depravity, baseness in their most extreme expression’

(Bakhtin 1984: 115). It can be seen as a literary example of the mésalliance that Bakhtin

** The phrase ‘power of the enemy’ (echthros) is mentioned in Luke 10: 19. There is a sense of the
impending climax of the battle when Jesus delegates his healing powers, first to the disciples, and then to
seventy others, giving a sense of the gathering of forces (Lk 9: 1-6, 10: 1-12). Also, as the battle intensifies,
Jesus’statements become increasingly radical as he predicts destruction (Lk 17: 24-37, 21: 5-24, 23: 29-31).
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refers to in carnival proper. The idea under scrutiny in the Gospel is the concept of the
coming Kingdom of God that (in the form of Jesus) collides with the worldly reality of
the authoritarian structures of both the Roman Empire and the current authority of the
religious establishment of the people of Israel within those structures. Leprosy and other
diseases, death, physical maltreatment, poverty, betrayal for money, and petty

argumentation can be seen to correspond to Bakhtin’s ‘slum naturalism’.

In terms of the method of representing the Gospel’s central concern with ultimate
questions, one can note that the mechanisms of both the Menippea and the Socratic
Dialogue are brought into play. Syncrisis is effected by the dramatic presentation of Jesus
as the embodiment of the Kingdom of God alongside the everyday reality of the kingdom
of this word. Furthermore, ultimate questions are openly displayed in sayings (that are in
dialogue with other known sayings by implication),*® as well as in actual dialogues in the
text, some of which consist of questions being answered by questions (anacrisis).”’
Included are fundamental existential problems, such as whether the life-creating force of
good exists; whether it is directed by a deity who is subjectively involved with the
existence of a people on earth; whether that force has the power, not only to overcome
the evil of this world, but also to provide an afterlife in which there is an ultimate
levelling out of all the injustices of life on earth; and whether 1t is possible to trust and
follow the authority of an unseen (apart from Jesus himself) kingdom above the patent
reality of the harsh authority of the kingdoms of the historical, earthly world of human
existence. These and other questions are embodied in this story within an overall cycle of
life, death and renewal both on the concrete, physical level (in the form of Jesus’ worldly
birth, life, death and resurrection), as well as in the form of a promise on the
metaphysical level manifest in the prophecy of the eschatological judgement
(destruction) with the subsequent triumphal take-over by the Kingdom of God of the
whole world (renewal) (Lk 21: 7-28).

One can argue that the very way in which this battle is presented is a carnivalistic
alternative to the norm. While there is a protagonist (God, represented by the Holy Spirit,
the angels, the prophets and Jesus) and an antagonist (Satan as himself, as well as

represented by the demons and earthly authorities), there is no open battle in the sense of

38 The question of intertextuality is the subject of Chapter 3.
*7 For example, Lk 20: 1-8.
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two armies of epic proportions gathering on both sides to meet in a head-on collision.
Instead, the antagonist is combated by a protagonist who employs his own timing,
alternative strategies (as, for example, Jesus’ birth in obscurity), and weapons (Jesus’
teaching and the non-violent nature of his modus operandi in the face of an enemy that is
in power by means of military force). Comparable instances, in this respect, would be
David’s encounter with Goliath (1 Samuel 17: 38-49), when the latter is attacked by a
strategy and weapon that he is not prepared for, and Odysseus’ outwitting éf
Polyphemus, the Cyclops.”® In each case there is a ridiculing of the superior physical
might (that normally inspires fear) of the antagonist. Only once do we witness a face to
face encounter between the protagonist (in the form of Jesus) and the antagonist in the

Gospel of Luke, and that is conducted in words only (Lk 4: 1-13).

Although the setting of this story is not a fully-fledged version of the Menippean three-
planed construction,® the latter is certainly made use of. In the main, the story takes
place on a geographical/historical plane in this world, which is the visible battleground.
The upper, Heavenly plane is indicated by the presence of God who, although not visible,
is in his traditional position in Heaven,*" as is evident from the voice from above in Luke
3:22. One can assume that his emissaries, such as the angels, come from that upper plane.
Jesus is ‘carried up into Heaven’ at the end (Lk 24: 51). He prophesies that the Son of
Man will appear in a cloud, denoting a space above the world (Lk 21: 27). Projections
that he makes into the future concerning the kingdom of Heaven include the concrete
images of eating and drinking and sitting on thrones (Lk 13: 29, 22: 16-18, 30). His life
and work can be regarded in the light of a threshold dialogue between this world and the
world above, a brief sojourn on earth before he returns to Heaven. His own references to
this future event lend a sense of urgency and a testamentary significance to everything he

says.

The dominion of Satan appears to be in the netherworld, indicated by the demons that
beg Jesus not to send them back into the abyss (Lk 8: 31). Satan himself is presented as a
supernatural figure. Like the Holy Spirit he can enter people (Lk 22: 3). He also appears

*® Homer, Odyssey, Book IX.

¥ We do not see what Heaven and Hades look like from inside, nor do we watch the actions of the beings
that exist in them.

0 As it is understood in the Hebrew Bible. The Greek and Roman gods are also pictured as residing in a
place above mortals. :



71

to Jesus, rather in the same way as the angels appear and speak to other humans (Lk 4: 3-
14). He is capable of performing supernaturally (Lk 4: 3-14). He is reported as having
fallen from Heaven like a flash of lightening,*' and is associated by Jesus with snakes and
scorpions (Lk 10: 18-19). Furthermore, Jesus prophesies that Capernaum will be brought
down to Hades (Lk 10: 15), and presents all three planes of the construction in his story
about the rich man and Lazarus (Lk 16: 19-31).

The three-planed construction fits in with Bakhtin’s description of the Menippean use of
free invention as a means of opening up the possibility of creating unusual situations, and
of viewing the world on a broad scale for the sake of testing an idea. A particular instance
is when the Devil takes Jesus to a place from where he can see all the kingdoms of the
world, and to the pinnacle of the Temple (Lk 4: 5-9). The three-planed construction gives
a wider framework to the story, putting a belittling perspective on the might of worldly
power structures. The frequent supernatural occurrences throughout the story as a
whole* are further testimony to the use of invention, serving to create situations that are
necessary for presenting the primary concern of the Gospel, namely the propagating and
testing of the concept of the coming Kingdom of God. Invention can be linked to two
carnivalesque phenomena: the concept of ‘time out’, a suspension of the rules of
verisimilitude for the sake of allowing the free run of the story in whatever way is needed
to serve its own particular purpose, and the creating of an alternative version of the

everyday as a way of challenging it.

A further Menippean feature, according to Bakhtin, is the idea as the protagonist of the
narrative. The hero, to whom it is organically tied, is placed into specific situations for
the purpose of testing it. One could say that in the Gospel Jesus’ struggle represents the
struggle of the concept of the Kingdom of God within the kingdoms of this world. The
existence of this coming kingdom hangs on the veracity of his identity in this story, and

whether he acts accordingly. His trial revolves around the question of his identity rather

! Luke 10: 18 implies that Satan originally came from above (or was there wrongfully), and had fallen out
of favour. The accompanying lightning is an ambiguous image. It could be seen as a weapon of God’s
anger and justice, linking the concept to pagan religion. It could also be a sign of Satan’s anger, suggesting
destructive consequences, making the battle more intense for Jesus and his followers.

2 Of the twenty-four chapters in Luke there are only Chapters 10, 12, 13, 15, 16, 19 and 20 (seven) that
have no supernatural occurrences in the narrative. Of these, Chapter 10 records Jesus as implying a
supernatural occurrence by reporting the fall of Satan from Heaven. The remaining six chapters are taken
up with his teachings.
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than any actual criminal action. Apart from the test embodied by the narrative as a whole
(whether he calms the storm, raises people from the dead, or submits to suffering and
death), there are individual instances of actual testing throughout the story.** For
example, he undergoes a testing by the Devil that lasts for forty days; this scene functions

as the immediate prologue to his ministry.**

The presentation of Jesus in action can be likened to the carnival figures of the clown, the
rogue and the fool, figures that function to expose evil and hypocrisy within current
authoritarian structures. In Bakhtinian terms, Jesus carries the features of the rogue,
insofar as he does not fit into any of the conventional slots allowed for by society (for
example, one can note that he does not let himself be appropriated even as a family man)
(Lk 8: 21). Although at times addressed as ‘teacher’ (didaskalos), also teaching in
synagogues and the Temple, he does not conform to the rules of the teachers of the
current establishment. He carries the features of the clown on account of his closeness to
the crowds, performing his miracles in full view of them, always on their side against the
elite, at times uttering sayings that are not immediately understood (carnivalistic
mystifications) (Lk 8: 9-10, 18: 32-4). He speaks with an authority that bypasses the
authority of the ruling establishment. In his home synagogue he claims that God is not
only concerned for the Jewish people, but also for the Gentiles (Lk 4: 23-7). Although he
does not actually wear a mask (other than that of a human being), his full identity cannot
be apprehended. In line with this type of figure, his visibility coincides with the fulfilling
of his mission (function). He carries the features of the fool in terms of having absolutely
no interest in any gain for himself, or in defending himself, as for example, at his trial.
Possessing no material goods than the clothes he wears, he creates his own chronotope
around himself as he moves from place to place. Even his trial and death fit into this,
occurring in accordance with the prophecies that he utters. Compared with the heroic

figures that appear in classical literature,*® Jesus is closer to the wise man in a servile

> See Achtemeier who, in looking at Jesus’ miracles from a Lucan perspective, notes that, of the Gospel
writers, Luke appears to place a more unambiguous reliance on the possibility of miracles as serving as a
basis for faith in Jesus (Achtemeier 1975: 547-562).

* Lk 4: 2. The actual word, ‘test’ (peirasto or ekpeirasto), referring to Jesus, appears a few of times in this
Gospel (4: 2, 10: 25, 11: 16).

* For example, if one is to look at the heroes of Homer’s [fiad, one finds that military courage and pride is
highly valued in the young men, while the men of wisdom are older, holding an official position of
authority in their society. Jesus, on the other hand, is portrayed as a young man of authoritative wisdom,
outside the official system {far removed from any military interests), who challenges hierarchical structures
while identifying himself with those who serve, rather than with those who are served (Lk 22: 25-27).
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position that Bakhtin associates with the heroes of the Menippea (Bakhtin 1984: 118-
119), or to the Cynic hero, like the founder of that movement, Diogenes.

Having placed the Gospel within the context of the Menippea, I shall experimentally treat
this text in itself as a carnivalistic space, a ‘time out’, which, on the one hand, challenges
what usually inspires fear, like death and the harsh reality as a result of current power
structures, while, on the other hand, providing the reader (or listener) with a temporary
respite from that reality.*® The ruling establishment, especially the religious one, is
parodied in this text,*’” while the concept of the Kingdom of God can be seen as a
carnivalistic utopia, portrayed as a force that is capable of renewing everyday reality.
Like life, this kingdom (an alternative life} is in a state of movement. Although termed a
kingdom, suggesting a territory, it is not rigidly fitted into the Menippean three-plane
construction of the story, but is shown to be changeable in form, dimension, shape and
location. One assumes that it is the place where Jesus comes from, and to which he
ascends.”® At the same time, it is also embodied by him, and thus actively present among
people on this earth (Lk 17: 20, 19: 41-4), presenting a temporary, carnivalistic ‘time out’
for those who encounter him. Jesus’ miracles can be seen in the light of a suspension of
the laws of nature (Lk 9: 21-22, 18: 31-33, 24: 25-26, 24: 51*). Furthermore, the
Kingdom of God is a promise of a state of being and becoming, a time when universal
justice will prevail, a state that is not only worth struggling for in terms of changing the

world, but also a state that has to be entered into to attain eternal life.

Carnivalistic movements and images of inversion act as a leaven, according to Bakhtin,
to challenge, revolutionize and renew the reality of the norm that is imprisoned in rigid,
monologic structures. The central image in the Gospel is the central image of camival:
the crowning and de-crowning of the carnival king, the gesture that symbolizes the
changing state of human existence within all-consuming and all-renewing time.

Following Jesus throughout the narrative, one can trace a movement of uplifiment and

* One can note that the estimated production of this text, as well as the setting, is during a period of general
political upheaval and of extreme crisis for the people in the province of Judea.

*” The Pharisees, Elders, priests and lawyers, normally in a position of authority, are usually made to look
unpleasant, ruthless, hypocritical, and even ridiculous in their encounter with Jesus. See especially, the trial
scene (Lk 22: 1-6, 50-53, 66, and 23: 1-23).

* Jesus makes promises of a future when those who enter the kingdom will eat and drink at his table (Lk
22: 28).

* See also Luke 4: 19, 5: 33-35,9: 26, and 22: 28,
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degradation of his person throughout. In the first three chapters, in which his life span is
shown from before his conception to the time when he begins his work, we see him
carefully installed by divine intervention as a king (God will give him the throne of his
ancestor, David), the anointed one, the Lord, the son of the God that is worshipped in the
Temple, a saviour and the son of the voice from Heaven (Lk 1:32-33, 2: 8-11,2: 11, 2:
49, 3: 22). This status is supported by the sayings of selected, enlightened humans (in
terms of the Gospel, not in terms of the worldly establishment), namely, Elizabeth, Mary,
Zechariah, the shepherds, Simeon, Anna, the teachers in the Temple and John the Baptist
(Lk 1:43,1:46-55, 1: 69, 2: 17-20, 2: 25-32, 2: 36-38, 3: 16). Within all this, there is,
carnival-like, also a foretaste of the degradations to follow, in the form of the
circumstances of Jesus’ birth in a stable, which, however, is immediately followed by
divine confirmation of his kingship by the appearance of the angels. The effect is that of a
king in hiding,>® not yet recognised by the unenlightened. Jesus fends off an attempt by
the Devil to unseat him from this carefully established position at the brink of his
mission, the first overt round of the battle between the Kingdom of God and its

supernatural adversary.

After this introduction® the crownings and de-crownings are usually effected by human
agency, by the people, a manifestation closer to the gesture of carnival proper. The first
crowning occurs in Nazareth as Jesus announces his mission in the words of the prophet,
Isaiah, which is followed by a swift de-crowning (Lk 4: 20-30). To begin with, the
people in the synagogue are impressed with him. Their attitude changes when he tells
them something they do not want to hear, namely, that God’s concern is not exclusively
for the Jewish people. As Jesus goes on to perform miracles and preach the Kingdom of
God, always on the move, close to the crowd that moves with him, the latter uplifts him
repeatedly. Between these incidents he is rejected by the people of the Gerasenes (Lk 8:
26-36).%> Members of the establishment intermittently try to pull him down to discredit

him, while the crowd raises him up high with increasing volume. At one stage this voice

*® This image has a long literary history. Examples are the birth and childhood of Zeus in the Greek myth
(Graves 1959: 91), the birth and childhood of Moses (Exodus 2: 1-10), and ‘Oedipus (Graves 1957: 192). It
is a common feature in the Greek Romance (Longus, Daphne and Chloe, Heliodoros, Aethiopica).

5! In the light of rhetorical strategy this can be interpreted as an encouragement to the reader to take Jesus’
divinely ordained kingship as a given (to take ‘time out’ from scepticismy), and follow his subsequent
actions with this in mind.

52 Although, like the reaction of the demons, their reaction (fear) constitutes a recognition of him as a being
from another world (supernatural), which is, in effect, a crowning.
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is even augmented by that of the narrator, who starts referring to Jesus as the Lord (Lk 7:
19). Soon after Peter has actually named him the Messiah (Lk 9: 20), the disciples are
confirmed in this assessment by the divine intervention of the Transfiguration (Lk 9: 28-
36). As Jesus advances on Jerusalem, crowd celebration is intensified, with a concomitant
effort on the part of the establishment to pull him down, signifying the steady

intensification of the battle. We then see a climactic crowning as he enters the city:

Blessed is the king
Who comes in the name of the Lord
Peace in Heaven
And glory in the highest
Heaven (Lk 19: 38).53

The final de-crowning soon follows, with the rapid succession of his arrest, trial, passion,
death and burial, epitomized by the crowd’s ‘Crucify, crucify him’ (Lk 23: 21). This is
followed by a crowning by divine means in the form of Jesus’ resurrection and
ascension. Upliftment and degradation is the principal element of the text as a whole, in

the narrative, the teachings, and in the choice of images.

Within this larger overall movement there are numerous occurrences of other crownings
and de-crownings throughout, in line with the complexities of the image as such. I shall
briefly refer to the final de-crowning curve. Jesus de-crowns himself in terms of his
physical, human existence at the last meal with his disciples by the act of dissolving and
disintegrating the concept of his body and blood (his worldly being) into the material
bread and wine that he offers to his disciples. He symbolically abdicates from his life
before it is taken from him by the kingdom of this world, in turn de-crowning the latter’s
show of power (to the reader). Furthermore, he identifies himself at that point with those
who serve, encouraging his disciples to do the same. He rapidly crowns and de-crowns
the latter in this scene as he first acknowledges their discipleship and friendship,
promising them a future in the Kingdom of God, and then sharply brings Peter down to

earth by predicting the latter’s denial of him. Jesus suffers an actual mock crowning and

53 This image of kingship is intensified by the fact that it is very similar to Zechariah 9: 9, part of an oracle,
which also appears in verse. These two passages are discussed in more detail in Chapter 3 of this thesis in
conmnection with the intertextual relations between Luke and Zechariah.
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de-crowning at the hands of ‘the men who were holding him,” and at the hands of Herod
and his soldiers (Lk 22: 63, 23: 11).>* This is an instance of the common carnival gesture
in its cruel form, the kind that some of Bakhtin’s critics claim detract from the latter’s
positive evaluation of carnival proper,55 acts that are violent, funny to the performers but
not to the recipients who are used as the ‘props’ for this performance. In this instance the
image draws attention to the fact that camival ritual is not just a harmless game, but that
it affects life in real terms. This particular scene in the Gospel, in which the actual body
of the ‘king’ 1s maltreated, deepens the sense of outrage that increases as the story
continues, paradoxically emphasizing Jesus’ kingship and thus crowning him in the eyes
of the reader. The essence of the image of the ongoing crowning/de-crowning
phenomenon throughout the story is projected into unmistakable visibility in this scene,
comparable to how the scene with the Devil in the desert displays the battle of the
kingdoms. A miniature precursor to the crowning and de-crowning of the crucifixion, it
also draws attention to the ambiguous nature of the image itself. Whether a crowning is a
cynical act, performed by the establishment as a show of power in a spirit of
complacency regarding the status quo, or an emotional one performed by the crowd,
giving a glimpse of the possibility of a different type of society, thus disturbing and
threatening the status quo, it is always double-voiced, in Bakhtin’s terms, containing the
opposite of its purported effect within it. So, while the establishment invalidates Jesus by
the mock crowning, the image itself raises awareness of claims of his kingship,
questioning the kingship of worldly authority. On the other hand when the crowd raises
him as king, the very act raises a sense of illegitimacy according to the rules of due
worldly procedure, causing the kind of fear on the part of the establishment that responds

with violence.

In terms of Bakhtin’s view of carnival proper, a whole society participates in the
crowning and de-crowning action, a familiarization between the different social classes
being a characteristic feature. In the Gospel, it appears at first that one cannot speak of
familiarization in this ongoing image, as the two parts of the action are performed by
separate entities. The divine world crowns Jesus, and confirms this crowning throughout.

The power structures of the kingdoms of this world repeatedly attempt to de-crown him,

3 Although there is no actual crown in this Gospel, the elegant robe that Herod puts on Jesus functions as
the crowning symbol.
%% See Dentith (1995: 74-75).
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and succeed in the crucifixion. This can hardly be seen in line with carnival action.
Rather, it can be seen as the manifestation of the metaphysical battle between good and
evil. What changes the picture, however, is the presence of the crowd with its
familiarizing effect and its unpredictable ambiguous reactions. Increasing in volume with
the progression of the story, it is a force that ultimately sweeps individual reactions with
it. As the Pharisees, the high priests, Roman soldiers, Pilate and Herod proceed to
(cynically) crown and de-crown Jesus, *° the crowd becomes partisan, in spite of its
recent ecstatic crowning action when Jesus entered Jerusalem, thus endorsing the de-
crowning. The disciples, who have eagerly participated in the crowning throughout the
story, are also part of the de-crowning action at the end. Jesus is betrayed by one of the
twelve people closest to him; he is left alone in his agony on the Mount of Olives; and he
is denied by Peter. Everyone (including the disciples, who become submerged in the
crowd) witnesses his crucifixion and death. Whatever private feelings there may be, these
do not feature within the overall powerful action of the moment. Nevertheless, here too
the dualistic nature of the image is a central component, even though the overall picture
tips in favour of de-crowning. The act of ‘beating their breasts’ by the women, and later
by the crowd as a whole, crowns and de-crowns simultaneously. While it lifts Jesus up in
terms of affection, it signifies fear as a result of despairing in his power and thus in the
power of the Kingdom of God. The representation of the two criminals (Lk 23: 39-43) is
a concrete depiction of this ambiguity. Thus, while the overall de-crowning action
triumphs at this stage, the possibility of a new crowning at a later stage is contained in it.
Entrenched concepts of kingship, authority and criminality are destabilized and

challenged in this scene.

Hand in hand with crowning and de-crowning go the elements of spectacle, scandal and
inversion. As these often engender humour, while the Gospel is not, on the whole,
referred to as a humorous text, I shall address this aspect briefly before pointing out

selected instances of scandal and inversion.

To consider the carnivalesque without the element of laughter is just about impossible. It
is difficult to imagine parody without a comic component. It has been mentioned above

that ambivalent carnivalistic laughter, according to Bakhtin, is as old as carnival itself,

%6 To trap him, the high priests first accord him the right to say whether he is the Messiah or the Son of
God, to then destroy him anyway. Pilate states his innocence and then hands him over for execution.
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reaching all the way back to ritual laughter. Furthermore, he identifies the serio-comic
(my emphasis) element as the common factor that binds the various genres of the
Menippea together, the latter taking its name from satirical writing (Bakhtin 1984: 106-7,
112-113). And yet Bakhtin also contends that laughter itself is not an indispensable part
of a carnivalized text, in spite of the latter’s parodic nature. The humorous element
appears differently in different periods, according to him. Thus he sees an increased
comic element in the Menippea when compared with the Socratic Dialogue, and he sees
laughter as breaking out openly in the carnival of the Renaissance. On the other hand he
sees laughter as muffled in carnivalized literature of the eighteenth century, and reduced
in works by Dostoevsky (Bakhtin 1984: 164-165). One can add to this that the alternative
reality invented by carnivalistic inversion can take the form of a utopia that does not
necessarily have to be comic, but simply functions comparatively as another possible
version of life. Lastly, one can consider that not every facet of the multiform gesture of

carnival proper is transposed into every carnivalized text.

Having said that, however, it is worth re-assessing the Gospel in terms of laughter.>’ If
one is to find scandal scenes, inversions and spectacles within a general movement of
crowning and de-crowning, it seems unlikely that there would be absolutely no trace of
humour, also taking into account that we are looking at this text in the context of the
period of the Menippea. One cannot speak of a general, open laughter on the part of the
characters in the Gospel. The only implied laughter is that of those who mock Jesus. On
the other hand one can consider that the serious demeanour of a parodied character, as for
example a teacher of the law, in a particular situation can engender laughter on the part of
the viewer, whether a member of the crowd within the story or a reader of it. Although
the text does not specifically mention it, one can imagine that as Jesus ‘de-crowns’
members of the establishment by exposing their faults, the crowd witnessing this may
well have felt a sense of relief, satisfaction, and even laughter. Added to this one can take
into account that we are looking at this text from the perspective of roughly two thousand
years after its appearance. A great deal of humour, especially parodic humour, is based

on situations in a topical context, many of which we almost certainly do not know. One

57 See the review by Michel Foley of Patrick Downey’s Serious Comedy. The Philosophical and
Theological Significance of Tragic and Comic Writing in the Western Tradition. Downey argues that the
Bible is a comedy rather than a tragedy, even though tragic sections are contained in it. For example,
Christ’s tragic crucifixion is seen as only a low point in a three-part plot with a happy ending, the other
parts being a happy beginning and a happy finale that eternally consummates the victory of the empty tomb
in a new Heaven and a new earth (Foley 2003: 605-6).



79

could argue against this that the comic nature of a text like the Satyricon by Petronius (a
text of the same era as the Gospel, regarded by Bakhtin as a Menippean satire in the form
of anovel) is easily recognizable to a twentieth century reader. The Gospel certainly
projects a very different atmosphere to that text, but this can be attributed to the
difference of subject matter.”® One can consider, however, that in later periods, like in
medieval times, dramatized versions of the Gospel stories certainly accommodated the
comic element, not to mention twentieth century film adaptations of the Gospel stories,

like Monty Python’s The Life of Brian.

Jesus’ actions cause many a scandal in the course of preaching the Kingdom of God and
healing the sick. Examples are the conflicts concerning healing on the Sabbath (Lk 6: 6-
11), assigning himself the right to forgive sins (Lk 5: 17-26), the harsh words that he has
to say to the Pharisees and the lawyers (Lk 11: 42-42), the fact that he takes his meals
with perceived sinners (Lk 15: 1-2), and the expulsion of the commercial dealers from the
Temple (Lk 19: 45). All these actions take place in fuil view of the people. What causes
joy to the common people (possibly laughter) is the reason for much anger on the part of
the establishment. Taken as a whole, one can say that this behaviour amounts to a
carnivalistic provocation, eliciting behaviour from members of the establishment that
exposes a side of their character and doctrinal beliefs that may normally be kept carefully
hidden. In following his purpose of propagating the Kingdom of God, Jesus, like the
clever fool, fearlessly challenges the validity of the laws of worldly power structures, not
only by causing the latter to collide with the concept of the Kingdom of God, but also by
actively implementing the principles of this kingdom in defiance of the rules of

established power structures.

The scene of Jesus’ birth must have provided a great spectacle to the shepherds in the
text, as well as to the readers of it; so much so that it has been retained as a vivid image
of the Christmas story throughout the centuries. In this case the spectacular aspect was
dazzlingly provided by the supernatural in order to confirm Jesus’ identity as the
Messiah, the Lord, the future king whose birth had been prophesied by the angel Gabriel.
It is the image of the language of the utopian concept of the Kingdom of God. If one were

%% The Satyricon displays two characters who are persecuted by the god, Priapus (a minor fertility god), a
subject that lends itself to rather bawdy humour. Any humour in the Gospel is likely to be caused by an
inversion of a hierarchical given, which is also the case in Chaereas and Callirhoe. Both types of humour
would be consistent with the Menippea. ’
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to take away the element of the angels and the ‘the glory of the Lord” (Lk 2: 9) that shone
around them, one is left with a scandal (in terms of current moral practice) in the form of
Mary’s pregnancy before marriage, and the ignominity of the location of Jesus’ birth, a
carnivalistic inversion of what is expected of a royal birth. The latter would ideally be
publicized in the context of splendour accompanied by a preoccupation with proof of
legitimacy. The birth in the Gospel, on the other hand, signals a different type of order,
one that ridicules the worship of worldly wealth, power structures and legitimacy. It may,
in fact, be a parodic reference to a topical, historical matter. The scene is set in the reign
of Caesar Augustus. The historical Augustus had not been hailed as the future king at the
time of his birth and was never able to accept that title. It is recorded, however, that there
were stories in circulation about special portents at the time of his birth, childhood and
young adulthood that legitimated his future position as Emperor of Rome (Suetonius

1957: 104-80). The question of legitimacy was a problem for later Emperors as well. »

The scene in which Jesus reveals himself and his mission in the synagogue of his
hometown, Nazareth, is an example of both spectacle and scandal, in this case, involving
the worshippers (Lk 4: 16-30). As mentioned above, he is crowned and de-crowned in
rapid succession. In fact, two events occur simultaneously. The scene can be regarded as
an introductory depiction of the overall crowning/de-crowning movement that is to

" accompany Jesus’ ministry as a whole. First, he is accorded the status of a teacher, the
people listening respectfully to hear what he has to say. Having read out the text from
Isaiah, he then says something that they interpret as fitting into what they want to hear,
namely that the promised release from hardship is near. As they admire him, they
benevolently belittle him, keeping him in his place as Joseph ’s son (rather than
recognizing him as a prophet). Jesus shocks them out of their complacency, implying that
he is a successor of the prophets of Hebrew scripture, while they are like the people in
that same scripture who do not respect the proclamations of the very prophets that feature
in their current religious practice. He points out that God, according to scripture, did not
exclusively favour the people of Israel. His listeners react with such anger that they
actually drive him out of town in order to kill him, thus verifying what he has exposed
about them. The scandal lies in the fact that the religious establishment has been publicly

*® Succeeding Emperors that the writer of Luke would probably have known about. For example, see the
story of Gaius Caesar (Caligua) (Suetonius, The Twelve Caesars IV.7 {f.), and that of Galba (Tacitus, The
Histories X11.12-22).
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dislodged from its rigid complacency, lost face in terms of its authority, and has been
exposed as havihg the potential to use naked violence to protect the status quo. Ina
carnivalistic sense one can say that the scene shows these people in a parodic light,
turned inside out in respect of their usual behaviour. One can also speculate that a
dramatic representation of this scene could certainly contain features of comedy by virtue

of the shock brought about by a turning of tables between the people and J esus.*

A sense of the comic, mingled with a sense of painful awkwardness, can be found in the
next scene to be discussed in terms of scandal (Lk 7: 36-50). This is the scene where a

woman

... in the city, who was a sinner, having learned that he [Jesus] was
eating in the Pharisee’s house, brought an alabaster jar of ointment.
She stood behind him at his feet, weeping, and began to bathe his feet
with her tears and to dry them with her hair. Then she continued
kissing his feet and anointing them with the ointment... (Luke 7: 37-
38).

Initially we have two crownings of Jesus. The Pharisee Simon invites him to his house
for a meal, according him the status of a guest and a teacher, while the woman honours
him by caressing his feet (itself presumably a divergence of the norm). Through this
action it transpires that the crowning by the Pharisee was not a genuine one. Jesus had not
been given the honours customarily afforded to a guest (the opportunity to wash his feet
and a welcoming kiss), thus drawing a distinction (hierarchical separation) between him
and the other guests. As the reader is informed of the Pharisee’s unspoken doubts about

Jesus’ identity, the Pharisee outwardly still addresses him respectfully as teacher.

% Kolasny, in analysing this scene using rhetorical criticism, points out the pattern of an opening action,
interruption, a second action, rejection, and an expansion element, noting the sudden change from positive
response to negative response and rage. She links this pattern to other incidents in Luke and Acts,
demonstrating that such an analysis, with a subsequent broader understanding, is possible when looking at
the work as a whole. Focusing on the citing of the Elijah and Elisha narratives in this text, she sees this in
the context of an overall purpose and pattern used by Luke as a literary device to further the notion of both
Jews and Gentiles as God’s people (Kolasny 1990: 67-77). While this interpretation brings the intertextual
element to fore, the immediacy of the scandal, crowning and de-crowning, with the dramatic challenge to
existing perceptions of God’s people, is lost. See also Robbins who points out the self-laudatory aspect on
the part of the protagonist in this scene as he announces his programme. Pointing out the parallel in this
scene and a corresponding one in Plutarch’s Alexander, Robbins sees this as an example of an inoffensive
self-laudation as it is not done for personal gain, blended with praise by the audience, and as Jesus does not
claim the credit but gives it to God (Robbins 1981: 303-304),
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Through the use of comparison (syncrisis) Jesus effects a crowning of the woman and a
de-crowning of the Pharisee. The initial scandal is caused by the woman (herself deemed
an inappropriate person in society), who intrudes into a male dinner party, acting
inappropriately in terms of social convention. This scandal causes the second scandal, the
exposure of the lack of love and the hypocrisy of the Pharisee and his friends. We are left
with a carnivalistic situation, in which there is an inversion of the status of the established
sinner and the established religious person. Characteristically, a sense of familiarity
(painful from a social angle but vindicated from the basic human perspective) is brought
about by the action of the woman in taking the liberty of actually touching and caressing

Jesus’ person.

Jesus’ triumphant entry into Jerusalem can be seen as a major spectacle and scandal.
First, a large crowd hails him as the king in violation of Roman authority that does not
tolerate popularly acclaimed kings in defiance of Rome’s role as king-maker. Secondly,
the crowd hails him as the king who comes in the name of the Lord, implying that he is
the expected Jewish Messiah. This violates the authority of the religious establishment
that has not recognized him as such. The Pharisees put themselves into the awkward
position of asking Jesus to ‘stop his disciples’, to prevent uncontrollable crowd emotion,
awkward because they have been at odds with him in the narrative thus far. His answer
that ‘the very stones would shout out’ exacerbates the situation. In suggesting that the
most lifeless objects of nature would assume human faculties to shout out what cannot be
kept silent, he assumes an authority that lies far beyond human power structures, an
authority backed by the force that controls the universe. His processional (albeit |
spontaneous) entry, a large crowd putting out the carpet (their own garments) for him,
risks punitive, violent measures from the Roman authorities. However, all this is shot
through with carnivalistic inversion. Jesus rides a donkey (instead of a royal steed) that
has never been ridden, which nevertheless obeys him.*' He does not come as the victor of
a military battle. There are no regalia, not even a saddle, only the garments of his
disciples. There is no crowd control to protect him, no guard, no trophies in the form of
treasure and prisoners of war. In this case there is only the crowd itself, the people for
whom he battles. Purely from a visual point of view this scene can be viewed as a parody

of the Roman triumphal procession (practised both in the period of the setting of the

51 This scene features as a fulfilment of Zechariah 9: 9. The full implication of this intertextual use of
Zechariah is discussed in Chapter 3 of this thesis.
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Gospel, as well as during the period of its estimated production), by which a triumphant
general was rewarded amid crowd rejoicing on his return to Rome.®* Apart from its
comical undertone, the parodic element has the effect of confusing the clarity of the
situation in a worldly sense. Were Jesus to come in the full regalia of a king,
accompaniéd by soldiers (his followers) wielding weapons, he would clearly have
featured as a rebel. However, his completely different, poor appearance and non-
aggressive behaviour makes it impossible to combat him by military means without
comimitting an outrage. The scene, causing nervousness on the part of the establishment,
is a brief moment of visible triumph for the Kingdom of God in its ever-intensifying

battle with the forces of evil.

Moving closer to the final scandal and spectacle of the crucifixion we come to the
scandal and spectacle of the trial. On one level one could say that the scandal lies in the
fact that it cannot even be rated as a trial, and that Pilate sends Jesus off to his flogging
and execution even though he openly considers him to be innocent (Lk 23: 4, 25).%> A
substantial crime in legal terms is missing, while the man imprisoned for an actual crime
(murder) is set free (Lk 23: 18, 25). The trial is about Jesus’ identity, which is the crucial
question of the story as a whole. Jesus is hustled from hearing to hearing before
appearing before the people. When questioned by the elders, the high priests and the
scribes, Jesus answers, first, by predicting their reaction and refusing to answer their
question, then, with a mystification, and then, by telling his interlocutors what they say
(Lk 22: 66-71). When questioned by Pilate, Jesus simply replies by telling the latter what
he has said to him (Lk 23: 3). When questioned by Herod he says nothing (Lk 23: 9). All
these responses can be seen in the light of the actions of the camival fool. He makes no
effort to defend himself; he answers indirectly, repeats what people say to him, and
assigns to himself the right to remain silent. What makes this an anti-trial, amongst other
things, is that there are none of the rhetorical speeches so popular in the trials of the
Graeco-Roman world, no prosecution and no defence. Figures of authority are shown in a
degraded, familiarized light, openly displaying human weaknesses and vices. The high

priests make themselves ridiculous by showing their undignified position in the face of a

82 The lavishly celebrated triumphal procession of Titus after the destruction of Jerusalem is described by
Josephus (1959: 148-51).

% This may be a parodic reference to the way Roman Emperors, such as Caligula, Nero and others, dealt
with people that they wanted to get rid of, other than simply having them murdered (see The Twelve
Caesars by Suetonius {1957).
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Roman official, whom they address with ingratiating lies. Herod is shown up in an
equally undignified manner, preoccupied with his own selfish anxieties about his past
deeds (including the execution of John the Baptist (Lk 9: 7- 9, 23: 8)), while Pilate cuts a
pathetic figure as the representative of Roman justice in his indecisive behaviour and his
refusal to take responsibility. The serious dignity of the assemblies of the religious
establishment is exposed as a travesty, while Roman justice is shown up to be ineffectual

in terms of universal justice.

The culminating spectacle and scandal scene in the Gospel is the crucifixion. The sense
of scandal is overwhelming, whichever angle it is viewed from. Seen from the
perspective of the believer in Jesus® divine kingship, the scene presents a terrible outrage.
Seen from the perspective of the non-believing religious establishment, the emotion of
the crowd and the inscription on the cross of a man they believe to be an impostor and a
threat to orthodox religion constitutes a scandal. The execution of an innocent man is a
scandal from the perspective of justice. This scene is saturated with carnivalistic features.
The crowning/ de-crowning aspect has already been discussed above. The actual image
presented of this is Jesus on the cross with the inscription of “This is the King of the
Jews’ above him. The innocent man, installed as a king by divine intervention, is raised
on the cross, executed as a criminal with a mock inscription above his head, which,
paradoxically, visually confirms his kingship. General destruction (the forerunner of
renewal) is predicted by Jesus at the start. The presence of the crowd ensures the element
of spectacle, the actual word “spectacle’ (theoria) ® being used by the narrator (Lk 23:
48). In a brief moment, a sense of euphoria, that is, a suspension from the reality of the
agony, is presented on the cross when Jesus promises the criminal that ‘today you will be
with me in Paradise’(Lk 23: 43), thus vividly calling to mind an alternative world, the
Kingdom of God that relativizes all earthly authority. Supernatural happenings occur,
such as when the normal course of nature goes awry, with the light of the sun failing at

noon and darkness occurring over the whole land for three hours, coinciding with Jesus’

5 See Klumbies (2003), who takes the view that the crucifixion in Luke is presented as a theatrical
spectacle by an author who was familiar with Hellenistic theatre. Klumbies points to an anonymous work,
On the Sublime, ascribed to a certain Longinus, dated 25-40 CE, with which Luke may have been familiar,
This work, influenced by Aristotelean theory, was in touch with the Septuagint, evident by quotations from
Genesis. Klumbies compares the reaction of the crowd in Luke (who beat their breasts and then turn away)
to that of an audience at a Greek tragedy who undergo the process of catharsis (Klumbies 2003: 197-200).
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last three hours before his death (Lk 23: 44-6).®° The sacred curtain of the Temple, the
barrier erected between the people and the sanctuary, tears by supernatural means just
before Jesus hands his spirit into the hands of his father, signifying the destruction of the
power of the old system, which is forced to make way for the new. The ‘outsider’ in
terms of Judaism, the Roman centurion, speaks out for Jesus in the end. This can be seen
as linking up the scandal at the beginning of Jesus’ ministry, when the latter proclaims in

Nazareth that salvation is not exclusively limited to the people of Israel (Lk 4: 24-30).

On another level, the presentation of the trial and crucifixion in the Gospel can be seen as
an inversion of what is presented in ‘high’ classical texts, especially in the case of Greek
tragedy. Much of the trial in the Gospel is behind closed doors, instead of in full view of
the people, while Jesus’ execution (physical violence) is depicted as a spectacle instead

of happening behind the scenes, as it would, say, in a text like Sophocles’ Oedipus Rex.

Parables

[ shall now consider selected parables that appear in the Gospel, narratives within the
main narrative that are particularly vivid and display a number of Menippean features.
Recounted by the protagonist of that main narrative, they are invented stories that
demonstrate and test a particular idea, in this case concerning the Kingdom of God, the
idea central to the overall story.®® In line with the Menippea, the issues and settings that
feature in these stories are familiar, there being no epic distance or valorization. A
familiar image of life (always in movement) is displayed. Reversals of the expected norm
play a major part, as does the inversion of hierarchy. There is uplifiment and degradation.

Each story can be seen as a carnivalistic space within the reality of the main narrative.

% Chapter 3 of this thesis discusses the intertextual relation between Luke and Zechariah concerning the
modification of nature that will be effected by the warrior king, Yahweh, as the ‘day of the Lord’
agyproaches.

% The fact that these stories have been found to have similarities with other stories, stories outside the New
Testament (see | H Marshall’s Commentary on Luke), does not change the fact that they are presented
within the story-reality of the Gospel as constructed stories recounted by the protagonist for a particular

purpose.
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The Good Samaritan (Lk 10: 30 -35)

This story is told within the framework of a dialogue.”’ It is the reply to a question asking
who our neighbour is. The story describes a man in desperate need. Three possible
responses are dramatically impersonated, of which two are the same, implying that that is
normal behaviour on the part of the elite class of that society. At the end of the story the
listener is asked to choose who was a neighbour to the man who fell into the hands of
robbers. This is a simple use of syncrisis. The story is set in a familiar location. It
parodies members of the establishment (the priest and the Levite), as well as the ritual
purity laws that act as a barrier between people and their suffering fellow people. The
priest and the Levite (respected members of society) are exposed in their lack of
compassion, their concerns for ritual laws making them insensitive to human concerns.
There is something ridiculous about their fear of contamination as they pass by on the
other side of the road, fearing a man that is (only) half dead. This image stands in contrast
to Jesus’ behaviour in the main story. The latter has no difficulty in touching the sick to
heal them, and in touching the bodies of the people he raises from the dead (Lk 5: 13, 8:
54). While the members of the establishment are de-crowned in the context of this story
(hierarchical inversion), the Samaritan, usually the one to be despised, is crowned by
being shown as behaving with compassion in a spirit of familiar immediacy, unhampered
by any purity laws, prepared to sacrifice his time and money for the sake of, simply, a
fellow human.%® The morality of the laws in their rigid application is attacked, implying
that the system in its current form is ready to be toppled to make way for a renewal
effected by the Kingdom of God.

57 See Phillips (making use of the theories of Kristeva, Bakhtin, Barthes, and others), who views the Good
Samaritan as part of the dialogue between Jesus and the lawyer, as well as of the episode between the
sisters, Mary and Martha, and Jesus, as one discourse in which multiple intertextual activities takes place
gPhillips 1992: 266-301).

® S G Wilson interprets this parable as demonstrating that *doing the law rather discussing and refining it’
is a requisite for obtaining eternal life. He suggests that the fact that it is a Samaritan who is shown as
‘doing’ the law is a shock tactic, something not uncommon in parables (Wilson 1983: 15-16). He points to
Berger, who suggests that in this parable Luke presents salvation as dependent not on obedience of the law,
but on response to the teaching of Jesus, some of which can be found in the Old Testament when it is read
properly, understanding love to one’s neighbour primarily in terms of almsgiving (Wilson 1983: 16). The
approach taking Bakhtinian theory of carnivalistic inversion into consideration sees this parable in a more
radical light, that is, it sees it as actively attacking current religious practice.
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The Rich Man and the Beggar, Lazarus (Lk 16: 19-31)

The listener is shown a reversal of the fortunes of the poor man and the rich man after
death in this story. It is told in response to the Pharisees’ ridiculing of Jesus’ teaching in
the main story on the issue of money. Here, too, syncrisis is the central tool. First, there is
the presentation of the comparative image of the lot of the two characters on earth, then
of their lot after death, displaying hierarchical inversion. Furthermore, there is the
implied comparison of the Law of Moses with current practice, the latter at most allowing
for compassion towards close relatives but ignoring the obvious plight of a fellow human
in drastic need.*® As in the previous story, the idea in question is responsibility to one’s
neighbour. A carnivalistic vision (an alternative life) of the Kingdom of God is displayed
showing how the latter levels out the injustices of this world in the world to come (in line
with Jesus” quotation from Isaiah at the beginning of his ministry) (Lk 4: 18-19). Humans
are shown to have a choice in this life between following the Law of Moses and the
prophets, and the law of current worldly practice. The latter is exposed as having
deviated from the former. To abide by it means dire consequences in the life to come.
Use is made of the Menippean three-planed construction in this story. Heaven is the place
where Abraham is, and where Lazarus is taken to by the angels after he dies. Hades is
where the rich man lands after burial, where he is tortured by flames, and from where he
raises his eyes to see Lazarus. Fire is a prominent carnival image of destruction and
renewal in the Gospel as a whole (e.g. Lk 12: 49). The story as such favours (crowns) the
poor man, giving him a name, Lazarus, while the rich man, regarded highly in this world,

is presented only as ‘a rich man’.
The Lost Son (Lk 15: 11-32)

While the two parables discussed above are fairly clear, close to many of Jesus’ sayings
in terms of giving definite direction to the listener concerning ethical behaviour (Lk 6:
27-31), the parable of The Lost Son is more complex. It is told in response to the

grumbling of the Pharisees and the scribes at Jesus’ free interaction with the tax

% S G Wilson interprets this parable as demonstrating that the law and the prophets are an adequate guide
for those who wish to enter the Kingdom of God (Wilson 1983: 17-18). While a Bakhtinian reading of this
parable would not deny this, it actively emphasizes the urgency of showing compassion to one’s fellow
human being,. It becomes apparent that both syncrisis and anacrisis are at play, the latter interacting
dialogically with the Law of Moses, challenging the current interpretation of it in common practice.




























































































































































































































































































































































































































































