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LOVE OF STATUES*

N'as-tu pas, promeneur des superbes musées, 
Au milieu des ces chairs divinement usées, 

Trouble adorable après le dépard des badauds,

Senti, lorsque les voix se sont tout à fait tues, 
Et qu'un inoffensif gardien tourne le dos: 

Le désir de baiser les lèvres des statues?

J. Cocteau: Les statues

The ring o f Venus

The following well-known and popular story begins with these lines that are 
rather uncommon to belles-lettres: "I have always suspected that 
geographers do not know what they are talking about when they locate the 
battle of Munda in the lands of the Bastuli-Poeni people near the Munda of 
today, a few miles north of Marbella. I myself on the other hand -  relying 
on the text of Bellum Hispaniense whose author is unknown, along with the 
information obtained from Prince Osuna's excellent library -  have come to 
the conclusion that this memorable battlefield, where Caesar for the last 
time staked everything against the champions of the Republic, should be 
sought out in the area of Montilla. At the beginning of autumn 1830, while 
staying in Andalusia, I decided to make a lengthy excursion to dissolve any 
remaining doubts I might have. In the near future I intend to publish an 
essay which I hope will clear everything once and for all for the naive 
archeologists. But whilst my research is solving this geographical problem
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which has thrown Europe's scientific public opinion into a state of fever, 
allow me to relate a little story, though it has no bearing on the extremely 
exciting question of the location of the city of Munda." Probably not many 
people would guess that it is with these lines that Mérimée introduces his 
short story entitled Carmen. Why does the author start his narrative with 
this deliberation on the scientific attempt to locate the battle fought by 
Caesar in 45 B.C., when it has no apparent connection whatever with his 
story that later became world famous owing to Bizet's opera? Two different 
answers can be given to this question. First that the author, taking on the 
role of narrator of the short story, needs to account for his seemingly 
aimless journey to Spain. The narrator tours around the lands of ancient 
Hispánia as a lover of antiquity and in the meantime witnesses by chance 
the tragedy of Carmen, a gypsy girl, and what is more falls in love with her. 
The other reason is that Mérimée through his profession was an expert on 
antiquity himself, since between 1834-1860 he made many trips in France 
as an inspector of monuments (inspecteur des monuments historiques) with 
the aim of saving antique relics that were uncovered by accident from falling 
into ruin. The experience gained from these trips and also various 
descriptions recalling antiquity reappear in several of Mérimée's short 
stories (Carmen, 1845; The Venus o f lile, 1837; The Etruscan Vase, 1830). 
From among these it is in The Venus of lile where the story's main figure or 
rather narrator reminds us most of the author himself. The story-teller, an 
archeological inspector, reaches the southern French village of lile in the 
course of his inspection tour, where, among the roots of a frozen olive tree, 
an antique bronze statue of a practically naked woman was found, which 
the locals thought to be an idol that brought misfortune to everyone. Even 
during its excavation it caused an accident by falling onto the village's best 
pelota player, Jean Coll, and breaking his leg.

It was at sunset when the inspector arrived in lile at the house of 
Peyrehorade, the amateur archeologist, where they were preparing 
feverishly for the younger Peyrehorade, Alphonse's, wedding on the 
following day. This meant our hero was not able to see the statue set up 
near the courts -  the jeu de paume courts known from the history of the 
French Revolution -  he could only throw a glance at it through his bedroom 
window by the light of the moon. At that very moment two village 
youngsters stopped in front of Venus, and one of them threw a stone at it to 
revenge the accident that had befallen his friend. The stone however
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bounced back and hit the boy. The youngsters fled in terror thinking that it 
was the statue that had thrown back the stone.

The next day while the whole house was busy preparing for the 
wedding, the inspector had a chance to get a closer look at the statue, 
accompanied by his host, and he established that it was no common 
provincial representation of the goddess but, supposedly an original Greek 
bronze statue that had to be preserved on any account. The figure of the 
woman was beautiful, though even the inspector detected an inexplicably 
ominous trace in her smile. According to the script on the base, a certain 
Eutyches Myron had dedicated the statue on the orders of Venus. In the 
inspector's opinion it was not the statue, but only the golden bracelet once 
fastened to the hand but now missing, that was given by Myron, to whom 
the goddess probably appeared in a dream, promising him that his love 
would be fulfilled if he dedicated a bracelet to her statue. While the 
inspector was discussing the statue with M. Peyrehorade, the village youths 
started to play ball with a few Spanish muledrivers, and suffered a 
humiliating defeat. Alphonse Peyrehorade was watching the game from the 
side of the court, and seeing the defeat insisted on a return match. Dressed 
in his Sunday best he then joined the others to save the honour of lile. 
However he immediately missed his very first stroke. The ball hitting 
against the thick, jewelled wedding ring intended for his bride altered its 
course. Alphonse looked around angrily to see where he could put the 
precious ring so as not to loose it. He did not dare thrust it into his pocket 
in case it fell out in the heat of the game, neither did he want to entrust 
anybody else with it, so, stepping suddenly over to the statue, he pulled the 
ring on its finger. After this the game got better. They even beat the 
Spaniards. The match was barely over when it was time to go to the church. 
Alphonse, proud of his victory forgot all about the ring. During the wedding 
ceremony he realized what had happened, but fortunately he had on him a 
simple, thin ring that had been given to him two years earlier by a Parisian 
girl, so it was this that he slipped on his wife's finger. It was evening by the 
time they got home, and Alphonse wanted to retrieve his jewelled ring but, 
did not succeed: the statue clenched its fists and the ring could not be taken 
off again. Alphonse took fright: on the inside of the ring he had engraved 
"sempr'ab ti", that is, always with you, and now he had made the promise 
not to his wife but to Venus.

In the middle of the night thundering footsteps roused the house. The 
inspector noted that Alphonse must have got drunk and that was why he
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was unable to conrol himself. The guest was awaken in the morning by 
wailing. He hurried out of the room and saw Alphonse lying dead on the 
bed his sides covered with dark patches as if his ribs had been squeezed into 
a hoop. The young wife was sitting on a sofa with an insane expression on 
her face. All they could make out of her incoherent account was that in her 
opinion it was the statue that had visited Alphonse at night and crushed him 
when it lay on him. The family was certain that the tragedy had affected the 
young woman's mind. The inspector also agreed, but became thoughtful on 
finding Alphonse's ring on the carpet of the young couple's room. The same 
ring which the previous day they were unable to pull off the statue's finger. 
The story finishes by Mme Peyrehorade having the statue melted down and 
cast into a bell, but since they started ringing this bell in lile the grapes on 
the vine have got frozen twice.

Mérimée does not mention where he got the idea for his story from. In 
his letter to Francisque Michel (Brunei 12), dating from 19 August 1851, he 
wrote that he had read in the work of a certain Pontanus the story of a 
young man who gave his ring to a bronze or marble statue of Venus, and 
that he himself could not remember the whole story accurately. We know of 
at least fifteen Pontanuses between the 14th and 17th centuries, but none of 
them discuss the story of Venus.

It is a strange coincidence that Heinrich Heine's Elementargeister, 
written between 1835 and 1836, was published in 1837, the same year as 
The Venus o f lile. The notion that with Christianity coming to power 
ancient gods did not die but merely went into exile, plays a central role in 
the stories based on German mythology and beliefs. The title of Heine's 
other work (Die Götter in Exil -  Gods in Exile), connected closely to 
Elementargeister, also alludes to this. Dionysus, Venus and Diana live in 
caves, in wild lands along with their followers, and only a few had the 
chance to see them during the centuries of the mediaeval and modern age. 
The ancient gods although immortal are only able to influence people's lives 
as harmful spirits under the reign of Christ. Heine quotes the mediaeval 
Tannhäuser-song in which a knight strays into the cave of Venus and despite 
seeking Pope Urban's help to break the goddess' spell, he is not successful 
and is obliged to return to the followers of Venus. The tale shows the 
irreconcilable contrast between the free love and sensual pleasures of 
antiquity and the more strict, Christian moral of the Middle Ages, and 
Tannnhäuser rebells against the forceful rules of both worlds. This is not the 
most interesting motif from the point of view of Mérimée's short story.
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More ineresting is the story of a young knight who was playing ball with his 
friends near Rome (Heine 50-51, the edition of Neuhaus-Koch). His ring 
was disturbing him in the game, so he took it off and slipped it onto the 
finger of a marble statue so as not to lose it. After the game he wanted to get 
his ring back from the pagan goddess, but was not able to because she 
clenched her fists. He turned to his friends to show them what had 
happened, but by the time they ran to the statue she had straightened her 
fingers; the ring however had disappeared. After some time the knight got 
married and on the night of his wedding as he was going to lie down beside 
his young wife, a woman appeared looking very much like the statue and 
said: "you betrothed me, so by rights you are my husband."

The embarassing scene repeated itself for weeks and the knight, 
fearing that his wife might tell her parents what had happened or rather 
what had not happened, asked his friends for advice. They sent him to a 
priest named Palumnus who lived on the edge of town (Priester in der 
Vorstatt, Kornmann 79) and who was reputed to be a magician. At first 
Palumnus refused to help, but finally consented. He wrote magic symbols 
on a parchment and explained to the young man what he had to do. He 
advised him to go to a crossroads near Rome at midnight and wait there for 
strange, pale figures to emerge. If he should see the woman depicted by the 
statue, he should approach her without a word and hand over the 
parchment. The knight followed Palumnus's orders precisely. At midnight at 
the crossroads figures dressed in full splendour appeared before him all 
wearing the atirement of ancient pagans. Finally a beautiful woman, Venus 
herself, clothed in scarlet, rolled up in front of him in her triumphal chariot. 
The knight handed over the parchement to her. She glanced at it and 
exclaimed: "Palumnus, you wicked priest! Have you still not had enough of 
the suffering you have caused us?"

However she gave the ring back and the knight, as if freed from a 
spell, was able to perform his husbandly duties that night. True, Palumnus 
dropped dead three days later

Heine notes that he read the story, which presumably has a Spanish 
origin, in Heinrich Kornmann's book entitled Mons Veneris (The Hill o f 
Venus). Kornmann's work was published in Frankfurt in 1614. We do not 
know much about the author. He was born in Kirchhain near Marburg, 
obtained a doctorate in law and died in Frankfurt in 1640. His book 
entitled Mons Veneris summarized the traditions relating to the cult of 
Venus, to the goddess's statues and the stories related to them in 96
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chapters. He calls the priest of Mons Veneris Palumbus and sets him in the 
time of the Emperor Henry. Kornmann names his source too, book 26 in D. 
Antonius' book entitled Histori (Kornmann 77). Antonius drew the story of 
the Venus statue from the corpus Speculum Históriaié written by Vicentius 
Bellovacensis (V. Beauvais) who lived between 1190 and 1264. The story of 
a knight betrothing the statue of Venus before Beauvais was mentioned by 
W. Malmesbury in his chronicle entitled De gestibus regum Anglorum (On 
the Deeds o f English Kings) dating from 1125 ( volume 1 pg 256-258 in 
Stubbs'edition). Independent of Malmesbury, the story of the Venus ring 
also appeared in Germany in the Emperor Chronicles of 1131 and 1150 
(Kaiserchronik 5,13101). A young man named Astrolabius was playing ball 
(spilten mit dem cloze) with his friends in front of a temple of Venus, closed 
down by Theodosius (8 November 392 AD.). The ball fell into the goddess's 
sanctuary. Astrolabius jumped over the wall to retrieve his ball, but his 
friends waited in vain for him to reappear. After some time they rapped on 
the gate, but the pagan priests who were living there did not let them in, 
referring to the imperial order. Nevertheless the youths managed to get in 
and found Astrolabius spellbound in front of the statue of Venus. The devil 
had hidden in the statue and had persuaded Astrolabius to betrothe the 
pagan goddess with his ring.

"daz pilde waz gewis 
in honore Veneris, 
daz geriet im ouch der vâlant: 
daz vingerlin zöch er ab der hant, 
er gab im sínen gemähelscaz, 
vil tiure gehiez er dem pilde daz, 
daz erz iemmer minnen wolte 
alse lang er leben solte..."

The young man's mind was disturbed by love. After his friends led him 
out of the sanctuary he fell into a state of depression and neither ate, nor 
drank, even sleep eluded him. Siezed by fear of death Astrolabius turned to 
Eusebius, the imperial chaplain, who in his youth had read many magic 
spells in the black books (in den swarzen buochen). The pagan Astrolabius 
was prepared to be converted on condition that the chaplin exorcise the 
devil from him and retrieve his jasper jewelled ring. After lengthy
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negotiations Eusebius not only forced the devil to return the ring, but also 
to reveal the secret of the statue. Venus owed her magical powers to certain 
roots and grasses that were buried underneath her statue. After these had 
been removed Astrolabius along with many other pagans took up 
Christianity. The statue was taken to Rome on the orders of Pope Ignatius 
and erected in the Castel San Angelo (Panofsky, 11-12).

The scheming and exorcism of the devil, furthermore the christening 
of the pagan Astrolabius is a Christian legend whose development can be 
linked to the coexistence of paganism and Christianity, as well as to the era 
of the laws of Theodosius (Miihlher 53). It is worth noting that in Malmes
bury's version the youth slips the ring onto the statue's finger only because it 
hindered him in the ball game, and there is no mention of his being in love 
with the goddess; in the Emperor Chronicles on the other hand, the only 
point of the ball game, or more precisely the losing of the ball, is to enable 
Astrolabius to get into the closed down temple of Venus. There -  admittedly 
following the devil's advise, he betrothes the statue with his ring. The ball 
game in this case is not an indispensable factor of the story.

Heine's book, Elementargeister was published in France too. It was 
printed in the periodical Revue des deux Mondes in 1853 (Mérimée's short 
story also appeared here, in the edition of 15 May 1837) and two years later 
it was published in a separate volume (Les dieux en exil). Heine originally 
intended to ask Gérard de Nerval to translate it, but the neurotic writey fell 
ill, so in February and March 1853 Heine covered his hospital expenses 
(Neuhaus-Koch 1092). The translation in the end was done by Julius 
Duesberg.

Apart from Kornmann, Heine also used Martin Antoine Del Rio's 
Disquistionum magicarum libri sex (Cologne, 1633) as a source. This is the 
reason why Ariane Neuhaus-Koch (519) thinks that Heine had this Jesuit in 
mind when he believed the story of the Venus statue to be of Spanish origin. 
The motive of a statue betrothed with a ring also made an early appearence 
in Spanish lands. We come across it, though in a somewhat modified form, 
in the Hymn of the Virgin Mary written in Gallego Portuguese by Alphons 
X, the extremely well educated king of Castile and León (reigned 1252- 
1282). The story is set on German soil and the statue onto whose finger the 
young man slips the ring is not of Venus but of the Virgin Mary. Naturally 
it ends in a different way too, in accordance with the poem's spirit. The 
young man gets married, but on the night of his wedding the Virgin Mary 
appeares to him and warnes him: he is forbidden to touch an earthly
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woman because he is her fiancé. The young man realizes he cannot change 
what has happened and becomes a pious hermit.

Literary historians were able to follow the precedents of the motif 
right back to the 12th century, however they add that the tale, whose final 
source is lost, was rooted in late antiquity. The question is whether this final 
source really exists and whether it can be approached in any way. The task 
is not a simple one. J. Grimm also got involved with the Venus-ring 
problem as is testified by a letter of his written to K. Otfried Müller, the 
famous researcher of classical philology and mythology. "Does it occur 
anywhere in Greek mythology that a statue drops her ring from her finger 
to a worshipper? Or that she bends or straightens her finger or arm as a 
defence or a signal?" Müller's answer was short. "No. M." (Mühlher 53).

The tale as we can see has three key motifs. The first is the statue that 
comes to life and behaves as a human or god. The second is the love bet
ween a human being and a statue. The third the ring, which joins and chan
ges the fate of humans and statues. The ball game is missing in several vari
ants of the story and only plays a part in the legend together with the ring.

Statues come to life

The story that God moulded human figures from mud and breathed life into 
them, is rooted deeply in the Jewish-Christian tradition. Thus all men are 
statues brought to life, descendents of Adam. Greek gods too were capable 
of performing such miracles. In the poem Works and Days by Hesiod the 
gods first made man from gold, then from silver and later from ashwood 
(109-173). It was Hephaestus, Athene and Aphrodite who created and 
brought Pandora, the fateful woman to life (60-68). It was also Hephaestus 
who invented automatic machines made of gold to serve the gods, as well as 
the tireless gold and silver guard dogs owned by the Phaeacians ("Golden 
made servants hastened to help their master; they looked like real gold, and 
could not only speak and use their limbs, but were endowed with 
intelligence and trained in handwork by the immortal gods..." Homer: Iliad. 
18, 416-420. translated by E.V. Rieu; "On either side there stood gold and 
silver mastiffs which Hephaestus, with his consummate skill, had fashioned 
expressly to keep watch over the palace of King Alcinous; so they were 
immortal and coud never grow old." Homer: Odyssey 7, 91-94. translated 
by Samuel Butler). It is debated whether Talos, the Cretian bronze giant, 
was given to Europe by Zeus or to Minos by Hephaestus. Talos, in the
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service of Minos went round Crete three times a day (or a year) and chased 
away all the enemies. Talos was only vulnerable on his ankle. It appears 
from the above that most of the statues brought to life were made by 
Hephaestus, the limping god of smiths. There was another Talos too, who 
was not a statue but an inventor and the nephew of Daedalus. According to 
tradition Talos devised the saw, the compass and the potter's wheel. 
Daedalus, the man-of-all-trades got so jealous that he threw him off the 
Acropolis in Athens.

The uncle of the younger Talos, the killer man-of-all-trades was the 
only human being, as tradition says, who like the gods, was able to make 
self moving statues. This however even in antiquity was explained by saying 
that his statues did not really move, only depicted movement superbly, 
which previous artists were not capable of (Diodorus: 4,76; Pausanias: 
7,5,5). Daedalus loosened the figures' stiff deportment, bent their arms, 
protrayed them stepping and opened their eyes. This pursuit of realistic 
representation later inspired myths about statues coming to life. It is true 
that Daedalus is also meant to have built the labyrinth and flown from Crete 
to Sicily on wings made by himself, self moving statues are no less likely 
than these adventures. Statues anyway meant much more than simple, 
soulless material. When we portray somebody's features or even his figure, 
we in a way take possession of his soul. The text of an oath sworn by 
colonizers going from the island of Thera to North Africa around 600 B.C. 
indicates the ancient origin of this belief: "they made wax dolls and then all 
gathered together, men, women, girls and boys repeating the following 
curse, burnt them: Those who do not keep these oaths, but sin against them 
should melt away like the wax doll, he and his descendents and his cattle; 
those however who keep the oaths whether sailing to Lybia or staying on 
Thera should enjoy great fortune, they and their descendents too." (ML 5.) 
A statue therefore is not a work of art, or not solely, instead it is a magical 
instrument, that at times -  bringing danger to its creator -  can break free. 
The Egyptian Pancrates got a pestle to do all the housework for him, which, 
though it was soulless material, came to life by way of a magic spell and 
assumed a human figure. On one occasion Arignotus, his pupil overheard 
the master's magic spell and after Pancrates had left home he tried it out. He 
dressed the pestle and, uttering the magic words, ordered the instrument, 
now turned into a human being, to carry water into the house. When he had 
filled the amphora, Arignotus commanded him to stop in vain. The pestle 
went on bearing water until the whole house was filled. At this point
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Arignotus chopped the pestle-cum-servant in half in order to paralyze him, 
but this was not what happened. The two parts began to carry water 
separately and the unlucky apprentice was only saved from even more 
trouble by the arrival of Pancrates in the meantime, who with the correct 
formula turned the waterbearer back into a pestle (Lucian: Pbilopseudes. 35- 
36). It is also Lucian who gives an account of Pelichus, the Corinthian 
General's statute blessed with healing powers, that by night descends from 
its pedestal, wanders round the house and occasionally even takes a bath. 
Invalids cured from their illnesses used to place little presents and small 
contributions by Pelichus1 statue. On one occasion a Lybian servant stole 
Pelichus' money. The statue punished the thief. Not only was the Lybian 
unable to escape with the loot and was caught the next day, but from then 
on every night he was beaten in his dreams and on awaking his body was 
covered in bruises. He could not endure it for long and died a few days later 
(Lucian: Pbilopseudes. 19-21).

Naturally it was not only statues that taught those a who raised a hand 
against them a lesson, but humans also punished statues when they 
committed a crime. Draco besides humans, extended capital punishment to 
objects -  thus to statues also, as Pausanias relates: "After his death one of the 
men who had despised him while he was alive used to go by night to 
Theagenes' statue and beat the metal as if it were Theagenes himself he was 
harming. However on one occasion the statue fell on him and put an end to 
the insults. The sons of the dead man charged the statue with murder. The 
people of Thasos sunk the statue in the sea, following Draco's views. The 
latter framed a law for the people of Athens applying to murder and 
extending its validity to lifeless objects as well, for example, if something 
would fall and kill somebody." (Pausanias:6,ll,6)

Lucian in his previously mentioned work also tells the tale of a bronze 
statue of Hippocrates that served as a lantern. When it ran out of oil it 
would roam round the house by night knocking over pots of medicine 
belonging to its master. It would get particularly angry if the yearly sacrifice 
was forgotten. Mérimée must have read Lucian's Pbilopseudes, as he uses a 
line from it as a motto for The Venus o f lile.

Stories about Venus are very common in German Romanticism owing 
to Kornmann's influence. One of the most famous short stories, was Das 
Marmorbild (The marble statue) by Josef von Eichendorff (1788-1857). 
Florio, a young nobleman wandered into a park one night in Lucca, where 
he caught sight of a beautiful marble statue of Venus. He felt as if he had
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met a long lost love. At this point the wind got up and the cold whiteness of 
the statue filled Florio with such fear that he left the park hurriedly. Next 
day he searched for the park in vain, because where he had been the night 
before there was now a palace in whose garden sat a beautiful woman 
playing on a harp and singing. She closely resembled the statue that he had 
seen by night. Florio made her acquaintance, they went to a ball together 
and later on a hunt. The unusual woman invited Florio one evening to her 
palace. As they were talking the wind suddenly got up and the woman 
became paler and paler, more and more like a statue. Florio fled from the 
palace and left Lucca the following day. As he was leaving the city he 
noticed a picturesque ruin on top of the hill, roughly where the palace 
should have stood. He asked his companion what sort of sanctuary it was. It 
belongs to Venus -  said the man -  It is a dangerous place. They say that 
Venus comes to life every Spring and carries away a young man.1

Lovers o f statues

Statues, if they were truely brought to perfection, enraptured their 
spectators to the extent that at times they even fell in love with them. The 
best known example is the story of Pygmalion. Pygmalion -  in Ovid's poem 
-  was a Cyprian sculptor who had become disgusted with the sins of the 
female sex. Ovid in the Metamorphoses before Pygmalion's story relates the 
fate of the immoral Propoetis girls. These girls disowned the divine powers 
of Venus and love. The goddess in revenge made them into unscrupulous 
prostitutes and when all prudishness had vanished from their faces along 
with the human features, she turned them into stone, into statues. If Venus' 
revenge is able to turn the living into statues, her blessing can also achieve 
the opposite. Pygmalion in his solitude made an ivory statue portraying a 
beautiful girl. His work turned out so well that he fell in love with his own 
creation. He showered her with gifts, caressed her, took her into his bed, 
but he embraced her in vain, the ivory did not return his love. Pygmalion 
asked Venus on her festivities to give him a wife like the statue. He did not 
dare to ask her to bring the statue to life. The festivities being over, he went 
home and once again embraced the female figure. As he was stroking her, 
he felt her softening like beeswax from the wormth of a hand, and gradually 
getting warmer. The girl had come to life and now they could enjoy the gift
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of Venus, love together. They had a child, Paphos, named like the Cyprian 
town where the sanctuary of Venus stood.

Ovid's poem has several layers. It is just as much about the relationship 
between the artist and his work, as about the eternally two-faced, bitter and 
desired relationship between man and woman. A. R. Sharrock analysing 
Ovid's Pygmalion and Roman love elegy comes to the conclusion that "love 
poetry creates its object that it calls woman and falls in love with it -  or 
rather the artist falls in love with the process of creating, which produces 
woman. This is womanofacture" (Sharrock 49). Yet if we examine the 
original Pygmalion story, it becomes evident that there is no trace of all this 
in it. Greek mythology knows of two Pygmalions both related to Cyprus. 
One of the Pygmalions was the king of Tyrus, who killed his sister Elissa's 
(Dido) husband to get hold of his fortune. Dido in a dream saw the 
murderer and set off with a few Tyrians, not wanting to stay any longer in 
Tyrus. They first touched land on Cyprus from where they took girls with 
them, women of pleasure according to other traditions (that is, the 
descendents of the Propoetides) and founded Carthage. The other 
Pygmalion was also a king, not a sculptor, but in his tale, which is described 
by two sources, the statue of Venus plays an important part. Clemens of 
Alexandria who lived in the 2nd c. AD writes the following: "That certain 
Pygmalion of Cyprus fell in love with an ivory statue of a god. The statue 
portrayed Venus naked. The Cypriate was enchanted by its figure and made 
love to the statue. This is how Philostephanus narrates it. There was another 
stone Aphrodite on the island of Cnidos and it was beautiful. Somebody fell 
in love with the statue and made love to it. Poseidippus relates the first in 
his Cyprian and the second in his Cnidosian stories" (Protrepticus 51 P).

The description of the 3rd-4th c. Arnobius is more detailed: 
"Philostephanus recounts in his Cyprian stories that Pygmalion, the Cyprian 
king, having lost the clarity of his sense and judgement in his mind and soul, 
fell in love with the statue of Venus that the Cyprians thought to be holy 
and granted it a religious cult from ancient times. He loved her as a woman 
and in his madness took the goddess to his bed as if she were his wife and, 
embracing her lovingly, kissed her lips and urged by his vain desires gave 
way to futile passion. " (Adversus nationes. 6, 22, 132)

Philostephanus, who is quoted by both authors, was a writer of rarities 
from Cyrene living in the 3rd c. B.C. Only short fragments of his work have 
survived. It is debatable how deeply the tradition, preserved by Philostepha
nus about the Cyprian king and his love for the Venus statue, was rooted in
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past. Some reject its ancient origin because archaic Greek statues without 
exception depict women in clothes, male statues are naked. It is true that, 
owing to Eastern influence in the 8-7th с. B.C., especially on Crete, small 
statues of naked women were made from ivory, bronze or terracotta, but 
these, according to Stephanie Böhm, did not depict goddesses, neither did 
they appear in vase painting nor as larger sculptures, and at the end of the 
7th c. B.C. they disappeared (Böhm 119-120). Statues of women without 
clothes only appear in Greek art in the 4th c. B.C. On the strength of this the 
story of Pygmalion, because of the dominant role played by the naked statue 
of Aphrodite, could have originated at the earliest in the 4th c. B.C. 
Pygmalion himself however could have figured in earlier myths. One of the 
explanations for the king's name comes from the Greek word meaning 
"elbow high" and thus connects the Cyprian ruler with the tiny Pygmies. 
This physical defect could not prevent Pygmalion being a sculptor, just as 
the finger-sized Dactyles were men-of-all-trades and the lame smith god, 
Hephaetus, was skilled in many things. Moreover there is another indispu
table link between Pygmalion and Hephaetus: both are in love with 
Aphrodite -  one with her statue, the other with the goddess herself, to 
whom he is married. On the other hand Pygmalion could have had an affair 
with the real Aphrodite, if what the 1st c. Hesychius says is true: Pygmalion 
is no other than Adonis, Aphrodite's love. The 1st c. Apollodorus was in any 
case content to make Pygmalion the grandfather of Adonis. The figure of 
Adonis leads us out of the Greek world, since the young man gored to death 
by a wild boar was also worshipped in the ancient East under the name of 
Tammuz or Dumuzi as the lover of the Phoenician Astarte, the goddess of 
love. For the Greeks Astarte is no other than Aphrodite. It seems that 
Pygmalion felt at home in Phoenicia, to the extent that Porphyrius even 
mentions: Pygmalion came from Phoenicia (De abstinentia 4,15). Not only 
the king, but also his name was Phoenician. "Pumaj eljön" meant the tallest 
Pumaj (Müller 196). In the graveyard of Carthage, the North African 
province founded by Phoenicians a golden medallion of 5cm diametre came 
to light in 1894; its inscription connects Pygmalion (PGMLJN) with 
Astarte: "To Astarte, to Pygmalion JD'MLK, the son of PDJHLS, who was 
saved by Pygmalion" (KAI 73). It is evident from the inscription that the 
donator is JD'MLK, who was saved by a deity named Pygmalion. This is 
why a votive gold foil is due to him and Astarte. Whatever god Pygmalion 
might have been (eg. attribute of Tammuz?), it is certain that he was 
worshipped together with Astarte, the goddess of love. The inscription was
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made in the 8th с. B.C., maybe on Cyprus from the evidence of the lettering, 
and it could have been brought to Carthage from there.

All this might give an answer as to why Pygmalion's tale could be of 
ancient origin despite the fact that statues of naked women only appeared in 
Greek lands in the 4th c. B.C. The statues of Astarte in fact were mainly 
nude which can be expected from the goddess of love. The story of 
Pygmalion has obviously Phoenician origins, so the statue that figures in it is 
also Phoenician. Ovid's poem treated freely the tradition that in the 
meantime had become Greek, and turned it into a parable about artist and 
creation, about man and his perfectionist love.

It would be misleading however to limit love between men and statues 
to Pygmalion's tale. Our sources mention several similar relationships and 
almost all have characteristics of their own, different from the others. R. 
Robert by linking the words "agalma" (statue) and "philia" (love) calls this 
phenomenon "agalmatophilia" (Robert 379).

The following statues have been noted to have somebody fall in love 
with them.

The Aphrodite of Cnidos, statue by Praxiteles
Clemens of Alexandria: Protrepticus. 4, 57, 3. His source is 

Poseidippus
Aronobius: Adversus nationes. 6, 13. His source is Poseidippus
Tzetzes: Chil. 8,375. His source is Ptolemaeus, son of Hephaestion
Pliny: História Naturális. 36, 21; 7, 127.
Lucian: Pictures. 4; Loves. 13-16.
Philostratus: Vita Apollonii. 6, 40.
Valerius Maximus: 8, 11, ext. 4.

Agathe Tyche's statue in Athens
Aelianus: Varia história. 9, 39.

Statue of boy in the Treasury of the Spinians in Delphi
Athenaeus: Deipnosophistae. 13, 605-606.

Statue of girl on Samos, work of Ctesicles
Athenaeus: Deipnosophistae. 13, 605-606. His source is Alexis, 

Philemon, Adaeus of Mytelene
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Staue of Eros in Parion by Praxiteles
Pliny: História Naturális. 36, 22.

Statue of Muse by Praxiteles or Scopas
Pliny: História Naturális. 36, 39.

If we want to date the birth of these love stories by the lives of the 
creators of the statues, we can by no means reckon with a date earlier than 
the 4th с. B.C., because it was in this century that Praxiteles (370-320 B.C.), 
Scopas (after 395 B.C., but more likely around 350-340) and Ctesicles 
worked. The earliest sources also indicate this period, as Alexis was 
prominent from 357 winning the Dionysia with a comedy of his in 347 
B.C., while Philemon triumphed for the first time with a comedy in 327 
B.C. The aim of fine arts changed at the end of the 5th and in the 4th 
century. Artists strived for portrayals as true to life as possible (Plato: 
Nomoi 667). Anecdotes about masters of this era -  Parrhasius (worked 
around 440-390 B.C.) and Zeuxis (435-390) -  also point to this. On one 
occasion, writes Pliny (História Naturális. 35, 65-66), they were competing 
against each other for the most lifelike painting. Zeuxis painted a bunch of 
grapes so true to life that birds flew onto it. He proudly told Parrhasius to 
draw the curtain from in front of his picture to see whether he was able to 
excell him. All that Parrhasius said was that the curtain was the picture 
itself. That, is he was capable of not only deceiving birds, but also a painter 
with his lifelike picture. On another occasion Zeuxis painted a boy holding 
grapes and the birds flew onto this bunch too. Zeuxis grew sad because 
evidently the boy had turned out to be less lifelike than the grapes, since the 
birds were not afraid of him (Gschwantler: 128). On the strength not only 
of historical but also critical analysis, tales, or at least the Greek variants, 
about men roused by a passion for statues were created in the 4th c. B.C. 
and later. Later however they created a tradition. In the collection of 
fictitious letters by Aristainetus (ca 520 AD) a painter nammed Philopinax, 
i.e. "fond of pictures", complains to his friend Chromation that, having 
painted a beautiful girl, he fell in love with her. The cause of this was not 
the arrow of Aphrodite but his own artistic talent. He took the girl's picture 
to his bed, embraced and kissed it -  all in vain for his desires did not 
quieten. In the end he asked Aphrodite's gold-winged children to give him a 
girl resembling the picture. At times Aristainetus' letter coincides word for 
word with the rhetorical practice speech that survived under the name of
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Libanius who lived between 314-393 AD. The speech in fact was written by 
Severus of Alexandria and its title bears a tale too: "How would a painter 
speak if he painted a girl and fell in love with her?" (Libanius: Ethopoiiai. 
27; Severus: Ethopoiiai. 1.). It was Onomarchus, the pupil of Herodes 
Atticus who opened the series of rhetorical practise in the second half of the 
2nd century with his demagogic speech entitled "The lover o f statues". 
Philostratus {Life o f Sophists. 2, 18) only quotes a few lines to demonstrate 
his style: "Oh, you soulful beauty who has moved into a soulless body, 
which deity created you? Was the god of persuasion or Charis or Eros 
father to this beauty?"

The Aphrodite statue by Praxiteles that stood in the Aphrodite 
sactuary on Cnidos is the one that can boast of the most romantic 
adventures. It is not surprising that many were attracted to it, as its model -  
according to tradition -  was Phyrne, the love of Praxiteles, one of the most 
famous prostitutes of the time (Athenaeus: Deipnosophistai. 519 a.). The 
longest account of one of these adventures is in "Loves" which came down 
to posterity under Lucian's name (13-16). A young man fell in love with the 
goddess' statue and gazed at the statue day after day, from dawn till dusk, 
whispering loving words to it. After some time he took some knucklebone 
dice, so called astragalos, along with him. This game was played in the same 
way as with the six-sided dice, the only difference being that the astragalos 
could only stand on four sides, as the remaining two shorter ends were 
narrow and rounded. So the young man was playing with his four astragalos 
in front of the statue. The reason why he had chosen this particular game 
was because in the game of the knucklebone dice the best throw, when all 
the astragaloi showed different sides, was called Aphrodite and if he 
managed to throw this he was happy because the goddess -  he thought -  
was returning his love. After a few days however the boy was not contented 
with such innocent attempts. One night he hid behind the gate of the 
sanctuary and when it was closed he stayed alone with the statue. Who 
knows what happened exactly? What is certain though is that from the next 
day there was a black patch on the behind of Aphrodite that could never 
again be removed. There was no trace of the young man. Some think he 
threw himself into the sea, others said he jumped off a cliff, but he was 
never seen again on Cnidos.

Another youth fell in love with the statue of Good Fortune, Agathe 
Tyche in Athens. The young man appeared before the council of Athens and 
offered to buy the statue at any price. When the people of Athens refused to
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give it to him however much he pleaded, he crowned the statue with 
wreaths, adorned it, showered it with presents and then committed suicide.

Cleisophus of Selymbria fell in love with the statue made from the 
marble of Paros by Ctesicles and erected on Samos. What is not made clear 
from the account of Athenaeus (Deipnosopbistai: 13, 605f) is who the statue 
represented, but it was probably one of the goddesses, maybe Aphrodite, as 
it stood in a sanctuary. Cleisophus locked himself in the sanctuary and tried 
to make love to the statue, but he did not succeed as it was hard and cold. 
The next day the man returned with a piece of meat, tied it to the statue 
and thus fulfilled his desire.

The Greeks of course not only fell in love with statues of women, but 
also of boys, for example, with one of the statues standing in the Spinian's 
treasury in Delphi, and also with the statue of Eros by Praxiteles in Parion. 
The same traces of adventure were found on the latter statue to that of the 
Aphrodite of Cnidos. We even know the name of the offender, he was 
called Alcetas and came from Rhodes. In Roman tradition less piquant tales 
survive about statues and people. At any rate Varró gives an account of a 
certain Iunius Priscus whose heart was inflamed by the statue of a Muse 
standing next to the Roman altar of Felicitas.

In the course of the stories the statues do not play an active part and 
the final outcome of the events varies. In Delphi the culprit has to pay a 
fine, while in the stories from Cnidos and Athens one lover disappears and 
the other commits suicide. It is strange that there is no news of the incident 
on Samos, though -  as far as we give credit to the account, or at least 
suppose that someone some time gave it credit -  Cleisophus hurrying to the 
goddess' statue with a piece of fresh meat must have created quite a 
sensation.

The engagement ring

In Mérimée's short story, the relationship is formed between Alphonse and 
Venus by the man slipping his ring on the finger of the statue. After this the 
statue comes to life and wants Alphonse as her husband. As we see, this 
motif, in this form, only survived in a mediaeval context, but its origin can 
be traced back to the time of the Emperor Theodosius.

The symbolic meaning of the ring was immensely rich even during 
antiquity: at the same time it symbolised infinity with its round shape 
returning into itself, and also a magical binding, the state of being bound. It
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was this very feature that was exploited by black art. In the eyes of the 
Greeks the ring -  influenced by Eastern precedents -  was at first a sort of 
personal sign, as it served to seal letters, documents intended for posterity 
and treasure chests. The custom of engagement and wedding rings was in 
fact not Greek, but Roman.

According to tradition Prometheus, the inventor and cultural hero, was 
the first to wear a ring. After he was released from captivity and the chains 
that tied him to the rocks of the Caucasus were undone, he had to wear an 
iron ring as a reminder (Pliny: História Naturális. 33, 8). This ring was 
apparently forged from his shackles. The other ring well-known from Greek 
mythology was in the possesion of Polycrates, the tyrant of Samos 
(Herodotos: 3, 39-43; 120-125). Polycrates succeeded in everything he 
undertook. He gained absolute power with his fleet over the Aegean sea and 
started vast constructions with his prisoners of war. He fitted the port of 
Samos with a sturdy circular dam, surrounded the city with walls and had 
water mains carried to his headquarters through a tunnel carved into the 
hillside. The tunnel still exists, to complete it they had to drill through no 
less than one km of rock. Polycrates feared that the gods had designed a 
dreadful fate for him, and the reason they had lifted him to such heights was 
so that his fall should be even deeper. His friend Amasis, the Egyptian 
Pharao, advised him to cast off whatever was most precious to him. 
Polycrates had a precious ring. He decided that in order to appease the 
gods, he would throw it into the sea. He sailed out to the open waters and 
flung his ring into the foam. The next day a fisherman brought the tyrant a 
huge and magnificent fish as a present. Polycrates was very pleased and 
ordered the fish to be made into a splendid feast. However, when the cook 
slit open the fish's stomach, he found the tyrant's ring. Polycrates realized 
that it was no use fighting against divine destiny. Indeed a terrible death 
awaited him. Oroetes, the Persian Satrapes, jealous of the tyrant's power, 
captured and crucified him in 522 B.C.

Since antiquity many explanations have been put forward as to why it 
happened to be his ring that Polycrates cast into the sea. The most witty, but 
unprovable explanation comes from S. Reinach. He called attention to the 
fact that the Doge of Venice used to throw a ring into the sea every year, to 
renew the engagement between Venice and the sea. The very point of the 
explanation which is most questioned is specifically that the engagement 
ring was not a Greek, but a Roman custom, therefore Polycrates could not 
have had an engagement with the sea in mind. The story told by Herodotos
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emphasises the point that the tyrant tried to ward off danger by means of 
magic. The reason the ring could have been an appropiate instrument was 
because, bearing his seal, it was the symbol of his personality (Labarbe 26). 
V. Rosenberger connects the act of Polycrates with the best known Greek 
magic rituals (69-71). In magic the ring was the instrument for tying down 
somebody's or something's evil powers. The advice of the fifth magic 4th 
century papyrus published in K. Preisendanz's collection is to place a ring on 
a papyrus, or a tablet of lead, draw around and inside it, and colour the area 
with the ink of myrrh (lines 305-366). The left-over papyrus should be cut 
off and then the name of the person or object that we want to bind 
magically should be written between the two circumferences of the ring: 
around the outer cirle the magic signs and in the inner what we want to 
achieve. "Let his senses be bound so as not to do this and that, for example, 
so he should not be able to speak, hold his own, dispute, look at me, 
contradict me, but let him be submitted to me as long as the ring is buried 
etc". The ring has to be replaced on its contours and sown round till it 
disappears under the thread. One of the magic signs has to be pierced 
through with a reed and the magical spells have to be recited. The sown up 
ring should be buried four inches deep in the grave of a person who died 
young, while the following is chanted: "Death demon, whoever you may be, 
I hand over to you the person in question so as not to let him perform this 
act." The best effect can be achieved by the waxing moon.

The papyrus is a fairly late discovery, the magical powers of the ring 
on the other hand were recognised much earlier. Gyges of Lydia for 
example, had a ring that would make him invisible when he twisted it on his 
finger (Plato: The Republic. 359 d). Polycrates consequently wanted to tie 
down fate magically, but the plan did not work because his ring, instead of 
staying in the sea, was retrieved and so the tie was broken.

The signet ring had Eastern origins among the Greeks. The seal was 
mostly made of carved precious, or semiprecious stones. Gods appeared 
frequently in the design of seals. In the 4th century B.C. one of the most 
popular motifs of Greek rings was Eros and Aphrodite. The material of 
which the rings were made could be gold, silver or bronze, but gilded silver 
and bronze rings were also common. The Spartans, just like the Romans in 
the early republic wore iron rings. Even the commander holding the 
triumphal march was only allowed to wear an iron ring. Book 33 by Pliny 
(1-42) is a rich treasury of traditions concerning rings. At the time of the 
Republic only official delagates of the Roman State were permitted to wear
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gold rings bought at public expense. Those who were not born free men, i.e. 
servants or libertines, were forbidden gold rings till the first century of the 
Empire. The magical power could be increased by the stone mounted on the 
ring. Agate gave protection against scorpions, jet against snakebites, 
hyacinth from the dangers of travelling by sea, jasper from eye problems, 
red jasper from diarrhoea and porphyrite from headaches. Illustrations on 
the seal also increased protective power: the knot of Heracles, the half 
moon, the phallus, the foot, the sandal and the lantern.

There were times when it was improper to wear a ring. The school of 
Pythagoras forbode the wearing of rings (Iamblichos: Protrepticos. 21). 
Among the Romans, if someone appealed to Faunus he not only had to 
renounce the pleasures of Venus, but also the waring of a ring (Ovid: Fasti. 
4, 658). They removed their rings at table too, as they did from people who 
were deeply asleep or dead (Pliny: História Naturális. 28, 24; 33,110). The 
wearing of rings, therefore, magically obstructed certain activities. But they 
could be a nuisance in practice as well. Pliny writes (História Naturális. 
33,13) that rings worn on the left hand were a hindrance to soldiers holding 
a shield. Yet rings on the right were not -  or only rarely worn, as they 
hampered work, got damaged easily and wore away quickly (Macrobius: 
Saturnalia. 7,13,13). In the story of the Venus statue the ring bothered the 
young man in the ball game. We cannot find this motif in our ancient 
sources. Though it is true that the ball game was a means of forming a rela
tionship between man and woman as, for example, in the Odyssey, when 
Nausicaa's ball rolls by mistake into the hiding place of Odysseus. It is 
interesting to speculate on what type of game the heroes of the story were 
playing. Because the ball had to be hit with the palm, that is, it resembled 
today's volleyball, we can only think of the game named trigon (Németh 
1994).

It becomes clear that, in the eyes of the Greeks the ring mainly meant 
the imprint of personality, while the Romans used it as a symbol of 
matrimonial bond. It is not merely a coincidence that the following Greek 
ghost story took shape at the time of the Roman Empire and that it is 
narrated by Phlegon, the freed slave of Hadrian. A young man named 
Mâchâtes went to stay with Demostratos, a an old family friend he had not 
visited for a long time. At night when he wanted to retire to bed, a beautiful 
girl appeared in his bedroom. The girl revealed that her name was 
Philinnion, and that she had fallen in love with Mâchâtes on his previous 
visit. Philinnion embraced Mâchâtes and they enjoyed the gift of Venus the
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whole night. When they took leave at dawn, Philinnion promised she would 
come again the next night and gave the boy her golden ring. The boy could 
only give a simple iron ring in return, because that was what he was 
wearing, but he also presented Philinnion his travelling through a crack in 
the door and ran excitedly to her mistress, Charito.
"The young lady has not died after all, for I saw her in the room of our 
gentleman visitor!" she informed the lady of the house.

Charito did not want to believe it, but nevertheless next day she 
hurried to Machates's door. Alas, she arrived too late, Philinnion had 
already left. Charito at this point started to question Mâchâtes about his 
visitor. The young man admitted that she was a beautiful girl and showed 
her the ring he had been given. Charito recognised Philinnion's ring and 
asked the young man not to lock the door of his room the following night. 
So that is what Mâchâtes did, and when Philinnion was visiting him the 
door burst open and in rushed Charito. The girl exclaimed in distress: 'You 
did wrong, my mother, to spy on me and take away my pleasure. I had to 
die without tasting the gift of Aphrodite. I was allowed to come back to 
Earth for a while so as not to finish my life so sadly, but now I have to leave 
forever."

With these words she dropped to the floor and died. The whole town 
gathered on hearing the news that Philinnion had come to life. The 
members of the council decided to open her grave. Indeed, they did not find 
the body there: a cup plated with gold and an iron ring lay in the place of 
he dead.

Philostratos also narrates this story -  with slight changes -  woven into 
the life of Apollonios of Tyana (4, 25). Menippos of Lykia fell in love with 
a beautiful Phoenician woman living in Corinth. Appolonios, Menippos's 
master, realised that the woman was a lamia, i.e. a vampire, and by exposing 
her at their wedding, saved Mennipos from certain death. In centuries to 
come this story became extremely popular. Praetorius (321-327) published 
it in 1666 in his book on oddities and Goethe read it in his wording. It was 
the tale of Phlegon that inspired him in 1797 to write his poem entitled The 
Bride of Corinth, that embellishes the love of the living young man and the 
dead girl with the depiction of the contrasts between Christianity and 
paganism. It is interesting that J. Keats also elaborated this motif in his 
poem entitled Lamia, written in 1819.

In Phlegon's story, the ring with which the boy betroths a lamia, who 
later threatens his life, plays an important role. As it is an engagement ring,
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or in Philostratos's variant a wedding ring, it is evident that the narrative 
could have only originated in Roman times.

Summarizing the above, are we able to say more about sources the of 
The Venus of lile, than K. O. Müller wrote of to J. Grimm? Maybe yes. It 
seems that already in antiquity all the elements of the Venus-ring story were 
there, but they had not yet been linked -  or at least not in the sources 
known to us -  with the ball game. The physical contact between man and 
the statue of the godess can be concluded from the Phoenician/Cyprian 
Pygmalion story, but it only spread among the Greeks in the 4th century 
B.C., when a new way of portraying Aphrodite, as well as the contemporary 
pursuit in arts towards realistic representation, helped it. In Ovid's work -  
even if only for a moment -  Venus, the statue, the ring (gemma) and also 
the ball are all together, though the latter is merely a love token without any 
dramaturgic function. Although men who made love to statues were at times 
punished by death, the mystery and fate that appear in Kornmann, Heine 
and Mérimée is rooted more in the Phlegon type of lamia tales. The diabolic 
features of the Venus statue however only appear after the spreading of 
Christianity, at the earliest in the 4th century AD. The most original 
characteristic in the motifs adventurous afterlife is the identifying of Venus 
with the Virgin Mary in the poem by Alphonse X, which raises the ancient 
vampire tale to a story of salvation.
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"Alphonse X: How the cowled slipped a ring on the finger o f Saint Mary and 
how the statue bent her finger with the ring on it.

Its meaning: The glorious Virgin, the Queen of souls is jealous of those 
whom she loves, and does not want them to behave in a vile manner.

I shall tell you a beautiful miracle about this, in which you will take 
pleasure. The miracle was performed by the Virgin, the mother of our Lord, 
by means of which she freed from a great sin an exceedingly faithless lover, 
who kept changing his loves one after the other.

It happened on German lands, where the people wanted to restore 
their church, so they took out the holy altar statue and placed it in the gate 
opening onto the square, in the shelter of the colonnade.
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In that square there was an extremely green field, where the locals 
amused themselves playing pelota, the game that youngsters like more than 
anything else.

On one occasion a large group of youths were playing, and a young 
gentleman, who was in love, wanted to place the engagement ring he had 
been given by his love somewhere safe, fearing that it might get bent when 
he hit the ball. He saw the statue and also how beautiful it was, and slipped 
the ring onto its finger saying:
"From today on the one I have loved will no longer interest me, for I swear 
to God my eyes have never seen such a miracle, therefore from now on I 
shall be your servant and as a proof I shall give you this beautiful ring."

And bowing before her he said devoutly:
"Ave Maria." then he promised that never to take another woman into his 
embrace and to remain faithful to her.

After the young man had made these vows, the statue bent its finger 
with the ring on it. The young man seeing this took fright and exclaimed: 
"Oh, Saint Mary, help me!"

When they heard this, the people hurried up to the shouting young 
man and he told them what I have just related to you. They advised him to 
join the order of Claraval (Clairvaux).

Everyone presumed that this was what he did, but he, heeding the 
devil's advice did not keep to what he had promised the glorious Virgin, and 
his promise disolved in his soul like salt in water.

He thought no longer of the divine Virgin, but instead became 
inflammed with passion for his previous love, and, to the parents' delight, 
he married her, exchanging ethereal for earthly pleasures.

When they had held the wedding and the day was coming to an end, 
the bridegroom retired first and suddenly dropped off to sleep. In his dream 
he saw Saint Mary who cried out to him angrily:
"Oh, my deceitful liar! Why did you go to seek another woman? You have 
forgotten the ring you gave me. You must therefore leave this woman and, 
come what may, you must come with me; if not you will live in deadly fear."

The bridegroom woke with a start, but did not want to go. The 
glorious Virgin once more sent a dream to him. The young man saw Saint 
Mary lying between him and his bride, separating the two of them and 
calling him in a very angry tone:
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'You wicked, lying and unfaithful one, are you coming? Are you not 
ashamed of abandoning me? If you still have a desire for love rise, and do 
not wait for the morning to come, leave this house, leave!"

The bridegroom awoke and was siezed by such great a fear that he rose 
and departed immediately. He called nobody to accompany him. He 
wandered through the hills until he reached a hermet's abode standing next 
to a pine forest. From then on, throughout his life, he served Saint Mary, 
the great King's mother, as they say, and she took him away with her, as I 
believe, and indeed I know, to Paradise, to the Heavenly Kingdom."

Notes

* I wrote the study in Heidelberg, holding a Tempus scholarship. I would 
like to thank professor Géza Alföldy, the head of the departement of Classi
cal Philology at Heidelberg, for his friendly help, along with P. Gerhard for 
calling my attention to the Hymn of Mary by Alphonse X, and A. Lénárt for 
translating the poem.
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