THE STYLE OF NONNOS’ DIONYSIACA
The Rape of Europa (1.45-136) and the Battle
at the Hydaspes (22.1-24.143)"

Stylistic analysis presented topically in the form of usages and
tendencies abstracted from the text of the poet and given in the
form of lists of examples, if not statistics, is perhaps the only
practical way to describe a poet’s style in detail and in extent while
still in a surveyable scope. Nevertheless, a poet’s style is experi-
enced progressively as one reads or hears the work; style must
therefore also be studied and analyzed in at least substantial sec-
tions of consecutive text, and not only because Nonnos’ style
varies considerably’. I shall examine the first brief episode in the
poem, the Rape of Europa. Like a musical overture, it is a show-
piece, a virtuoso performance with which Nonnos evidently wants

*) Earlier versions of this paper were presented at the annual meeting of the
Classical Association of the Canadian West in Victoria, B. C. on February 19, 1994
and on the Classical Association of Canada Central Lecture Tour, October 1994.

1) A.Wifstrand, Von Kallimachos zu Nonnos. Metrisch-Stilistische Unter-
suchungen zur spiteren griechischen Epik und zu verwandten Gedichtgattungen
(Lund 1933) 78-154.
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to get his reader’s attention and pique his interest?. One can expect
it to be a good example of Nonnos’ artistry, worked with care, and
therefore an especially useful passage for my purpose (1.45-136. I
shall not comment on 321-351).

One of the most striking features of Nonnos” style is his
fondness for certain ideas, words, or sets of words®. Roundness is
among his favorites*; here Eros encircles Europa with his arms
(49 nuxhdoag), the bull Zeus curves his neck downward (51 »ve-
t0v), Boreas bellies out Europa’s robe and whistles at her unripe
breasts (70 x6Anwoe, an apt word, indeed a pun — voyeurism is, of
course, frequent in Nonnos), and Zeus rounds his back (77
nugTdoog. See also 133 Béotouya and xuxhddecg).

In Nonnos nothing is real, everything is copy — if not false,
feigned or fake®: the throat from which Zeus moos (47 vé60, cf. 61

2) M. Whitby (From Moschus to Nonnus: The Evolution of the Nonnian
Style, in: Studies in the Dionysiaca of Nonnus, Cambridge Philological Society,
suppl. vol. 17 [1994] 99-155) compares short passages of the Dionysiaca with short
passages from six Hellenistic and Im eria{) poets. She uses this passage and
Moschus® Europa (especially 125-130) for her first comparison. She concentrates
on what is or 1s not included (e.g. Europa’s basket is absent from Nonnos), on
linguistic novelties (e.g., Moschos’ éhagoiCeoxe [130] and Nonnos’ dxgoBagi
[65] and Boootdhog [66]), on Nonnos’ avoidance of prepositions and use of only
the commonest particles, and on metrical practices.

3) The most significant work on Nonnos’ style is Margarete Riemschnei-
der’s very original and perceptive essay: Der Stil des Nonnos, in: Aus der byzanti-
nistischen Arbeit der DDR 1, Berliner Byzantinistische Arbeiten 5, Berlin (1957)
46-70. It has not always received the appreciation it deserves; W.Fauth (Eidos
Poikilon, Gottingen 1981, 13) cites the cfismissive criticisms of Peek and Keydell
“obwohl diese Ermittlungen ... fiir das Erfassen des Grundcharakters der Diony-
siaka durchaus hilfreich sind.” Riemschneider observes that words lose their mean-
ing in Nonnos, that his free word placement is unGreek, that Nonnos is rich in
synonyms but poor in concepts, that he has favorite words or ideas (especially the
line, movement, illusion and paradox), and that he pays no attention to temporal or
spatial reality in his narrative.

4) Riemschneider (above, n.3) 53 lists the following: &yx0iog, xaumdrog,
éninvorog, omelendos, TEOYOELS, TEOXO0EWNS, TEOYOAds, EME; OAxdg, avldg,
®0rhog, {Tug, dvtvg, x®dvog, omelpa, ogaipa, dis, ddupos, xévigog, duua,
uiton, otépna; xAumtw, ®xurhow, EMoow, YvEoéw, wtEdw. J. Winkler (In Pursuit
of Nymphs: Comedy and Sex in Nonnos’ “Tales of Dionysos” [Diss., University
of Texas at Austin 1974] 177 n.9) counted 265 occurrences of ®x0xhog and its
derivatives. Nonnos is also very fond of adto-compounds (18 in books 7 and 8),
but there are none in our passage. Winkler surveys their use in a discussion of
spontaneous generation (79-84).

5) Riemschneider (above, n.3) 57-59 lists: TOmog, elxdv, pipnua, ivdaiuo.,
pbopa, always in association with an adjective meaning ‘counterfeit’ such as
v0og, Yevdopevog, Eetvog, mTomtos, AmoTtAog, uunkos, aviitvmrog, &vtitu-
Yog, GvtigEomos, dOMOg or xhemtduevos. Riemschneider holds that there is no
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Amegomijo ‘deceiver’), Zeus the strange voyager (65 Egivov),
Boreas’ tricky breath (69 dor6eic), the Nereid pretending to
swim (75 uipnua). See also vébov mhéov (97), ov ... tomov elne-
Aov (100), dnbea todeov (103), dmathiog (120) and xedpaot
wunhotor véBog xs)\agvlsv Evutetg (124)6. Triton’s dvtitumov
uéhog (62) is perhaps an ‘accompaniment’ to Zeus’ moos, but
the adjective implies imitation, 1 tP not deceptive imitation. Then
too, the word once meant ‘opposed.” Is it accompaniment or
counterpoint? One is often unsure of such matters in Nonnos.

xéoag (‘horn’) is practically a leit-motif of the poem; how
pleased Nonnos would be to learn the contemporary slang
sense of ‘horny,” that is, ‘sexually excited or excitable’.” Zeus is
high-horned (46) and a horn-bearing sailor (65) who is pointed
out by Nereus, mingling wonder with fear (64). »eodoog
(‘mingling’) has, of course, nothing to do with horns lexically,
but given Nonnos’ use of language and the context, the ap-
pearance of the word is hardly fortuitous. Europa grasps a
horn to steer with (68). Again, whatever can have erotic asso-
ciations undoubtedly has in Nonnos. See also 121.

Among Nonnos’ most favorite verbs are those for drawing
a line (scoring a surface)®. Zeus’ hoof furrows the water
(54 #xdooke), a dolphin cuts the flood (73 &vénomte), a fish’s
tail scores the surface of the sea (78 xotéypagev). See also
dieooupévov (53,86), téuvmv, -ovor (93,108,114), yapbdooetan (96),
draoyiter (105), oxitovor (114), and adhanes and éxérin, which,
though not verbs, have the same implication (117). There is
Ferhaps more than a hint of sado-masochism in this fondness
or penetration or scoring surfaces, but one need not labor to
find perversion in Nonnos. Eros is a drover who lashes Zeus (80
énepdonie) with the xeotdg, a very prominent term in Nonnos
which designates Aphrodite’s charmed girdle, and which is
associated with the fudg or lash (24.318, 31.273,280, 32.5f.,

implicit valuation in these terms or even difference in meaning; “gemeint ist immer
das Doppelgingerwesen.”

6) Nonnos likes to heap these synonyms (upnii) dohiolo mognmager Siyug
dveigov, 26.7. At 8.3241. five of six consecutive words indicate falseness.)

7) For the meaning of ‘horn’ in antiquity see J. Henderson, The Maculate
Muse: Obscene Language in Attic Comedy (New Haven and London 1975) 20 and
127; J. Clay, Providus auspex: Horace, Ode 3.27, Classical Journal 88.2 (1993) 177
n.39; J. N. Adams, The Latin Sexual Vocabulary (Baltimore 1982) 22.

8) Riemschneider (above, n.3) 48-54 lists: Yo4ow, xopdoow, &nipeoow,
dakdw, oxilw, duxdlw, téuvw, dailw, peplto.
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33.241)°. The Latin caestus might well have aided the association in
Nonnos” mind.

The vignette is developed into one grand adynaton; Nonnos
is more interested in the possibilities offered by a sea-going bull
than in the erotic scene itself, dear as these are to him. After
Europa’s lament, Nonnos abruptly interrupts the narrative (137),
and the poor girl must wait 200 lines to be undone, and that
quickly (344-351). The adynaton allows Nonnos to indulge his
predilection for paradox, reversal, oxymoron and the like, some
mild, some piquant!®. Zeus feels the sweet goad (48 yhvxdv ...
whwma), and spreads the rounded ridge of his back (51 HUQTOV
bmootogéoas hoginv) for the mounting maid (51 emﬁntogt xovon
- reversmg the erotic associations, for in Greek énipiitwe ‘moun-
ter’ means male), straining his relaxed back (52 xeyoraouéva
vito titaivav). Poseidon marvels at the “waddle-foot voyage” of
Zeus (60 mAdéov eihmddnv)!l. Since Zeus can hardly be said to be
shambling unless he is walking on the water, not swimming in the
water, the adjective emphasizes the unreality of the whole scene.
Since the adjective is also used of women (LS] citing Eup. 161),
Nonnos is perhaps also hinting at a reversal of sex roles, with Zeus
seductively wiggling his derriere and Europa mounting. Other
paradoxical expressions make Zeus a watery wayfarer (76 tyoog
68(tng), and there is a watery pasture (83 vouov Hyeév). A woman is
Zeus’ driver (85 fvioxov), a variation on the metaphor of the boy-
charioteer of Anacreon’s heart (Anacr. 360), but here Nonnos is
having it both ways, literal — if not quite real — and metaphoric.
The sea does not quench his passion (87), for pregnant water gave
birth to sea-deep Aphrodite from the heavenly furrow (87? )2,
Here Nonnos confuses water and fire, sea (Bovyinv and 9dwo),
earth (adhaxog) and heaven (ovgaving). Bodg dghroiofolo (89) is a
rather neat contrasting imitation of Homer’s molvgroioforo
Bardoong. Zeus hoofs it over the water so daintily that he does

9) Nonnos’ fondness for whipping crops up in the most unexpected con-
texts. At 40.437 the sun whips the earth with steam, and at 48.580 the Il)mlmy air is
lashed by gales of fragrance from flowery meadows.

10) Riemschneider (above, n.3) shrewdly observes that, although Nonnos’
art has been termed antithetical, he does not set different things side by side but
unites the mutually exclusive (61-63).

11) For this and many other translations I am indebted to W.H.D. Rouse,
Nonnos, Dionysiaca, 3 vols. (Cambridge, Mass. and London 1940).

12) Neither does Typhon’s water quench Zeus’ thunderbolt (2.436-507)
which is born of the rainy clouds. Nonnos likes to play with the opposition-
relation between fire and water. See W. Fauth (above, n.3) 45-58.
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not make a sound (54f. &yogov) or get Europa wet (57,75). In
other, less striking, paradoxes Europa is both sailor and cargo
(56,66,891.).

An Achaian sailor is introduced to redouble and exaggerate
the effect of this unexampled spectacle with his gaga commentary
on the seagoing bull. As usual in Nonnos, the speech is addressed
to whom it may concern, that is, the reader. The sailor’s disbeliev-
ing eyes see an dygovépog Bots (94). He doesn’t want to believe
that Zeus has created navigable earth (mhwtv ... x86va, which is
presumably implicit in the walkable water he is observing), or that
a farmer’s cart will cut a wet furrow (96, a golden line, of which
Nonnos is fond; both Hypog ... 6Aoc and GhBeéntoto ... GudEng

. are paradoxical, as are diepdv doduov [99] and Batdov mAbov
[109]). Contradictions multiply: od méhe Nmoedg / Bovrdhog, od
Iowtedg dpdtng, ov Madrog dhwelg, / ovy €hog, 0¥ Aewpdveg év oid-
uoow (110-112) and éALd @utdov moVTOLO TéAeL Pola nal omdQOg
0w, / vavtilog dygovonos, mhdog athareg, Ohrag éxétin (116-117).
The second list begins with what is hardly a paradox, but that soon
changes, and the chiastic alternation of order, between terrene —
marine and marine — terrene, artfully adds to the confusion. “Do
sex-crazed bulls rape women?” (119). In Greek myth, “of course,”
and so the improbable paradoxically becomes straight — if mythic —
reality. But for that matter and speaking of water, is seduction by a
river more credible (122—4)?

The detail provided by Nonnos, especially in the first 40 lines
of the passage, creates the remarkably visual character of the scene,
without which the paradoxes would be less striking, if not impos-
sible to achieve. “Literary pictorialism” or “visual immediacy” has
lately been discussed by G.Zanker and M. Roberts in the context
of &végyeia and #xgoaois. By évégyeia Dionysius of Halicarnassus
means “the stylistic effect in which appeal is made to the senses of
the listener and attendant circumstances are described in such a
way that the listener will be turned into an eye-witness ... [It] is
for the rhetors one of the “virtues of ekphrasis ... whereby you can
almost see what is being related.”” “The prime quality of the
ekphrasis was ‘vividness’ (enargeia, evidentia), defined in the Rbe-
torica ad Herennium as ‘when an event is so described in words
that the business seems to be enacted and the subject to pass before
our eyes’ [Rhet. ad Her. 4.55.68] ... In an ecphrasis the writer

13) G.Zanker, Realism in Alexandrian Poetry: A Literature and Its
Audience (Surry Hills, Australia 1987) 39-40.
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tried to turn his hearers/readers into spectators!®.” Wealth of
visual detail is the means by which évéogyeia is achieved; Roberts
adopts Aquila’s term ‘leptologia’ for “this technique of detailed
description®,” which features figures of parallelism, homoioteleu-
ton, anaphora, asyndeton, chiasmus (for variation), and a prefer-
ence for commata (short phrases) over colal®.

Nonnos’ ‘Europa’ is a splendid example with an abundance
of striking visual detail: Eros encircling Europa’s waist and lifting
her up while the bull spreads his back beneath for her to mount
(48-53); Europa dry and motionless, but trembling with fear
(55-7) while steering with one hand on the bull’s horn (65-7);
Boreas billowing her shaking robe and whistling on her unripe
breasts (69-71); a Nereid seated on a dolphin, pretending to swim
(72-75), and so on. The reader is an eye-witness, but Nonnos also
supplies a literal eye-witness who, paradoxically, has trouble be-
lieving what he sees and describes so vividly. Verbs of seeing occur
in abundance, not surprisingly: idav 8¢ wwv M téya paing / i Oétv
(57 f. The sailor who sees her does think she is Thetis, 99), dmumet-
ovoa (85), eloopdwv (90), dpBaruotl (93) and mantaive (97). émeddu-
Pee (60), Oatpa (64 and 93) and BapParéog (126) also imply seeing.

If the sense of sight is exploited primarily, the senses of hear-
ing and touch are also repeatedly engaged. Braden notices the pun
in woxnua . . . wpnoato . .. wownal’, but the two lines also artfully
sound the moo: fuepdev winnuo vé0w wunoato hapd xoi yhuxiv
elyxe wowmo petoxudtwv 8¢ yuvaiza (47—48). Note also alliteration of
%, ¥, % (78), and m, o (84) and the weaving of sound in 100f.

Nonnos has been more severely criticized for poor or incon-
sequential composition than for any other flaw. But he shows
considerable compositional skill, at least within the passage or
episode. The Achaian sailor who provides such voluble, vivid and
literate commentary on the bull-barge is introduced just half way
through the passage: lines 45-90a are narrative, lines 90b—136 con-
sist of speeches by the sailor and Europa and brief introductions
and conclusions to the speeches. The sailor’s speech is carefully
articulated; the introductory words to clauses occur in inverse

14) M.Roberts, The Jeweled Style: Poetry and Poetics in Late Antiquity
(Ithaca and London 1989) 39.

15) Roberts (above, n. 14) 41.

16) Roberts (above, n.14) 40—44. Whitby (above, n.2) 102 mentions but
does not develop the visual quality of Nonnos’ version.

17) G.Braden, Nonnos’ Typhoon: Dionysiaca, Books I and II, Texas
Studies in Literature and Language, XV 5 (1974) 857.
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order (un [95, 95b] M 6o [97] and &Aha [99] <> érhe [118], 7 da
[118,120] and wh [122]) and frame a central section (104-117)
which is in two parts, the first beginning &l néhe Anuitne otayvn-
néuog (104), the second od méhe Nngsvg Bouvxdhog (1101.), separated
by a brisk “Bull, you’re off course’ (llO) The second section is
artfully composed of a tricomma'®, o0 [réhe] Nnoedg fovxdrog, 0b
IMowTevg dde, 00 Thabxog dhwevg, in which the homoioteleuta of
the first two names and the last noun (-evg) and of the first noun
and the last name (-og) create the effect of chiasm and closure.
Then come a similar pair (ody, £\og, 00 Aew@veg év olduaowy) fol-
lowed by a longer clause (6AAd . .. oudfjow) which together form a
tricolon abundans. A second &\\& introduces a series of contrasts:
GAO @uTOV mOvTowo méher Pova / wal omdeog Vdwe, / vavtilog dy-
ovéog, / héog abhanes, / Shnag éxéthn (116-117)". The first two
pairs are in the order terrene — marine, the next two reverse the
order, the last pair revert to the initial order. This set of five
contrasting pairs form a specious parallel to the first two sets of
three, in which the quintuple 0d(x) creates the appearance of pen-
tacolon. One might regard this as fortuitous if not a flaw were it
not for Nonnos’ fondness for the false and deceptive. Also, the
tetracolon % @étwv / | Taldrewav / 7| edvétv évvooryaiov / §j hogin
Toitwvog Epefouévnv *Agoodimyv (58f.) and the tricolon on
Poseidon (60), Triton (61-63a), and Nereus (63b—65) early in the
scene were of increasing length. Here, as the scene nears its conclu-
sion, the tricomma beginning in 100 and the pentacomma begin-
ning in 116 give the e%fect at least, of decreasing length, but the
tricolon between them (112-114) is abundans — for variety, one
supposes?®. Another example of careful word placement occurs at
100 which begins [09] Bol yeooaie and ends — with isocolon, con-
trast and chiasm — elvéhog Bots; the chiasm effectively incor-
porates the sense of the line — the sea-bull is different from the
land-bull.

To the Achaian sailor, travelled, knowledgeable, and with a
taste for the novel, Europa plays the expected ingénue. Despite the

18) Roberts (above, n.14) 41 takes the term ‘komma’ (a phrase of two or
three words) from Longinus (Rhet. 1.309.20-21 Spengel).

19) @utov movtowo belies the familiar Homeric notion of the barren sea
(6orGooy / dtouyétw, 1121.) only to reaffirm it.

20) F.Vian (Nonnos de Panopolis, Les Dionysiaques, Chants I-II, Paris
1976, 151.) gives a very different analysis of the composition based on content.
Whitby (above, n.2) 101 contrasts “the careful symmetry of Moschus’ treatment”
with the “asymmetry” of Nonnos’ version.



400 Robert Schmiel

artificiality of the scene — artful beyond the point of unreality —
one has developed a certain sympathy for Europa, however hard it
is to feel for characters in what seems a baroque painting?!. Non-
nos has carefully included certain features to rouse our emotion:
delpatt mwokhouévn (56: Nonnos can’t resist the opportunity for
paradox even here. The trembling girl doesn’t move [dorengic],
and vovtideto also implies that she is in control). The sight elicits
wonder and fear in the mythical spectators (odua oy xeoboag,
64). Europa is described as toopéovoa ... mndéhov xépag Eoxe
(671.), but is she really steering or holding on for dear life? Is
Europa’s robe shaking (8edovnuévov?? adoy / gpagog 8rov 691.) be-
fore Boreas’ breath bellies it out or only after? Europa tears her
hair, foretelling her bullbridal (1261.).

Europa’s naivety defeats our sympathy and turns the scene
into melodrama if not comedy. She asks the xwgov ¥dwo and
dMyuives dvavdéeg to convey her appeal: “aueihiye, spare a maiden”
to the bull, &l Béeg eloaiovowv. An excellent plan, if water were not
deaf, shores speechless, Zeus pitiless, and bulls uncomprehending.
What might have heightened the desperation of Europa’s situation
trivializes it?®. Europa wants her father to know that she has left
home — M6matouy has at least a suggestion of desertion — seated on
a bull, &omay. nai mMotioL xal, g doxéw, magoaxoity (132), a trico-
lon abundans interrupted by an indication of quickly vanishing
innocence (dg doxéw). She thinks also of mother, but were the
curls (Bootouya) she asks the breezes to convey perhaps suggested
by Botc? The breezes surely make her think of Boreas whom she
considers a possible saviour. It is bad enough that she prefixes dg
flomacag *At0ida viugnv to her request for help but it was dvo-
{uegoc Boreas himself whose breath had bellied out her robe and
whistled at her unripe breasts (69-71). Even Europa finally realizes
that this is a bad idea. The Europa episode sets the tone for the
whole epic with its startling (ab)use of language, its exploitation of
paradox, its undercutting of anything serious.

21) Whitby (above, n.2) rightly remarks on “Nonnus’ abandonment of Hel-
lenistic interest in internal psychology” (101). Although Nonnos does give some
indication of Europa’s inner feelings, it is only to make clever comic capital of
them.

22) In his 1959 edition Keydell reads dedovnuévos. In that case Boreas
would be shaking. Keydell also has &g &ye T totgov at 79.

23) Nonnos finds a rather nasty pleasure in the plight of virgins at risk. See
especially the Hamadryads, lost the security of their tree homes (2.92-162). Non-
nos’ cleverness and invention does not quite mask his sadistic Schadenfrende. And
this is nothing compared to the truly ugly rape of Aura in bk. 48.
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Wifstrand noticed that Nonnos’ style was not uniform
throughout, that there were stylistic differences between speech and
narrative, and between battle narratives and the erotic sections?*. It
is hardly surprising to find differences between a relatively compact
erotic showpiece like the Europa episode and the long and some-
what diffuse narrative of the Battle at the Hydaspes (22.1-24.143).

One expects, for example, more Homeric effects, even if the
effect is hardly Homeric. “Now the Indians would have bent the
neck to Dionysos, but Hera ...” (22.711f.), and “Now the dark
Indians would have attacked from ambush, but a Hamadryad ...”
(82 ff. See also 312 ff.). In Homer this formulation occurs later in an
episode and more climactically, as when Aphrodite saves Paris,
defeated by Menelaus in the duel (Il. 3.373f.), or when Apollo
prevents Patroklos from sacking Troy to cap his éoioteia (IL.
16.698 f£.).

Lesser mythological figures do not butt into Homeric warfare,
as does the Hamadryad Nymph who, peering over a high branch,
hip-deep in leaves, whispers into Dionysos’ ear that she is taking his
sige, and will plant his vines, and that he had better not cross the
river because the Indians are waiting in ambush (22.90ff.). The
treatment is, moreover, quite unHomeric.

"Auneldelg Advuoe, puTnrdue xolQave xoQmMdYV, 90
00V QUTOV “AdQuddecot xdowv nal xéhhog dmdooel:
Baooagig 00 yevounv, od otvdgoude eiut Avaiov,

podvov &uf) makduy Pevdfipove BHooov delpw:

ov méhov éx Puying, ofo mateidog, oV xO6va Avdiv
valetdw mapa xebuo dungevéog motouoio- 95
elul 08 nadhmémmhos “Apadouég, fiyl uayntol

duopevéeg hoxdmworv, dpedioaca 8¢ métong

dvoopan éx Bavdtoro Teov oteatdV: Huetégols Yoo

ot péQm Zatvolot, xal Ivdgn mep dovioa,

avti 8¢ Anguadijos Spogovém Atovioy: 100
ool ya oqethopévny dndom xdowv, dTTL Geé0omv
ygotoroUs MOIvag, dTL dolog aity déEel

SuBenef 6abduLyyL Tothe uéyag vétog Zeve.

86g ol oglo métha, xal EvOade Taibta putedow,

86¢ uou ogio xéouupa, T meg Movol pepipvac. 105

24) Above, n.1, 140f. Whitby (above, n.2) 107 cites Alan Cameron to the
contrary. To give one example, participles are approximately as frequent as other
verb forms in the narrative passages, 1.45-92 and 5.287-315, but other verb forms
are four to six times as frequent in the speeches, 1.93-124 and 5.337-365.

26 Rhein. Mus. f. Philol. 141/3—4
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She begins with a formal and alliterative *Apmeloeis Awdvuoe, pum-
nbpe xotoave xaomdv (90) and a compliment (91). Then tells what
she is not and does not, two clauses of 2 1/2 and 3 1/2 feet, then
two more of 4 and 8 feet, the pairs separated by a line (93) which
acknowledges that hers is a false thyrsos. She then goes on to say
what she is and will do, in five segments 8+, 7+, 8, 6 and 18 feet in
length, with variation on teév, tuetégoig and oof. The five segments
are chiastically constructed as follows: main clause — subordinate
clause; subordinate clause — main clause; main clause — subordinate
clause; in the fourth segment Gvti 8¢ Anguadijog has at least the
effect of a subordinate clause before the ‘main clause’ 6pogeovéw
Awoviow; and finally main clause — two subordinate clauses of
increasing length which give the effect of a coda. This first part of
her speech is framed by the compliment to Dionysos for the grace
of the grape and to Zeus for the fruitful rain (xéow is used both
times, 91 and 101). Parallelism, isocolon and homoioteleuton in-
form her twofold appeal which follows: 86g pou ogio mémha . . . 8¢
wou oeto xouupa ... (104f.) Finally she gives her confidential
warning: note that she calls Dionysos ‘friend’ (gihog) and ends
with a conspiratorial shushing (ovyfj 8¢’ fiueiwv, 112). The second
part of her speech (106-113) is divided into two four-line periods,
both articulated by the sequence éMé ... w1 ... wj. One can ad-
mire the ‘Midsummer Night’s Dream’ charm of the scene, but it is
wholly unlike Homeric narrative?. That the Hamadryad departs
in the form of a bird dc¢ wreodv H¢ vémua (115, cf. Od. 7.36) calls
attention to the contrast with Homer if anything.

Nonnos had Dionysos arm himself for battle earlier, like any
Homeric warrior. Or rather, unlike any Homeric warrior, since
Dionysos affected purple buskins, furry fawnskin, thyrsos, and
horn of wine, in preference to shield, sword, helmet, etc.
(14.230-246). Here the armed warrior is described in more familiar
fashion (146-158), but the passage is primarily a formal and visual
showpiece.

Telyeor & depvelolor x0QhooeTo AVdLog dviig,
yovoogai Avxiowo tomov Fhatnolo xouilwv,
#novoowv £Ov 0ddag, dmy ITaxtwhidog dyHng

25) H.Bogner (Gnomon 7 [1931] 183) correctly observes that Nonnos is
unHomeric, but I would credit Nonnos with more purpose: “Zweifellos ist die
Weltanschauung des Nonnos unhomerisch, iiberhaupt ungriechisch; das mufite
sich bei seiner Homerbenutzung bemerkbar machen und ist fiir sein Wesen hochst
aufschlufireich, aber es ist ein unbewufiter Vorgang, keine bewuflte Tat.”
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padog €oevBouévng duapiooetol SAog dégong,

nol 0déaus flotpape Pohais dvrdmiov "Hotig, 150
oelwv EavOa pétomo dungevéog ToupoAeing

Avdog dvie Geidnrog, dnd otéovav d¢ pogiiog
noQuauyl oeddylev épevbouévoro yrtdvoc:

®ol ®vENY otiABovoay &l xeotdgoLot Tvdosmy

€ *AMOPNG meduog drhog doiotedmv Atoviow 155
mérorov SMBov Epaive, SU edgadog 8¢ xaQHvoL

Goyveéng miinrog Ehdureto udouaog aiyin

xLovéy oéhag loov dmovtifovoo Zehfvy.

There is word play involving both sound and sense in the first four
verbs (xoQuooeto, xouiCwv, xmevocwv, duagiooetar); also in the
sequence tomov, dvrdmov, pétwmna, (xotépoiot); Toupakeing (‘hel-
met’, 150) recalls tovg# (one of a number of words for wealth:
depveioiot, SAPog, gungevéog, SABov); notice also (oehdyilev) oéhog
ZeMjvy. The passage features o and % (v, x, £) sounds. Verbs mean-
ing ‘flash’ and verbs which mean ‘brandish’ or ‘shoot’ gradually
coalesce in the passage: xogiooeto ‘equip, make crested,” &uagio-
oevon ‘sparkle; shoot forth,” #otoaye ‘hurl lighting; flash® with
Bohatg ‘stroke; ray,” oeiwv ‘shake,’ pappaguyy ‘flashing’ with
oehdyilev ‘shine, ftlash,” otiMBovoav ‘glisten,” twvéoomv ‘shake,’
é\dumeto ‘shine’ with uaopagos ‘sparkling’ and aiywn ‘gleam,” and
oéhag ‘blaze; lightning’ with émovriCovoa ‘hurl (spear); shoot forth
(rays).” The flash and brandishing of the weapons turns into the
hurling of weapons.

Not to omit the obvious, the description is brilliantly colored
gold, red, rosy, yellow, red, silver and snow-white?¢. Finally, there
1s a degree of conceptual symmetry (five rings):

147 vbmov Thatnowo  — 158 foov ... Zehjvy
148 &ov oddag — 156 méroiov

149 S\Bog — 156 &MBov

151 oelwv - 154 wvdoonv

151 pérwma — 154 npotdgoliol

Military tactics and technology are conspicuously absent
from the Iliad. Nonnos brings the tortoise on stage — a puymhiv
xehdvny, of course — not to use it tactically, but to exploit it poeti-
cally (182-186).

26) Roberts (above, n.14) 55: “The art of the poet was akin to that of the
jeweler — to manipulate brilliant pieces ... and to throw them into relief by effects
of contrast and juxtaposition.”
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Eyxei ugv otatov Eyxog 8oeideto, nenhuévn d¢

domic #nv meodéhupvog dpolfadic domidl yeltwv
otewvopévy, xol Eveve AOpo Aopog, dyxipavig 08

avdOC dvio Epavev: éyelpouévng de noving 185
{nnelog dviyeoowv ghevraivovto poyntal.

In four consecutive lines one observes the tortoise taking shape:
EyXEL — o BYXOG, GOTIG « — w v — v o — o o GoTtidL, then tightly
compacted with Aope Adgog and Gvdedg dvie. Verbs are carefully
varied — #oeldeto, xexhuévn, Eveve and Eypovev — and placed last,
first, first (after »oi) and last in their clauses?”. The second and
fourth clauses begin with adjective or participle of the shape
—  — — plus 8¢ at line end. Finally, lest the tortoise gape and let an
arrow through, Nonnos goes against his usual practice and en-
jambs 182186, the lines in which the tortoise comes into exist-
ence?s.

Homeric effects come more thickly at the center of the book.
#v0o. tiva mo®TOV, Tiva & Hotatov "Awd éumwv (187) is a composite
of Homeric #v0o tiva modtov, tiva & dotatov éEevagiEav, -e, -ag
(Il. 5.703; 11.299; 16.692) and ... "Awdt mQoLdpev, €L, -€1V (1. 1.3;
6.487; 11.55). Wounds are located as in Homer above the nipple
(191), in the neck (192), in the navel (193). A hand is cut off
(196 ff.) as in Il. 5.82 (afparéecoa dt el medie néoe), but here the
severed hand takes on a life of its own: % 8¢ necovoa / aipoBapng
Homauoev émi xBovdg dhopévn xelo (197 £.), like Philomela’s severed
tongue in Ovid’s Met. 6.557-60.

The need to provide victims and interestingly varied deaths
for heroic battle places great demands on the ingenuity and narra-
tive skill of the epic poet. Homer is not above simply listing vic-
tims by name as an appendage to a more interesting casualty (Il
16.4151f.). Nonnos resorts to TOv pév, Tov 8¢, dhhov, dAhov, Ghhov
(191-206); ol ptv, 6g 8¢, dAlog, drhog, dg 8¢, 6¢ 8¢, Aov, &Alov
(234-246); ToUG pev, TG OE, TOUG 8¢, 6 utv, 6 d¢ (263-269), always
with a degree of patterning®. Aiacos’ thigh is grazed by an arrow

27) Roberts (above, n.14) 46f.: “The principle of variation is applicable at
every level of composition, from the word or group of words to the arrangement of
a larger unit of composition . .. In practice, special attention is paid in the grammat-
ical and rhetorical tradition to ‘small-scale’ variation and word choice within
enumerative or synonymic sequences.” Nonnos takes his inspiration from IL
13.130-133, but as usual, creates something quite original.

28) Wifstrand (above, n.1) 138 notes the infrequency of enjambment in
Nonnos.

29) Wifstrand (above, n. 1) 1521.
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turned aside by Athena (287 ff., cf. Il. 4.134{f.) A nameless Indian
carries what is familiar to readers as Ajax’ seven bull’s-hides shield
(305 “Ivdurov émtofdelov Exwv obxog, eindva mogyov, cf. Il. 7.219
and 222 @éowv odmog fite whoyoV . . . obroc aldrov éntafdelov). An
Indian struck by Erechtheus does a somersault (313 ff., cf. Il
16.745-750). As Patroklos slew thrice nine men (toic & &wvéa
pdtag Enegvev, Il. 16.785), Oiagros fires nine arrows and kills one
warrior with each (évvéa & &vdgag Enepvev, 325). Homer does not
stop to name Patroklos’ victims or describe their deaths; Nonnos
has arrows splitting a forehead (6 p#v), cutting a hairy breast (6¢
d¢), hitting fgnk (&Mhog), or belly (¢tepog), side (8¢ 8¢) or foot (6¢
%), once again creating a sort of pattern, and moving steadily
down from head to foot, as Ovid had done in his description of
Hunger, for example (Met. 8.80-808)°. Perhaps Nonnos’ know-
ledge of anatomy failed him. At any rate, we don’t learn where the
last three arrows hit. The book ends as it began — after the pre-
liminaries — with a peeping Naiad (82-117 and 390-401).

Nonnos often uses a motif to give unity to a passage or
section of narrative. In this instance the motif is liquid which first
appears in the favorable and fruitful form of the Dionysiac miracle
of flowing wine and dripping honey (22.16-27), but soon turns
sinister as life-giving rain turns to deathly gore (esp.22.253-275).
The paradoxical union of life and death in liquid takes its most
emphatic form at 22.276-283, in which the paradox is stated and
restated six times running, with homoioteleuton, chiasm, isocolon,
etc.’:

1. (Yig Awog) Celdmoe <> prongdve (— xal yoo véooelg)

2. Bupoov napmotérolo <> (nal) atparéov vigeroio, —

3. SuPew utv yovéeooav Sy &dinvags dhanv ‘EAESog, <> Tvddmy d¢
xatéxhvoag adhoxa A0,

30) Roberts (above, n.14) 43: “... ecphrases of people should proceed from
head to toe...” When Nonnos describes Zeus observing Semele (7.257-266), he
moves from fingers to face, to eyes, to hair, to neck, to breast, to crotch. Since
Semele is swimming, Nonnos has the opportunity for a little variation while still
observing the rhetorical convention. Ovid allows himself the naughty fun of sug-
gesting that Hunger’s dry dugs dangle below her waist.

31) P.Friedlinder, Johannes von Gaza und Paulus Silentiarius. Kunstbe-
schreibungen justinianischer Zeit, Sammlung wissenschaftlicher Kommentare 8,
Leipzig—Berlin 1912, 122: “Er [JvonG] hat die uniiberwindliche Neigung, dasselbe
zwei- und dreimal zu sagen mit oft nur leisem Wechsel des Ausdrucks. Auch
hierfiir kommt die Anregung von Nonnos, der sich aber selten oder nie in so grob
deutlicher Weise wiederholt, sondern seine Gedanken und Bilder kunstvoll durch-
zuvariieren strebt.”
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4. 6 moiv duarlhopdog <> BavatTnpoog:

5. &yQOVOUOLE UV 0OG VLPETOS OTALV £DRE, <> oV ¢ 0TEATOV EBQLoag
TvdGv GvEéQag GuMd®V PeTd AMLov:

6. (upétegov 82) éx Aldg SuPoov dyels, <> €€ "Ageog aipatt vigels.

Similar kinds of organizing and patterning are seen in both
the ‘Europa’ and the ‘Battle at the Hydaspes®. Pet words are less
evident in the longer passage. Word play, paradox, and visual
effects occur in both. Homeric formulations and verbal variation
are more prominent in the battle scene. The stylistic display in the
longer passage is, of course, less dense. I should say that Nonnos’
style is as consistent as that of Homer. But of no other ancient poet
can it be so truly said that the style is the poetry.

Calgary Robert Schmiel



