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Summary

The primary aim of my research is to explore various facets of Nonnus’ engagement with
Neoplatonism in his 5™-century epic poem, the Dionysiaca. Neoplatonism was the
dominant form of philosophy in the Eastern Roman Empire, and had a profound impact
on early Christian philosophy and literature. However, its impact on contemporaneous
poetry has been largely neglected. My objective, therefore, is to situate Nonnus more
firmly in his intellectual context. My methodology is primarily based on intertextual
analysis, to identify verbal and thematic resonances between the Dionysiaca and
Neoplatonic writings. This begins with revisiting scholarship on the Neoplatonic and
Orphic inspiration behind Zagreus, Dionysus’ first incarnation. The Dionysiaca features
three ‘Dionysoi,” which | argue are presented as a ‘trinity’ based on the Neoplatonist

Proclus’ triadic schemas, particularly the demiurgic triad of Zeus-Poseidon-Hades.

The Dionysiaca, in the long tradition of ‘divinely inspired’ epics, also draws upon
Neoplatonic ideas regarding madness, inspiration, and ecstatic union. This is elucidated
through case studies and intertextual analyses. Madness and intoxication characterise
one of Nonnus’ primary tensions as a poet, between ecstasy as an elevatory experience
and source of inspiration, and madness as an uncontrolled, chaotic experience that

results in figurative violence and death.

My research shows that Nonnus employs the Platonic concept of mimesis (‘imitation’)
throughout his work as a metaphysical, ethical, and aesthetic principle, inspired by
Neoplatonic writings. Many of the Dionysiaca’s visual artefacts, characters, and physical
forms, can be demonstrably shown to ‘imitate’ and participate in pre-existing or even
transcendent models. How Nonnus conceives of mimesis appears to be inspired by the
works of Plotinus, although Christian ideas of mimesis, especially those relating to the
relationship between mankind and God, and the Son and the Father, also play a role. |
argue that mimesis is a central theme of the Dionysiaca, and a fundamental principle of

Nonnus’ Dionysiac poetics, second only to poikilia which he invokes in his first proem.

My approach focuses heavily on models from ancient literary criticism, particularly

allegoresis as a mode of reading and an agent in the construction meaning. This involves
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taking ancient allegorical models and interpretive techniques and demonstrating how
Nonnus alludes to and reworks well-known Platonic allegories to create almost meta-
allegorical episodes. This technique is showcased in Dionysiaca 6, where Nonnus
transposes several popular allegories relating to cosmogony or the destiny of the soul
as it ascends to the Intelligible or descends into material bodies. These allegories include
Porphyry’s On the Cave of the Nymphs from Odyssey 13, and Proclus’ commentary on
Plato’s Timaeus. Nonnus’ reworking of these allegorical texts demonstrates a
sophisticated understanding of Neoplatonic allegoresis and its place in ancient literary

criticism.

Finally, | argue that Nonnus’ Dionysiaca evokes many of the themes and motifs which
Neoplatonic commentators identified in their mystic exegeses of Homer’s Odyssey. The
Odyssey was read by Neoplatonists and some Christian sects as an allegory for the soul’s
wanderings through the sea of generation, as it strives to purify itself from the vices and
vicissitudes of corporeal life, and arrive home at its natural condition in the
transcendent, Intelligible world. Homer himself was widely considered by the
Neoplatonists to be a theologian who expressed ineffable truths about the universe and
the nature of the soul. Similarities between the Dionysiaca and the Odyssey suggest that
Nonnus invites similar mystical exegeses. It is inconceivable that Nonnus would have
been unaware of the preeminent Homeric criticism of the time. | argue, therefore, that
to write epic poetry in the mould of Homer, it is not enough to use Homeric themes and
diction; to write Homeric poetry requires one to be a theologian, to be open to the kind

of allegorical interpretation that Homer was subjected to.

The world of Nonnus’ Dionysiaca is dominated by mimesis, and the materiality of the
sense-perceptible universe (in contrast with the transcendent, Intelligible universe)
making it a suitable analogue for the Odyssey’s sea of generation. To secure his
‘homecoming’” amongst the Olympians, Dionysus must battle against agents of
materiality — the earthborn Indians, Pentheus, and the Giants — to earn his final
ascension on Mount Olympus, mimicking his father Zeus’ victories over the Titans and
Typhon. Dionysus’ journey can also be compared with Neoplatonic writings on the

ascension of the soul, where the soul’s ultimate goal is to become ‘like god,’” to ‘become



vii

unified,” and to assimilate itself to the divine. This chapter has major implications for

how Nonnus’ audience might have approached his poetry.
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Introduction

The Dionysiaca is a multifarious confluence of ideas and influences. Nonnus’ Dionysiac
poetic has been described as ‘baroque’® and ‘voyeuristic,’? and the Dionysiaca itself has
been likened to a ‘tapestry’ and a ‘bricolage’ that draws together elements or ‘spolia’
from the Hellenistic tradition. It is no surprise that Nonnus adopts the shapeshifter
Proteus as his patron and poetic persona for such a metamorphic epic. The effect of the
plethora of intertexts, images, and influences is dizzying, and threatens to disturb the

poem’s cohesion as each piece adds to the whole.?

Commentators have produced comprehensive studies on Nonnus’ relationship
with his poetic forebears, like Homer* and Pindar.> Recent scholarship has also made
great strides in locating the Dionysiaca within its Late Antique context,® with
comparative studies on the relationship between Dionysus and Christ,” and the poem’s
appeal to the Late Antique experience of visual art and materiality.® Nonnus’
relationship with the philosophical schools of the time, however, has received

comparatively less attention.

The present study aims to identify and contextualise Neoplatonic influences on
Nonnus’ Dionysiaca. This is not to say that Nonnus himself was, or should be classified
as a ‘Neoplatonist.” By ‘Neoplatonist,” we primarily mean someone who was writing

within a permeable Platonic tradition as it had been re-conceived following Plotinus.

1 For the evaluation of Nonnus’ style as baroque see Keydell 1936: 911-2 and more recently Agosti
1995: 134, 150-1.

2 Winkler 1974: 1-68; Newbold 2016: 206-7.

3 Segal 1984: 332 says of Nonnus’ baroque style that ‘individual actions lose their sharpness of outline
by being repeated in slightly varied form.’

4 For instance, Vian 1991; Hopkinson 1994; Frangoulis 1995 and 2011; Shorrock 2001; De Stefani 2011;
Verhelst 2013 and Bannert & Kroll 2016.

5 Piccardi 2018.

6 As evidenced by the recent Nonnus of Panopolis in Context conference series, which has so far
produced two edited volumes, Spanoudakis 2014b and Bannert & Kroll 2018. Also the recent volume on
Nonnus in the Brill Companions series, Accorinti 2016a.

7 See especially Shorrock 2011.

8 Agosti 2014; Faber 2016.



This means that it was possible for individuals to be educated in Neoplatonism, or to
engage with it in some way, without necessarily being termed a ‘Neoplatonist.” This
approach avoids making any supposition about a writer’s self-identity or their personal
philosophical adherence. Neoplatonism, aside from being a philosophical school,
provided Late Antique society with a mode of thinking about the divine and the
universe, and a mode of discourse for discussing the theological issues of the time.
Neoplatonic ideas, and earlier ideas that had been mediated through Neoplatonism,
had suffused the fabric of Late Antique society in the Mediterranean and the Near East.
Influential Church Fathers such as Gregory of Nazianzus, Gregory of Nyssa, and Basil of
Caesarea had incorporated Platonic ideas into Christian doctrine, particularly as a basis
for Christian Trinitarianism. Neoplatonism had also had an irrevocable influence on
aesthetics, art, and architecture. This meant that writers like Nonnus could write within
a Neoplatonic mode of thinking, consciously or otherwise, without being Neoplatonic

philosophers themselves.

Previous studies have established a basis for Nonnus’ engagement with
Neoplatonism. Herndndez de la Fuente (2014) looks at Neoplatonic form and content in
Nonnus, with a view to gaining a new understanding of Nonnian poetics. His research
identifies three pillars based on Neoplatonism’s aesthetic principles: 1) the
metaphysical transition from the One to the Many through imitation, reflection and
continuous change and metamorphosis; 2) the circular motion of the universe, the soul
(through a cyclic death and rebirth), divinity and noetic or prophetic thought;® and 3)
the effects of prophecy as a sign of the divine Unity in our material world. Gigli Piccardi
(2016) also discusses the relationship between the Dionysiaca and Neoplatonic poetics,
particularly in the mental mechanisms of inspiration and the psychological mechanisms
of the imagination. Gigli Piccardi (2016) also manages to reconcile Nonnus’
programmatic principle of poikilia (variety) with Neoplatonic thought, which generally

considered unity to be a higher principle than multiplicity.’® Meanwhile, Miguélez

° For the motif of circularity as a Neoplatonic influence on Nonnus, see also Piccardi 1985: 217-20;
Herndndez de la Fuente 2011.

10 Gigli Piccardi 2016: 458-60. For a different attempt at interpreting Nonnus’ poikilia in relation to
Neoplatonic thought, see Agosti 1996.



Cavero and Gigli Piccardi have noted the influence of Neoplatonism on the wider

‘Nonnian School.”11

There is also a clear precedent for Nonnus’ use of Neoplatonic material in his
other surviving poem, the Paraphrase of the Gospel of John. The Paraphrase makes use
of exegetical and theological content from Cyril of Alexandria’s commentary on John’s
Gospel,'? and Cyril himself displays Neoplatonic influences in various works.®> Nonnus’
choice of John’s Gospel as the subject for his metaphrasis may also have been motivated
by its philosophical context; Clement of Alexandria had labelled John’s Gospel the
‘spiritual gospel,” as opposed to the synoptic gospels of Matthew, Mark, and Luke. It was
also viewed as the most ‘Greek’ of the Gospels.** The Johannine doctrine of the Logos
had potential predecessors in the immanent Stoic Logos, and the Logos of Philo of
Alexandria, making John’s Gospel a privileged text in Nonnus’ Alexandria. Although it
was a Christian text, John’s Gospel also acted as a middle ground for discussions of
theology and more secular philosophy, as can be seen from the interest it provoked
among non-Christian commentators. Accordingly, Nonnus’ Paraphrase has been shown
to capitalise on the Gospel’s openness to philosophical interpretation,’® and uses

Neoplatonic material in its composition.®

Although this study focuses primarily upon Nonnus’ Dionysiaca, the Paraphrase
of the Gospel of John is an important comparandum given the two poems are mutually
referential, and were likely composed simultaneously. Unfortunately, a comprehensive
analysis of Neoplatonic influences on the Paraphrase is beyond the scope of this project.
This is partly due to the sheer scale of the material. Furthermore, Neoplatonic
resonances and motifs in the Paraphrase are at times different in nature from those in
the Dionysiaca, partly because of the need to faithfully expand upon the Gospel in
hexameter verse. The Paraphrase also already possesses a recognised philosophical

framework owing to centuries of Christian interpretation of the Bible.

11 For a general overview, see Miguelez-Cavero 2008: 3-35; also Gigli Piccardi 2014 (John of Gaza)

12 Golega 1930: 127-30; Livrea 1989: 25.

13Young 1971; Meijering 1974; McCoy 1977: 362-91.

14 Spanoudakis 2016: 604.

15 John’s Gospel generated significant interest among Neoplatonists in the third and fourth centuries.
16 Cf. Livrea 1989: 31; 2000: 54-55; De Stefani 2002: 14-26; Gigli Piccardi 2003: 82—83; Cutino 2009;
Spanoudakis 2015.



With Neoplatonic influences on the Paraphrase established as proof of concept, this
thesis will demonstrate evidence of Neoplatonic influences in the Dionysiaca,
illustrating a fundamental relationship between text and context. Key topics will include
the character of Dionysus himself, the use of mimesis as an aesthetic and philosophical
principle, the role of divine inspiration, and the transposition and reworking of
Neoplatonic allegories. This introduction shall sketch out Nonnus’ intellectual
environment, particularly in Alexandria. It will also outline key methodological issues
regarding Nonnus, the Christian/pagan dichotomy, and the handling of Neoplatonic
material. Examples from the Paraphrase will be used throughout the project where
possible to support research hypotheses. This is particularly the case in Chapter 2, which
focuses primarily on mimetic vocabulary and aesthetic themes, both of which appear

frequently in the Paraphrase.

Nonnus in Context

Almost nothing is known about Nonnus, the author of the Dionysiaca and the
Paraphrase, except that he was Egyptian, most likely from Panopolis (present day
Akhmim) in the Egyptian Thebaid. Despite Nonnus’ struggle for recognition in
Anglophone scholarship in the 20™" century, he remains perhaps the most distinguished
among a host of writers from Panopolis active between the 4™ and 6™ centuries CE,
which included the poets Triphiodorus, Cyrus, and Pamprepius. According to scholarly
consensus, it is likely that Nonnus spent some time in Alexandria, and that his forty-
eight book Dionysiaca was written there. This is based on 1) the proem of the
Dionysiaca, in which Nonnus invokes Proteus, the shapeshifter god and oracle of Pharos;
2) an anonymous epigram from Alexandria, AP 9.198, that professes to be from the hand

of the poet;!’ 3) an ‘affectionate’ mention of the river Nile (Dion. 26.238).18 In addition,

7 Livrea 1987: 110-3 and 1989: 32-5, contra Vian 1976 lvi-lvii, who suggests that the epigram may have
been authored as a book inscription by the first editor of the Dionysiaca, who likely inserted the
Perioche too. See also Vian 1994: 229-9, n.169; Piccardi 2003: 46-50. Collart 1930: 3 and Wifstrand
1933: 168 favoured an attribution to a pupil of Nonnus.

18 Accorinti 2016b: 23.



Alexandria was the centre for intellectuals in Egypt, being a multicultural centre of

learning and the seat of the Patriarch.

Nonnus and his poetry can be reliably dated to the fifth century. The dating of
Nonnus and his work is crucial for this project, as it allows us to further contextualise
Nonnus” work within its intellectual milieu. It allows us to distinguish between
diachronic and synchronic allusions and intertexts. It allows us to establish precursors
and dependencies for ideas in the Dionysiaca. In some instances, it even allows us to

identify concrete allusions.

Nonnus likely knew the Egyptian poet Claudian’s Gigantomachy (prior to 394)
and his De Raptu Proserpinae (396-402), which gives us a possible terminus post quem
for the Dionysiaca.'® Others have argued that the Dionysiaca demonstrates an
awareness of Proclus’ Commentary on Plato’s Timaeus, which provides us with another,
later terminus post quem of c. 438.2° An epigram by Cyrus of Panopolis, AP 9.136 (441-
44?2 CE) offers a third potential terminus post quem, as Nonnus appears to imitate the
opening line (cf. Dion 16.321, 20.372). The historian Agathias (536-582 CE) offers us a
terminus ante quem, as he mentions Nonnus among the ‘new poets’ at Histories 4.23.5-
6, and quotes Dion. 1.42-3 without reference.?! Menander Protector implies that
Agathias died before completing his Histories, dating the document towards the end of

his life (Men. Prot. fr. 1 = Suda M591).

Nonnus’ poems would go on to have a profound impact on the metre and style
of later poets, once referred to collectively as the ‘Nonnian school.” Although this label
has largely fallen out of favour, Nonnus’ influence on later literature can be used to date
his poetry more securely than the rather late terminus post quem offered by Agathias.
The first poems that appear to be influenced by Nonnus’ metre and style are the

Encomium on Theagenes, attributed to Pamprepius (P.Vindob. gr. 29788 A-C, c. 473),

1% Cameron 1970: 1-29; Whitby 1994: 126; Accorinti 2016b: 28; contra Schmitz 2005: 198. On the date
of Claudian’s Gigantomachy and De Raptu Proserpinae, see also Livrea 1998: 197-99 and Onorato 2008:
11-28.

20 Tissoni 1998: 13; Accorinti 2003: 205. Dion. 44.131 uses OF 120 Kern, retooling a comment on the
ungodly behaviour of the Titans and their hostility to the Olympians and instead using it to describe
Pentheus’ blind opposition to Dionysus. Proclus cites the same Orphic fragment at /n Tim. 1.187.8-9 as a
metaphor for the conflict between the ancient Athenians and Atlantis. Given that Proclus cites these
lines in a similar context, it is probable that Nonnus followed his example.

2L Accorinti 2016b: 29.



and the anonymous Encomium on Heraclius of Edessa (P.S.I. 1l 253, c. 471). These two
poems suggest that sections of the Dionysiaca were in circulation as late as 470.%?
Cameron prefers an earlier date of 450, to account for its impact on Pamprepius towards
the later years of the 5% century,? although this does not take into account that the
Dionysiaca and the Paraphrase were probably decades in the making, and that Nonnus
would no doubt have made sections available in various forms and settings to listeners
and readers. Nonnus himself is presumed to have lived approximately between 400 and

470 CE.2

The relative chronology and priority of Nonnus’ two poems have caused some
debate. If one reads both poems, the apparent interlocking intertextuality makes
establishing chronological priority extremely difficult. Francis Vian’s analysis on Nonnus’
use of the term pdptugin both poems concluded that the concept was developed in the
Paraphrase and then applied to the Dionysiaca. This would establish the Paraphrase as
the earlier poem of the two.?> This stance, however, has been recently challenged by
Sieber, who attributes the use of paptuc in the Paraphrase to a dependency on the
Gospels that is entirely distinct from its use in the Dionysiaca.?® Vian’s conclusions have
also been called into question by the Paraphrase’s recent Italian editors, who tend to
date both poems to the same period. More recent publications mostly concur that the
poems were written contemporaneously (430-450).27 In light of this, we can expect
correspondences between the Dionysiaca and the Paraphrase with different temporal

priorities.

The dating of Nonnus’ life and poetry has often been set against developments
in poetic metre and style, or as previously discussed, to formulate arguments on textual
priority, rather than to situate Nonnus within his intellectual context. This project will
explore this with particular focus on Neoplatonism. This is not to argue definitively that

Nonnus attended Neoplatonic lectures or received a comprehensive philosophical

22 Miguélez Cavero 2008: 72-4 (no. 54) and 68-9 (no. 46) respectively.

2 Cameron 2016: 45.

24 Accorinti 2016b: 30.

% Vian 1997.

26 Sjeber 2018: 159-162.

27 Livrea 2000: 56; Whitby 2007: 201; Tissoni 2008: 78—-79; Shorrock 2011: 51; Agosti 2012: 367.



education in Alexandria. This certainly might have been the case, but it is impossible to
prove one way or the other. In the absence of such knowledge, we can only sketch out

the intellectual environment in which Nonnus no doubt lived.

To help situate Nonnus in the context of Neoplatonism, a tentative dating of
Nonnus’ life from 400 to 470 would make him a contemporary of the Neoplatonist
philosopher Proclus (c. 410-485). Proclus was head of the Platonic Academy in Athens
until his death in 485 CE. Prior to his arrival in Athens in 431, he spent some time in
Alexandria under the tutelage of Olympiodorus the Elder. While it is uncertain that
Nonnus ever visited Athens (the city’s appearance in Dionysiaca 47.1-33 seems to be a
purely ‘literary reminiscence’ of the first stasimon of Sophocles’ Oedipus at Colonus),?®
there was a strong tradition of Neoplatonism in Alexandria, the capital of his native
Egypt. Within his lifetime, Nonnus would have been a contemporary of Alexandrian
Neoplatonists like Hermias (c. 410 — c. 450) and his son Ammonius (c. 440 — c. 520). The
city had also been home to Neoplatonic icons such as Hypatia (born c. 350-70, died 415),
and would continue after Nonnus’ death to host philosophers like Olympiodorus the
Younger (c. 495 —570) through to the Christian philosopher Stephanus in the 7" century.
Although the Platonic Academy in Athens would be closed by the Emperor Justinian in
529, the Platonic tradition would endure in Alexandria for many years. Many of the
philosophers who were active at the turn of the 5™ century were fundamentally
committed to the idea of principled civic engagement and worked to educate members
of their respective communities in philosophy.?® Neoplatonists like Hypatia and
Hierocles also admitted Christian students into their classes, and taught a philosophy

that appealed to such students.3°

For our purposes, it is relatively easy to identify influences from Plotinus, the
‘founder’ of Neoplatonism in the 3™ century CE. Plotinian ideas formed the fabric of the
Neoplatonic tradition and are easily demonstrable in philosophical and theological

traditions in both the East and the West. The influence of Plotinus on the Cappadocian

28 Accorinti 2004: 25-36.

2 Watts 2017: 137.

30 Watts 2017: 137. For the teaching of Hypatia and Hierocles see Watts 2006: 194—7 (Hypatia) and 205—
7 (Hierocles).



Fathers (Gregory of Nazianzus, Gregory of Nyssa, and Basil of Caesarea) has already

been noted.3! Augustine of Hippo even read Plotinus’ texts in Latin translation.3?

Identifying ideas and influences from Neoplatonic contemporaries of Nonnus is
more difficult. Proclus was active at the Academy in Athens, and there is no evidence
that he ever admitted Christian students into his lectures. His stance was
uncompromising and so unapologetically polytheistic that John Philoponus wrote a
refutation of Proclus’ On the Eternity of the World as a centrepiece of his program to
define Alexandrian Christian Platonism.3 Towards the end of the 5t century, there was
also a marked shift in the teaching of Alexandrian Platonism that diminished many of
Proclus’ developments. The Parmenides, which had been the Platonic theological text
par excellence, was eventually replaced by Plato’s Timaeus, as its depiction of the divine

was more familiar and acceptable to Christian audiences.3*

By the time of Olympiodorus the Younger, it appears that a significant portion of
his students were Christians, who were perhaps looking for a particular kind of Christian
Hellenism, with its philosophical modes of reasoning. The uncompromising polytheistic
systems of theology proposed by Proclus were instead reworked in ways that allowed
them to be used and understood by Christian audiences.3®> For example, in his
commentary on Plato’s Alcibiades, Olympiodorus follows Proclus’ commentary but
strikes a conciliatory tone with Christianity.3® He is careful to elide theological content,
and broaches the names of the gods and their cult titles primarily as symbols. His
manner of accommodating Christianity led Westerink to attribute to him ‘a pliability so
extreme indeed that it might be more correct to speak of a teaching routine than a
philosophy.”3” Olympiodorus’ demonstration of the malleability of Proclus’ texts,

however, no doubt paved the way for future Christian Neoplatonists like Ps.-Dionysius

31 Emillson 2017: 375.

32 |ozzia 2015: 14.

33 Watts 2017: 137. On Philoponus’s engagement with Proclus see Watts 2006: 237—-46.
34 Tarrant 2017: 36-41.

35 Tarrant 2017: 33-44.

% Griffin 2015: 3-7.

37 Westerink 1976: 23.



the Areopagite, whose philosophy was directly inspired by Proclus, and was a significant

departure from Plotinus and the Cappadocian Fathers.38

Proclus” work would have no doubt been disseminated in Alexandria in some
form, particularly considering his student Ammonius would later become head of
Alexandria’s Platonic school. To further complicate matters, Proclus also shows a clear
reliance on his teacher Syrianus, and often does not signal to the reader when he is
quoting Syrianus directly.3® This can make disentangling Proclus and Syrianus a daunting
task.*® Therefore, Neoplatonic ideas in Nonnus that appear in Proclus’ writings could in
fact reflect the influence of Syrianus on both authors. In general, it should be borne in
mind that ostensibly ‘Proclan’ ideas in Nonnus could have come to him via different

avenues and intermediaries.

Nonnus’ contemporaries also included prominent Christian intellectuals such as
Cyril of Alexandria (c. 376 — 444), who was the city’s Patriarch from 412. Cyril was a
prominent voice at the Council of Ephesus in 431 and the ensuing Nestorian
controversy. The influence of his commentary on John’s Gospel on Nonnus’ Paraphrase
has already been noted. Although Cyril was no philosopher, he had a good knowledge
of Aristotelian and Porphyrian logic,** and was acquainted with Platonic exegetical
methods,*? although it is unclear whether he was formally educated in them.*? He also
uses some Neoplatonic concepts in his theological expression.** Later in life, however,
he presented himself as an anti-Hellenist, and was ultimately held responsible for the
febrile climate in Alexandria which led to the death of Hypatia, a prominent
Neoplatonist in the city.*> Despite this ‘anti-Hellenic’ position, Cyril was certainly widely

read in ‘Hellenic’ literature, although Christian writers were his first port of call to find

38 Wear & Dillon 2007; Perl 2007; lozzia 2015: 14.

39 Lamberz 1987: 6.

40 See Wear 2011.

41 Siddals 1987; Boulnois 1994: 181-227.

42 Boulnois 1994: 85, 186—7.

43 McKinion 2000: 17.

4 Young 1971; McCoy 1977: 362-91.

4 Socrates HE 7.15; Philostorgius 8.9; Malalas 13-39.



10

what he needed.*® His works also echo those of Church Fathers like Gregory of

Nazianzus and Basil of Caesarea,*” both of whom display Platonic influences.*®

Alexandria itself had long been a centre for intellectual syncretism, partially due
to its cosmopolitan nature. The city was home to Greek, Jewish, and Egyptian
communities, along with other native Africans, and Romans. Philo, a Jewish philosopher
based in Alexandria, has been recognised as an important contributor to Alexandrian
Platonism.*® Later Christian figures like Clement of Alexandria drew heavily on Plato and
other Greek philosophers to augment their own writings on the Bible.>® Some scholars
have claimed that the Church Father Origen wrote at times within the Platonic
tradition,”! although it should be noted that he was first and foremost a Christian, who
made use of Greek philosophy in the service of allegorical exegesis and in the defence
of the ecclesiastical tradition.”? It is no surprise, then, that Nonnus’ texts reflect the
diversity of thought of Alexandria, and draw upon long-standing Alexandrian intellectual

traditions.

Christians and Pagans

With the limited biographical information on Nonnus, scholars have been forced to
direct their biographical inquiries at the texts themselves. The coexistence of the
ostensibly ‘Christian’ Paraphrase and the ‘pagan’ mythological Dionysiaca puzzled
scholars in the early 20t century. How were we to reconcile these two seemingly
incompatible texts? Two main explanations were proposed: 1) that Nonnus was a Late
Antique example of pagan-Christian syncretism;®®> 2) that Nonnus composed the

Dionysiaca first, then converted to Christianity and wrote the Paraphrase.>* While it is

46 Grant 1964: 269-79.

47 Russell 2000: 5-6. Also Beeley 2009 (Gregory of Nazianzus).

48 Moran 2000: 166-8; lozzia 2015: 39.

4 Boyancé 1963; 1967. Dillon 1977, 139-183 offers the first systematic analysis of Philo as a ‘Middle-
Platonist.” See recently Dillion & Birnbaum 2020.

30 Qutler 1940; Jugrin 2016.

51 E.g. Ramelli 2009; 2017.

52 Edwards 2017.

53 Golega 1930: 80-81.

4 Bogner 1934: 320-333; Keydell 1936: 905, 910-911, 915-916.
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now widely accepted that Nonnus was a ‘Christian,” the labels ‘Christian’ and ‘pagan’

require further interrogation for our present study. As Maijastina Kahlos writes:

One of the frontiers demarcated and constantly rectified in the Christian polemical and
apologetic literature was the one between Christians and pagans. Christian opinion
leaders implanted and then polarized the Christian—pagan dichotomy in order to
strengthen the Christian Selbstverstindnis. They bundled up a large variety of diverse
religions, cults and practices into the overall term paganism. This simpleminded division
of the world into two opposing segments turns out to be problematic because there
were individuals (as well as places, practices and festivals) that did not fit into this

simplified categorisation.>

Using the classification ‘pagan,” therefore perpetuates ancient Christian attempts to
conceptualise and clarify Christian self-identity by reducing a myriad of religions with
complex interactions to a seemingly homogenous religion. It also adopts a Christian
perspective that was devised for a specific polemical context. Previous attempts to
move away from this simple binary opposition have categorised individuals occupying a
space  between  hard-line  Christianity and  hard-line  ‘paganism’  as
Christianised/Christianising pagans, paganised/paganising Christians, crypto-pagans, or
nominal Christians, among many other labels. Many of these labels characterise the
phenomenon they (attempt to) describe as marginal and transitional, implying a
teleological movement towards a final state: a ‘complete Christianity.”>® These terms
also replace the idea of binary opposition with that of a linear scale with two extremes.
Scales and spectra, however, still retain the Christian/pagan dichotomy in imagining that
any ‘ambiguous’ individuals move bidirectionally along a flat plane, with movement
between no more than two points, pagan and Christian. To more accurately capture the
variety of religious identities and expressions in Late Antiquity, future attempts at
classification must be visualised in three, or even four dimensional space to include the

concept of time.

Over the course of the 4th century, however, there had been a fundamental

change in the self-consciousness of people whom Christians termed ‘pagans.’” Due to

55 Kahlos 2007: 2.
56 Kahlos 2007: 26.
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their interaction and competition with Christians, ‘pagans’ became more conscious of
themselves as a group, and began to operate within and redraw the lines that had been
marked out for them. This can be seen clearly in the emperor Julian’s revised vision of
pagan Hellenism in the 360s.>” The Neoplatonist philosopher lamblichus’ writings also
represent a 4™-century attempt to present Graeco-Roman paganism as a coherent
system, and this approach is continued by Proclus in the 5t century. However, it is clear
that poets like Nonnus and Ausonius were able to write within such circumscribed
‘pagan’ systems, with full command over the instruments and registers of Classical

literature, without needing to subscribe to the surface features of religious expression.>®

By the fourth century, the Greek term ‘Hellene” had become the standard overall
term for pagans, designating those who belonged to Greek culture but were neither
Christians nor Jews. The term carried a dual sense over a long period; some authors, like
Tatian in his Against the Hellenes, use it pejoratively, while others like Clement of
Alexandria saw Hellenism as Greek culture, and thus in a far more favourable light.>®
The term likely meant different things to different people. For example, the emperor
Julian emphasised the religious practices of Hellenism over its cultural and ethnic
aspects. For Synesius, however, Hellenism was above all, a culture.®® This makes it a
problematic classification to use, unless it is specifically used of a figure’s self-expression
(whether it be religious, ethnic, or cultural), because ‘Hellene’ could mean different

things to different people at different times.

A monotheistic/polytheistic opposition is also sadly inadequate for thinking
about later antiquity. In addition to henotheistic cults, some philosophically-minded
‘pagans’ had a relationship with the divine that was more monotheistic than the average
Christian, whose cult practices could tend towards the polytheistic, with prayers to the
Holy Trinity, the Virgin Mary and the saints.?! Plotinus, who is generally considered the
founder of Neoplatonism, put forth a theology that has been described as ‘mystical

monotheism,” because the One remains his ineffable First Principle and the only real

57 Kahlos 2007: 18-19.

%8 See Stenger 2016: 130-6.

5% Kahlos 2007: 20.

60 Kahlos 2007: 21; Vinzent 1998: 37-8; Bowersock 1990: 9-10

61 Kahlos 2007: 17 & chapter 6. For more on ‘pagan’ monotheism, see Athanassiadi & Frede 1999.
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deity in his system, despite any ‘polytheism’ admitted at the level of religious
observance.®? His writings had a fundamental influence on the Cappadocian Fathers,

particularly Gregory of Nyssa and his reflection on union with the divine.®3

Neoplatonism and its location in the Christian/pagan dichotomy has also been
problematic. In the past, Neoplatonism has been imagined as a normatively ‘pagan’
school, that stood in opposition to the fledging Christianity. The antagonism of
Neoplatonic thinkers like Porphyry and the emperor Julian towards Christianity became
emblematic of the school as a whole, rather than instances of individual expression.
Modern reception has also transformed figures like Hypatia into figureheads of rational
atheism who stood against Christian suppression.®* Conceptualised within a

Christian/pagan dichotomy, Neoplatonism became a last bastion of pagan resistance.

The idea that ‘Christians’ and ‘pagans’ lived only in opposition to one another
has not held up to scrutiny. Recently, scholars have explored various models to account
for what appears to have been a largely peaceful coexistence. Neoplatonism, however,
has yet to fully escape from the Christian/pagan dichotomy. Locating motifs and ideas
from the Dionysiaca within the intellectual history of Neoplatonism would, in the recent
past, have raised questions about Nonnus’ education, philosophical allegiance and
religious beliefs. If Nonnus’ poetry includes motifs and ideas from Neoplatonism, did he
follow a particular philosopher (e.g., Ps-Dionysius with Proclus, or Gregory of Nyssa with
Plotinus) or a particular strand of Neoplatonism? Or, was his knowledge and experience
of Neoplatonism more eclectic, drawn from different philosophers and manuscripts?
Was his knowledge obtained directly through schooling and the reception of certain

texts, or was it absorbed indirectly through a form of socio-cultural osmosis?

In analysing Nonnus’ use of Neoplatonic material, it is easy to fall into
anachronistic classifications, and even revert to the Christian/pagan dichotomy. If we
call philosophers like Plotinus, Porphyry, lamblichus, and Proclus ‘pagan Neoplatonists,’
we classify these philosophers under a label that was essentially created by Christians

as part of a programme to formulate their own identity in opposition to an Other. If we

62 Kenney 1991: 155; Uzdavinys 2009: 35-6.
83 lozzia 2015: 13.
64 A survey can be found in Watts 2017: 135-47.
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call them simply ‘Neoplatonists,” we imply that so-called ‘pagan’ Neoplatonists were the
norm. Meanwhile writers who engaged with Platonic material whose religion is
identifiably Christian have been classed as ‘Platonising Christians,” ‘Christianising
Platonists,” and ‘Christian Platonists.” This suggests that Christian thinkers in the Platonic
tradition believed perhaps in a secondary, diluted, or debased form of Platonism, or a
form that was distinguished primarily by their religious views. To complicate matters
further, the label ‘Platonising Christians’ implies that the main source of philosophical
wisdom for these Christian writers was Plato himself, whereas ‘Christian Neoplatonists’
implies that they viewed Plato through the mediating lens of contemporary Neoplatonic
thought. Ultimately, these inadequate categories all attempt to express a key problem:
that the Christian/pagan dichotomy was devised primarily for religious classification,
and although philosophy and religion often overlap and intersect, they are not

coterminous.

These issues of identity and classification are particularly important for the
purposes of the present study, which charts the intersections between poetic output
(that has been characterised within the Christian/pagan dichotomy) and the Platonic
tradition, which includes philosophers who have been categorised as hard-line
Christians and hard-line ‘pagans’, but also undoubtedly includes figures who do not fit

neatly into either category.

Recent attempts to challenge these dichotomies have exciting implications for
our understanding of the cultural context of Late Antiquity. One compelling example of

this is Maijastina Kahlos’ concept of the incerti:

| have developed a concept of incerti to describe these individuals in between —in the
grey area between the Christians and pagans ... The simplified distinction introduced by
late antique Christians has lived on in the Western culture dominated by Christianity

and consequently also in modern research.®

Kahlos’ concept of incerti has already been applied to Nonnus and the religious

identities of Late Antique poets by Robert Shorrock in his 2011 monograph The Myth of

65 Kahlos 2007: 2.
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Paganism.%® The concept captures the broad ambiguity of Late Antique figures who do

not fit neatly into the rigid demarcations between pagan and Christian.

A compelling example of this phenomenon within the Platonic tradition is
Synesius of Cyrene (370-413 CE). Synesius is generally classified as a ‘Christian’ due to
the monotheistic sentiments expressed in his writings, and the fact that he accepted the
bishopric of Cyrene and the Pentapolis at the request of the metropolitan of Alexandria.
At the time of this request, however, he was not actually a baptised Christian, and his
writings show a clear influence from Neoplatonism, owing to his philosophical education
in Alexandria under Hypatia. In a letter to his brother, Synesius cites the caveats he gave
Theophilus, the metropolitan of Alexandria, for accepting the bishopric of Cyrene (Ep.

105.79-92):

There is one point, however, which is not new to Theophilus, but of which I must remind
him. | must press my point here a little more, for beside this difficulty all the others are
as nothing. It is difficult, if not impossible, for doctrines to be shaken which have entered
the soul through knowledge and proof. You know that philosophy in many ways
opposes these doctrines that are on everyone's lips. To be sure, | will never think it right
to consider the soul to be generated after the body. | will not say that the cosmos and
its parts will perish. The resurrection that everyone speaks about | consider to be
something sacred and inexpressible and | am far from agreeing with the ideas held by
the masses. The philosopher's mind which has a vision of the truth can agree to a

necessary lie.?’

Elsewhere in his writings, Synesius rarely mentions Scripture or even the name of Christ,
and he even claims that he will speak as a Christian in public, and as a philosopher in
private (Ep. 105). He was, however, accepted as a Christian by later generations.?® As
Kahlos says, ‘pagan philosophy and Christian theology are mixed in Synesius in such a
way that it would be useless to try and clarify this concoction.’®® The question as to
whether Synesius was a Christian or a Hellene is rendered irrelevant because for

Synesius himself there was probably no such distinction to be made. Platonic and

56 Shorrock 2011: 123-4.

57 Transl. Fitzgerald 1926: 200.

8 Cameron 1994: 128.

89 Kahlos 2007: 119. This statement also strongly applies to Gregory of Nyssa.
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Christian modes of thinking were entwined in such a way that for modern
commentators, disentangling these strands risks imposing artificial and outmoded
dichotomies on Synesius’ philosophical thought. During his three years as an
ambassador in Constantinople, there is no sign that his political speeches, which dealt
with the idea of political power in highly rhetorical and classicising terms, were frowned

upon as ‘pagan’ or deemed unsuitable for a predominantly Christian court.”®

The ambiguous Synesius gives us an interesting example against which to
compare Nonnus. Nonnus’ writings demonstrate that he was able to comfortably write
in two different modes: 1) a Christian mode inspired by the Gospels (exemplified by the
poems of Gregory of Nazianzus); 2) a classicising mode inspired first and foremost by
Homer, with influences from the entire canon of Greek Classical literature. If Nonnus
indeed worked on the Dionysiaca and the Paraphrase simultaneously, as many scholars
now believe, he must have been able to switch between these two compositional
modes with ease. The fact that both modes are expressed in dactylic hexameters means
that both poems are written in the verse structure of Homer, and of oracular poetry.
This demonstrates that, in Late Antiquity, dactylic hexameter was first and foremost a
metre for inspired poetry, making it appropriate for both epic and for paraphrasing the

word of the Gospels.

From a classical perspective, the Dionysiaca offers a bricolage of elements drawn
from mythology (e.g. Homer), mystery cults (e.g. ‘Orphism,” the Eleusinian mysteries,
and the mysteries of Samothrace), obscure and regional cult titles, and even myths that
appear to contradict one another (e.g. the uncertain continuity between Zagreus and
Dionysus, addressed in Chapter 1 of my study). These mythological and religious
elements are interwoven with philosophical influences (e.g. Neoplatonism, Stoicism)
and a plethora of genres drawn from the Classical tradition. The syncretic hymn to
Herakles Astrochiton in Book 40 assimilates him to ‘just about every god you could
imagine’’! (including Zeus, Cronos, Mithras, Helios, and Apollo to name only a few).

However, the Dionysiaca also includes several reminiscences from the Gospels,’? just as

70 Cameron 1994: 128.

1 Lightfoot 2016: 631.

2 For instance, at Dion 5.442-4, the ghost of Actaeon appears to his father in a dream and begs him not
to punish his dogs, using the words of Christ on the Cross (cf. Luke 23:34a). At Dion. 35.21-78, in a
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the Paraphrase includes elements that would be familiar to audiences well versed in

Greek mythology.”?

In The Myth of Paganism (2011), Shorrock rejects the use of ‘pagan’ and ‘secular’
to describe poetry that does not engage explicitly with Christian themes. Instead, he
considers poets who write in an explicitly Christian mode as ‘poets of Christ’; those
poets who engage with Classical themes and seek to locate themselves within the
Classical literary tradition he considers ‘poets of the Muses.” The concept applies nicely
to poets like Ausonius, who alternate between traditional Classical and Christian modes
at different times.”* For Nonnus, however, it is possible to modify this classification, for
not only is he a poet of the Muse, but he explicitly situates himself as a ‘son of Homer’
(see the appeal for the shield of ‘father Homer’ - domida matpog Ounpou, 25.265).
Shorrock argues that ‘it is quite possible for one poet to write in two different modes as
both ‘poet of the Muses’ and ‘poet of Christ,” without making any assumptions about
religious convictions.””> However, this argument is perhaps a bit reductive. Poets like
Nonnus are clearly capable of writing in either mode; however, by the 5™ century,
Christianity has become the normative mode of religious identification and expression.
A Christian poet might adopt the ‘poet of the Muses’ persona because of its cultural
authority. However, it is less likely that a poet without Christian convictions would want
to pose as a ‘poet of Christ.” While educated individuals like Synesius may have
philosophical convictions that prohibited them from fully adopting popular Christian
ideas, Christianity is still the primary point of departure. Although Shorrock’s dyad of
poetic personas captures the Janus-like nature of Nonnus’ model far better than other
models, this caveat should caution against applying the concept too widely. Shorrock’s
model cannot be transposed to the intellectual history of Neoplatonism, or to Nonnus’

engagement with Neoplatonic material. This is because Neoplatonic language and

reworking of Achilles’ love for Penthesileia, a Bacchant addresses an Indian soldier who speared her
with the words the risen Christ speaks to Mary Magdalene at Par. 20.72-5. For more on ‘Christian’
themes in the Dionysiaca, see

Shorrock 2016.

73 See, e.g., Spanoudakis 2014a; 2016.
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paradigms could be used by both ‘poets of the Muses’ and ‘poets of Christ,” forming an

ideological common ground.

It is worth remembering that Neoplatonism was a highly eclectic school of
philosophy. Individual Neoplatonists appealed to different texts and writers as sources
of wisdom and universal truth. They could also quote literature antagonistically, to
dismantle and argue against. Writers like Porphyry were capable of quoting Genesis as
a source of wisdom while also writing anti-Christian polemics. Amelius, one of Plotinus’
‘pagan’ students, wrote a commentary on the Prologue of John’s Gospel.”® Plotinus’
‘mystic monotheism’ had a profound influence on the Christian Cappadocian Fathers
(Basil of Caesarea, Gregory of Nyssa, and Gregory of Nazianzus), all of whom have in the
past been subject to aforementioned labels like ‘Platonising Christians’ that tried,
inadequately, to classify and reconcile their Platonic and Christian convictions. From a
certain perspective, Plotinus has more in common with the Cappadocian Fathers than
with Proclus, another so-called ‘pagan’ Neoplatonist. Despite Proclus’ unapologetically
‘pagan’ doctrine, his thought would go on to inspire the ‘Christian’ Ps.-Dionysius. By
looking beyond religious self-expression, we can see that Neoplatonism had in fact
become a complex mode of discourse in Late Antiquity, that writers of different and
uncertain religious expression could write within when discussing the philosophical and
theological issues of the time. We can see that some writers have more in common

despite their religious expression than because of it.

In light of these issues, the present study will attempt as much as possible to
avoid imposing artificial or anachronistic distinctions on Nonnus and the other ancient
intellectuals to whom his work shows affinities. Most importantly, | will seek to avoid:
1) imposing Christian/pagan dichotomies; 2) establishing or inferring that a particular
strand of Neoplatonism is some way canonical or normative, with the inherent
consequence that other strands become deviations; and 3) assuming that the

development of the Neoplatonic tradition is in any way teleological.

Instead, | aim to: 1) take a de-canonised and decentralised view of the

Neoplatonic tradition; 2) approach Neoplatonic ideas and influences in Nonnus as non-

76 Eusebius, PE 11.18.26—19.2. See Dorrie 1972; Brisson 1987: 840-843.
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systematic, individual strands in a multifarious Platonic tradition, with Christian and
non-Christian contributors; 3) show through Nonnus’ use of Neoplatonic material that
Neoplatonism existed as a mode of thinking and discourse that could be used for
different ends by Late Antique writers. These include the elucidation of difficult or
problematic texts, to support different theologies, and to establish a common

philosophical ground for the debates of the time.

Classifying Neoplatonism

One problem scholars face when dealing with Platonic influences is, how are these to
be classified? Neoplatonism as a term is necessarily anachronistic, an invention of the
19t century that carries subliminal implications. As a category, it demarcates the
tradition from what came before, predicating the novelty of Plotinus over continuity. It
also functions as a historical category, whereby the majority of Platonic thinkers
thereafter are classified by the proximity of their beliefs to Plotinus rather than Plato. In
actuality, Late Antique thinkers, particularly Christians, could revert directly to Plato and
appropriate his writings, while eschewing the Platonic tradition’s more recent
developments (e.g. Theodoret of Cyrus).”” This raises questions of methodology. When
Nonnus refers to Plato’s tripartite division of the soul at Dionysiaca 10.25, is this to be
interpreted as a direct allusion to Plato, or must it by necessity be contextualised within

recent Platonic discourse?

By contrast, so-called Middle Platonists, whose influence is still felt in Late
Antiquity through the Gnostics and revelatory texts like the Chaldean Oracles, are
relegated to a transitional phase in Platonism. Middle Platonists like Plutarch had
identifiable influences, not just on Neoplatonists like Porphyry and Proclus,’® but also
on early Christians like Eusebius, Cyril of Alexandria, and the Cappadocian Fathers.”® This
shows that there were avenues of exposure to Platonic ideas aside from Neoplatonic

texts and schooling. Therefore, unmediated influences in the Dionysiaca that come

77 See Siniossoglou 2008.

78 Simonetti 2019.

79 Betz 1975; 1978; Avdokhin 2019; For Plutarch’s influence on Basil of Caesarea in particular, see
Orphanos 1976.



20

directly from Plato, and, for a lack of a better term, from Middle Platonism will be noted
wherever they are identifiable. Neoplatonism, as it has been termed, however, does
represent the dominant reading of Plato in Alexandria in the 5% century, and the context

from contemporary discourse would be difficult to avoid.

Identifying an influence, allusion, or motif as ‘Neoplatonic’ can be difficult to
justify; Neoplatonic writers could quote and appeal to diverse and eclectic sources, each
according to their own aims. As a result, Neoplatonic writings preserve wealth of
material from other cultures, theologies, and strands of philosophy. These sources
include materials from Aristotelianism, Pythagoreanism, Orphism, Judaism, Christianity,
and even astrological and alchemical treatises. To what extent does being used or

quoted by Neoplatonists make material Neoplatonic?

This question has particular relevance to Nonnus’ Dionysiaca, which features a
large amount of what some commentators have characterised as ‘Orphic’ material.®
The death of Zagreus, the first of the poem’s Dionysoi, appears to be an important myth
for the Neoplatonists, appearing in some form in Plotinus, Proclus, and Olympiodorus.
The myth is also pivotal in reconstructions of ‘Orphic’ cosmogonies. Does its appearance
in Nonnus and in Neoplatonic writings make it by necessity a Neoplatonic influence? It
is quite possible that Nonnus approached Neoplatonist writings only as an esoteric
source of lesser-known mythology, and that the conclusions drawn from these myths
about the nature of the universe and the gods were entirely secondary. However, it is
very likely that 5™-century intellectuals who encountered ‘loose’ Orphic texts, with no
accompanying Neoplatonic content (e.g., the Orphic Hymns), would interpret them in
according to a Neoplatonic framework, because Neoplatonism was their primary
context for Orphic-Dionysiac material. Therefore, it becomes difficult to stage Orphic

material in a poem without evoking Neoplatonic readings.

80 See, for instance, Herndndez de la Fuente 2014; Otlewska-Jung 2014; Bernabé & Garcia-Gasco 2016.
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Nonnus the Theologian

A primary goal of this projects is contextualising Nonnus’ relationship with Neoplatonic
material and exegetical methods. In addition to Plato, Neoplatonic authors often
appealed to a variety of writings to formulate and justify their own philosophical
doctrines, some of which were quite esoteric. The Homeric epics were a privileged
source of wisdom for Neoplatonists, as allegorical reading transformed Homer into a
theologian (BgdAoyog) who expressed ineffable yet fundamental truths about the
universe and the divine through his poetry. This provided Homer with an enduring
cultural capital.8! My project contends that for Nonnus, in line with well-established Late
Antique modes of reading Homer, writing epic poetry in the mould of Homer goes far
beyond the use of Homeric metre, language, and diction. To imitate and rival Homer,

one must aspire to also be a 6g6Aoyog.

Nonnus is acutely aware of his relationship with Homer, and, as we have seen,
even characterises him as his literary father in the Dionysiaca’s second proem in Book
25. As we will see, Nonnus’ relationship with Homer mirrors the various Father-Son
relationships throughout the poem (e.g. Zagreus-Zeus, Dionysus-Zeus, Herakles-Zeus,
Phaethon-Helios), relationships which can all be conceptualised within a mimetic

framework, drawn from Neoplatonic and Judaeo-Christian thought.

For Nonnus, composing ‘Homeric’ poetry in Late Antique Egypt required a mode
of composition that was receptive to the hermeneutic techniques of the time. Nonnus
could achieve this by using existing exegeses and commentaries as source texts in his
re-workings of preceding poetic traditions, in addition to the poems themselves.
Nonnus, then, did not consciously include Neoplatonic ideas because he was a
Neoplatonist, but because Homeric epic had become inseparable from its commentary
tradition, a tradition that, as standard, viewed Homer through a Neoplatonic lens.
Nonnus’ use of Neoplatonic material is in itself an answer to the Neoplatonic ideas
found in Homer by those who would search for them. To imitate Homer in language but

not in wisdom would be to produce a watered-down and slavish imitation of Homeric

81 See, for example, Lamberton 1986; Lamberton & Keaney 1992; MacDonald 1994; Brisson 2004; Struck
2010.
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poetry. It would mean that the poet had misunderstood why Homer was still popular
and relevant among the educated elite in Late Antiquity: because Homer had become a
spiritual poet. Nonnus’ use of Neoplatonic material can therefore be seen as part of his

aspiration to imitate and rival his poetic Father.

Modern scholars have previously explored the Dionysiaca to search for
underlying or secondary structures of meaning. Viktor Stegemann argued that Nonnus
had embedded an elaborate astronomical allegory in the Dionysiaca, centred on the
Iranian figure of Aion-Kronos-Time and the signs of the zodiac. According to Stegemann,
the life of Dionysus was meant as a symbol for the advent of a new golden age.??
Stegemann’s theories have received a lot of criticism,® and it is generally accepted now
that although several episodes show traces of an astrological schema, this schema is not
sustained across the entirety of the poem. Lindsay, who takes a negative view of the
poem, argues that the Dionysiaca’s’ narrative of the Indian war is utterly devoid of
meaning, but concedes that ‘at best it is an allegory of the wars between east and west

from Alexander to early Byzantine days, with their Persian threat.’®*

More recent studies on the Dionysiaca and allegory have been more fruitful.
Shorrock has shown how wine functions as a symbol for the Dionysiaca itself.8> Other
scholars have offered analyses of individual episodes. Konstantinos Spanoudakis has
explored the images on Dionysus’ shield, arguing that the shield acts as a staging ground
for allegory and metapoetics in the same way as the Homeric shield of Achilles from the
lliad, or Jason’s cloak from Apollonius’ Argonautica. He argues that the symbols on
Dionysus’ shield and its numerous intertexts combine to form a universal history, and
to reflect on the salvation of the soul.®® Elsewhere, Herndndez de la Fuente has
discussed allegorical interpretations of the murder and dismemberment of the first
Dionysus, named within the Dionysiaca as Zagreus,?’” suggesting that Nonnus was aware

of the myth’s significance to Neoplatonic thinkers.

82 Stegemann 1930.

8 Lind 1938: 75; Keydell 1961; Fauth 1981: 180-4.
8 Lindsay 1965: 393.

8 Shorrock 2001: 115-6.

8 Spanoudakis 2014a.

8 Hernandez de la Fuente 2014.
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That Nonnus might have composed parts of the Dionysiaca allegorically is not
surprising; the world of Late Antiquity was obsessed with hidden meanings and
allegorical interpretation in both literature and art, Christian or pagan.® As Jas$ Elsner
says, by the sixth century ‘images had an exegetic, a scriptural relationship with what
they represented. Indeed, everything was an ‘image’ — the emperor was an image of
Christ, the state of the divine economy, the good Christian life of the lives of the saints.’
Underlying this conceptual framework was a typological system whereby everything in
the world could be explained as an allegory or symbol of the transcendent world where
God dwelt.®? Not only would Nonnus and his audience have access to allegorical
commentaries; symbolic exegesis of visual art would also have been part of his lived

experience.

Modern scholars have analysed the diverse exegetical techniques and practices
that flourished in Greco-Roman, Jewish, and Christian intellectual circles.?® The idea that
poetry could express fundamental truths about the nature of the universe and the
divine was pervasive in Late Antiquity, and it had a long tradition. That a Greek poet
could self-consciously adopt a prophetic persona to express wisdom and fundamental
truth has a long tradition, as can be seen from poets like Theognis and Pindar.’* The
Latin tradition expressed a similar phenomenon through the term vates, which could
simultaneously mean both poet and prophet. The assimilation between the two is
unsurprising, given that Apollo was the god of poetry and prophecy; both are expressed
in hexameter verse, and utilised similar mechanics of divine inspiration. Oracular poetry
in hexameter verse was particularly popular in Late Antiquity with the Chaldean and

Sibylline Oracles.

The idea that poetry contained valuable wisdom for the trained reader had
formed the basis of ‘defensive’ allegories since the Classical era. Plato refers to an

ancient quarrel between poetry and philosophy in Republic 10, 607b-c, and infamously

88 Shorrock 2001: 23, n.48.

8 Elsner 1995: 9.

% The term has its origins in Greek: allos (other) and agoreuein (to speak in public), combine to produce
the sense of “other speaking.” Its central concepts are represented under the terms: “symbolon”
(“symbol”), hyponoia (“deeper sense” or “covert meaning”), and aenigma (“riddle”).

91 Piccardi 2016: 424.
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banished poetry from the ideal city.’? For Plato, poetry contained many passages that
were problematic from an ethical and moral standpoint.®® Poetic descriptions of the
divine that presented the gods with human flaws and vices were particularly egregious.
Apologists of poetry, therefore, resorted to allegory to liberate Homer and the other
poets from criticism. This tradition of allegorical interpretation can be traced back as far
as Theagenes of Rhegium in the 6™ century BCE, and by Late Antiquity, it had become a

key part of Homeric literary criticism.

One of the best known examples of allegorical interpretation is the Neoplatonic
exegesis of the Odyssey, which interpreted Odysseus’ wanderings as the journey of the
human soul across the sea of generation towards its true home in the Intelligible. This
interpretation is preserved by the Neoplatonist philosopher Porphyry in his
commentary, On the Cave of the Nymphs from Odyssey 13. Porphyry’s work owes much
to second-century Platonists and Neopythagorean thinkers like Numenius, suggesting

that the spiritualisation of the Odyssey occurred much earlier.®*

Nonnus’ contemporary Proclus also wrote two essays in defence of Homer in his
commentary on Plato’s Republic. Proclus claimed that poets had adapted eternal and
transcendent truths, translating them by necessity into human language and the
medium of storytelling because truth required a screen that could both mask the truth
and reveal it to initiates.®> In his own hymns, Proclus asks the gods ‘harken and reveal
to me ... the secret rites and initiations of the holy words’ (Hymn 4.12-5).°6 According
to the Chaldean Oracles, inspired texts could kindle ‘elevating fires’ in the soul, enabling
it to contemplate the Intelligible realm, the transcendent world of Plato’s Forms, and
the place of the soul’s natural condition (Chaldean Oracles fr. 126, 190).%” Proclus writes

that the Plato’s theology kindled such a fire, and showed the soul how it might ascend

92 See for example Murdoch 1977; Ferrari 1989; Gould 1990: 4-69; Rosen 1993: 1-26; Nightingale 1995:
60-7; Kannicht 1996: 189-91; Murray 1997: 14-19; Levin 2001: 127-67; Moss 2007.

% Examples include Hera’s deception of Zeus (//. 14.153-351), and Demodocus’ song of Ares and
Aphrodite (Od. 8.266-366).

% Other famous allegories include the shields of Agamemnon and Achilles from the lliad. In the Latin
tradition, the rivers of the underworld in Virgil’s Aeneid (6.126-29) were interpreted allegorically by the
5t century CE commentator Servius as the nine spheres of the universe.

% Lamberton 1986: 245-6.

% Transl. Van den Berg 2001: 228.

9 For a recent edition, see Majercik 2013.
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towards God (Theol. Plat. 3.1. p.5, 15-16). Proclus’ beliefs in this regard were also
adopted by Ps.-Dionysius, who applied them to Christian texts (Cael. Hier. 121b; Eccl.
Hier. 476b; De Div. Nom. 592b; Ep. 8.1098a, 9.1108b).%8

The rise of Christianity also offered Christ as a new source of inspiration and
divine knowledge. Like many allegorists before them, Christian exegetes felt it necessary
to justify and clarify uncomfortable passages in Judaeo-Christian texts, such as the
‘cannibalism’ of the Eucharist.®® As well as developing their own hermeneutic methods,
they were able to adopt allegorical techniques from Jewish apologetics, and from Stoic
and Platonic exegeses of Greek myth and early poetry. These techniques could be used
to defend Christian scripture and belief against hostile polemicists, like Porphyry or the
2"d-century Platonist Celsus, and were deployed according to the beliefs and aims of
individual exegetes. For Biblical commentators like Origen, all Scripture held a deeper,
non-literal meaning. Nonnus’ compatriot Cyril of Alexandria, however, only occasionally
resorts to allegorical interpretation in his commentaries and homilies on the New

Testament.

For modern commentators, identifying the presence of allegoresis throws up
numerous methodological issues. The Greek term allegoresis can refer to both a mode
of reading (to interpret allegorically) and a mode of composition (to write allegorically).
Ancient exegetes normally assume that any meaning they have discovered was inserted
by the author deliberately; they speak allegorically (dAAnyopeiv) or in riddles
(aivitteoBal), to express otherwise ineffable truths, or truths that need to be concealed
from the uninitiated. They could also express truths as a conduit for a higher power.
Although ancient readers might not consciously distinguish between allegory as a mode

of reading or of composition, modern scholars must be wary not to conflate them.

In certain cases, allegorical frameworks are easily detectable. Robert Lamberton
has called personifications examples of ‘obtrusive’ allegories: symbolic elements where
the key to their interpretation is provided immediately by the text. In the presence of

such elements, the so-called ‘secondary’ level of meaning takes on greater importance

%8 Lamberton 1986: 246, n46.
%9 Kahlos 2012: 529.
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than the narrative action itself.1%° In the absence of ‘obtrusive’ elements, however, or
testimonies of allegorical commentaries, it becomes difficult to argue that a text was
composed with an allegorical programme in mind. Consequently, many modern

attempts to read Late Antique poetry allegorically remain contested.0!

These difficulties arise partly because the surviving criteria used by
Neoplatonists to justify their allegorical interpretations are frustratingly vague. In
Porphyry’s On the Cave of the Nymphs, it is the text’s ‘many obscurities’” which signpost
that Homer is being intentionally enigmatic; elements which prima facie cannot be
explained or seem contradictory and must be understood allegorically.’°> Modern
scholars clearly cannot use obscurity as evidence of a mode of composition. However,
Porphyry’s method offers modern scholars some guidance on whether or not a text

might have been read allegorically in antiquity.

One strand of my approach in this study involves identifying evidence within the
Dionysiaca that Nonnus was aware of allegorical interpretations of other texts. As
mentioned, it has been conclusively demonstrated that Nonnus was aware of Cyril of
Alexandria’s Neoplatonically influenced commentary on John’s Gospel, and that he
made use of Cyril’s text in composing his own Paraphrase. In the Dionysiaca, | will show,
Nonnus was similarly aware of allegorical commentaries, particularly those of the
Neoplatonists, and he alludes to these at critical junctures of the poem. Elsewhere, | will
use other allegorised texts as comparanda for the Dionysiaca, to illustrate how similar
texts were being read in Late Antiquity, and how these might have shaped Nonnus’

audience in their reading of the Dionysiaca itself.

From the evidence, however, it will become clear that the Dionysiaca does not
adhere strictly to any specific philosophical doctrine. The poem’s universalist and
encyclopaedic aspirations would be fundamentally undermined by any single paradigm
other than the metamorphoses of Proteus. Nonnus is often, by twists and turns, playful

and even irreverent. His use of Neoplatonic material is always on his own terms,

100 Lamberton 1986: 146.

101 piccardi 2014: 343, n.66, citing as examples Gelzer 1975: 297302, 316—-322 and 1993 (Musaeus’
Hero and Leander), Schelske 2011 (Ps.-Orpheus’ Argonautica), and Livrea 2014b: 25-6 (Pamprepius’
Descriptio diei autumnalis).

102 Struck 2010: 60.
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unrestricted by the confines of dogma. Furthermore, given the Protean and poikilos
nature of the Dionysiaca, we should not expect the poem’s diverse Neoplatonic themes
and motifs to coalesce into a consistent and coherent philosophical system, any more
than one would expect the poem’s Dionysiac and Hellenic elements to come together
into a monolithic religious system. The Neoplatonic dimension is but one among many,
and while it enhances Nonnus’ theologian credentials, it does not necessarily dominate

his new and multifarious Dionysiac poetics.

Chapter Structure

This project has been divided into five chapters. Chapter 1 focuses on the figure of
Dionysus. The first incarnation of Dionysus, named Zagreus within the poem, has
attracted commentators for Nonnus’ use of so-called Orphic and Neoplatonic
material.1%® My chapter offers a reappraisal of this material, and reveals further
connections that have not been previously noted. The chapter also delves into the
relationship between the three different Dionysoi in the poem (Zagreus, Dionysus, and
lacchus). | argue that these Dionysoi act as a ‘trinity’ comparable to Christian Trinitarian
theology and Neoplatonic triadic schemas of divinities, particularly Proclus’ demiurgic

triad of Zeus-Poseidon-Hades at the level of the hypercosmic gods.

Chapter 2 introduces the theme of mimesis (uipnolg). The chapter catalogues
key terms related to mimesis and includes a simple frequency analysis across
comparable poetic traditions preceding, contemporary with, and following Nonnus.
Results suggest that Nonnus makes use of mimetic vocabulary more than the majority
of his fellow poets (the closest parallel is perhaps the theological poetry of Gregory of
Nazianzus). Following this frequency analysis, Chapter 2 investigates the deployment
and use of mimetic vocabulary across the poem through various case studies. Mimesis
was central to Platonic theories of art, which could nowadays be termed ‘aesthetics.’
Platonic concepts of art as mimesis are inextricably tied up with sense-perception,

intellection, and epistemology. By instilling his poem with mimetic vocabulary, Nonnus

103 Hernandez de la Fuente 2014; Bernabé & Garcia-Gasco 2016: 98-9, 102-4.
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creates a complex Dionysiac world of materiality that reflects Neoplatonic metaphysics

and epistemological concerns.

Chapter 3 looks at the language and dynamics of divine inspiration in the
Dionysiaca. Characters within the poem frequently experience madness, frenzy, and
altered states of perception (Bakyeia, AUooa, pavia) brought about by the gods, the
consumption of wine, war, and the power of music and dance. Following Shorrock’s
analysis of wine in his 2011 monograph, The Myth of Paganism, wine can be seen as a
symbol for the poem itself. The experience of wine in the Dionysiaca, while not always
positive, also has the capability for miraculous healing, and can be used to induct
characters into Dionysus’ thiasos, bringing them closer to union with the god himself.
The chapter also looks at other case studies within the Dionysiaca that evoke divine
inspiration, including the second proem at Book 25, and the Lydian priest’s battle with
Typhon using only his inspired voice in Book 13. By exploring episodes such as these,
Chapter 3 looks at how Nonnus engages with Late Antique and Neoplatonist discourse
on divine inspiration to reflect on his role as a poet, and the initiatory and revelatory

power of poetry.

Chapter 4 is the first of two chapters to deal with allegory in the Dionysiaca. In
particular, this chapter focuses on the cave of Persephone in Books 5 and 6. Nonnus
constructs his cave with conscious allusions to the cave of the nymphs from Odyssey 13,
a passage with a long exegetical history, and the subject of a short allegorical
commentary by the Neoplatonic philosopher Porphyry. Many of Porphyry’s comments
appear drawn from earlier thinkers like Numenius, who has been variously described as
a Middle Platonist or a Neopythagorean. My fourth chapter establishes that Nonnus was
aware of the cave’s commentary tradition and used exegetical details preserved in
Porphyry in his reworking of the Homeric cave. These details style the Dionysiaca’s cave
of Persephone as a place of corporeal and cosmic generation. | then compare the
remaining scenes of Book 6 (the punishment of the Titans, the conflagration, and the
flood) against Proclus’ Commentary on Plato’s Timaeus, identifying numerous points of
contact between the two. In light of these readings, Book 6 emerges as a bricolage of

popular Neoplatonic allegories.
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Chapter 5 continues to delve into the relationship between the Dionysiaca and
allegory. The chapter revisits the ekphrasis of Dionysus’ shield in Book 25 that was the
subject of an excellent contribution by Konstantinos Spanoudakis. His chapter ‘The
Shield of Salvation,” catalogues many of the shield’s embedded allusions and salvific
imagery. My chapter notes a few more allusions that contribute to the shield’s
soteriological framework. The shield’s sophisticated and large-scale allegories
concerning salvation and the fate of the soul appear inspired by Neoplatonic allegorical

exegeses.

Elsewhere, the Dionysiaca also includes cosmological details (e.g. in the
description of the palace of Harmonia) that appear inspired by exegetical
commentaries. In these instances, Nonnus does not appear to be composing
allegorically. Instead, | argue that these details could be interpreted as an attempt to
train the audience to be an ideal reader of the Dionysiaca, or a playful nod to the

commentary tradition.

Finally, this chapter highlights intersections between the Dionysiaca and
allegories of the Odyssey. With the Odyssey as a comparandum, and against the prolific
backdrop of Neoplatonic literary criticism, it is possible to theorise how ancient
audiences might have interacted with and interpreted Nonnus’ text. The Odyssey was
interpreted by Numenius and many commentators thereafter as an allegory for the
journey of the soul in the material world. Odysseus wanderings across the sea of
generation lead him to his homecoming in the Intelligible realm. Numenius’
interpretation is reported by Porphyry in his commentary On the Cave of the Nymphs,
which Chapter 4 establishes was likely read by Nonnus. It is also inconceivable that
Nonnus would have been unaware of the preeminent Homeric criticism of the time: that
of the Neoplatonists. Homer was widely considered by the Neoplatonists to be a
theologian who expressed ineffable truths about the universe and the nature of the
soul. | argue that to write epic poetry in the mould of Homer, it is not enough to use
Homeric themes and diction; to write Homeric poetry requires one to be a theologian,

and their poetry must be permeable to the hermeneutic processes of the time.

The world of Nonnus’ Dionysiaca is dominated by mimesis and materiality: an

obsession with the physical and sensory properties of material bodies dependent on
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pre-existing archetypes or higher principles, making it a suitable analogue for the
Odyssey’s sea of generation. Dionysus himself must battle against agents of materiality
—the earthborn Indians, Pentheus, and the Giants —to earn his final ascension on Mount
Olympus. This journey can also be compared with Neoplatonic writings on the ascension
of the soul: that the aim of the soul is to become ‘like god,’ to ‘become unified,” and to
assimilate itself to the divine. As the chapter shows, Dionysus’ journey can be
contextualised within a framework of mimesis, whereby Dionysus must positively

emulate his father Zeus, avoiding exempla of negative or inappropriate mimesis.
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1. Dionysus: The One and the Many

The term poikilia (variety) has long dominated discussions of Nonnus’ Dionysiac poetics.
In the Dionysiaca’s prologue, the poet makes a direct appeal to Proteus, the famous
shapeshifter from the Odyssey and Nonnus’ divine compatriot who had made his home
on the isle of Pharos. Nonnus’ poem goes on to imitate its shapeshifting patron through
a polyphony of genres, styles, and ideas. In answer to Proteus’ multiform appearance
(mowiAov €i8oc, Dion. 1.15), Nonnus will sing a multiform hymn (rowilov Gpvov); his
Dionysiaca will have a transformative, multiform nature of its own.1® In many ways,
Proteus also offers a paradigm for understanding the Dionysiaca’s other shapeshifters,

in particular the subject of Nonnus’ epic encomium, the god Dionysus himself.

Dionysus, as befitting a shapeshifter, is capable of appearing in an array of
different forms and shapes. He also appears in multiple incarnations. The most
prominent of these, besides the Bacchic Dionysus himself, is the infant god Zagreus,
whose birth and death are the subject of an extended digression in Book 6 of the
Dionysiaca. Elsewhere in the poem, Nonnus also mentions Osiris (the ‘Egyptian
Dionysus’), and Dionysus’ son lacchus, who is otherwise referred to as the ‘third
Dionysus.” The primary goal of this chapter is to analyse how Nonnus utilises these
different Dionysoi, and how they are connected, particularly in light of Neoplatonic

theological material.

The Zagreus episode is framed as an extended reminiscence by Zeus, and takes
place outside of the poem’s main chronological arc. The episode proceeds as follows:
the goddess Demeter visits the house of Astraeus, the god of divination, to inquire about
the future of her daughter, Persephone. Astraeus performs a divinatory rite using an

astrolabe, and tells Demeter that her daughter will be raped and impregnated by a

104 The rhetor Himerius (c. 315-386 CE) advocated poikilia as a rhetorical technique in his Speech 68, and
used Proteus as an allegory for a performer and an exemplary sophist. Schlapbach 2018: 258: ‘Proteus
had long been known as a paradigm for the ‘flexibility, variety, versatility of a performer, especially a
sophist and, later, a pantomime.’ E.g. Philostratus V. Apoll. 1.4; Him. Or. 28.7; 31.14. See also Vian 1976:
9; Tissoni 1998: 79-85. Giraudet 2009: 314 cites Himerius’ Speech 68 as a possible inspiration for
Nonnus’ use of Proteus.
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divine serpent. In an effort to avert this future, Demeter conceals Persephone inside a
cave, and appoints two dragons to guard her. Zeus, however, assumes the shape of a
dragon and manages to bypass the cave’s guardians by lulling them to sleep. Inside, he

consummates his union with Persephone, and she gives birth to a son, named Zagreus.

Zagreus is specifically identified as ‘the older born Dionysus’ (moAatyevig
Awovuoog, 5.564). Even as an infant, he climbs upon the throne of Zeus, and is gifted the
rare honour of wielding his father’s thunderbolts. Hera, however, is understandably
upset by yet another of Zeus’ extramarital affairs, and convinces the Titans to murder
Zagreus out of vengeance. The Titans disguise their faces with gypsum, and distract
Zagreus with a mirror. While distracted by his own reflection, the Titans dismember him

with a knife.

Previous scholars have noted a connection between the Zagreus episode and
Neoplatonic writings. Numerous Neoplatonists mention the myth, directly or indirectly,
and it is commonly subjected to allegorical interpretation (e.g. Plot. 4.3.12; Procl. In
Crat. 133; In Tim. 2.146.9, 3.80.20-5 Diehl; Dam. In Phd. 2-5; Olymp. In Phd. 1.4-5). The
story’s prevalence among Neoplatonic writings suggests that it was in fact a popular
myth, and its mutability allowed it to be recast and retooled according to each writer’s
needs. Herndndez de la Fuente’s 2014 analysis remains the most comprehensive
attempt to establish Nonnus’ Zagreus episode in its philosophical context. In revisiting
this material, however, | will present a more holistic reading that examines the
problematic continuity between Zagreus and the poem’s other Dionysoi in light of
Neoplatonic (particularly, Proclan) triadic schemas, to better contextualise the episode
within Book 6 and the Dionysiaca as a whole. This chapter will argue that Nonnus’ use
of this myth constitutes a ‘Neoplatonic influence,” beyond the mere use of Neoplatonic

sources as repositories of obscure mythological details.

1.1 Neoplatonism and Orphism

Nonnus’ Zagreus appears to have much in common with the Orphic Dionysus, known
from the Orphic Hymns and the Orphic Rhapsodies. Both are born from the union of

Zeus and Persephone, and both are torn to pieces by the Titans. The name Zagreus,
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however, is not attested in surviving Orphic literature, despite the corpus’ large
collection of Dionysiac pseudonyms, epithets, and cult titles.’% The oldest surviving and
explicit association of Zagreus with Dionysus comes from a fragment of Callimachus
preserved in the Etymologicum Magnum (fr.43.117 P). Callimachus had a profound
influence on Nonnus’ Dionysiaca, and so it is possible that this fragment inspired
Nonnus’ use of the name.'% Unfortunately, however, we lack any further context for

the fragment.

Euripides’ Cretans records a further attestation, although there is no obvious
association with Dionysus. A fragment from the play, which is quoted by Porphyry,
references the ‘feasts of raw-flesh’ (wpodpayog daitn, fr. 472.12 Nauck) and mysteries
of ‘night-ranging Zagreus’ (vuktutoAog Zaypéug, 11). These rites appear alongside those
of the ‘Mountain Mother’ (uAtnp 6psta, 12) and the Idaean Zeus,'®” which Ghidini
equates with the triad of Zeus, Mother Rhea and Dionysus from Euripides' Bacchae (120-
36).1% Ghidini’s comparison is compelling, particularly given Dionysiac cult’s long-
standing association with omophagy and night-time rituals. Elsewhere, Zagreus appears
alongside Ge in Alcmeonis fr. 3, and as a son of Hades in a fragment of Aeschylus’
Sisyphus (fr. 5.228), suggesting that, although the name could be associated with other

gods, it still retained a chthonic significance.

Although there appears to be no Orphic tradition behind Zagreus’ name, his clear
connections with the Orphic Dionysus have in the past provoked scholars to use Nonnus’
account in reconstructions of the Orphic myth, an enterprise that draws on a broad
textual corpus, including the Orphic Rhapsodies, the Orphic Hymns, Neoplatonic
writings, and even Christian polemics.1®® Nonnus himself often retools and reworks

existing myths into new frameworks and contexts. It is entirely possible that the name

105 This was first noted by Linforth 1941: 311.

106 Most recently discussed in De Stefani & Magnelli 2011. Keydell 1935 quotes Callimachus 147 times in
the apparatus fontium of his edition of the Dionysiaca (the evidence is collected in Montes-Cala 1994-5:
68). Other parallels can be found in Schneider 1870-3; in modern Callimachean commentaries (cf., e.g.
Massimilla 1996 passim; Hollis 2009: 389-90, 426); Vian’s Budé editions, as well as their Italian
counterparts (Gigli Piccardi 2003; Gonnelli 2003; Agosti 2004; Accorinti 2004).

107 porph. De abst. 4.19.

108 Ghidini 2013: 146. She also compares these gods to the Lesbian triad of Zeus Antaios, Hera, and
Zonussos Kemelios attested in Alcaeus fr. 129 Voigt.

109 See Edmonds 1999 for a critique of this practice, particularly related to the idea of an ‘Orphic original
sin.” Cf. Comparetti 1879.
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‘Zagreus’ reflects the poet’s principle of poikilia and the Dionysiaca’s general

eclecticism, and did not derive from Orphic material.

However, an important consideration remains. Does the use of an Orphic myth
widely attested in Neoplatonic sources constitute an influence by Neoplatonism as a
philosophical school? While it is entirely possible that Nonnus was influenced by
Neoplatonic writings as texts rather than doctrines, and that he used them merely as a
source of esoteric material on Dionysus, this fails to consider the role of the audience as
a point of reception and the final agent in the construction of a text’s meaning.
Neoplatonic accounts of the Orphic Dionysus act as intertexts, associated works of
literature whose interrelation can be conceived of and exist solely in the mind of the
reader, without conscious allusion on the part of the poet. This means that even if
Nonnus referenced the myth as he found it in Neoplatonic accounts, but did not
consider himself beholden to Neoplatonic philosophical doctrine, his audience would
not necessarily arrive at the same conclusion. Given the myth’s rich Neoplatonic
context, and the elaborate exegetical methods Neoplatonism had afforded to ancient
literary critics, it is entirely possible that members of Nonnus’ audience would see any

reference to the Orphic Dionysus as a conscious allusion.

The Neoplatonists themselves did not always reference Orphic material and
retain its Orphic context. Often they referenced Orphic material as a means of appealing
to Orpheus as a source of wisdom, often to justify and legitimise their more esoteric
interpretations of Plato’s dialogues, and other canonical texts that were believed to hold
ancient wisdom for those who knew how to interpret them.!? It is questionable
whether Orphism even existed as a phenomenon independent of Neoplatonism in Late
Antiquity, or whether it was possible for the educated elite to experience Orphic

material through anything other than a Neoplatonic lens.

110 Rappe 2007: 143.
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1.2 Dionysus’ Mirror

The earliest allegorisation of Dionysus’ dismemberment can tentatively be traced back
to Plato's Laws. According to Plato, Hera once incited Dionysus to madness (Laws 672b).
He was later healed and purified by the goddess Rhea, who also taught him mystic
rituals (Apoll. Bibliotheca 3.5.1). When describing the madness imposed upon Dionysus,
Plato uses the periphrasis that Dionysus ‘was torn apart in the intelligence of his soul’
(6tedopnOn g Yuxfig TV yvwunv). As Seaford notes, the use of the verb here is rare,
and usually has a physical dimension. As he demonstrates, it is used three times in
Euripides’ Bacchae to refer to the frenzied tearing apart of animals (739, 746) and of
Pentheus (1210). Seaford, therefore, quite rightly infers that Plato's periphrasis reflects
a mystic interpretation of Dionysus’ dismemberment as the dismemberment of the soul,
i.e. madness (the Titans are mentioned at 701c).*!! The myth also appears obliquely in

Plotinus (4.3.12):

AvBpunwv 8¢ Puyal eidwAa alTdV iSodioat olov Atovioou v KOTOMTPw EKEL
gyévovto dvwBev dppndeioat, ok drotpunBeioat ovd’ adTal THg EQUTGV dpPXFS Te Kal
voU. OU ydap petd tol vol nABov, AAN EdBacav pév péxpL yig, kKapa 8¢ altalg

£otnplktal Umepavw tol oupavod.

And the souls of men, seeing their images as if in the mirror of Dionysus, have come into
that realm by leaping downward from above, but they are not cut off from their origin,
or from Intellect. For they have not come bringing Intellect, and although they have

descended as far as earth, their higher part is fixed firmly above the heavens.

Here, the ‘mirror of Dionysus’ is the only direct reference to the dismemberment myth.
This single motif, without any mythological context, suggests that Dionysus’ mirror was
a well-known symbol for Plotinus’ intended audience. Plotinus uses mirrors elsewhere
as metaphors, but by referencing Dionysus’ mirror, Plotinus introduces an allegory
rather than metaphor. For Plotinus, at least, Dionysus’ dismemberment can be
interpreted as an allegory for the immortality of the soul. The soul has its eternal origin
in the realm of Intellect or Nous, otherwise known as the realm of Plato’s Forms. Even

though the soul descends into the physical universe and becomes ensouled in matter,

111 Seaford 2006: 114.
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its ‘higher part’ remains transcendent. This means that even when the mortal body is

subjected to physical dismemberment, the soul remains indivisible and immortal.

The idea of the mirror occurs frequently in Plotinus as a symbol for the transition
of the soul from the transcendent Intelligible realm (the world of Plato’s Forms, which
can only be partially comprehended through the soul’s contemplation) to the physical
universe (which is apprehended through sense-perception). As Plotinus says, the soul’s
presence ‘will be secured all the more readily when an appropriate receptacle is
elaborated ... something reproducing it, or representing it, and serving like a mirror to
catch it.” (4.3.11). This metaphor also captures Platonism’s idea of the ephemerality of
the physical universe, where material bodies are likened to transient ‘reflections’ on the

surface of a mirror.

Elsewhere, Plotinus uses the analogy of the mirror to explain the relationship
between the Forms or Intelligible archetypes, their sensible images, and matter. The
Forms or archetypes are analogous to a statue; their sensible forms are their mirror
images; matter is the mirror itself.}'2 This is because Neoplatonists believed that matter
was formless and constituted the lowest level of existence; the features and qualities
that appear in matter fail to belong to matter in the same way that colours appearing in
a mirror fail to be genuine properties of the mirror.!*® This metaphor expands and
elucidates Plato's own metaphor of the ‘Line,” in which he mentions the reflections ‘on
close-packed, smooth and bright materials,” and makes clear how all forms of image and
reflection have a low metaphysical status, while what reality they do possess derives

from the archetypes which they represent (Plat. Rep. 6.509d6-510a3).

In addition to ontology, Plotinus uses the symbol of the mirror to meditate on
the ethical concerns that arise from the misguided pursuit of beauty in material forms.
He directly references Narcissus, the youth who famously fell in love with his own

reflection. For Plotinus, the physical universe is an inferior level of reality, an

112 stamatellos 2012: 136.

113 Rist 1961: 157: ‘Matter then for Plotinus is the formless, indeterminate substratum of things (2.4.6).
It is compared with a mirror (3.6.13), but has not the ‘real’ existence that a mirror has over and above
appearances in it. The qualities of bodies that appear in it only enter it ‘falsely and into falsity’ (geub@®g
€ic Pe060g). It is not visible like a mirror, and must not be thought of as an object in the way that a
mirror is an object. The mirror is an analogy only so far as it too is the ‘receptacle’ in which images
appear.’
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insubstantial reflection upon a mirror. When Narcissus falls in love with his own
reflection, he fails to understand that the reflection is not real, and that true beauty is

internal and transcendent (Plot. 1.6.7; 5.8.2).

Many of these ideas can also be found in Nonnus (Dion. 6.164-73):

aiBepiwv 6& Spakovreiwv Upevaiwv 164
MNepoedOvNE YOVOEVTL TOKW KUUALVETO yaoThp, 163
ZaypEa YEWVAUEVD, KEPOEV Bpedog, O¢ ALOC £6pNnG 165

polvog émoupaving émeprioato, xelpt 6€ Batf

AaotepornVv €AEALle venyeveog 6& dpopfiog

vnruayolg moAapnotv éhadpilovro kepauvol.

008 ALOG Bpovov ixev ETL xpdvov' GAAG & YO Pw

KepSAAEN XpLoBEvteg £mikAoma KUKAQ TPOCWITOU 170
Saipovog dotopyolo xoAw Bapuunviog Hpng

Taptapin Titfiveg €é6nAnoavto payaipn

QvtitUmw voBov 160G OMUTEVOVTA KATOTITPW.

€vBa duyalopévwy peAéwy TiThveL odnpw

Tépua Blou AlGvuoog Exwv MaALVAYpPETOV ApXNV 175

By this marriage with the heavenly serpent
Persephone’s womb swelled with fruitful offspring,

and she bore Zagreus, the horned baby, who climbed
onto Zeus’ heavenly throne by himself, and brandished
his lightning in his little hand, and although newly-born,
he lifted and carried thunderbolts in his infant fingers.
But he did not hold the throne of Zeus for long.

By the fierce resentment of the heartless goddess Hera,
the Titans cunningly smeared their round faces with
disguising gypsum, and while he contemplated

his counterfeit image in a reflective mirror,

they slew him with an infernal knife.

Then, when his limbs were being divided by Titan iron,

the end of his life was a new beginning as Dionysus.
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There are numerous points of correspondence between Narcissus and Zagreus. Like
Narcissus, Zagreus is captivated by his own reflection. He fails to understand that his
reflection is not real. His captivation also ultimately leads to his death. Both Narcissus
and Zagreus also undergo fundamental change, leading to a continuation of life in a new

form.

As is evident, Nonnus’ retelling features many of the same elements from the Orphic
myth of Dionysus: 1) Dionysus is Zeus’ heir in the divine succession; 2) Dionysus is
distracted by a mirror; 3) he is torn apart by the Titans; 4) his death leads to a new life.
Martin West suggests that Nonnus’ retelling mirrors the ritualistic death,
dismemberment, and reconstitution of an initiate,!'* a ritual practice unattested in
surviving Orphic texts, but congruent with what we know of Dionysiac mystery cult. The
use of gypsum, for instance, is paralleled in Dion. 27.204-5, where Dionysus encourages

his Bacchants to whiten the Indians’ faces with ‘mystic gypsum’ (nOotdt yopw).1>

In other versions of the myth, Dionysus is distracted by a set of ritual toys
(Clement Protrept. 2.17.2-18.2; cf. OF 578 F Bernabé = 31 K), in addition to the mirror in
Nonnus’ version. The toys are also absent from surviving Neoplatonic allegorical
readings, where emphasis is placed primarily upon the mirror. This suggests that
Nonnus was indeed inspired by Neoplatonic sources. The text also has several
ambiguous features that may support this. When Zagreus looks into the mirror, he is
captivated by his ‘vdBov €idoc.’” NoBoc is a common word in the Dionysiaca, and it
employs a multitude of different meanings in a variety of different contexts. Pierre Chuvin
identifies various possible senses, including illegitimacy (45.259), an admixture of two

natures (30.89), the result of metamorphosis (5.331, 528), the result of hallucination

114 \West 1983: 143-50. West also believes that the reference to the Titans coating their faces with
gypsum strongly suggests that the myth reflects a genuine ritual practice in which the ‘death-dealing
ancestral spirits were impersonated by men’. The participle xplo8évteg (170) is frequently used in
Homer to mean ‘anoint’, usually with oils or ointments after bathing (Od. 3.466, 4.252, 19.320), or with
dead bodies (/I. 23.186), or suppliants (Berl.Sitzb.1927.170 Cyrene), and would, to a Late Antique or
Christian audience, inevitably be evocative of XplLotog.

115 Gypsum has a similar use at 30.122-23, and 47.733. See Cordero 2011 for a full overview. Gypsum
funerary masks have also been found in Egypt, and throughout the Roman Empire, suggesting a possible
link between gypsum and funerary ritual. The Homeric commentator Eustathius (ad /l. 2.735, 332.23-28)
explains that the name of the titans comes from titavog, meaning gypsum. This is why the titans were
known as ‘sons of the earth.’
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(10.12, 35), and a false mark (27.230, 35.126).1% It can also imply anything from
‘usurpation,’ to describing something ‘that belongs to others.”*'” Crucially, it does not
appear to be synonymous with terms like peudnuwv that always entail falsehood or
deception.'!® Often, it carries a sense of ‘substitute’ or ‘counterfeit,” and therefore a
(generally negative or deficient) correspondence with a putative original, model, or
archetype. It is not surprising, then, that there has been some disagreement over how
to translate this phrase. Rouse’s 1940 English translation renders ‘véBov €i8o¢’ as
‘changeling countenance.” The adjective voBog seems to be taken as an attribute of
Zagreus due to his nature as a shapeshifter, rather than of the reflection he perceives
upon the mirror.21® Pépin and Chuvin, however, translate ‘vd8ov €l8oc’ as ‘Vimage
déformé’ (distorted image)'?° and ‘V'image illusoire,’ (illusory image) respectively, taking
voBoc¢ instead as an attribute of the reflection,’?! rendering it as an insubstantial image
that is less real than the subject or archetype to which it owes its being. This means that
Zagreus contemplates his unreal reflection in much the same way as Narcissus. In the end,
both die as a result of their captivation with unreal images, Narcissus by starvation,

Zagreus at the hands of the Titans.

As Chapter 2 will further demonstrate, the Dionysiaca is incredibly preoccupied with
unreal or misleading images. N6Bog and €160¢ appear frequently together, and form part
of a programme of vocabulary that Nonnus uses to express mimesis (loosely, and perhaps
problematically translated as ‘imitation’) or deception. Rouse’s translation of vo6o¢ as
‘changeling’ feels inadequate, because an audience would not necessarily know that
Zagreus was a shapeshifter until several lines later, when the god launches into a series of
metamorphoses as a form of self-defence, much like Homer’s Proteus, the mythological
paradigm for Nonnus’ Dionysiac poetry. Zagreus' series of transformations appears
concordant with De E 388f-389a, where Plutarch links the dismemberment to Dionysus’

numerous metamorphoses. This Middle Platonic allegory, particularly Dionysus’

116 Chuvin 1992: 151. Cf. Newbold 2010: 103, n.38.

117 Chrétien 1984, at Dion. 9.77.

118 For more on voBog¢ see Chapter 2, pages 105-6.

119 Rouse 1940: 227.

120 pépin 1970: 313. Gigli Piccardi also follows Pépin with her translation of ‘falsa immagine’ (false
image). See Gigli Piccardi 2003: 483-5.

121 Chuvin 1992: 52, 151. He also argues that Nonnus’ use of vd8oc¢ in these lines is consistent with the
language of possession.
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transformations, seemingly falls out of favour under the Neoplatonists, who tend to
interpret the god’s dismemberment more directly and more generally as the division of
matter. In extant sources, the importance of the god’s transformations is only restored
with Damascius (/In Phd. 4), who is likely writing several decades after Nonnus, although
damage to the manuscript leaves practically all the text’s details in doubt. Given the
relative silence on the god’s transformations from contemporary accounts, it is therefore
unlikely that the Dionysiaca’s audience would have inferred Zagreus’ ability to shapeshift

from vo6oc alone.

If we accept Chuvin’s translation of ‘illusory image,” then Nonnus’ Zagreus episode
features similar themes to the myth’s Neoplatonic commentators. Chuvin’s translation is
perhaps more convincing because Nonnus has already laid the groundwork for these
themes in the Dionysiaca through the introduction of an earlier mirror that almost directly
precedes Zagreus’ own. This mirror belongs to Persephone, Zagreus’ mother (Dion. 5.594-

600):

Kal mote xaAkov Exouoa SLavyEa TEPTIETO KoUpN

KAAAEOG AvTitUTIolo SIKOOTIOAOV, AUTOUATW &€ 595
OLYOAEW KAPUKL TUTIOV TILOTWOATO Hopdiig

Peudaléov oKLOEVTL SEHAG Kplvouoa KATOTTPW,

HLUNARY &’ éyéhacoev &G eikova- MNepoedpovn &€

aUTOXAPAKTOV AYaApa SloMTelouca TPOCWITOU

PeuSopévng vobov 160¢ £6¢pketo Mepoedoveing. 600

Once she was amusing herself with a shining bronze plate
which reflected her face like a judge of beauty, and she
confirmed the image of her shape by this voiceless herald,
testing the unreal form in the shadowy mirror,

and smiling at the mimic likeness. Thus Persephone gazed
into the self-graved portrait of her face, and beheld the

self-impressed aspect of a false Persephone.

The elaboration of the mirror’s reflection is far more extensive here than in the
subsequent Zagreus episode. Like Zagreus, Persephone beholds her voBov €i6o¢. The

extended passage also features a plethora of terms relating to appearance and mimesis.
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Terms like avtitumoto (595), tumov (596), popdiic (596), punAnv (598), sikova (598),
and ayoApa (599), which will all be discussed at length in Chapter 2, all express ideas of
imitation and representation, drawing attention to the insubstantiality of Persephone’s
reflection. Mimesis was a key development in Plato’s philosophy, and its role in
aesthetics, ethics, and metaphysics only became more pronounced with Plotinus’ re-
envisioning of the Platonic tradition. It is no surprise, then, that many of these terms
possess a philosophical dimension. Since the material world depended on the
transcendent and Intelligible realm of Plato’s Forms for its being, the relationship
between original and copy, representation and archetype, was expressed in terms of
mimesis. Nonnus describes Persephone’s reflection and her interactions with it in
extensive detail, and great emphasis is placed on the reflection’s imitative qualities. The
passage has an almost ekphrastic quality, only instead of describing a physical artefact,

it describes a transient and ephemeral reflection.

The passage also features language related to falsehood and deception:
Peudaléov (597), Peudopévng (600), and voBov (600). This introduces a possible
ethical dimension; like Neoplatonist readings of the Narcissus myth, the search for truth
and beauty in the world of images is presented in negative terms. Persephone’s mirror
is also described as ‘okioevtl’ (shadowy), which captures the reality of bronze mirrorsin
antiquity, which were often not smooth enough to produce a clear reflection. It also
potentially intersects with Plotinus’ thoughts on sensible substance, which he describes
as ‘a shadow, and upon what is itself a shadow, a picture and a seeming’ (Plot. 6.3.8.36-

7).122

Nonnus clearly invites us to read his two mirrors alongside one another, given
that the passages evoke similar themes, and both present their respective viewers with
a voBov €180c¢. Both viewers are led to distraction. Persephone uses her mirror as if it
were a toy, fulfilling the role of the ritual toys from the Orphic myth of Dionysus’
dismemberment. Instead of dying at the hands of the Titans, however, Persephone is

spied on by Zeus who takes pleasure in her beauty. Although the god’s gaze is enslaved

122 p|ot. 6.3.8.31-37: kai o0 Suoyepavtéoy, el thv olotav thv aioBnthv &€ o0k oVoLGV oLl pev’ o0 EE
yap t6 0Aov AANOnR¢ ovoia, GAAA pipoUevoY THV GANBH, ATLG Adveu TV GAAWVY TOV Iepl aUTAV EXEL TO
OV Kal TV BAWY € aUTAS Yvopévwy, BTL AANBHE AV WL 8¢ Kal To UnoBePAnpévov dyovov Kat oy
ikavov givat 8v, 8Tt unde € alTod T AN, okl 8¢ Kal émtl okl auTii obon Lwypadio kal T daivecbal.



42

by the sight of the goddess’ breast (ém’ eOkOATw 6€ Begaivn ZNvog €PpWHOVEOVTOG
€6ouAwBnoav onwrmali, Dion. 5.592-3), Zeus does not necessarily follow the example of
Narcissus in his misguided pursuit of sensible beauty. When he looks upon Persephone
from afar, he sees her nature (¢un, 587). This line is quickly juxtaposed with
Persephone’s interest in her unreal reflection. In contrast with the mimetic vocabulary
cited previously, ¢un or puolc designates how things are, versus how they appear. In
Plotinus’ thought, ¢uoLg could also designate the lower soul, which exists as an image
of the higher soul (otherwise known as the Adyoc).??3 In contemporary Christian usage,
¢dUoLg could also be used as a synonym for ovoia (Being) or sometimes UmootaoLg
(Essence, or substance).1?* This establishes a contrast between Persephone’s viewing of

her reflective beauty, and Zeus’ viewing of her real beauty.

13 Dionysus’ Dismemberment

Leaving aside Dionysus’ mirror for now, it is crucial to consider the other myth’s other
primary symbol: the dismemberment itself (or sparagmos). Although the
dismemberment is implied in Plotinus, it does not play a primary role. Over time,

however, the dismemberment became the primary focus of later Neoplatonists.

Macrobius comments on the myth in his Commentary on the dream of Scipio in

Cicero’s Republic (1.12.12):

Members of the Orphic sect believe that material mind is represented by Bacchus
himself, who, born of a single parent, is divided into separate parts. In their sacred rites
they portray him as being torn to pieces at the hands of angry Titans and arising again
from his buried limbs alive and sound, their reason being that Nous or Mind, by offering
its undivided state to the indivisible, both fulfils its worldly functions and does not

forsake its secret nature.'®

Macrobius is difficult to contextualise within the chronology or geographical influence

of Neoplatonism, although most scholars place him in the late 4"/early 5 centuries

123 7wollo 2018: 98.
124 Russell 2002: 40.
125 Transl. Stahl 1990: 136.
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CE.'% His focus in this passage lies not only on the dismemberment but also Dionysus’
eventual resurrection. Macrobius also identifies Dionysus as Nous, or ‘Material
Intellect’: the ‘reflection’ of the Intelligible world upon matter.’?’” His commentary,
therefore, offers us an allegory of the dismemberment myth: Dionysus is torn to pieces
after seeing his reflection, paralleling the transition in Neoplatonism from the One to

the multiplicity of the material world.

Although Macrobius” commentary includes an account of Dionysus’
resurrection, Zagreus’ resurrection is not quite so straightforward in the Dionysiaca

(Dion. 6.174-83):

£vBa Siyalopévwy PeAéwv TiTive odnpw
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Then, when his limbs were being divided by Titan iron,

the end of his life was a new beginning as Dionysus.

He appeared in another shape, and changed into many forms:
now young like crafty Cronides shaking his aegis cape,

now as ancient, heavy-kneed Kronos, pouring rain.
Sometimes he was a curiously formed baby, sometimes

like a mad youth with the flower of the first down

126 Although writing in Latin, Macrobius appears to have been well versed in Greek literature, leading
some scholars to speculate that Macrobius was either part of the Eastern elite prior to the reign of the
emperor Justinian and the establishment of Greek as the primary language of Eastern Rome, or that he
was a provincial from the West, potentially North Africa. Proposed dates for his work rely entirely upon
attempts to identify Macrobius with people mentioned by the same name in the Codex Theodosianus.
See Stahl 1990: 4-9.

127 Hernandez de la Fuente 2014: 236.
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marking the curve of his face with black.
Again, as a mimic lion he uttered a terrible roar,

in a furious rage with a wild snarling throat.1?®

Following this passage, Zagreus continues to transform, first into horse (187-90), then a
serpent (91-5), a tiger (96-7), and finally a bull (97-9). In terms of prominence, Nonnus
devotes more lines to Zagreus’ transformations than he does to Zagreus’ mirror. The
effect is almost Ovidian, in that elements from contemporary, authoritative versions of
the myth are reduced, and alternative elements are introduced and expanded upon. With

the bull as his final shape, Zagreus is finally killed:

Kal Puxig mpopdxilev, £wg INARHoVL AoLU® 200
TPNXaA£ov puknua 8L nEpog EBpepev Hpn,

puntpuln BapLunvig, icodpBOyyw &€ Beaivn

aiBéplov keAadnua moAat kavaywov’OAOUTOU,

kal Bpaclc wkhaoes tadpog apolBain 6 dpoviieg

taupodui Atdvuoov EuloTUANOVTO paxaipn. 205

And so he fought for his soul, until Hera with a

jealous throat bellowed harshly through the air

— that heavy-resentful stepmother! —and the

gates of Olympus rattled in echo to her jealous throat.

Then the bold bull collapsed: the murderers each eager for his turn

with the knife chopped the bull-shaped Dionysus piecemeal.

Although Zagreus’ transformations do not have an explicit cosmogonic function in the
Dionysiaca, they would certainly have been read as such by Middle Platonists and

audiences well versed in Plutarch’s De E (388f-389a):

If, then, anyone asks, ‘What has this to do with Apollo?’, we shall say that it concerns
not only him, but also Dionysus, whose share in Delphi is no less than that of Apollo.
Now we hear the theologians affirming and reciting, sometimes in verse and sometimes

in prose, that the god is deathless and eternal in his nature, but, owing forsooth to some

128 Transl. Rouse 1940.
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predestined design and reason, he undergoes transformations of his person, and at one
time enkindles his nature into fire and makes it altogether like all else, and at another
time he undergoes all sorts of changes in his form, his emotions and his powers, even
as the universe does to-day; but he is called by the best known of his names. The more
enlightened, however, concealing from the masses the transformation into fire, call him
Apollo because of his solitary state, and Phoebus because of his purity and stainlessness.
And as for his turning into winds and water, earth and stars, and into the generations of
plants and animals, and his adoption of such guises, they speak in a deceptive way of
what he undergoes in his transformation as a tearing apart, as it were, and a
dismemberment. They give him the names of Dionysus, Zagreus, Nyctelius, and
Isodaetes; they construct destructions and disappearances, followed by returns to life

and regenerations—riddles and fabulous tales quite in keeping with the aforesaid

transformations.'®

In this passage, Plutarch describes Dionysus’ dismemberment as an allegory, using one of
the key terms for allegorical expression, aivittopoat (‘to speak in riddles’); the
dismemberment is, according to Plutarch, a symbol for the god’s adoption of disguises,
and his transformations are the creation of life in its plurality, the generations of plants
and animals, and the elements themselves. According to Plutarch, the theologians
constructed myths of Dionysus’ destructions and disappearances, and his resurrections
and regenerations, as ‘enigmas’ or ‘allegories’ (aiviypata). Nonnus appears to be aware
of Plutarch’s account, or one very similar, and integrates and entwines both the
dismemberment and the god’s transformations together into his narrative. Additionally,
Plutarch’s De E 388f-389a offers us a glimpse at how Nonnus’ audience might have
interpreted Zagreus’ metamorphoses, whether Nonnus intended for the passage to be

interpreted allegorically or not.

The extended passage in Nonnus, however, has also posed other problems for
critics. In Rouse’s translation, Zagreus is killed at two separate points in the text, lines 172
and 204-5.13° This hinges upon the translation of £é6nAfijcavto, which can be translated

as ‘wounded’ or ‘killed.” Gigli Piccardi offers the same proposition, and interprets

129 Transl. Babbitt 1936.
130 Rouse 1940: 227-9.
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Zagreus’ metamorphoses as evidence that he survives his initial death in line 172.13! She
notes the similarity between line 172 and line 11.164 from Nonnus’ Paraphrase of the
Gospel of John (dBpnoag petd téppa Biou maAwvaypetov apxnyv, cf. Dion. 6.175 tépua
Biou Advuoog Exwv TaAwvaypetov apxnv), which depicts the resurrection of Lazarus,
suggesting that the two scenes are in dialogue with one another. This interpretation is
challenged by Enrico Livrea, who says that Lazarus’ resurrection ‘cannot be invoked as a
parallel for the nine metamorphoses of Dionysus, for these constitute the continuation of
Zagreus' life under different forms.’*32 However, Gigli Piccardi’s argument should not be
dismissed, given that Nonnus uses a similar expression later to refer to the resurrection
of Tylus in Book 25 (kal vékug AudlEnwyv Blotig maAlvaypetov apxnv, 25.545). The
similarity between the two lines invites comparison, even if Tylus experiences a physical,
bodily resurrection, and Zagreus’ resurrection is perhaps more figurative.'>> Numerous
scholars have noted the verbal connections and reminiscences between Nonnus’ Tylus

and Lazarus episodes,3*

so it seems strange to exclude Zagreus from this debate
entirely. The ‘new life’ of Dionysus inherently evokes ideas of resurrection, even if the
resurrection itself differs from the spiritual rebirth of Lazarus, and the physical, bodily

rebirth of Tylus.

Addressing Zagreus’ two deaths, Livrea says, ‘it is hardly likely that Zagreus is
slain a second time by the Titans in line 205 taupodufi Aldvucov éutotUAavto paxaipn:
this is an allusion to a definitive ortapayuoc.’**> He endorses Chuvin’s translation: “...les
Titans le mettent a mal d’un coutelas venu du Tartare, alors qu’il observe dans un miroir
I'image illusoire que celui-ci lui renvoie. La, tandis que ses membres se divisent, sous le
fer Titan, Dionysos, faisant du terme de sa vie le début d’une vie recommencée, se
transforme en étres divers, prenant tour a tour I"apparence de multiples créatures...’
(“...the Titans hurt him with a blade from Tartarus, but he sees an illusory image in the
mirror, which reflects back at him. There, while his limbs are divided under Titan iron,

Dionysus, making the end of his life the beginning of a new one, transforms into diverse

131 Gigli Piccardi 2003: 458-9, 482-90.
132 Livrea 2014a: 60.

133 Bernabé & Garcia-Gasco 2016: 105.
134 vian 1990: 267-8; Spanoudakis 2013.
135 Livrea 2014a: 60.
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beings, taking the appearance of multiple creatures...”).13® Livrea continues, saying ‘in
truth, the god, being immortal, never dies, but transforms himself constantly, like the
material of the cosmos.’’3” However, it would not be out of character for Nonnus to
describe Zagreus’ death twice, in two different forms. Nonnus’ helical style often
regresses or doubles back on itself to expand on events that have already been briefly
narrated. The same can be said of Actaeon’s metamorphosis and death, which is
presented in summary by the poet at 5.301-2, and then immediately expanded upon in

more detail (5.303-69).

Although Neoplatonic commentators interpreted the Orphic Dionysus and his
dismemberment as an allegory for the immortality of the soul, Nonnus does say explicitly
what becomes of Zagreus’ soul after the moment of death. In the canonical version of the
myth, Athena saves Dionysus’ heart before the Titans consume his corpse. She then gives
it to Apollo, who either buries it, or uses it to restore Dionysus to life. In other versions,
Apollo himself rescues Dionysus’ limbs from the Titans and buries them (Clement of

Alexandria, Protrept. 2.17.2-18.2).

1.4 Parallel Dismemberments: Zagreus and Actaeon

Nonnus does, however, provide us with a potential key to the fate of Zagreus’ soul in Book
5, with the dismemberment of Actaeon, Dionysus’ cousin. Although we can infer the fact
that Zagreus’ soul lives on after dismemberment from Neoplatonic sources, Actaeon
provides a more immediate comparandum. Actaeon and Zagreus both continue a trend
in Dionysiac myth and Orphic cult, whereby characters associated with Dionysus undergo
a sparagmos. Other examples include Orpheus, the canonical founder of many Greek
religious rituals, who is torn apart by the maenads after creating the Dionysiac rites,
effectively mirroring the dismemberment of his divine patron. In addition to Actaeon
(Dion. 5), the theme of dismemberment continues through Dionysus’ family and the royal
family of Thebes with the dismemberment of Pentheus (Dion. 46). The fates of Actaeon

and Pentheus are explicitly contrasted by Cadmus in Book 46, in his lament that Mount

136 Chuvin 1992: 52.
137 Livrea 2014a: 60.
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Cithaeron — the site of the two deaths — has killed the two men who would care for him

in his old age (46.252-64).

Actaeon’s death proceeds as follows. He is hunting with his dogs on Mount
Cithaeron, when he comes upon a spring where the goddess Artemis and some naiad
nymphs are bathing. Actaeon climbs a tree so that he might spy on the virgin goddess. He
sees her ‘whole body’ (6Aov 6£pag, 5.304) which is expressly forbidden (&6rntog, 305).
While Actaeon has his transgressive gaze focused on the goddess, a nymph spots him
and cries out in horror, alerting Artemis to his presence. Artemis conceals her body by
sinking deeper into the water and punishes Actaeon’s transgression by transforming
him into a stag. His manly shape (nopdn avdpopén, 316-7) is lost, exchanged for the
counterfeit shape of a fawn with dappled limbs (otiktoicpueAésool vobn

nowkiAAeto popon, 321).138

Crucially, the only part of Actaeon that Artemis does not transform is his mind
(eloétL polvocg énv voog éumnedoc, 323).13° His transformation is not all-pervading. It is
enough however, that his dogs no longer recognise him as their master. They hunt him
and tear him to pieces. As he dies, Actaeon recalls the parallel story of Tiresias and
Athena, and laments that Artemis did not change his mind along with his form
(aiBe voov petapewev, a nep 6épag, 346). Indeed, this appears to be a central part of
his punishment, as he suffers his slow dismemberment with the awareness of a human

being.

Throughout the passage, Nonnus places great emphasis on Actaeon’s nous
(voog, loosely ‘mind’ or ‘intellect’). Nous is an extremely loaded philosophical term in
Greek philosophy, that originated with Pre-Socratics such as Anaxagoras (e.g., fr.12

DK),%*4° and was reconceived and re-contextualised by philosophers like Plato,*! all the

138 The occurrence of mowiMeto here is significant given the term’s connection with poikilia, one of the
major themes and poetic principles behind the Dionysiaca. Given the connotations of weaving and
poetic composition inherent in poikilia, the description of Actaeon’s new form is styled as a work of art,
with Artemis as the originating artist. This styles her almost as a poetic surrogate for Nonnus, capable of
taking an original character or myth and metamorphosing it into a new form.

139 The distinction between Actaeon’s metamorphosed form and human mind is, throughout our
surviving attestations of the myth, only made explicitly in Ovid’s Met. 5.138ff.

140 For more on Anaxagoras’ development of ‘nous,” see Silvestre 1989.

141 Menn 1995; Mason 2013.
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way through to the Imperial and Late Antique Neoplatonists.'*? Indeed, Nonnus’
contrast between Actaeon’s misleading physical form and his nous invites comparison
to Neoplatonic metaphysical frameworks: Actaeon’s representation in the physical
realm fails to accurately represent his nous, his intellect. Actaeon’s mother Autonoé
searches for him on the mountainside, but is unable to recognise her son from the
dismembered remains of a fawn. Actaeon then appears to his father Aristaeus in a
dream, wearing the shadowy form of a dappled stag. Actaeon’s sparagmos, like that of
Zagreus, does not threaten or disturb the unity of his soul. Any process of separation or

division at the level of the corporeal body is not reflected at the level of soul or intellect.

This episode is further complicated by the presence of Athena. Initially, Nonnus
specifies that Actaeon climbs an oak tree to better spy on Artemis (¢nyog, 303).
However, when Actaeon appears to his father in a dream, he claims that he climbed an
olive tree (é\aing, 474), the sacred tree of Athena (MaAAddoc putodv, 479).143 Actaeon
explains that when he was spotted, he drew the ire of both virgin goddesses
(0Bev Bapupnvig anelln Expaev Aktaiwvt kat Apteptdog kat ABrivng, 480-1). However,
Athena’s precise role in Actaeon's punishment is never explicitly mentioned. In fact, her
presence is not mentioned in any extant version of the myth.#* According to Porphyry’s
commentary On the Cave of the Nymphs from Odyssey 13, the presence of an olive tree
is enough to symbolise the presence and role of Athena as the divine intellect in the act
of creation.* It possible that the olive tree has a similar function here, symbolising that
the goddess played some role in the preservation of Actaeon’s human nous even after

his physical metamorphosis.

Actaeon’s death appears as a narrative digression at a strange juncture of Nonnus’

poem. We are told in Book 5 that Actaeon dies chronologically after Dionysus’ Indian War

142 For instance, Plotinus made nous his second hypostasis, and equated it with the demiurge of Plato’s
Timaeus. See Ennead 3.2.2. For a modern appraisal of the evidence, see Sabo 2015.

143 Actaeon describes the grove as 6 pév puling, 6 8’ éAaing, which is reproduced from Od. 5.477, and
describes the bush that Odysseus takes shelter beneath when he arrives on Scherie. It is the same bush
that he will look out from and spy upon Nausicaa.

144 Cf., e.g Aes., fr.135; Pseudo-Apollodorus, Bibliotheca 3.30; Paus., Geog. 9.2.3.; Diod. Sic., Hist. 4.81.3-
5; Pseud-Hyginus, Fabulae 180 & 181; Ovid, Met. 3.138ff. The only surviving connection between
Actaeon and Athena comes from Callimachus, who relates the story in his Hymn to the Bath of Pallas
(106ff.), to contrast the fates of Tiresias and Actaeon.

145 At Crat. 407b, Plato etymologises Athena’s name as ABsovda, meaning god’s mind (theos + nous).
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(lvéwnv peta &fplv, 302), which does not begin in earnest until Book 14. This
anachronistic chain of events makes sense given that the Dionysiaca is loosely
structured around a royal encomium, where Book 5 serves to detail the god’s royal
family. However, it has the effect of placing two dismemberments in consecutive books,

suggesting that the two scenes are indeed in dialogue with one another.

Parallels between the two scenes are supported by Nonnus’ playful use of
allusive puns and wordplay. According to the Etymologium Gudianum, Zagreus was
etymologised as ‘the great hunter’ (6 peydAwg aypebwv).'® In Book 5, Nonnus
introduces the character of Aristaeus, the son of Apollo and Cyrene, whose epithets are
the ‘hunter’ and the ‘herdsman’ (voutog kat émwvupog dypeug, 5.215) following Pindar
Pyth. 9.64.147 Aristaeus marries Cadmus’ daughter Autonoé, and Actaeon, their son, is

repeatedly said to possess the ‘blood of the Hunter’ (aypéoc aipa, Dion. 5.289, 466).

148 3lthough such cross-

The epithet Aypeuc is occasionally attributed to Apollo,
pollination of cult titles and epithets between divinities and their progeny is not unusual
(for example, Phaethon is especially common as a title for Helios in Nonnus and in Late
Antique poetry in general). However, it is also used to describe Dionysus in Euripides’
Bacchae (1189-92). A potential connection, or even conflation, between Apollo-
(2)agreus-Dionysus is strengthened further by Plutarch, who lists both Zagreus and
Dionysus as alternative names for Apollo (de Ei, 388e). Although the connection
between Apollo and Dionysus has been in some ways artificially strengthened by
modern revisionism in philosophy and comparative mythology, the two gods remained

popular henotheistic deities in Late Antiquity, and were undoubtedly linked by their

joint worship at Delphi and Mount Parnassus.

146 \West 1983: 153, n.39 attributes the name to zagré, a pitfall for trapping animals, as well as other
derivations.

147 The epithets AypeU¢ and Nouwog are later personified by Nonnus as two sons of Hermes: Agreus, who
is ‘well-versed in the sport of the beast-slaying hunt’, and Nomios (14.87-95). In a bizarre passage in
Book 27, Zeus urges Apollo to fight alongside ‘Agreus and Dionysus both, and as a herdsman (Nomios),
fight for the generation of Satyr herdsmen’ (264-5). The personified Agreus is referenced, but his
brother’s name is actually an epithet transferred to Apollo, and Aristaeus, who bore both epithets in
Pindar, lurks behind this passage due to the mention of his mother Cyrene in the preceding line.

148 pesch. fr. 332.4; Herodas Mim. 3.34; Trag, Fragmenta 197b.
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The dismemberment of an dypelg, who is hunted (dypevetat) by Artemis and
his own hunting dogs, is then closely followed by the dismemberment of Zaypeug, the
‘Great Hunter.’ These puns create verbal resonances between the two scenes in

addition to their thematic connections.

1.5 The Division of Matter

As Hernandez de la Fuente argues, the myth has a determinant cosmological role in
Proclus’ Commentary on Plato’s Timaeus.'*® Proclus mentions that the mirror was
forged by Hephaestus, and identifies Dionysus with the cosmic Intellect, or Nous (In Tim.
3.80.20-5 Diehl). Nous was said to be entirely undivided, and comprehend all intelligible
things in one act of intelligence. Although it is merged with the soul, it remains always
superior to it. When Dionysus looks into the mirror, he proceeds ‘into the universal
divisible creation’ (In Tim. 2.146.9 Diehl).**® The mirror, therefore, represents the
reflection of the Intelligible Forms into encosmic nature and the dispersal of these
reflections into matter.’>! Dionysus’ death and dismemberment becomes a symbol of
the creation of the material universe, and the differentiation of matter. This
metaphysical interpretation of Dionysus’ myth helps to explain and elucidate the

paradox that the intelligible exists as a unity shared by many separate individuals.>?

Later Neoplatonists continue to frame the myth within ideas of unity and
division. Damascius (c. 458 to c. 538) uses the myth to explain Plato’s prohibition of

suicide in the Phaedo (Dam. In. Phaedem 4 Westerink):

€mnel Kal 6 ALovuoog €v eV TR Bpovw To0 ALOG AUEPLOTOC [...veeenn....... ] gic tol¢ Tutdvog
peptf.......... Jpakwg petapopdoltal, K[.............. ] GANG TITAVIKDG. AUEAEL KAL [...uveeeeneeee ]
UEPL{OUEVOC OUWG CUUDUETOL [..eveeeennene. ] udAAov medukwg. A€ye TOlVLV [........... ] &
€lbn Atol OMAou, €l kal pOVOU [............... ] tov €autol wg Travika [............ ] ™

Sleomaopéva i péoa elvat kal T TV SUMIANPODY, AN 00 TO AoV WG ALOVUGLOKA.

149 Hernandez de la Fuente 2014: 236.

150 Elsewhere, Proclus identifies the mirror as a symbol of the capacity of the universe to be filled up
with Intellect, which is torn into a multiplicity of fragments by the Titans (/n Tim. 3.80.20f., 145.9f).
151 Meisner 2019: 266.

152 seaford 2006: 115.
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510 Kal AUEPLOTOC GpA KoL LEPLOTOC ToloDTOoV yap TO v otov dBpoiopatt pdAlov

£0LKOC Kal OAOTNTL SLOKEKPLUEVH TOIC UEPETL CUVEXOUEVOV.

or intermediate and constitute the universe, but not whole, as belonging to the sphere
of Dionysus. Hence he can be said to be at the same time indivisible and divisible, for
such is the nature of the universe, which has rather the character of an aggregate and

is held together by a totality whose parts are distinct.?>3

Although the passage has several lacunae, the general idea can still be reconstructed.
By murdering and dismembering Dionysus, the Titans initiate a mode of creation that
extends beyond the boundaries of Dionysus’ multiform continuity (rmoAuveiboic
ouvexelag, In Phaed. 5). Dionysus comes to rule over divided nature after he is subjected
to a process of division, because Nature is twofold (either indivisible or divisible), in
contrast to Zeus who rules over the undivided (3). Damascius also asserts that the Titans
who plot against Dionysus are subordinate to him (oikelov), but also belong to a
different divine character, ‘because no manifold opposes or destroys its own monad,
otherwise it would destroy itself also’ (4). Proclus’ expresses a similar view: nous is
Dionysiac, and therefore to transgress against nous, to tear asunder its undivided
nature, is to act like the Titans who tore apart Dionysus’ body (Procl. In Crat. 133).
lamblichus expresses a similar concern through the Pythagorean maxim that one ‘must

not pull apart the god within oneself’ (lambl. VP 85, 240).

Damascius’ successor Olympiodorus (born c.475)>* demonstrates the myth’s
mutability, and its potential to serve its commentators’ agendas. For Olympiodorus, the

divine succession of the gods (Ouranos, Kronos, Zeus, and Dionysus) can be read

153 Transl. Westerink 1977: 30.

154 \Watts 2008: 233 n2: Olympiodorus is thought to have been born around 475 CE. He was a disciple of
Ammonius Hermiae, and the last pagan to maintain the Platonic tradition in Alexandria. He was
certainly still writing in 565 CE, judging from his mention of a comet that appeared that year in his
commentary on Aristotle’s Meteorology.
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allegorically as degrees of virtue that can be practiced by the soul.*>®> These virtues are
contemplative, purificatory, civic and ethical, respectively. These virtues coexist and are
co-temporal, with their mythological succession denoting their hierarchy rather than
their temporal sequence (Olymp. In Phaed. 1.4-5). When Dionysus is murdered and
dismembered, it signifies that physical and ethical virtues are not necessarily consistent
with one another.'® The Titans then chew Dionysus’ flesh, with ‘mastication standing
for extreme division, because Dionysus is the patron of this world, where extreme
division prevails because of ‘mine’ and ‘thine” (In Phd. 1.5). This would seem to allude
to Plato's assertion in both the Republic and the Laws that property is a major cause of

strife.

Due to his death and rebirth, Dionysus becomes the ‘patron of genesis of life and
death’ (Olymp. In Phd. 1.5). In Olympiodorus, Dionysus’ death is intrinsically linked to
what has been interpreted as an ‘Orphic’ anthropogony, in which Zeus kills the Titans
for the god’s murder and for devouring his flesh, and the sublimate from the vapours
produces the matter from which mankind is formed (1.3 = OF 220).%*’ In essence,
Olympiodorus’ account is an alchemical allegory for the formation of the human spirit.
The devouring of Dionysus, and the resulting anthropogony from the Titans means that
mankind possesses a dual nature that is both Dionysiac and Titanic. Commentators have

argued that this myth functions as a kind of Orphic ‘original sin,” although more modern

155 Olympiodorus, however, omits Phanes and Night from the Orphic line of succession. His exegesis is
generally more concerned with appropriating Orphic elements to justify his own exegetical innovations.
It is worth noting also that not all early Orphic theogonies consisted of six generations. See Meisner
2019: chapters 2 & 3.

156 Edmonds 2009: 515.

157 This exegesis has been used to explain the Orphic Hymn to the Titans (OH 36), in which the Titans are
addressed as those ‘from whom began the afflicted, miserable race of man’ (apyxal kal mnyat maviwv
Bvntdv moAupoxbwy, 4). Contra Linforth 1941: 330, who claims that, rather than a central doctrine of
the Orphic tradition, Olympiodorus’ interpretation is an idiosyncratic innovation, arguing that, ‘he does
not say that he found the idea in that the body of man is Dionysiac in an Orphic poem, nor does he
present it as if he had.” Brisson 1992: 493-94 suggests that Olympiodorus’ version was founded in
contemporary alchemical allegory: man is created from the sublimate (ai®d&An) produced from the
vapours (atuog) of the Titans. The word titavog also means quicklime, which is produced by burning
limestone; Brisson cites two definitions from alchemical lexica which appear in Berthelot 1888 II: 14.2,
10.2: titanos is the lime of the egg (titavog éotL GoBeotog wol) and the stone of Dionysus is lime (AiBog
Awovuolou éotiv oBeotoc). Therefore, the Dionysiac and Titanic elements, subjected to Zeus’ flames,
produce a sublimate which was equated by the 3™ Century alchemist Zosimus with the nvedua which
animates human body. See Berthelot 1888 II: 5:15,1. The presence of the verb ‘anoysbw’ (to take give a
taste of) also seems to suggest Christianising elements and a potential reference to the Eucharist in
Olympiodorus’ text.
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critics have argued that Olympiodorus’ account reflects his personal interests and
innovation, and dismissed attempts to reconstruct an Orphic anthropogony as modern

fabrications based on Christian ideas.1>8

Nonnus does not include any hint of an anthropogony in his Zagreus episode. He
also deviates from tradition by avoiding any explicit reference to the Titans’ cannibalism
beyond a few veiled hints. The Titans use a payxatpa (Dion. 6.172, 205), a knife
sometimes used for meat carving or sacrifice.!> Nonnus also uses the verb plotOAw
(205), ‘to cut up,” which in Homer is always used for the cutting of meat before
roasting.'®? If these are allusions to the Titans’ devouring of Dionysus’ flesh, they would
constitute a tacit acknowledgement of the myth, while also diminishing its prominence
in Nonnus’ version, potentially due to the Christian sensibilities of his audience.!!
Nonnus’ 2"-century compatriot Clement of Alexandria preserves a version of the myth
in his polemic against ‘pagan’ myth, the Protrepticus, where he compares the mysteries
of Orpheus unfavourably with those of Christ. The omophagy of the Titans was seen by
Clement as one of the most morally reprehensible features of the myth of Dionysus’
dismemberment. It is interesting, then, that Christian versions of the myth retain these
problematic elements, while the majority of Neoplatonists make no direct mention of

the Titans’ cannibalism.'%? This might suggest that Nonnus drew more inspiration from

Neoplatonic versions than he did from Christian polemics.

Nonnian commentators have seen the allusions to sparagmos in the Zagreus
episode as an allusion to Neoplatonic commentaries on the sparagmos myth. Livrea
argues that, if Nonnus intends €¢dnAfoavto to mean ‘wounded’ rather than killed, then

‘(Zagreus’] severed limbs are the origin of the petafoAat [changes/transitions] of

158 This reconstruction began with Comparetti 1879 in his discussion on the gold tablets recovered from
Thurii, but has been challenged more recently by Linforth 1941: 359-60; Ellinger 1978: 7-35; Edmonds
1999: 44-7; 2013b: 193.

159 1SJ: pdyapa

160 E g, /I. 1.465, cf. 9.210, al.; Od. 14.75. The use of potMw however in the Homeric sense as a
precursor to roasting would preclude the Titans from partaking in true ‘omophagia,’ the eating of raw
flesh. ‘Omophagos’ or ‘raw-eater’ was one of Dionysus’ many epithets, and the devouring of raw meat
is sometimes attributed in mythology to maenads. Its potential role in Dionysiac mystery cult is still
unclear. See Henrichs 1978 and Taylor-Perry 2003.

161 Livrea 2014a: 60 sees these lines as an allusion to a definitive sparagmos.

162 The notable exception here would be Olympiodorus’ In Phd.
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creation.”1®3 Livrea’s interpretation strays close to an extrapolation from an extremely
enigmatic passage, using Neoplatonic source material. If Nonnus alludes to the division
of the material intellect and the dispersal of matter, it only appears periphrastically

through Zagreus’ metamorphoses.

When Zagreus transforms himself, he takes the form of Zeus, then Kronos
(identified respectively as an adult and an elder by Bernabé and Garcia-Gasco),'®* a baby
and then an adolescent (the most frequent image of Dionysus), transitioning through
the four stages of human life. By acquiring all these different forms, Nonnus’ Zagreus
represents ‘a multiplex representation of a god who is and encompasses everything.’1%®
After these four transformations, Zagreus metamorphoses into different animals, all
presumably symbolic in nature. The lion, serpent, tiger and bull are all traditional images
in Dionysiac cult. Collectively, many of these forms evoke the primordial god Phanes,
who, according to Proclus, was composed of elements of lion, serpent and bull (In. Tim.
1.427.20, 429.39 and 111). This display of metamorphic ability by a god is the first of its
kind outside of the prologue, and neatly recalls Proteus from the Odyssey, who
metamorphoses into a lion, a serpent, a panther, a boar, and even into water and a tree
in order to escape the clutches of Menelaus (Od. 4.456-458). Both deities undergo a

rapid series of transformations in response to danger.

Proteus’ transformations were subject to rather elaborate allegorical

166 and it is tempting to suggest that Nonnus might have

interpretation in antiquity,
composed his Zagreus episode in light of Homeric scholarship and the Alexandrian
tradition of Homeric literary criticism. Neoplatonists allegorised Proteus as a being that
contained all the forms of the world (lambl. Theol. Arith. 7.20-23, Procl. In Remp.
1.112.28-9). This is comparable to the Stoic tradition, and Heraclitus’ allegory of Proteus

as a symbol of the primordial origin of the universe, an image of shapeless matter that

163 Livrea 2014a: 60.

164 Bernabé and Garcia-Gasco 2016: 103.

165 Bernabé and Garcia-Gasco 2016: 103 tentatively suggest that this is a poetic allusion to the
simultaneous and ambiguous form of an adult and a child used in certain Orphic settings to worship
Dionysus, citing the peculiar term ANDRIKEPAIDOTHYSON attested on a gold tablet from Pherae (OF
493), which is apparently composed by avnp, maig and 80poog. This cult title devolved into Erikepaios,
which appears as an epithet both of Phanes in the Rhapsodies, and of Dionysus (Procl. In Tim. 1.336.15).
166 Buffiere 1956: 179-86.
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had yet to acquire form. Proteus’ daughter, Eidothea was allegorised as the vision (thea)

of every form (eidos):

This is why Proteus, originally a single being, was divided into many forms, being so
fashioned by providence ... It is reasonable then that formless matter should be called
Proteus, that the providence which formed everything should be called Eidothea, and
that everything which derives from these two principles, once separated out, should be
divided into continuous masses which are constitutive of the universe (Homeric

Problems 66, on Od. 4.456-58)

Heraclitus’ allegory of Proteus is uncannily similar to Neoplatonic allegories of the
Orphic Dionysus: both are single beings that are divided into many forms, which then
constitute the physical universe. This similarity appears not to have escaped Nonnus,
who unites these two figures — through Proteus’ metamorphoses and Dionysus’
dismemberment — in the character of Zagreus. Nonnus explicitly references process of
division and separation three times throughout the passage (Sialopévwv peAéwy,
Dion. 6.174; é¢uiotuA\ovto, 205; mpotépolo dailopévou Alovucou, 206). By subjecting
Zagreus, who contains all the forms of human experience as well as the forms of the
world, to a process of division, these forms can be seen to be differentiated and

dispersed.

Nonnus must have known the critical Homeric scholarship on Proteus prior to
choosing the shapeshifter as a symbol for his Dionysiac poetry. The fact that Zagreus’
metamorphoses are given more attention than even the mirror suggests that they are
key to the interpretation of the passage. If Nonnus is inviting us to compare Zagreus and
Proteus as shapeshifters, an educated audience with knowledge of Stoic or Neoplatonic
allegories of Homer would likely interpret Zagreus according to pre-existing intellectual

frameworks and their own internal libraries of texts.

1.6 Triadic Schemas: Zagreus-Dionysus-lacchus

One of the many enigmas Nonnus presents his audience is the continuity and
coexistence of the Dionysiaca’s multiple Dionysoi. As mentioned previously, the

continuity of existence between Zagreus and Dionysus is never clearly expressed.
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Zagreus begins a new life as Dionysus, but the precise mechanics of that change remain

unclear.

Nonnus had plenty of mythological models at hand if he wanted to express a
direct continuity of the body or of the soul. Clement of Alexandria describes the myth

as follows (Protrepticus, 2.17.2-18.2 = OF 588 i):

The mysteries of Dionysus are perfectly inhuman. While he was still a child, the Kouretes
danced around with clashing arms, and the Titans crept up by stealth and deceived him
with childish toys. Then these Titans dismembered Dionysus while he was still an infant,
as the poet of this mystery, the Thracian Orpheus, says: “top, and spinner, and limb-
moving toys, and beautiful golden apples from the clear-voiced Hesperides.” And it is
not useless to put forth to you the useless symbols of this rite for condemnation. These
are the knucklebone, ball, hoop, apples, spinner, looking-glass, tuft of wool. So, Athena,
who abstracted the heart of Dionysus, was thus called Pallas, from the palpitating of the
heart. The Titans, on the other hand, who tore him limb from limb, set a cauldron on a
tripod and threw into it the limbs of Dionysus. First they boiled them down and, then
fixing them on spits, “held them over Hephaistos.” But later Zeus appeared; since he
was a god, he speedily perceived the savour of the cooking flesh, which your gods agree
to have assigned to them as their portion of honour. He assails the Titans with his
thunderbolt and consigns the limbs of Dionysus to his son Apollo for burial. And Apollo,
for he did not disobey Zeus, bearing the dismembered corpse to Parnassus, deposited

it there.x®’

It is very likely that Nonnus would have been aware of and read Clement’s Protrepticus,
given its place in Christian Alexandrine literature, and Nonnus’ potential time in the
city.'%8 Clement’s work records numerous quotes from ‘Orpheus,” as Clement seeks to
compares the ancient bard and founder of Greek ritual with Christ, the founder of the
new Christian mysteries, in an extended exhortation for ‘pagans’ to convert to

Christianity.

The version of the myth presented by Clement shows signs of Middle Platonic

influence and allegory. Athena’s cult title ‘Pallas’ is given an aition from Dionysus’

187 Transl. Edmonds 2013a: 418.
168 Accorinti 2016b: 23-4.
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palpitating heart, which she safeguards. This aetiology is also attested in Proclus’
Neoplatonically inspired Hymn to Athena 14-24. Apollo’s role in gathering Dionysus’
dismembered limbs was likely a Platonic innovation,'®® and Plutarch interprets
Dionysus’ sparagmos and reconstitution as the cosmic procession from the One to the

Many, since Apollo, read as a-pollon, ‘Not Many,’ is the principle that restores Unity.1”°

As we have seen, these events are conspicuously absent from the early books of
the Dionysiaca. The second incarnation of Dionysus is also conceived without inheriting
any single body part or substance from his predecessor Zagreus. Later, however,
Nonnus explicitly references the version preserved in Clement and Plutarch, when the
Indian river Hydaspes beseeches Dionysus, saying: ‘You were born from the heart of the
first Dionysus’ (&pxeyovou yap €k kpading avéteAleg deldopévou Alovuoou, 24.48-9), a
clear display of Nonnus’ variatio, where he effectively rewrites his poem’s internal

narrative.l’1

Nonnus is clearly aware of this Middle Platonic version, but chooses to
deliberately suppress it during Book 6, avoiding any suggestion of continuity of
substance. This appears to reflect a shift in inquiry from Middle Platonic to Neoplatonic
commentators. The roles of Apollo and Athena in restoring Dionysus to life are absent
from the later Platonic accounts, with the exception of Proclus’ Hymn to Athena (which
represents more of a poetic enterprise than a serious philosophical treatise) and an
oblique reference to the myth at In Crat. 109.20-1. This is presumably because Middle
Platonic accounts placed emphasis on the corporeal body of Dionysus, and its
reconstitution from sensible matter. Neoplatonists, on the other hand, considered
matter to be the lowest ontological level of existence: a privation of form and quality,

that, at least for Plotinus, could even be considered ‘evil.”*’2 Neoplatonist accounts of

169 piodorus 3.62.6 (OF 301 K = OF 59iii B) credits Demeter with collecting his severed limbs, and claims
that this version agrees with the Orphica (cf. Cornutus 30 = OF 39iv B).

170 Edmonds 2011: 87. Cf. Plutarch, de E 388e.

71 Garcia-Gasco 2011: 377 notes the rhetorical function of this passage, whereby the Hydaspes asserts
the relationship between Zagreus and Bacchus as part of an appeal to the god’s benevolence.

172 |n Plotinus 1.8 and 2.4, matter is theorised as 'evil ' or as 'negativity.' Elsewhere it is a kind of non-
being, although it is still existent. It is utterly devoid of Form and quality. Rist 1961: 160 likens Plotinus'
metaphysics to a descending series of numbers from infinity to zero, where the One is infinite, and
matter is zero. Although zero is nothing, it is not non-existent.
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the myth instead shift their focus onto the metaphysical analogy of the mirror, and the

fate of the soul as opposed to the physical body.

Nonnus appears to mirror the concerns of the Neoplatonists, and as a result
there is no bodily or corporeal connection between Zagreus and Dionysus in the
Dionysiaca, with the sole exception of the Hydaspes’ comment much later in Book 24.
The Hydaspes’ comment cannot be taken as authoritative, as the river god is just one of
several characters that attempts to conceptualise the relationship between Zagreus and
Dionysus, and collectively these attempts appear to enter into contradiction. Elsewhere
in the Dionysiaca, their relationship is explained in terms of ‘succession’, ‘family’, and

‘mimesis’.

In terms of succession, Zagreus is described as ‘the first Dionysus,’ (10.294; cf.
also Zaypfit malalotépw, 39.72); The second incarnation, the son of Zeus and Semele,
is therefore conceived as ‘a new Dionysus’ (véov Alovuoov, 5.562). In Book 47, the Euian
chant of Zagreus is performed for Dionysus (47.65), and an Athenian Bacchant lights two
torches for the god, one for each incarnation (47.28-9), further underscoring the
connections between the two. Dionysus also navigates his own relationship with
Zagreus in his address to Selene-Persephone, where he calls Zagreus his ancient

namesake (6dpa yepaipng dpxeyovou Zaypfiog Enwvupinv Alovuoou, 44.212-3).

Hera, however, exploits the general uncertainty surrounding Zagreus’ and
Dionysus’ relationship for her own polemical purposes, and stresses the differences

between the two incarnations in her speech to Persephone (31.33-6, and 44-8):

oU ZepéAnv évonoag éow vaiouoav OALUTOU.
6eibla, pn Altdvuoov, Ov AvopolEn TEKE yaotnp,
AOTEPOTINV KPATEOVTA PETA Zaypijo vORow 35

A xBovialg maAdaunotv éhadpilovra kepauvoucg.

You have not seen Semele at home on Olympus.
| fear that | may see Dionysus, born of a mortal womb,
master the lightning after Zagreus,

or lifting thunderbolts with earth-born hands.
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0oU&E ol éxpalopnoev €UOg moaoLg ol paviog Zeug,

AAAQ TOKOV ZeEANG dAoyepV E€ppUoaTo TIUPCWV, 45
Kol Bpedog eloctL Bakyov avelwypnoe kepauvol,

AULTEAR vOBov uia- Sailopévou 8¢ poxaipalg

Zayp€og ol mpoudxlev émoupaviou Alovicou.

Nor did my husband, heavenly Zeus, help [Ares],

but he rescued Semele’s son from the blazing fire,

and saved baby Bacchus from the thunderbolt,

his bastard son, half-finished. But he would not defend

heavenly Zagreus when he was cut up with knives. (44-48)

Hera’s speech convinces Persephone to send her Furies against Dionysus. Nonnus,
however, casts Hera’s speech in unfavourable terms. Her speech is ‘mind-bewitching’
(60Aodpovy, 31), and her plan is a ‘crafty trick’ or ‘artifice’ (60oAln Twi téxvn, 28). In the
end, Persephone’s mind is disturbed by Hera’s fake tears and deceitful prattling (6dkpuot
mowntolol SLaLVoUEVOLO TIPOOWIOVU, alpUAa KwtiMouaoa, 71-2). This patently suggests
that Hera’s attempt to contrast the two Dionysoi, Zagreus and Bacchus, is misleading.
However, in Book 10, Dionysus himself recognises the differences and inequities
between himself and his predecessor, when he complains that Zeus gave lightning to

Zagreus, but will not return his beloved Ampelus to life (10. 292-320).

In Book 44, the two gods appear as potentially separate entities, related by a

familial bond (44.255-7):

Todpa 6 Kal ZaypijL xaplopévn Aloviow
MNepoedpovn Bwpnéev Epvuag, dxvupevw &€

oPyovw xpaiopnoe kaolyvhitw Aloviow.

And even then Persephone was arming her Furies
for the sake of Dionysus Zagreus, and

defended the grieving Dionysus, his later born brother.

The adjective kaoilyvntog, when used substantively as a noun, can mean brother or

sister, or more generally cousin, and its use here seems to suggest a familial tie between
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Zagreus and Dionysus, likely via Zeus, their shared father. It seems clear, however, that
this passage should not be interpreted as a sign that there are two coexistent gods, with
Zagreus in the underworld and Dionysus in the land of the living. Zagreus appears
nowhere else in the poem as a current figure after his death in Book 6. He is firmly
located in the past in the poem’s internal chronology, and any honours that were
bestowed upon him in life and in death are transferred to his new incarnation.
Persephone’s actions, therefore, appear motivated by a desire to honour Zagreus’

memory.

In Book 5, the relationship between Dionysus and Zagreus is expressed in terms
of mimesis: the Bacchic Dionysus is explicitly described as ‘a bull-shaped copy of the
older’ (taupoduéc pipnua moAatyevéog Alovuoou, 5.564). Zagreus also acts as an
exemplum and a cautionary tale for Dionysus. In Book 38, Hermes tells Dionysus the
story of Phaethon, who rode in his father’s chariot of the sun, and lost his life as a result.
Hermes warns Dionysus not to follow Phaethon in longing for his father’s domain,
suggesting that if Dionysus should claim the thunderbolt of Zeus, he might share in

Zagreus’ fate.

In Book 7, Zeus impregnates Dionysus’ mother Semele whilst imitating Dionysus’

appearance, even though he is yet to be born (7.319-21):

Tt LEV UTIEP AeXEwV BOENV LUKWUEVOG NXW,
avépopEolg LEAEEDTLY EXWV KEPOETTAV OTIWTINY,

looduEC pipnua Bookpaipou Atovicou

And Zeus leaned over the bed, lowing with the voice of a bull,
with a horned head on human limbs,

the very likeness of bull-horned Dionysus

The term pipnpa is especially common in Nonnus. Like pipnotc, a key term in discussing
Nonnus’ poetry, it is derived from piuoc.!’® If pipunolg is the action of imitation,
representation, or reproduction, then pipnua is the result of mimetic action.'’* The

term was used rather broadly, extending to all manner of artistic production, including

173 Gebauer & Wulf 1995: 27.
174 Gebauer & Wulf 1995: 27.
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sculpture, painting, and poetry. Here, pipnua (imitation, copy) and tcodung (like in
character)'’> indicate that Zeus has undergone or undertaken a process of imitation,
resulting in a mimetic appearance that in some way imitates that of Dionysus. The
confluence of vocabulary here is intriguing. Nonnus uses pipnua to describe Zeus’
appearance with respect to Dionysus, and at 5.564 to describe the relationship between
Dionysus and Zagreus. This suggests that the bull-headed appearance of Dionysus is a
divine aspect that can be assumed, either on a permanent basis, or as a fleeting divine
appearance. This is paralleled by numerous occasions where the gods imitate and
disguise themselves as one another, as with Hermes, who in Book 9 assumes the popdn
(141) and the €idoc (157) of Phanes in order to smuggle the infant Dionysus past Hera

to Mount Ida.

While mimesis offers an explanation for Zagreus’ and Dionysus’ physical
similarities, as a framework it fails to encapsulate their differences. Most notably, the
Bacchic Dionysus appears to possess his own determinant role. When Kronos foretells
the birth of Bacchus to Zeus, he says that the primeval world will suffer until Zeus
delivers a child (7.78-9), the bringer of a glorious gift (dyAaddwpog, 85) that will heal
pain (dkeooimovog, 86): Dionysus’ gift of wine. The child will become the protector of
the human race (dvopopéng Aldvuoov dAeéntiipa yevéBAng, 96), but will have to earn
his throne on Mount Olympus, where he will have equal honour with the other gods
(103). This prophecy contrasts sharply with Zagreus, who inherits Zeus’ thunderbolts
and climbs upon Zeus’ throne while still a child. Although Zagreus is a precursor to the
Bacchic Dionysus, he otherwise has no association with the vine or with the alleviation
of mankind’s sufferings. The two incarnations are ultimately different in genealogy,

function, and history.7®

In addition to Zagreus, Nonnus mentions two other Dionysoi. Firstly, there is
Osiris, the ‘Egyptian Dionysus’ (Atyurnttiou Alovioou, 4.269-70), whose Euian rites and
mystic arts are learnt by Cadmus over the course of his wanderings in Egypt. There is
also lacchus, the ‘third, late-born Bacchus’ (0yiyovou tpttatolo KuBnAida pntépa

Bakyou, 1.27), who also happens to be Dionysus’ son, born in Book 48 at the culmination

175 1SJ - icodung: 'of equal growth, i.e. symmetrical.'
176 Garcia-Gasco 2011: 369.
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of the poem. Despite this, lacchus also appears in Book 31 as the ‘Eleusinian Dionysus,’

a separate and pre-existing god (31.66-9):

Let not Athens sing hymns to a new Dionysus,
let him not have equal honour with Eleusinian Dionysus,
let him not take over the rites of lacchus who was there first,

let not his vintage dishonour Demeter’s basket

Rather than an inconsistency, this passage appears to be another example of Nonnian
poikilia, where the poem varies itself in its own telling. At the end of the poem these
three Dionysoi — Zagreus, Dionysus and lacchus — are celebrated by the Athenians in a
triad. Collectively, these multiform identities and aspects of Dionysus evoke syncretic
conflations of gods and goddesses, such as Selene-Hecate-Artemis-Persephone.
However, unlike Zagreus-Dionysus-lacchus, these goddesses have no temporal priority

within myth and coexist simultaneously.

A triad of Zagreus-Dionysus-lacchus would no doubt have provoked comparisons
with Christian Trinitarian beliefs and the proliferation of triadic schemas in Neoplatonic
theology and metaphysics. Plotinus had envisaged a triadic metaphysical system of the
One, Intellect, and Soul, in which Intellect was identified with the Platonic Demiurge.
Later Neoplatonists such as lamblichus introduced a triplicate Demiurge which served
as the third monad in a seventh, purely intellectual triad, occupying a space between
the created world and what he believed to be three triads of intelligible-intellectual gods
and three triads of intelligible gods. Such triadic structures within the second hypostasis
were also integral to the Chaldean Oracles, which were frequently quoted by Proclus
and Damascius to support their own metaphysical schemas.?”” For illustration, | have

guoted Van Den Berg’s excellent tablature showing Proclus’ schema of the gods (Fig.

1):178

177 Rappe 2007: 140.
178 van Den Berg 2001: 40.



Figure 1: Proclus' Schema of the Gods (in Van den Berg 2001: 40)

64

I. The One

Il. The Henads

[ll. Being: the nine noetic gods

IV. Life: the nine noetic-and-noeric gods
V. Nous: the noeric gods

e Pure Nous (Kronos)
e Noeric Life (Rhea)
e Demiurgical Nous (Zeus)

Monad, which separates these gods from the
lower ones.

Triad of Kouretes

VI. The Hypercosmic Gods
(also known as Leader-Gods)

Demiurgical triad (Zeus):

e /eus
e Poseidon
e Pluto

Life-making triad (Kore):
e Artemis = Hecate
e Persephone
e Athena

Elevating triad: Apollo = Helios

immaculate triad: Corybantes

VII. The Hyper-Encosmic Gods

Demiurgical gods:
e Zeus
e Poseidon
e Hephaestus

Guardian gods:

e Hestia
e Athena
e Ares

Life-making gods:
e Demeter
e Hera
e Artemis

Elevating gods:

e Hermes
e Aphrodite
e Apollo

VIII. The Encosmic gods

IX. Lower Gods (not discussed in the
Theol. Plat.)
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Proclus’ Platonic Theology provides a basic structure for his theology. As Rappe shows,
this involves a production of a series of monads (unities made up of pluralities, each of
them a ‘One-Many’) where each one replicates itself so that its individual members
reflect the contents of the entire structure. The effect becomes that of a hall of mirrors.
Proclus envisions a triadic structure of Being, Life (or Power), and Mind, that together
comprise the second hypostasis, the Intellect that is born from the overflowing of the

One in its contemplation of itself.1”®

These levels proliferate exponentially in their infrastructure, with the triads exploding
into nine, twenty-seven, seventy-two, over one hundred, and, finally, indefinitely many
members. Within each successive level, the prior levels repeat themselves by mirroring
the basic structure of definite, indefinite, and mixed. This triad reappears in subsequent
levels of reality as the paternal, the generative, and perfective orders. Since lower
orders are not capable of receiving or reflecting the entire content of the prior orders,
each order distinguishes itself as a partial reflection of its cause. At the same time, this
rule ensures that there are indefinitely many reflections of every member of the

intelligible order and that each one reflects the contents of all the other members.8°

Within the second hypostasis, Proclus, following his mentor Syrianus, envisioned a
Demiurge at the lowest limit of the intellectual gods, who both possesses the
Intelligibles and extends his creative power to generate the world of souls and ensouled

matter (/In Crat. 148.17-25):

The primal Zeus, because he is the Demiurge of the whole universe, is King at the first,
middle and last order. It is of him that Socrates was just saying (396A-B) that he is both
Ruler and King of all and that through him there is life and salvation for all. For what
stands at the head of everything refers to Zeus before the three. But the Zeus who is
ruling principle and a coordinate number of the three sons of Kronos administers the
third part of the whole universe, according to the principle that “all things are
distributed three ways” (/I. 15.189). He is the highest of the three, synonymous with the
fontal Zeus, unified with him, and called by the single name Zeus; the second is given

two titles, “Zeus of the sea” and “Poseidon”; and the third has three titles, “Zeus of the

179 Rappe 2007: 185.
180 Rappe 2007: 185.
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underworld”, “Pluto” and “Hades”. The first preserves, creates and engenders life at the
highest level; the second performs the same functions at the second order; and the
third, with third order creatures. This is why the third is said to abduct Core, in order to

animate with her the lower limits of the universe.'8!

Proclus’ demiurge is therefore both a demiurgic monad, and a demiurgic triad. The triad
of demiurgic gods, Zeus, Poseidon, and Hades, emanates from the one universal Zeus.
The role of the Father within the triad is fulfilled by Zeus, and because of his unity with

the universal demiurge, he acquires his name from it (/n Crat. 150.1-15):

Of the demiurgic triad which divides up all the cosmos and distributes the indivisible,
single and universal creation of the primal Zeus, the aspect which is highest and fulfils
the role of Father is Zeus, who by reason of his unity with the universal demiurgic
Intellect acquired the same name as it, and for this reason has now (402D) been passed
over by Plato. Poseidon, however, has been allotted the median aspect, which binds
together the two extremes, and while he is filled from the essence of Zeus he himself
fills Pluto. For Zeus is the Father of this whole triad, Poseidon is its power and Pluto its
intellect - all aspects existing in all, of course, but each one taking on a particular
essential characteristic, for Zeus subsists in accordance with being, Poseidon with
power, and Pluto with intellect; and yet they are all causes of the life of all creatures,

but the one is so in being, the other by life itself, and the other intellectually (vogp®c).182

Garcia-Gasco argues that the inclusion of lacchus and the completion of the triad would
have ‘superficially’ echoed Neoplatonic ideas and the Christian Trinity,'8® and that the
difficulty in establishing the limits between the different components of Nonnus’ triad,
can ‘only be, in my opinion, a reflection of the syncretism common of the [sic] Late
Antiquity.”*®* However, | argue that these difficulties also reflect Neoplatonic triadic
schemas. The example from Proclus’ In. Crat. shows a clear precedence for triads

governed by monads that, at least nominally, participate within them. Extrapolated

onto the Dionysiaca, this would give us a triad of Zagreus-Dionysus-lacchus, governed

181 Transl. Duvick 2007: 84.
182 Transl. Duvick 2007: 85.
183 Garcia-Gasco 2011: 378.
184 Garcia-Gasco 2011: 378-9.
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under the monad of Dionysus. Each participant partakes in the monad according to the
Platonic idea of participation (u€Be€Lg), a term that implies plurality, similarity, relation,
and asymmetry all at once,'® and was used by Plato to account for the unity among
things, and to give expression to the way in which many things can warrant the same
name (cf. Rep. 10.596a6-7, Phd. 100b-d). Through participation, each god depends in
some way for their being upon a hierarchical emanation from their monad, or the ‘idea’
of Dionysus, and all participate within one another. This makes Dionysus a One and a

Many.

This is not to argue that Nonnus created his triadic structure to perfectly emulate
Proclus’ demiurgic triad. Dionysus is already a member of his own triad in Proclus’
thought. As the head of the encosmic series of gods, Dionysus exists in a triad with the
nymph-goddess Hipta (who represents the cosmic Soul), and Nature (consisting of the
four elements which constitute the divine body).'8® Instead, Nonnus’ Zagreus-Dionysus-
lacchus triad appears to be a loose reflection of the monadic-triadic structures found
within Proclus’ conception of the second hypostasis. Just as Zeus the Father takes his
name from Zeus the monad, and is distinguished from the other Zeus gods (Poseidon
and Pluto), Dionysus is one of several Dionysoi (Zagreus and lacchus), and takes his
name from the monad Dionysus. He is in many ways the supreme and highest of the
Dionysoi. The fact that Nonnus’ epic celebrates him as its subject and patron god
testifies to this. His gift of wine also alleviates the sufferings of mankind, further

elevating him compared to his counterparts.

From the Christian tradition, there are clear parallels to the Trinity. The 4t"-
century Roman philosopher and grammarian Victorinus was heavily inspired by
Neoplatonic hypostases in his Trinitarian theology. He was particularly interested in the
relationship between the One and Intellect, and how Platonic thinking could be used to
support the Nicene creed of the Trinity, which conceived of the Father and the Son
consubstantial (homoousios). By mapping the Trinity onto Neoplatonic hypostases,
Victorinus identified the Father as the One, the Son as Intellect, and the Holy Spirit as

Life, where all three are of one substance, and each is implied in the other and yet can

185 Schindler 2005: 1.
186 Brisson 1995: 67; Chlup 2012: 127; Meisner 2019: 262-3.
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manifest individually.’®” The idea of Christ as Intellect had its origins in the thinking of
Philo of Alexandria, the 1%t-century CE Hellenic-Jewish philosopher, who identified the
Platonic Demiurge as the Logos, an image of god and his firstborn son. The Logos would
be inextricably linked with Christ in the Gospel of John, and Victorinus would later posit
that ‘the Logos is the Consubstantial Son because in Him, through Him, for Him are all

things’ (Against Arius 3a).188

According to Victorinus, the Logos is a receptacle and holder of ideas, a role not
too dissimilar from the conception of Proteus as a being who incorporates all the forms
of the world (lambl. Theol. Arith. 7.20-23, Procl. In Remp. 1.112.28-9). Given that
Nonnus directly modelled Zagreus on Proteus, Zagreus could be interpreted as a
surrogate for the Pharian god in this regard. Philo affirmed that the Logos held no
autonomous power, and instead could only use the powers which had been entrusted
to it by the Father. This can be mirrored by Zagreus, who receives the thunderbolts of
his father Zeus, but holds no autonomous power of his own. The analogy can only run
so far, but it does demonstrate Nonnus’ awareness of and an engagement with
Trinitarian and Neoplatonic triadic schemas. My tentative suggestion is that, given the
multiform continuity between Zagreus-Dionysus-lacchus (successive, familial, and
mimetic), Nonnus intends us to understand the three Dionysoi as consubstantial in three

hypostases; a hypostatic union of three gods governed under the monad of Dionysus.

1.7 Conclusion

Established in its intellectual context, Book 6 offers us a perfect case study for Nonnus’
engagement with Neoplatonic material. Neoplatonic allegories provided a rich
repository for obscure Dionysiac myth. A survey of the evidence, however, shows that
Nonnus followed the commentaries of Plotinus and Proclus quite closely, in the
elements he selected and emphasised, and the elements which he diminished. He
deliberately eschews the version presented by Clement and the Middle Platonists,

which focuses on the continuity of matter between Dionysus and his reincarnation.

187 Smith 2004: 110.
188 Translation by Clark 2010: 147.
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Instead, his Zagreus undergoes a figurative revival, distinguished from the spiritual

revival of Lazarus and the bodily revival of Tylus.

Prevalent themes in Neoplatonic commentaries — the insubstantiality of the
reflection and its imitative quality, and the indivisible nature of the soul —are diminished
in Nonnus’ account but relocated elsewhere, to the preceding book with the
dismemberment of Actaeon and the mirror of Persephone. In effect, Nonnus has
already provided his audience with the interpretive tools required to understand and
interpret the Zagreus episode in its Neoplatonic context. As we shall see in Chapter 2,
these tools will serve the reader well throughout the Dionysiaca, given its obsession

with mimesis, and the ontology, epistemology, and ethics of representation.

Nonnus’ own innovations — particularly Zagreus’ dizzying sequence of
metamorphoses — appear at first glance to be novel embellishments, but are actually a
work of literary fusion. The cosmogonic allegories of the Orphic Dionysus and Proteus,
which are so similar in their interpretation, combine and are subsumed into the
character of Zagreus. The process of division and god’s flurry of metamorphoses
manages to suggest the process at the heart of many of the Neoplatonic commentaries:
the division of the cosmic or material intellect and the dispersal of matter. That these
events occur in such a cosmically charged book — which features an astrological
divination, a conflagration, a flood, and a figurative rebirth for humankind and human

civilisation — only heightens their cosmic significance.

Zagreus’ uncertain rebirth and relationship with his younger incarnation leaves
some lingering questions. However, | believe that the availability and indeed
proliferation of theological triadic schemas in Late Antiquity will have no doubt
influenced Nonnus’ own Zagreus-Dionysus-lacchus triad, and the three Dionysoi have a

close model in Proclus’ conception of the demiurgic triad of Zeus-Poseidon-Pluto.
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2. Neoplatonic Aesthetics: Mimesis and Metamorphosis

The relationship between literature and the visual arts has been central to our
understanding of Late Antique literature for some time now. Late Antiquity in general
has also been noted for the increasing importance of materiality, which can be seen
through shifts in intellectualism, religion, and even political history.'® Materiality is
especially prevalent in Nonnus’ Dionysiaca, a multiform poem that offers a rich and

colourful tapestry of sensation and visuality.

Recent scholarly trends have come to accept that literary output from the 3™ to
6™ centuries CE as based on its own aesthetic principles and cultural context. Studies of
the Dionysiaca and its own visual aesthetics have elucidated Nonnus’ style, including
elements such as chromatism, insistence on light and colour, fragmentation of focus,
miniaturisation, and the brilliance of individual units over the organic whole.'®® Our
study of Late Antique literature in general has also been reshaped by our developing
understanding of ekphrasis and its rhetorical principles.’®! Analyses of the Dionysiaca’s
ekphrases have shown how Nonnus was particularly inspired by the visual culture of
Late Antiquity, and by the audience’s experience of artistic beauty through sense-
perception. This effect has been likened by Faber to synaesthesia: the commingling of

perceptions as literature sought to appeal more broadly to the five senses.'®?

It is this aesthetic sensibility and appeal to sense-perception that has invited
comparison to Neoplatonic ideas of beauty and eikasia (eikaoia, ‘imagination’), the
lowest stage of ‘knowing’ in Plato’s analogy of the divided line. Although the study of

aesthetics crystallised with the term’s coining in the early modern period with

189 E|lsner 2002; Liebeschuetz 2004; Bravi 2015.
190 Agosti 2014: 157.
191 Agosti 2014: 141.
192 Faber 2016: 443.
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Baumgarten, it now represents a philosophy of art whose precursors in the Western

tradition can be found as far back as Plato and his theorisation of art as mimesis.1?3

It was not until the Imperial and Late Antique periods that mimesis would
emerge as a fully-fledged framework for understanding the universe, from the world of
transcendent Forms to their sensible images in matter. As Halliwell says, ‘the mimetic
theories of Neoplatonism, above all those of Plotinus in the third century and Proclus in
the fifth, deserve to count as the most radical and important developments in the
ancient mimeticist tradition after the foundational work of both Plato and Aristotle.”1%*
Mimesis would remain, through all its variations, the most enduring and ‘intellectually
accommodating’ of all theories of art in the West,**> and would only wane in importance
during the Byzantine period, when art shifted from mimetic representation to the

abstract and symbolic, which depended on transcendent reality and attempts to convey

hidden and divine meaning.%

As Hernandez de la Fuente notes, the Dionysiaca features an impressive
catalogue of mimetic vocabulary that engages with this cultural and philosophical
context: TUmog (114), eikwv (34), vdaipa (28), pdopa (15), pipnua (46).1°7 To this list,
| would add avtitunog (63), punAog (54), and pipéopatl (29). Nonnus’ use of these terms
has yet to be fully contextualised within his intellectual context. As a theory, mimesis
raises complex concerns regarding ontology: from where do representations and
images derive their being? How is this being manifested in relation to originals and
archetypes? Mimesis also introduces epistemological issues. How do we distinguish

between original and reproduction, between true and false, authentic and imposter?

Such issues inevitably introduced an ethical dimension, and the question over
the ethics of representation and symbolism in art accordingly pervade the writings of

Neoplatonists like Plotinus and Proclus. The same questions troubled early Christian

193 Halliwell 2002: 13: ‘No greater obstacle now stands in the way of a sophisticated understanding of all
the varieties of mimeticism, both ancient and modern, than the negative associations that tend to color
the still regrettably standard translation of mimesis as “imitation,” or its equivalent in any other modern
language.’ For this reason, | have opted to use mimesis as a technical term without translation.

19 Halliwell 2002: 313.

195 Halliwell 2002: 5-6.

196 Schibille 2014; Elsner 1995, chapter 3; Koortbojian 2005.

197 Hernandez de la Fuente 2014: 244,
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writers such as Paul, Gregory of Nyssa, and Ps-Dionysius the Areopagite. Against this
intellectual backdrop, it is perhaps no surprise to see that Nonnus’ Dionysiaca at times

wrestles, and at other times plays, with conundrums of authenticity and imitation.

This chapter will evaluate the importance of mimesis to Nonnus’ Dionysiac
aesthetics. This will include a basic statistical survey of key terms across the Dionysiaca
and other epic poems, both in the preceding epic tradition, and in poems that were
either contemporaneous with, or postdate Nonnus. This survey will include Nonnus’
Paraphrase. Results will show that even though Nonnus uses many of these mimetic
terms in the Paraphrase, he does so with less frequency, suggesting that Nonnus
consciously adapted his language for the Dionysiaca’s composition. Results also show
that Nonnus’ use of mimetic language has no precedent in the epic tradition, nor does
his use of mimetic themes and language appear to have influenced those who wrote
after him. By contrast, it is perhaps no surprise that these terms and themes appear
frequently in Late Antique philosophical and theological prose. Results suggest that the

closest poetic parallel can be found in Gregory of Nazianzus’ Carmina.

Statistical surveys can reveal trends, but do little to contextualise mimetic
vocabulary within its intellectual milieu, or to show how Nonnus engages with such
vocabulary. To this end, this chapter will also attempt to carve out a brief intellectual
history for these terms to set them in their Late Antique context, and assess how
Nonnus’ audience might have engaged with such vocabulary. The final part of this
chapter will turn from mimesis to metamorphosis, and demonstrate how both themes
display Neoplatonic influences. As we shall see, the two themes are inextricably linked,

as both pose similar quandaries over epistemology, ontology, and metaphysics.

2.1. Mimesis: A Statistical Survey

Before the results of the survey, there are a number of important caveats. First and
foremost, a survey is only as representative as its sample. | have chosen to compare
Nonnus to several different corpora, based on theme, genre, metre, chronology, and
the ease of presenting the information. These corpora are 1) the preceding epic

tradition; 2) the ‘Nonnian School’; 3) other poems and hexameters from the Imperial
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and Late Antique periods (including hymnic and oracular poetry); 4) philosophical and
theological prose. These individual corpora are obviously only representative of
literature that survives, and not of literature that Nonnus and his audience may have
had access to. Many hexameter poems have been lost, including the majority of the epic
cycle. Perhaps more pertinent for Nonnus is the loss of poems such as the 2"-century
CE Bassarica by Dionysius, the earliest known poem on Dionysus’ conquest of India,

which survives only in fragments.

The survey also includes a finite number of terms, which have an explicit (but
not universal) mimetic dimension. That Nonnus is using these items of vocabulary within
their mimetic semantics will be argued in the subsequent, more micro-level analyses.
To select which terms would be surveyed, | have used both Hernandez de la Fuente’s
2014 chapter on Neoplatonic form and content, and Newbold’s 2010 article on mimesis

and illusion, as starting points.'%

A further caveat lies in the development of the Greek language. Although
Nonnus is a learned student of Homer, their respective poems are separated by more
than a millennium. It goes without saying that many of the terms discussed in this survey
would have changed in meaning and semantic range over time, with definitions almost
in a state of flux as they are used, abandoned, redefined, and re-contextualised over
time. Nonnus uses some terms that were invented or coined long after texts in the
surveyed corpus were written, making their absence a matter of course. Even so,
diachronic statistical analyses such as these can still be indicative of trends, and form

the basis for more extensive contextual inquiry.

Finally, it is important to note that mimesis can come in many forms. Halliwell

distinguishes between five basic categories:**°

Visual resemblance (including figurative works of art)
Behavioural imitation/emulation

Impersonation (including dramatic enactment)

P w N

Musical or vocal production of significant or expressive structures of sound

198 Hernandez de la Fuente 2014: 244; Newbold 2010: 90.
199 Halliwell 2002: 15.
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5. Metaphysical conformity

The common thread running through these five categories is ‘an idea of correspondence
or equivalence-correspondence between mimetic works, activities, or performances
and their putative real-world equivalents.”?% It is important to note, however, that these
categories are not exclusive. One may imply another; for instance, metaphysical
conformity, like the relationship between the material cosmos, its creator, and its
intelligible model, could be likened to a painting, a painter, and its subject (cf. Plato,

Tim. 55c).

Nonnus includes examples of each type in the Dionysiaca: e.g., the visual
resemblance of a statue at (4.102-5); the Satyrs’ behavioural imitation of Dionysus at
the winepress (12.351-62); the dramatic enactment of myth in Maron and Silenus’ mime
contest (19.198-294); and the vocal production of birds, half-mimicking a human war
cry (12.45-6). The final category, metaphysical conformity, will form the basis for
enquiry in the second part of this chapter. Halliwell’s categories do illustrate, however,
that even a limited selection of terms can appear throughout the poem in extremely

different contexts.

With these caveats in mind, we can see that a simple frequency analysis of
Nonnus’ Dionysiaca and the Paraphrase compared to the preceding Greek epic tradition

has stark results:

200 Halliwell 2002: 15.
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Figure 2: Frequency analysis of mimetic vocabulary in Nonnus and the preceding epic
tradition

) _?‘._-:: %ﬁ}* %L; e ﬂr&-
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WLPnAGe, -f, -ov 0 1] 0 0 0 54 1
MLLLE AL 0 0 0 0 0 29 2
DAoL, -POTos, TO 0 0 0 0 ] 15 ]
Twhohpo, -porog, 10 ] 0 0 0 ] 28 ]
glfwhov, -ou, TO 4 9 2 1 1] 5 1]

With the exception of eldwAov, which appears throughout the corpus with a uniquely
high frequency in the Odyssey, the other terms are not attested at all until Nonnus and
his Panopolitan countryman Triphiodorus, in the 3™ or 4th centuries CE. Many of these
terms were in circulation at least as early as the 5 century BCE, and several were
introduced as philosophical termini technici by Plato. This suggests that, at least from a

vocabulary perspective, Nonnus is innovating compared to his epic predecessors.

The use of this vocabulary does not appear to be a staple of Nonnus’ style. These
mimetic terms are statistically more prevalent in the Dionysiaca compared to the
Paraphrase. We can see this by adjusting the figures based on the size of the Dionysiaca
in proportion to the Paraphrase. The Dionysiaca contains 127,745 words. The
Paraphrase contains 22,761 words. By dividing these two figures, we can ascertain that
the Dionysiaca is approximately 5.61 times the size of the Paraphrase. If we divide the
word frequencies from the Dionysiaca by this figure, we can calculate on average, the

expected number of times these words would appear per length of the Paraphrase:
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Figure 3: Mimetic vocabulary in the
Dionysiaca and Paraphrase (adjusted)

ELKLOV, -OVOC, N 6.06 1
TUmog, -ou, O 2031 7
OVTLTUTIO, -0V 11.23 11
ML Ao, -pOToG, TO 3.20 12
pipnkoc, -n, -ov 962 1
MLUEDLOL 5.17 2
daopo, -potog, To 2.67 0
oo, -ITog, TO 3.03 ]
wbohpo, -potog, 1o 4.99 0
elbwhov, -ou, TO 0.89 1]

As we can see, adjusting for relative length shows that Nonnus uses these terms
more frequently on average in the Dionysiaca than in the Paraphrase. This is perhaps
not unexpected. After all, the theme of mimesis lends itself more readily to the
Dionysiaca’s changeable world with its metamorphosing mortals, allophanic gods, and
its patron shapeshifters. It does demonstrate, however, that far from being an
immutable feature of Nonnus’ style, his use of these terms is conscious and meditated.
We can compare these results against those derived from subsequent hexameter poets,

including those traditionally identified as part of the ‘Nonnian School’:

Figure 4: Frequency analysis of mimetic vocabulary in Nonnus and the 'Nonnian School'
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As we can see, this adoption of mimetic vocabulary does not appear to have been
continued subsequent hexameter poets, with the exception of Paul the Silentiary and
John of Gaza. We cannot, however, draw too many close comparisons in this manner.
The Dionysiaca is the longest extant poem from antiquity, and Nonnus outstrips all of
these poets in terms of extant material. In the case of poets like Pamprepius, we have
only have fragments. These frequencies, therefore, represent only a small sample of a
poet’s total output, and are not necessarily representative in most cases. Furthermore,
adjusting the results based on the relative size of the poems in the corpus is inadvisable.
With such little material, single and potentially anomalous occurrences of a word are
likely to carry far greater weight in any average than they otherwise should. The
frequencies in Paul the Silentiary and John of Gaza, however, offer compelling parallels
given their poems’ relative lengths and repeated occurrences of mimetic vocabulary:

8,140 (Paul the Silentiary) and 5,223 words (John of Gaza).

Aside from these corpora, we can also compare against other poems from the
Imperial and Late Antique periods. | selected hexameters and poems with different
metres from a variety of sources:

Figure 5: Frequency analysis of mimetic vocabulary in Nonnus and Imperial and Late
Antique verse
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Nonnus’ use of mimetic vocabulary has no comparison in the more immediately
Neoplatonically influenced hymnic poetry of Proclus and Synesius. Likewise, there are

few parallels in the 2"-century CE Chaldean Oracles, despite their Middle Platonic
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influences and their popularity amongst the Neoplatonists. Among oracular
hexameters, the Sibylline Oracles offer a more compelling point of comparison.
Although the oracles survive in an edition from the 6t or 7t century CE, many were in
circulation throughout the Imperial period, and were popular amongst Christians due to

their mutability and capacity for revision and embellishment.

Perhaps most notable in this corpus, however, are the 4"-century Carmina of
Gregory of Nazianzus. The Carmina represent the most comparable text from Late
Antiquity in terms of their overall size and show a similar level of mimetic vocabulary.
Gregory of Nazianzus was considered a Church Father, and had had a significant impact
on the development of Trinitarian theology. In the Byzantine period he would become
the most widely imitated Christian author,?°! and there is a strong case to be made that
his poems were part of the Byzantine school curriculum.?%2 Gregory has in the past been
labelled a ‘Platonising Christian’ or ‘Christian Platonist’ in an effort to classify his incertus
use of Graeco-Roman imagery, as well as Platonic ideas and content in his Christological

203 3nd a

writings. Gregory’s influence on Nonnus has also long been noted by scholars,
comparative study on their use of mimesis as a theme might prove a worthy avenue for

future research.

In addition to Gregory’s Carmina, the mimetic vocabulary surveyed here appears
frequently in his prose writings, as well as in the theological writings of Gregory of Nyssa
and Cyril of Alexandria, whose commentary on John’s Gospel informed Nonnus’
Paraphrase. The same vocabulary was used often by Plato, and by Neoplatonists such

as Plotinus and Proclus:

201 Mango 2002: 103.
202 Simelidis 2009: 7.
203 | ydwich 1887: 233-6; Golega 1966: 9-11; D’Ippolito 1994; Simelidis 2016: 298-307.
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Figure 6: Frequency analysis of mimetic vocabulary in Nonnus and philosophical and
theological texts
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As we can see, the selected items of mimetic vocabulary are widely attested in Platonic
and Christian prose texts, with the exception of punAog, which appears only sparingly
before Nonnus, and never with the same level of frequency. This not only shows the
intellectual context of the Dionysiaca, but the potential connotations and semantics
which might have been understood by an educated Late Antique audience. It seems
unlikely that Nonnus could have used this collection of mimetic terms without engaging
in some way with the philosophical and theological issues of his time. Taken together,
the results of this survey suggest that, at least within the sphere of epic poetry, Nonnus
was consciously innovating, investing his Homeric inspired poetry with ideas drawn

from his intellectual context.

2.2 Collocation

Many of the terms identified above possess broad semantic ranges. For instance,
avtitunog can mean ‘counterpart’ when two things share common attributes, if not
equivalence. It can also designate spatial relation, meaning ‘opposite’ or
‘corresponding.” A high number of instances of a given word does not mean that that
word is used uniformly or with an exclusive definition throughout a text. In linguistics,

words are not defined solely by dictionary definition, but by the words around them.
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On a macro-level, the use of words and meanings can be partially shown through
analysis of collocation: series of words or terms that co-occur more often than would
be expected by chance. The table below shows the frequency of collocation of any two
mimetic terms in an n-gram analysis (defined in computational linguistics and
probability as a contiguous sequence of n items from a given sample of text or speech),

where n is equal to 10:
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This 10-gram analysis shows how many times words that potentially relate to mimesis
appear within 10 words of each other.2%* Multiple instances of collocation of two or
more of these words would heavily imply that Nonnus is using them due to the shared
semantic and thematic associations. As we can see, the surveyed terms are frequently
collocated in the Dionysiaca, suggesting shared semantic associations. A similar survey
across the so-called ‘Nonnian school’ and the preceding epic tradition is not useful,
given the scarcity of even individual items of vocabulary. A general 10-gram analysis
using the proximity function of the TLG shows that outside of Nonnus, these terms are
frequently collocated in Platonic writings, such as those of Plato, Plutarch, Plotinus and
Proclus, as well as Judaeo-Christian writers like Philo of Alexandria, Origen, Eusebius,

Athanasius, and the Cappadocian Fathers.

2.3 The Aesthetics of Mimesis

Following on from the statistical analyses, this section will look at the Dionysiaca’s use
of mimetic vocabulary on a more micro level to establish how far Nonnus’ treatment of
mimesis is influenced by Neoplatonic writings. To date, Newbold’s 2010 article on
mimesis and illusion remains the most comprehensive analysis of mimesis in the
Dionysiaca. Newbold traces a link between mimesis and the prevalence of deception
and falsehood throughout the poem, although he deals only sparingly with Neoplatonic

and Christian material.

The link between mimesis and deception can be traced all the way back to Plato,
who has typically been seen as the ‘founding father’ of mimeticism as a philosophical
theory, although his attitude towards mimesis has perhaps been oversimplified by

commentators until relatively recently.?’> Early Christianity also maintained a deep

204 1n computational linguistics, smaller contiguous sequences will often be used in n-gram analyses. |
have used 10 to account for the flexible use of word order in Greek poetry in general.

205 Halliwell 2002: 41 notes the trends among modern commentators to highlight Plato’s ambivalence
and even hostility towards mimesis and its capacity for visual reproduction and representation. In
reality, Halliwell argues, his writings on the subject are far more complex, and are often difficult to
condense into a single, unified point of view. Plato introduces the idea of mimesis in a wide range of
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distrust of mimesis, and placed a spiritual premium on discerning authentic from
imitation, truth from falsehood, and orthodoxy from heterodoxy and heresy. The
consequences of disbelief or incorrect belief became more fraught in Late Antiquity
against the backdrop of religious controversies, where salvation and the ascent of the
soul depended upon being able to discern truth from falsehood, and good from the evil

which could masquerade itself as otherwise.?%

In this cultural context, early Christians often struggled with their cultural
heritage; Late Antique literature had inherited numerous examples and models of
metamorphosis, phantom apparitions, and allophanic deities looking to corrupt and
mislead mortals. Early Christianity saw mimesis as a tool for metamorphic demons and
fallen angels, who used shadowy dreams and hallucinations, or even sensual allure to
deceive and manipulate the unwary, or to imprison the soul.?®’” Graeco-Roman myths,
of the kind showcased in Nonnus’ Dionysiaca, became emblematic to Christians of the
peril and immorality of ‘paganism,” with its fickle, deceptive gods characterised by

human vices over divine virtue.

By the time of the 4" century CE, this early hostility towards religious imagery
and iconography had mollified. Instead, religious imagery could inspire salvific imitation,
ultimately opening a path to god.?°® Neoplatonists following Plotinus had also expanded
and developed mimesis into a foundational principle for the ongoing creation and

maintenance of the material universe.

different contexts: epistemology, ethics, psychology, politics, and metaphysics, and applies it to
musicopoetic and visual art forms, as well as other human practices, including philosophy itself.

206 Newbold 2010: 84.

207 Newbold 2010: 84. See also Reed 2004.

208 Newbold 2010: 84; Bravi 2015: 142: ‘Iconophile priests were careful to balance the demands of
theology and aesthetics. The artistic merit of ornaments, their being the result of great skills (ars,
techne), was linked to the exemplary character of their subject matter. Both the form and the content
of these artifacts enabled viewers to attain a deeper understanding of the reality represented (St. Nilos,
Letters PG 79.577-580). The truth contained in the representations of martyrdoms created a set of
beliefs to be cultivated in the minds of the devout and those not yet converted. The images depicted on
walls and mosaics on the ceilings and floors of churches took on multiple functions and values: they
exemplified the feats of saints and martyrs, they imparted Christian dogma, and they modeled Christian
paideia for the illiterate masses. These images also built a common identity in harmony with the
content of the sermons, which in turn guided new social practices and stressed the consensus between
the charitable aristocracy, the middle classes, and the paupers.’
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The theme of mimesis in Nonnus interfaces with this cultural context. Although
Shorrock has noted the Dionysiaca’s Janus-like qualities with respect to its Christian and
‘pagan’ faces,?® Newbold captures another Janus-like quality, the poem’s dualist

approach to mimesis:

The paradox posed by Nonnus’ poem is that, on the one hand, it is a paean to the
sensate nature of Dionysism, is positive about the technological advances that
empiricism enables, extols the virtuosity of mimetic, naturalistic craftsmanship and,
appropriately for a poem about Dionysus, celebrates joyful dancing, clever acting, and
loud, rhythmic music ... It celebrates the descent of spirit into form and the Many ... On
the other hand, the poem appears deeply distrustful of the sensory, material, and
manifest world, uncertain of the value or replication, obsessed with interpreting signs,
and discovering hidden meanings as forms dissolve and reform. Like many Christians of
his time, Nonnus appears drawn to the philosophical and theological antithesis of the

immanent sensate, that is, the ideational and ascetic, which devalues form and

privileges ascent to the One.?%®

Examples of deceptive appearances or metamorphoses are pervasive in the Dionysiaca,
and are often expressed in mimetic terms: e.g., the Greek gods assume imitative winged
shapes when they flee from Typhon to Egypt (2.707); Hermes assumes the appearance
of Phanes to smuggle the infant Dionysus past Hera (9.140-1); Athena deceives Deriades
by taking the form of his cousin Morrheus (40.78). Alongside the theme of mimesis,
Newbold catalogues incidences of vocabulary relating to deceit and disguise. These
include 66Aog (60 occurrences), 50ALog (29), SoAdeLg (36), plus eleven dolo-compounds,
which together appear 48 times; anatiAwog (39), andtn (2), dnadiokw (7), EmkoArnin
(5), émikhomoc (17), Amepomnevw (5), Areponevg (17), Ypevdopatl (35), Ppeudaléog (20),
Pevdnuwv (22), Yeddog (2), bevdopkog (1), Peuvdwvupog (1), aiddog (30), plus nine
aiolo-compounds that appear 32 times. Altogether, there words occur 407 times — 8.5
times per book on average — although not every occurrence denotes a separate episode
of deceit. These terms are also used for denials, false accusations, wishes, fears, and

fantasies concerning deceit.?!! The sheer prevalence of vocabulary related to deceit and

209 Shorrock 2011.
210 Newbold 2010: 82-3.
211 Newbold 2010: 85.
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disguise clearly reflects an intellectual and cultural milieu that placed great importance

on the discernment of truth from falsehood.?1?

Mimesis, however, as Newbold alludes to with the Dionysiaca’s celebration of
visual culture, can occur within the poem without conscious imitation or representation,
and without duplicity or pretence. As Halliwell has shown, mimesis has a broad semantic
range and can take many forms. Fittingly, the Dionysiaca explores this theme in many
different ways. For example, Nonnus makes frequent use of behavioural mimesis:
where a person or animal imitates the behaviour of a model for the purposes of
learning, emulation, or proof of legitimacy. Semele mimics the bellow of a bull while
pregnant, not to deceive, but as an indication of her induction into the Dionysiac sphere
(8.23). The gestating Dionysus, still ‘half-made,” mimics his mother’s dancing whilst in
her womb (8.27); his imitation begets learning, and the act offers an aetiology for his
patronage over Bacchic dancing. After Dionysus discovers wine, his Satyrs imitate him
by trampling on grapes, primarily as a means of learning viticulture (12.352). In each of
these examples, mimesis involves a conscious behavioural assimilation towards a model
or teacher. The primary aim is not deception, and deception does not arise naturally as
a consequence. These behavioural implications of mimesis predate even Plato. In
Thucydides 1.95.3, the Spartan general Pausanias is recalled because his actions are
judged to be closer to those of a tyrant than those of a general. His fault lies not in
pretending to be a tyrant, but in acting like one. Behavioural assimilation, in a sense,

begets ‘becoming.’?!3

Behavioural mimesis is key to Plato’s objections against Homer in Book 2 of the
Republic, which is particularly concerned with education. One of Plato’s chief concerns
is that young people who are invited to take part in mimesis will follow bad examples
and adopt negative ways of life. The moral status of mimesis is based upon how good
or bad the original is that is being imitated. The young soul was imagined to have a
degree of plasticity or malleability, upon which carriers of ‘tupoi’ (stamps, images) could

impress their models upon the soul (Cratylus 337b). It is therefore imperative that young

212 Newbold 2010: 89.
213 Woodruff 2015: 230.
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people in early stages of education should be exposed to and learn only from models of

virtuous behaviour.21

The behavioural mimetic relationship between model and emulator can be seen
throughout the Dionysiaca, particularly with regard to parents and children. Semele’s
dancing, which inspires her unborn baby, is but one example. The theme of paternity is
central to the Dionysiaca.?*> Accordingly, Dionysus’ primary model for imitation is his
father, Zeus. When Dionysus concedes a wrestling match to his beloved Ampelus, his
actions are a ‘puipnua’ of Zeus conceding to Herakles (10.374). In Book 18, Dionysus is
urged to follow the example of his father in his capacity as the protector of guests
(18.39). At the climax of the poem and Dionysus’ war against the Giants, Dionysus wields
a torch that is described as an ‘earthly image’ of Zeus’ thunderbolt (48.66). Dionysus’
efforts throughout the poem serve as a repudiation of others’ doubts regarding his
parentage, and an attempt to prove himself a worthy and legitimate son of Zeus.?'® In
many ways, this struggle reflects Nonnus’ own attempts to emulate Homer, his own
literary ‘father.”?Y” In these examples, the mimetic relationship between father and son

is expressed in favourable terms, and seems to have no moral or ethical ramifications.

The positive Father-Son model parallels Christological beliefs regarding the
relationship between the Father and Christ. Humans were made in the image or likeness
of God, just as Christ was the image of the Father.?!8 Christians were encouraged to
imitate Christ’s example. Gregory of Nyssa believed that because man was made in the
image of God and had fallen from grace due to original sin, anagogical ascent could only
be achieved by assimilation to the divine through mimesis.?!® This belief was
fundamental to Gregory’s definition of Christianity as ‘the imitation of the divine nature’
(De Professione Christiana, GNO VI11/1.136.7-8). Father-Son mimesis has also been

220

shown to play an important role in Johannine literature,”?® and divine emulation

214 Juan-Navarro 2007: 101.

215 Shorrock 2001: 182.

216 Other examples of Father-Son imitation include Hephaestus, who hopes that his wife, Aphrodite, will
bear him a son as a ‘uipnua’ of himself (5.141).

217 For more on how Nonnus navigates his relationship with his ‘father’ and epic predecessor, see
Shorrock 2001.

218 5chibille 2014: 216.

219 Mateo-Seco 2010.

220 Bennema 2017: chapter 3.



87

(Beopiunoia) would continue as a key model for anagogical ascent in the 6™ century
writings of Pseudo-Dionysius, who writes that God is inimitable (auipntog), and defined
human attempts at divine assimilation as inimitable imitation (apipntov pipnua, Ep. 2,

1068a-693).221

The Dionysiaca also presents us with the dangers of negative mimesis, even in
the relationships between father and son. Lycurgus is described as a ‘puipnua’ of his own
father, Ares, but his model in this instance is decidedly negative (20.150); Lycurgus’
warmongering and arrogance lead him to transgress against Dionysus, for which he is
punished and blinded. Hermes uses the story of Phaethon as a cautionary tale against
behavioural mimesis. As the son of Helios, Phaethon attempts to drive his father’s
chariot of the sun to prove his divine parentage. However, he loses control of the
chariot, killing himself and scorching the Earth in the process. Hermes is clear in his
message: Dionysus must not long for his father’s domain. Dionysus is Zeus’ successor,
and must navigate their relationship and imitate his father in positive ways, while also

carving out his own legacy and identity.

The positive mimetic relationship between Dionysus and Zeus can also be
contrasted with Typhon. Typhon styles himself as a successor of Zeus, although as a
theomachos rather than a son. His usurpation is one of imitation: he strives to forge his
own thunderbolts, and become a new cloud-gatherer. It is an act of hubris that
transgresses against the natural order. Typhon’s attempts at mimesis are deliberate and
calculated, not to deceive others, but rather to assimilate himself to the divine. As a
consequence, he ultimately deceives himself by believing that he could possibly rival

1222

Zeus. Shorrock notes Typhon’s ‘limitless capacity for self-deception, recalling the

monster’s role in Plato’s Phaedrus, where self-knowledge and rectification are
impossible in the case of the Typhonic soul, with its unbridled hubris and complexity.??3
The monster’s complicated multiform appearance becomes a metaphor for the complex

soul.

221 schibille 2014: 216 explains this seeming contradiction in Gregory and Ps.-Dionysius as reflecting a
Plotinian spirit, whereby likeness between entities belonging to different metaphysical hierarchies is
non-reciprocal.

222 shorrock 2001: 123.

223 Griswold Jr. 2007: 40.
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Dionysus, on the other hand, becomes a ‘pipnua’ through subconscious and un-
meditated assimilation. His goal is not to usurp his father, but to retrace his steps and
ultimately become similar to the divine through imitation, and thereby take his rightful
place on Mount Olympus. The Father-Son model also synergises well with the poem’s
Orphic trappings, whereby Dionysus follows his father Zeus as the culmination of the
divine succession. These models of behavioural mimesis offer an alternative to the
examples of misleading and deceptive mimesis identified by Newbold, and adhere to
Plato’s thoughts on behavioural mimesis in Republic 2: imitation is only as good as the

model being imitated.

As we have seen in Chapter 1, Dionysus, the poem’s subject and central protagonist is
himself a ‘uipnua’ of the older-born Zagreus. Zeus also becomes a ‘pipnua’ of Dionysus

during his son’s conception (7.319-21):

Tt HEV UTIEP AEXEWV BOENV LUKWUEVOG AXW,
avépopuEolg LEAEEOOLY EXWV KEPOETTAV OTIWTINY,

loodpuég pipnua Bookpaipou Alovuoou

And above the bed lowing with the voice of a bull,
with a horned head on human limbs,

the very likeness of bull-horned Dionysus.

The scene appears as a paradox. Dionysus has yet to be born, but Zeus is able to assume
his shape. Yet Zeus does not assume his son’s appearance to deceive Semele. Rather, it
appears designed to genetically manipulate Semele’s offspring. Ps-Oppian records a
similar practice among breeders of Orynxes horses, which were known for their dappled
skin. In some cases, the breeders would tattoo the spots directly onto the foals while
still young (Cyneg. 1.326-7). Other times, the breeders would select a male and tattoo
him with spots of colour; they would then lead him to his ‘bride,” who, after their union,
would conceive a ‘many-patterned’ foal (3.335-48). Ps-Oppian gives another example at
355-7 regarding fowlers who breed purple doves. In both examples, Ps-Oppian
describes a form of genetic manipulation that is achieved through a visual stimulus.
When perceived by the mother, the stimulus informs the physical properties of the

future child.
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This process of genetic manipulation is never expressed as a form of mimesis
within the Cynegetica, but it is clearly envisioned as such by Nonnus. Zeus’ imitation of
Dionysus’ appearance is but one in a series of transformations designed to instil
desirable traits in his offspring. Zeus metamorphoses into a lion and a panther, ‘as one
who begets a bold son, driver of panthers and charioteer of lions’ (Dion. 7.322-4); he
then appears as a young bridegroom, the most common image of Dionysus, with his hair
bound by the god’s divine symbols: snakes, vine leaves and purple ivy (325-8); Zeus
shouts ‘Euoi,” the Bacchic chant, and intoxicates Semele with nectar so that she might
bear a son to hold ‘the sceptre of the nectareal vintage’ (334-8); finally, Zeus displays
Dionysus’ future regalia: the grape, the fennel, the thyrsus, and a deerskin cloak (339-
43). These symbols, as mentioned in Chapter 1, come to define the Bacchic Dionysus far

more than Zagreus.

The positive and negative connotations of mimesis are reflected elsewhere in
Nonnus’ use of mimetic language. The Dionysiaca contains many &gikoveg (images,
icons), that exhibit iconophilic or iconophobic sensibilities.??* These eikdve¢ can be
breathless or lifeless (anvoog, 12.131; 13.218), defined by their status as static images
and their privation of life. They can be ‘voiceless’ (avauéng, 5.105; 19.201; 46.333),
often referring to pantomime and performance art. They can be explicitly ‘imitative’
(uunAn, 5.105; 5.598; 22.45-6; 34.289; 37.775; 43.218), even in an abstract sense.
Elsewhere, they are ‘shadowy (okoeooa, 10.42), ‘cunning’ (émikhomoc, 10.42),
‘adulterous’ (yapokAomog, 36.70), ‘wile-weaving’ (6oAomAokog, 9.144), or ‘guileful’

(amatnAwog, 18.17; 40.77; 44.93).

The deceptive potential of eikovec in the Dionysiaca broadly supports the
hypothesis that Nonnus was aware of and inspired by Platonic ideas on ontology and
epistemology. As Schibille notes, in Republic 10, Plato regards mimetic artworks
produced by human beings as highly deceptive, because they obscured truth, exploited

basic emotional responses instead of appealing to thought and reason, and were

224 1n an n-gram analysis of the Dionysiaca, eikwv is frequently collocated with popdr (9.144, 10.42,
33.70, 34.289, 40.77, 41.209, 46.333), often in the syntactical arrangement ‘eikdva popodfig,” meaning
‘likeness of a shape.’ This formula is frequently collocated in Late Antique Christian and doctrinal texts.
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potentially dangerous in that they had the power to corrupt those who were not

immunised by knowledge of its true nature (cf. Rep. 595a-b; 598d-603b).22>

These epistemological concerns extend to the cognition and perception of the
material universe. Plato’s middle dialogues express the idea that we cannot know, or
possess true knowledge of sensible objects.??® At Timaeus 27d-29a, Plato distinguishes
between that which always is (i.e. the Intelligible Forms, which are apprehended by
reason) from that which becomes (the material world, which is apprehended by opinion
and sense-perception). Sensible objects, the likes of which Nonnus describes in sensate
and chromatic detail, are unintelligible (dvontoc, Phaedo 80b4) and the soul can only
comprehend the truth when it avoids the use of the senses (65b9-c3). In Republic 476e-
4804, all and only Forms are knowable, and this is assumed in the analogy of the sun,
the divided line, and the allegory of the cave.??’ Eikwv is also etymologically linked to
the state of eikasia, the perception of mere images or reflections. It was the lowest
segment of the Platonic Line (Rep. 509e), and had a less than complimentary role in
Plato’s theory of artistic and mimetic representation. This is because eikoveg
represented material things which were themselves only images of transcendent
archetypes. Among the later dialogues, the Philebus furthers this thesis: perfect truth is
superior to the kind of knowledge which concerns itself with things that come to be and

are destroyed (59a-b).

The deceptive quality of images and reflections is perfectly demonstrated in the
Dionysiaca through the character of Narcissus, who falls in love with his own reflection

(48.581-6):

glxe 6& Napkiooolo depwvupa pUANA KopUpBwWY

ALBEou yapievtog, OV eUMETAAW TTapd AATUW

vupudilog Evouuiwy kepafic Eomelpe ZeAnvng,

O¢ mapog Amepomiog €0l xpoog ldel kwd®

€iG TUMoV autotéAeoTov dwv popdoupevov LW 585

katBave, mantaivwyv okloelbea paopata popding:

225 Schibille 2014: 22.
226 Ketchum 1987: 291.
227 Ketchum 1987: 291.
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There were the clustering blooms which have the name Narcissus,
the fair youth, whom horned Selene’s bridegroom

Endymion begat on leafy Latmos, Narcissus,

who long ago gazed on his own image self-formed in the water,
that silent image of a beautiful deceiver,

and died as he gazed on the shadowy phantom of his shape.

This embedded aetiology succinctly recounts the young boy’s fixation with his own
reflection and eventual death. Nonnus uses mimetic vocabulary: tomog (585) and
ddopa (586). There are also terms for form, shape, and appearance: €i60c¢ (584), popdn
(586), and popdow (585). In other versions of the myth, Narcissus’ gaze is explicitly that
of a lover, and the reification of his own reflection introduces a paradox whereby the
viewer of an image becomes the image itself. The story is a paradigm for self-deception.
Not only does Narcissus believe that the image he perceives and loves is real, but he

also fails to recognise that the reflected image is himself.?28

Here in the Dionysiaca, the reflection’s deficiency and lower status is highlighted
by its dull, un-sensing, and mute qualities (kwdo¢), and its shadowy nature (okLoeldn¢).
These implications are strengthened by key allusions and intertexts: the phrase
‘okloeldéa paopata popdic’ recalls the ‘upnAig 0powv okloeldéa paopata popdfic,’
of Dionysus’ dream of Ampelus at 10.266. Nonnus also uses the bigram ¢dopata
uopdiic for Athamas’ tormenting hallucinations at 10.19, and for Dionysus’ cunning use

of shapeshifting at 36.295.

The shadowy nature of Narcissus’ reflection recalls Neoplatonic allegories of the
myth. For Plotinus, the myth of Narcissus expresses the misguided pursuit of beauty in
the sensible world, which is in truth only a reflection of internal and transcendent

beauty (1.6.8):

“ltw 81 Kal cuvenéoBw £ig 1O elow 6 Suvapevog £€w KataAmwy oYLV OPUATWY Und’émt
oTpE€dwVv aUTOV Ei¢ TAG MPOoTEPAC AyAaiog cwuaTwv. 166vTa yap Sl T év cwpootl
KOAQ LATOL TTPOOTPEXELY, AAAQ yVOVTAC WG EL0LV EIKOVEG Kal Txvn kal oklal pevyeLv

TPOG £Kelvo oL Tadta elkOVEC. El yap Tic émudpdpot AaBetv BOUNOHEVOS WS AANBVOV,

228 E|sner 2007: 136-7.
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ola el6wAou Kool éd’ USaTog dxoupévou, d AaBelv BouAnBeic, (¢ ol TI§ HiOog,
Sok® pot, atvittetat, 6U¢ gic to katw tod pevpatog dpovng eyéveto, TOV alTov &N
TPOTIOV O £XOUEVOC TV KOADV CWUATWV Kal pf ddlelg ov T®) cwparty, Th 6& Yuxi
KotadUOoETAL €1 OKOTELVA KAl ATePTH T VQ BAON, EvBa TuPAOC €vALSOU LEVWY Kal

gvtalBa KAKeT oKLalg ouv €0TaL.

He that has the strength, let him arise and withdraw into himself, leaving all that is
known by the eyes, turning away forever from the material beauty that once made his
joy. When it is necessary to see the good things in the body, let him not pursue. Instead
may he know them for icons and imprints and shadows and flee towards that of which
these things represent. For if anyone should follow anything like a beautiful shape
playing over water — is there not a myth which speaks symbolically of such a fool, how
he sank into the depths of the current and was swept away to nothingness? So too, one
that is held by material beauty and will not break free shall be precipitated, not in body
but in Soul, down to the dark depths loathed of the Intellective-Being, where, blind even

in the Hades, he shall have commerce only with shadows, there as here.

In Nonnus, the water receives form (popdolpevov 06wp) in much the same way as
matter, which does not possess independent being, but depends for its shape and the
imposition of form upon an emanation from above.??° Plotinus holds that matter is the
lowest level of existence, but it was an infinitely receptive substrate (Plot. 2.4.4). As we
can see, Plotinus describes the object of viewing as an icon (eikwv), an imprint ({xvog)
and a shadow (okLd). However, although sensible objects are deficient in their ability to
convey truth and transcendent beauty, the failure lies with the viewer rather than
object. Plotinus believed that the sensible world was the best possible representation
of its intelligible principles (2.3.16-22; 2.9.4; 3.2.3; 3.8.11, 29-33; 5.8.7-8).2°° However,
the soul that is bound by material beauty will, instead of breaking free from the material

world, descend deeper into generation like Narcissus.

229 And it is through matter, the lowest ontological level in Plotinus’ metaphysical hierarchy, that we
ourselves become evil (1.8.8). Forms impressed upon matter are not the same as they would be if they
had remained within themselves; the process of materialisation changes them. However, Plotinus
distinguishes clearly between the positive imposition of the Sensible Forms upon matter, and the
passive but negative effects of matter upon those Sensible Forms, by contrasting formlessness against
form, shapelessness against shape, and excess and defect against that which has been duly measured
(1.8.8.18-23).

230 cf, Wilberding 2011: 53.
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Because the ethical fault lies with the viewer and not the image, Plotinus was
able to hold a more positive view of visual representations and material nature. Visual
arts should not be disparaged on the basis that they imitated material nature, since
natural things also imitate other objects. If the natural world is an image of the
Intelligible, then to condemn mimesis is to condemn the very method by which the
material universe is produced and maintained.?3! Accordingly, the general model of
mimesis that pervades Plotinian metaphysics is heavily, if metaphorically, visual and
closely correlated with the language of the ‘image’ or eikwv.?3? This can be seen from
Plotinus’ use of visual language to conceptualise the soul as an image of nous (Plot.
5.1.3), and the created world as an image of its Father (5.8.12), and matter as an image

of being (1.8.3).

The term gikwv was also important in Christian metaphysics. Gregory of Nyssa
uses the term to refer to the reflection on the surface of a mirror, in a metaphor for self-
knowledge which draws heavily on Plato’s Alcibiades 1, 132d-133¢.233 A person cannot
see their own eyes, or perceive their own act of seeing, and must therefore find
themselves in a likeness, reflected as if in a mirror. So too, the soul that mirrors her
archetype and divine beauty only knows herself through contemplating this
reflection.?3* Although Gregory often uses the analogy of the mirror in a positive sense,
he also cites the image of an archetype in a mirror (Qév KatoMTpwW
elkwv tic apxetumou popdiic) as an example of a ‘likeness’ that is imitative and ‘cheats’
our senses (mapapevdoual, Refutatio confessionis Eunomii 146-7), recalling the more

iconophobic sensibilities of Platonism and early Christianity.

As we shall see, however, Nonnus’ eikoveg are not exclusively deceptive. At the
wedding of Cadmus and Harmonia, Polymnia, the muse of sacred poetry and dances,
conveys a ‘silence full of meaning’ with the ‘voiceless image’ (avaudéocg sikéva) of her

dance, in an episode that evokes the visual performances of pantomime, an art-form

21 Rich 1960: 237.

232 Halliwell 2002: 320.

233 The motif of the mirror is particularly pervasive in Gregory’s works. For a detailed survey, see Hart
2002.

234 Hart 2002: 550.
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that was extremely popular in Late Antiquity.?3> This comparison is expanded upon in
Dionysiaca 19 with the pantomimic contest of Maron and Silenus. Maron’s dance (198-
224) tells a ‘picture of a story’ (eikova p0Bwv, 201) exclusively with eye movements and
silent hand gestures (avaudéL xewpi, 200). Both contestants convey similar stories
through their mimes: Maron describes nectar, the drink of the gods; Silenus narrates
the quarrel between Dionysus and Aristaeus over the relative benefits of wine and
honey (225-262). Their performances are mimetic, but not deceptive. They are capable

of conveying characters, meanings, and storylines through their physical movements.?36

As Shorrock has shown, the competition acts as a symbolic debate about how to
write a successful epic poem, where Maron and Silenus stand in as potential poetic
surrogates for Nonnus.?’” Maron’s silence is ‘eloquent,” or ‘varied in discourse’
(mowA6puBog, 200), recalling the poikilia of Nonnus’ prologue. Maron’s performance
mirrors the Dionysiaca itself, in that it serves as a praise of Dionysus. Furthermore, both
contestants ‘weave’ their stories with their hands (Udaivw, 202; 263), utilising a
common metaphor for poetic composition (cf., e.g. Pindar fr. 179). The ability of a solo
pantomime dancer to imitate and embody all the characters in the story also led to
comparisons with Proteus, the famed shapeshifter and patron of Nonnus’ epic (Lucian
Salt. 19). The pantomime with its Protean nature becomes a fully realised and self-

conscious metaphor for Nonnus’ poetic undertaking.

The Dionysiaca also contains numerous gikoveg that represent aspects of the
universe. There are images of the cosmos (eikova kocpou): e.g., a globe (6.65);
Herakles’ robe (40.416); and Harmonia’s house (41.281). The city of Beirut is built in the
image of the heavens (aiBépocg, 40.351). Dionysus hymns Herakles Astrochiton as ‘an
image of equal time renewed’ (ilootumolo xpdvou maAwvaypetog eikwv, 40.397). None
of these images appear to be ethically or morally problematic. The globe is used by
Astraeus as an astrolabe to predict the future. Herakles’ starry cloak is a symbol of the

god’s initiation into the higher mysteries. Harmonia’s house corresponds symbolically

235 \Webb 2009a: 58. This likening of pantomime to an image was prefigured by Libanius in the 4t"
century, who compared the dancers in their concluding, static pose to an sikwv (Or. 64.164).

236 According to Plotinus, mime and other mimetic arts such as painting, sculpture, and dance used
perceptible models (paradeigmata) and were only representative of visible forms and movements, and
therefore lacked access to the noetic realm (Plot. 5.9.11.1-6). See Halliwell 2002: 319.

27 Shorrock 2001: 157.
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in many ways to the universe itself: it is self-built (abtonaync, 278), with four quarters
and four gates corresponding to the four cardinal directions (278-80), and forms a round
image of the universe (281). Inside, Harmonia weaves her own image of the universe on
Athena’s loom (294-302). Many of these images appear to reflect a circular conception

of the universe, a key Platonic belief.

A clear hierarchical distinction between an sikwv and its archetype exists in the
Paraphrase. Although there is only one instance of eikwv in the poem, its use is
particularly revealing. In Book 4, Jesus addresses a Samaritan woman, and refers to her
people as ‘initiates into an imitative likeness of the true word’ (UtpunAnv teAéovteg
AaAnB€og eikdva pubou, 4.106). The eikwv here, adjectivally modified by pwunAny, is
explicitly mimetic. Jesus then goes on to contrast the Samaritans’ beliefs with those of
himself and his followers, who perform secret rites, and hymn god with their ‘wise word’
(Endpovt pUBwW, 109). The sense is that although the Samaritan woman follows
something ‘like’ the true word, it is divergent or different enough that it fails to be the

true word.

This almost paradoxical encompassing of ‘likeness’ with inherent ‘dissimilarity’
was key to the term’s use. A portrait of an object for all its likeness, fails to truly be the
object. In Neoplatonic terms, therefore, an eikwv is not just ‘like’ its paradigm, but also
unlike; an eikwv is divided and multiform, whereas the Forms were simple, indivisible
and uniform.?3® Unfortunately, with only one instance of sikwv in the Paraphrase, we
lack any internal comparanda. It is unclear, then, whether the negative associations of
mimesis are purely contextual (the narrative result of Jesus’ comparison between his
followers and the Samaritans), or are imported or strengthened by the adjective
HLLNAGG, or whether the use of punAog is tautological, and the negative associations

are inherent to gikwv itself.

The Dionysiaca’s tumou (images, impressions, patterns or types) are also
inextricably linked with mimesis. They can be ‘skilful’ or ‘cunningly wrought’ (texviuwyv,
4.7, 26.302, 28.193), ‘skilled’ or ‘wise’ (coddg, 5.106), and ‘right’ (6pB0d¢, 5.235). Like
Nonnus’ eikoveg, they can be ‘imitative’ (upunAog, 9.187; 19.321, 25.8, 36.36, 36.313).

238 \an Den Berg 2001: 129.
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On the potentially more negative side, they can be ‘shadowy’ (okioelg, 6.207, 29.169;
oKloeldng, 8.324), ‘wily’ (6oAodelg, 33.302), or ‘unfaithful’ (arotov, 36.264). Often they
can appear without a corresponding adjective. Within the poem, the term can refer to
literal images, like statues (e.g., the comparison of Cadmus with a statue of Apollo, Dion.
3.102ff). They can also take on a variety of abstractions. Electra beckons her daughter
Harmonia with a hand gesture, which is described as a ‘clever image of speech’ (4.7).

Tomoc is also used to describe Egyptian hieroglyphics (4.260).23°

The term is central to the Stoic theory of memory, whereby thoughts and
experiences imprint themselves upon the subject, like an imprint in wax made by a
signet ring.2*° The term is also used by Plato to denote ‘general character’ (Theaetetus
171e3, Republic 402d3, Philebus 51d2), and was central to the exploratory thrust of the
Cratylus, whereby an object’s nomenclature only correctly names the object if it

preserves a sufficient ‘outline’ or ‘impression’ of it.

Within Neoplatonism, the term developed to mean the ‘intelligible residue of a
higher principle in a lower.”?! Even if a timog accurately depicts or represents that
which it is a Tunog of, it cannot be the truth it represents. This more positive mimetic
relationship recalls Plotinus’ view that, even as an image, the material universe is the
best possible reflection of the Intelligible. It also captures the more positive role of
mimesis in Christian doctrine. Gregory of Nazianzus describes Christ as an imprint of the
Father (Or. 30.20.16-8), although in this instance tUmog appears to predicate identity

and likeness over dissimilarity.?*?

Nonnus’ use of tumog broadly suggests a Neoplatonic worldview, where every
aspect of material creation can be conceptualised as an image. In Book 12.158-9,
Atropos foretells Dionysus’ discovery of wine, saying ‘you will dispense a drink, a

comfort for the human race, an earthly image of heavenly nectar’ (kai ol motov

239 plotinus envisions hieroglyphics as superior to language, because they provide a more direct and
intuitive access to the divine Intellect, because they convey the Intelligible through images (aydApata)
instead of discursive language (5.8.6.1-9). See Schibille 2014: 207. For more on the Egyptian mastery of
symbols, see lamblichus De Myst. 7.1.249.13-250.7. cf. Struck 2004: 220-1.

240 Blumenthal & Dillon 2015: 291.

241 Dillon & Gerson 2004: 363.

242 papaioannou 2006: 66.
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HeBEmeLg, BpoTENG Aumavpa YevEOANG, VEKTapog oUpaviou xBoviov tuTov). Nectar and
wine have different aetiologies; one is the drink of the gods, the other of Dionysus and
mortals. Yet Atropos’ prediction styles wine as a mimetic image. This metaphor does
not seem to suggest a resemblance between the two drinks in appearance or even in
taste, but rather in intrinsic quality or character. By using tumog here, Nonnus creates
an explicit hierarchical relationship between the two. This assimilation of wine to nectar
appears throughout the poem. Zeus intoxicates Semele with nectar during Dionysus’
conception because his son will become the god of the ‘nectareal vintage’ (5.334-8).
Dionysus, upon tasting wine for the first time, hails it as the heavenly nectar (12.207).
The mimetic relationship is overtly positive. The status and quality of wine is praised

according to its divine comparison and counterpart.

These principles can be seen elsewhere in the Dionysiaca, where Nonnus uses

TuTog to describe Cadmus’ foundation of Thebes (5.85-7):

... kal lepov dotu moAlooag
Alyunting ékaAeocosv Opwvu oV Gotei Onpng,

notkilov doknoag xBoviov TUmov ooV OADUmW.

... And having made his sacred city,
he called it by the name of Thebes in Egypt,

and deck out an intricate earthly image like Olympus

The mimetic dimension of this passage is introduced even earlier, as Cadmus is said to
‘imitate seven-zoned heaven with his art’ (oUpavov émtalwvov € punoato téxvn, 65),
primarily through the construction of seven gates, dedicated to the seven planets. The
mimetic relationship is a positive one. Cadmus achieves his vision of Thebes by use of
his ‘art’ or ‘skill’ (téxvn). The resulting city is ‘sacred’ (iepov dotu), precisely because of
its likeness to heaven. As an image (tumog), the city is ‘intricate’ or ‘multiform’
(mowkidog), concordant with Nonnus’ poetic principle of poikilia, and mirrors the
Dionysiaca in its aesthetic aspirations. As an artwork, it also complies with Neoplatonic
principles, as Cadmus takes the heavens for his model, in particular the planets which

exist beyond the materiality of the sublunary realm. Like the sculptor Phidias, who



98

Plotinus praises for his statue of Zeus at Olympia, Cadmus imitates the ideal world and
expresses it through symbolism (cf. Plot. 5.8.1). He acts as a Neoplatonic inspired artist,
who uses supra-rational cognition to embody metaphysical insights in works of art,2*3

becoming analogous to the divine demiurge.?**

Since artistic mimesis is understood as a simulation, the model for mimetic arts
must be the cosmos itself.?*> The 6™-century Alexandrian Neoplatonist Olympiodorus

comments that literature also should resemble the cosmos (In Alc. 56.14-8):

A literary composition must resemble a living thing. Consequently, the best composition
must resemble the noblest of living things. And the noblest living thing is the cosmos.

Accordingly, just as the cosmos is a meadow full of all kinds of living things, so, too,

literary composition must be full of characters of every description.?*®

Cadmus takes the cosmos as his model in designing the city of Thebes. However, here,
Olympiodorus applies this simulation of the demiurgic act to directly to literature. The

247 and resemble a

best literary compositions should follow the model of the cosmos,
living creature (cf. Phaedr. 264¢6-9), and be full of a variety of living creatures (womep
o0V oUTOC Aelpwv £0TL Tokidwv Zwwv), a description that could easily apply to the
Dionysiaca itself as a ‘varied song’ (motkilog Uuvog).?*® Cadmus’ creation of Thebes and
mimesis of the cosmos unfolds as a self-conscious reflection on the composition of

poetry.

As we have seen, however, Nonnus’ TUmol are not always portrayed in such a
positive light. In Book 8, Hera tricks Semele into expressing her dissatisfaction with
images and icons (8.290-345). Semele claims she cannot call Zeus her husband, as she

believes is her right, because she has only seen him in a dream (319-25):

243 Coulter 1976: 98; Sheppard 1980: 172-4; Struck 2004: 234-5; Schibille 2014: 212-4.

244 L adner 1953; Coulter 1976: 30, 95-101; Sheppard 1980: 159; Struck 2004: 211-2.

25 schibille 2014: 214.

248 Transl. by Coulter 1976: 95. Although the Alcibiades’ authenticity as a ‘Platonic’ text has been
questioned by modern scholars, the text was accepted as a work of Plato in antiquity, and still stands as
a legitimate and influential part of the Platonic tradition. See Renaud & Tarrant 2015: 4-7.

247 Renaud & Tarrant 2015: 196 explains that this analogy between text and cosmos is only implicit in
Plato. Cf. Phaedr. 276a, 277c1-2; Tim. 29d-30a. For more on this analogy see Coulter 1976: 95-101.

248 Although Olympiodorus likely postdates Nonnus, his commentaries aim primarily to preserve the
philosophical heritage of his predecessors. See Renaud 2008: 90-2.
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VUl ie TepTikEpauVE, U pEV TOAUDEYYEL TTAOTRD
gvBeov 160¢ Exwv €Ml Sépviov Epxeat"Hpng
AOoTEPOTAIC yauinol katauyalwv c€o voudnv
Ze0¢ MUPOELG, TepeAn 6£ Spdkwv A talipog ikavelg:
keivn pév Bapudourov OAUpToV AxoV EpWwTwy
elodiel, ZepéAn &€ TUMW oKLOELSEL LOoPdTig

Tavupou Peudaléolo vobBov HuknBUOV dkoUEL.

Thunder-hurling bridegroom, you go to Hera’s bed

In your divine shape, illuminating your bride with

Nuptial lightning until the chamber shines with many lights,
Fiery Zeus, but to Semele you come as a dragon or a bull.
She hears for her love the heavy Olympian boom,

But Semele hears the counterfeit bellow of a false bull,

A shape with a shadowy imprint.

Semele uses TUMOC in conjunction with terms relating to shadow and deception
(okwoedng, Peuvdaléog, vobog) to create a contrast between Zeus' true, divine
appearance (évBeov €180¢), and the appearance she has been allowed to perceive.
Throughout her speech, she rhetorically contrasts mortal nuptial symbols with divine
symbols. She imagines their relationship as one of dissimilarity. Semele’s earthly torches
(xBovioug Aaumriipag, 317) stand in opposition to Hera’s lightning and thunderbolts
(épamtouévn 6¢& kepauvvol kal otepomniic YPavouvoa ter vuudevetal "Hpn, 317-8). The
counterfeit bellowing of the bull is compared with the sound of rolling thunder (324-5).
Where Zeus the Cloud-gatherer mingles with Hera, he comes to Semele soundless and
cloudless, in a line that recalls the conflict of Zeus and Typhon in Books 1-2, where the

clouds are seen as a symbol of legitimacy (1.299).

Semele’s speech is, at its heart, focused on epistemological concerns. Zeus’
outer appearance does not reflect his true appearance, and perception of images does
not denote true seeing or true knowledge. This means she has no way of knowing
whether Zeus is truly her husband and the father of her child. The ‘TUnw okloeldbel
(8.324) that she perceives also neatly recalls the shadowy reflection that Zagreus sees

in his mirror (okldevta tumov, 6.207), which brings about his death at the hands of the
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Titans. In the case of Semele, these negative connotations of mimesis appear to be

introduced by context, and the presence of negative adjectives.

Nonnus also uses the adjective avtitumoc far more often than many of his peers
and predecessors. It has a broad semantic range, with definitions ranging from
‘representing,” ‘reflective,” ‘corresponding,’ to substantive uses like ‘image,” ‘copy,” or
‘antitype.” It can designate spatial opposition (6.79). It can be used in more abstract
ways, to refer to a corresponding sound, or ‘echo,” or a corresponding image, or
‘reflection.” It can designate something that arises as a consequence of something else.
It can also mean ‘counterpart’ when two things share common attributes but not
necessarily equivalence. Metaphorically, Tumog and dvtitunog could be understood as
aseal, and the impression left by that seal, respectively. However, given that both words
have broad semantic ranges, and are not often collocated together in Greek literature
(50 times in 10-gram analyses), the occurrence of one word in isolation does not
necessarily imply the other. In Plato’s Cratylus, avtitumoc is used to mean ‘resistant.” It
developed further Platonic connotations by the 3 century CE with Plotinus, who used

it to designate a copy of an original, imperceptible reality.?*°

The Christian tradition used davtitumog within a mimetic framework to explain
the relationship between symbols and the original which is being symbolised. In the Ps.-
Pauline epistle Hebrews, avtitunog and okid (shadow) appear to refer to an earthly copy
of a heavenly original.2>® Cyril of Jerusalem describes Chrism, a holy oil used for
anointing the faithful, as an antitype or symbol of the Unction of Christ by the Holy Spirit
during his baptism (Mystag. 3.1.14). In the same work, Cyril uses TUmo¢ and dvtitumog
to describe the relationship between bread and wine and the body of Christ in the
Eucharist (5.20.5-6).2°! He also uses dvtitumocg to describe the relationship between
Christian worshippers and Christ: ‘now you have all been made Christs, having received
the antitype of the Holy Spirit, and this has been wrought in you by imitation, since you

are icons of Christ’ (XpLotol 8¢ yeyovate, tol ayiou Mvevpatog 16 avtitumov de€dpevol,

249 Lincoln 2006: 43.

250 Ribbens 2016: 91. Although this does not necessarily carry the Platonic notion of a sensible copy of a
transcendent form, and Hebrews avoids distinctively Platonic vocabulary elsewhere.

51 Jean-Yves Lacoste 2005: 187.



101

Kal mavta elkovik®¢ £’ LUGV yeyevnTal, €meldn eikovec éote Xplotol, Mystag. 3.1.7-
9). The Second Epistle of Clement, now attributed to Pseudo-Clement and dated to the
2" century CE, contrasts avtitunog with a0Bevtikoc (authentic, principal), claiming that

‘no one then who corrupts the copy shall partake of the original’ (2 Clem. 14.3).

John Chrysostom addresses the metaphysical status of antitypes in his In
epistulam ad Hebraeos, demonstrating a more iconophile attitude to the antitypes of

the Tabernacle (63.153.6-14):

And he said well that the antitypes are these: for they have the figure (timog) only, and
not the power. Just as in images, the image has the figure of a man, but not the power.
So that the reality and the figure have [something] in common with one another. For
the figure is equally in both, but not yet the power. And indeed it is the same with
respect to heaven, and to the tabernacle. For the figure was equal, for it was holy. But

the power and the other things are not the same.

Collectively, these passages demonstrate the varied strands of philosophical and
theological discourse conceptualising avtitumog. As in the Christian tradition, the ethical
and moral implications of Nonnus’ use of avtitumoc appear to be differentiated based
on context and surrounding vocabulary. Nonnus uses dvtitumog to describe: the
properties of mirrors (5.595, 6.173); spatial relation, as ‘against’ (3.408) or ‘opposite’
(6.79); corresponding (3.127); the properties of dreams (7.142); hallucinations (10.44);
disguises (e.g. 8.39, 20.189); and imitations/punuata (e.g. 18.115, 21.204, 40.507,
44.33, 48.66, 48.387). This collocation of avtitunog and pipnpa occurs also in the
Paraphrase, offering a concrete link between avtitumocg and Late Antique concepts of
mimesis. When used for disguises, Nonnus usually also employs vocabulary for deceit

and falsehood.

In other instances, dvtitumog can appear in a more positive sense. For instance,
in Book 2 of the Dionysiaca, Typhon describes the lightning bolts he plans to forge as
‘late-born copies of thunderbolts’ (dvtitumoug 6€ kpéooovag oY Lyovoug, 2.344), as part
of a wider speech boasting of his lineage and future achievements. It is unlikely that
Typhon uses dvtitumog to describe his own lightning in a negative sense, especially as

he imagines that it will exceed and burn brighter than Zeus’ own. Instead, the antitypical
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quality of Typhon’s lightning appears rooted in its characteristics and qualities owing to
its archetype. In this instance, then, dvtitunog conveys a sense of ‘correspondence’ or

positive mimesis.

The preceding analysis demonstrates that Nonnus explores both positive and
negative aspects of mimesis throughout his poem, with negative connotations usually
introduced on a contextual basis, or through the use of negative adjectives relating to
deceit, falsehood, trickery, and shadow. However, Nonnus does not just allow for
positive mimesis; he appears to celebrate it. Central figures and relationships are
partially defined by positive mimesis, including his protagonist Dionysus, and his

relationship with his father Zeus.

Nonnus’ Dionysiac world is also populated by deceptive appearances and
misleading shapes that do not make explicit use of mimetic vocabulary, but where the
theme of mimesis is heavily implied. Nonnus achieves this through an emphasis on
appearance (€160c) and shape (Hopdr), and poses questions about how these relate to

perception and inner intelligibility. Here is an example from Book 47 (Dion. 47.716-18):

0UG6E pév alToBL pipvey £t xpovov Apyolic Hpn:
QAAQ petaotpEPaca voBnv Bpotoeldéa popdnv

Béokelov £160¢ Exouoa AALY vOoTNoeV OAUTW.

Nor did Argive Hera remain long in that place;
but putting of her counterfeit mortal-seeming shape

and holding her divine form she returned home to Olympus.

The collocation of €l80¢, Bpotosldéa, and popdri draw attention to Hera’s appearance,
and her ability to transition between shapes. €i60c¢ in particular has a Homeric pedigree,
where it means simply ‘what one sees,’ the ‘appearance,’ ‘look,” or ‘shape’ of a person.
This usage, rooted in sense-perception, continued throughout pre-Socratic
philosophy.?>? In Homer, the term almost always refers to the appearance of a mortal

individual,?>® and appears frequently alongside 8éuac, a term which comes closest in

252 peters 1967. See Empedocles frr. 98, 115, as well as Democritus, cited in Plut. Adv. Col. 1110.
23 The one exception is Odysseus’ dog, Argos, indicating a degree of humanisation at his moment of
death on the part of the poet. See Herrmann 2007: 100-101.
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Homer to designating the human body as a whole.?** In stark contrast to mortals, Homer
describes divine disguises and metamorphoses by their 8¢pag rather than their e160¢.25°
Since €160c is subjective, requiring the presence of an audience or onlooker, §¢pac may
be distinguished as objective;25¢ Clay suggests that Homer avoids the use of €ido¢ for
immortals because it might suggest that divine transformations are mere illusions.?>’
This contrasts sharply with Nonnus, who uses €idoc frequently for both mortal and
divine transformations, e.g. the ‘multiform appearance’ of Proteus (rtotkilov €160¢) in
the poem’s prologue. Unlike €i6oc, popdr has comparatively little Homeric pedigree,

only appearing twice in the Odyssey (8.170, 11.367), and in both instances has a

meaning closer to ‘beauty,” or a pleasing ‘shape’ of words.

In the Platonic tradition, €i8oc is sometimes distinguished from popdn, as
transcendent form (or i&€a), and its physical manifestation in the material world. This
distinction was integral to Neoplatonic ontology. In the Neoplatonic ontological
hierarchy, each level of reality depends upon an emanation from the level above it;
sensible shape relies upon an emanation from the transcendent Form in which the
shape participates. Knowledge derives not from perceiving the shape with sense-
perception, but in apprehending it through intellection. Plotinus, however, often uses
€l60¢ and popdr interchangeably to refer to Sensible Forms (cf., e.g. 6.4.12, 11, where
Hopon is used to denote what in Plot. 4.5.2, 48-9, and in 2.8.1 is called €(80c).258 These
Sensible Forms, otherwise known as images in sense-perception, are also referred to as
eikoveg and described by Plato as ‘shadows, then reflections in water and other close-

packed, smooth, and polished surfaces’ (Rep. 6.510).

Nonnus appears to use the two terms interchangeably in the Paraphrase. For

example, at 14.67-83:

254 The equivalent of o@ua in later Greek. See Snell 1946: i9. Cf. Ps.-Plutarch, De vita et poesi Homeri 2,
124, who equates the living body with 6¢pag, the corpse with c®pa; see also Eustathius 666, 24.
Exceptions include the adverbial use of 6épag in the lliad: 2.596; 13.673; 17.366; 18.1. Aéuag is used of
non-humans only in Od. 17, 307 (Argos) and 10, 240 (Odysseus' men turned into pigs).

255 Clay 1974: 129-30.

256 Treu 1968: 175.

257 Clay 1974: 130.

258 Emilsson 1988: 162 n.24. This potential equivalence between €i8oc and popdr) also appears in the
Aristotelian tradition; Philoponus’ commentary on De Anima distinguishes between £i60¢ qua popdn
(form qua shape) and €i60¢ qua oUaia (form qua essence or substance). See Wisnovsky 2003, chapter 4.
The two terms appear synonymous in the Suda, the 10™" century Byzantine lexicon.
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£oaBpnonte &€ podvol
UuETS EvBeov €160¢ AONATOLO TPOCWITIOU,
OTTL UeB’ UUElwV PEeVEEL Kl OOTTOAOV E0Tal
Oulv, mavrag Exwv voepov SOUOV. oU yap £40w 70
UpEag oUpaving iooluyog £KTOG ApwYG
OpdavikoUG- Taxvog 8¢ TpOC UpEAC AVTLC IKAVW.
Balog £TL xpovog éotiv, éunv 6te Béomida popdrv
OUKETL KOOUOG AmLotog éooPetal, AAAA pe polvol
Aevooete, Kal petd yalav dst {wwv OTL hipvw, 75
Kal 8U €pé Eupmavteg OtL {wolte Kal OPETC.
00TIC EXwV TiparibeooLy UAC TeEAECELEV EDETUAG, (79)
oUTOC Avnp GEeL pe Kal eDAYEWS AyamdalwV (80)
£0TOL EUQ YeveThpl Be® mepAnuévog avnp.
ToUTOV OHOOTOPYW Kal éyw Tpoontuéopal Apdu®

kal ol O¢okelov €160¢ £pod xpoog alTika Seifw.

Only you can see a sacred likeness of the unseen face,
because he lives among you and will be with you

having all as his intellectual house. |, equal-yoked,

will not let you be like orphans, far away from heaven’s care;
And | will come back swiftly unto you again.

There is a little time yet, when this faithless world

will no longer look upon my sacred shape with adoration,
but you alone will see me, and living forever after earth will
| dwell, and through me you all will live as well.

Whoever has me in their heart and follows my command
this man loves me, and loving purely,

he will be a man loved by God, my Father.

| will embrace him with the same feeling and friendship

and | will show him the sacred appearance of my body.

Christ refers to his divine appearance three times in this passage, at lines 68 (gi50c), 73
(Lopdrv) and 84 (gloc). The positive qualities of his appearance are introduced

through the use of adjectives (€vBeov, B<omida, and B£akelov respectively). This divine
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appearance is only visible to his disciples and those who have welcomed him into their

hearts.

Appearances and shapes can also be negative. In the Dionysiaca, Deriades mocks

a Satyr who Dionysus sends as a messenger (21.216-21):

oloug AnpLadn S1dupdypoag avdpacg LML

tavpodung Aldvucog, ABuppata dnLoTiTog,

AAAoduElc, oU diTag OAnV Bpotoeldea popdnv,

Bnpdv e180¢ Exovtag, émet SL8UpAOVL popdii

eiol voBol talipol te kal avépeg: audotepov yap 220

Kol BoOC €160¢ £X0UOL Kal AVSPOHEOLO TIPOCWTIOU.

Bull-formed Dionysus sends such multi-coloured men
to Deriades, these strange, playthings for a soldier,
men not wholly human-like in shape,

that have the appearance of monsters, since

they are bastard bulls and men with two-formed shape.

They have both the appearance of a bull and of a human face.

The speech above does not feature mimetic vocabulary, but still places great emphasis
on outward appearance and its epistemological concerns. The Satyr messenger has an
admixture of physical signifiers, both bull and human. This hybridity leads Deriades to
ridicule it. The passage introduces a sense of deficiency or fraudulence through the
adjective voBog, which, as we have seen in Chapter 1, is used frequently in Nonnus to
undermine an image or appearance’s authenticity.?>® The adjective’s purpose does not
appear to denote active deception or concealment. Rather, vd8og appears consistent

with its use in PHib.1.32.15, where it refers to the cross-breeding of animals.

In addition to voBog, we have already noted Nonnus’ use of language related to
disguise and deception. It is interesting, then, that although v60o¢ can modify both

el60¢ and popdn, the adjective Peudnpwv (false) is only ever found with popadn (Dion.

259 Chuvin 1992: 151 identifies vdBoc as denoting illegitimate (45.259), an admixture of two natures
(30.89), the result of metamorphosis (5.331, 528), the result of hallucination (10.12, 35), and a false
mark (27.230, 35.126). Newbold 2010: 91 adds a further, more general sense as simply a ‘substitute.’
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5.530, 568; 8.39; 10.54; 14.59; 31.53; 34.143; 34.286). Evidently, while an €(8o¢ can be
in some way counterfeit, substituted, or deficient, it cannot be patently false. Shape
(uopdn)), however, can. This suggests that Nonnus does, in fact, see a distinction

between the two terms.

Euripides’ Bacchae presents a possible model. In the play’s prologue, Dionysus
explains to the audience that ‘on account of these reasons, once transformed, | have a
mortal appearance, and have changed my shape into the nature of a man’ (v oUvex’
£160C BVNTOV AANGEQS Exw HopdV T €NV MeTERaOV ei¢ avdpOC PpuGLY, 53-4). Peters
argues that Euripides is precise in his choice of words: Dionysus’ appearance is his 160¢;
he has achieved that by changing his shape (nopdn). This establishes that ‘appearance,’

in the realm of physical objects, depends inter alia on physical ‘shape.’?%°

If appearance is dependent on shape, then €i8o¢ is dependent on popdn. This
means that in Nonnus, popdn is concrete and binary: physical characteristics that give
rise to that appearance (aka, shape) can be true, or false if they do not accurately reflect
that object’s inner being and true identity. Appearance, however, requires a subjective
viewer and relies upon the viewer’s sense-perception. A viewer’s perception of an
object’s appearance cannot be false per se, but it can be wrong or misleading. Because
appearance depends on shape, false shapes result in misleading appearances. Yet, even
appearances that arise from true shapes might be misconstrued or misinterpreted by
one viewer, while another viewer might believe an object’s appearance appropriately

reflects its identity.

In addition, the Dionysiaca often calls the totality of its transformations into
question, beyond the simple occurrence of €i8oc. Divine transformation is inherently
temporary and reversible, and dependent upon the divinity’s agency, often featuring a
description of their return to their original state. Human transformations are rarely
complete, in that some aspect of their original selves often remains. In the case of
Actaeon, it is his human intellect. Niobe’s stone possesses attributes and abilities

beyond that of a normal stone, including her mind and her tears.

260 Herrmann 2007: 181-2. Dunkle 2009: 81 identifies an allusion to these lines in Gregory of Nazianzus’
Carmina Dogmatica (Beinv AANG€ato popdnv, 480.2), presenting a parallel between the incarnation and
mythological accounts of Graeco-Roman deities taking on human appearances.
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Collectively, the evidence suggests that mimetic appearances are a key motif,
and one of the Dionysiaca’s unifying themes. Nonnus presents us with a hall of mirrors,
where original forms risk being lost amongst the images and reflections. Appearances
and images can be assumed and discarded, created and destroyed, imitated and
distorted, or even subjected to a state of flux. This exploration of mimesis and the sense-
perceptible world is perhaps not unexpected, given that Dionysus, the poem’s patron
god and subject, rules over the Encosmic material world, and exists as a punpo himself.
Nonnus draws on the language of mimeticism established by Plato, which underwent
further development in the works of the Neoplatonists and early Christians. Nonnus
does not do this to simply evoke Plato or his successors, but because mimesis cuts to
epistemological dilemmas at the heart of the Dionysiaca as a whole. If the relationship
between nature — or truth — and image is not one of perfect reduplication, how can the

viewer truly ‘know’ anything?

24 The Aesthetics of Metamorphosis

The Neoplatonic aesthetics of the Dionysiaca have another dimension, one that can be
explored through the poem’s metamorphoses. The Dionysiaca presents us with an
unstable and ever-changing world, where appearances are rarely static; they are
continually transformed or displaced, often by divine agency. Metamorphosis is not only
one of the Dionysiaca’s dominant themes; it is also a structural and programmatic
principle, and a symbol for Nonnus’ Dionysiac poetic, and the most distinctive
characteristic of Nonnus’ Dionysiac world.?6* When Nonnus invokes the shapeshifter
Proteus in the prologue, he establishes a symbol for his metamorphic and multiform
hymn. Like Proteus, Dionysus is a polymorphic god (moAUpopdog 8€dg). In this way, the

poem reflects its subject matter. The two gods’ metamorphoses represent the perfect

261 Franchi 2016: 254; Gigli Piccardi 1985: 181, n163; Gigli Piccardi 2003: 47-8, 74-9; Shorrock 2011: 116-
123.
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unification of form and content, bringing together the poem’s thematic, literary, stylistic

and structural aims.262

Metamorphosis also expresses the changeable nature of the sensible world.?63
As Clarke argues, ‘the metamorphosis of the individual bodies of persons demonstrates
is a tacit reversal or alteration of cosmogonic morphogenesis, a demonstration that
however potent its origin, no created form is absolutely fixed or durable.’?%* We can add
from Mikkonen that, ‘if metamorphosis problematizes the boundaries between the
subject and its other, between language and non-language, it also challenges limits of
conception. Thus, many studies of metamorphosis underscore epistemological and
ontological questions regarding the subject’s relationship to the world and to others, as

well as the subject’s knowledge of itself and the world.’?%>

In general, there are three discrete categories of transformation: allophany, in
which a god or a mortal appears as something or someone other than what they are;
metamorphosis which entails a more fundamental change;?%® and finally, shapeshifting,
in which the agent enters an almost constant state of flux.2%” Although Nonnus often
uses the same vocabulary to frame each type of transformation, we can still maintain a
methodological distinction. In allophany, the subject appears as something or someone
else as a result of their own agency. The agent has a greater sense of freedom and
control, and achieves a more complete identification with their new form.?%® This
change of appearance is always fleeting and reversible. Metamorphosis, however, is
often forced upon mortals, depriving them of agency. Mortal metamorphosis is also
often irreversible and to some degree incomplete, as transformed individuals must
retain elements of their original nature.?®® The final category, shapeshifting, appears as
a series of continuous transformation, and its ability appears limited to only a select

number of divinities, notably Proteus and Dionysus.

262 Faber 2016: 445; Paschalis 2014: 101.
263 piccardi 2016: 441.

264 Clarke 1995: 32.

265 Mikkonen 1996: 309-10.

266 7g0l1 2004: 133-41, 175-9, 217-33.

267 Thumiger 2014: 388.

268 Thumiger 2014: 388.

269 Thumiger 2014: 388.
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Our first case study is Deriades’ speech from Book 40.37-60. Athena has taken
the shape of his brother Morrheus, and reproaches Deriades for not challenging

Dionysus. Deriades replies:

Spare me your words. Why do you reproach me, fearless Morrheus?
This is no soldier, no soldier who is always changing shape.
Indeed, | am at a loss who | am fighting or who | strike.

Seeking to shoot Dionysus with a feathered arrow,

or to cut through his neck with a sword, or desiring to cast a spear
and pierce his belly — instead of Lyaios

| find a speckled panther charging upon me ...

A lion is fighting and | hasten to cut his neck,

and then | see a bold, frightful serpent instead of a lion;

| attack, and ... instead of a serpent | behold a bear’s back;

| cast my furious spear at its curving neck,

but | hurl the long missile in vain; for instead of a bear

a flame appears, flickering up into the air uninjured!

After | see a boar rushing, | hear a bull’s bellow,

And instead of a boar, | see a bull lowering his head sideways
and stabbing our elephants with flashing horns. | swing my sword
against all sorts of beasts, and cannot overcome that one beast.

| behold a tree and aim my shot, but it is off and |

see a sprout of water curving into the path of the sky.

Therefore, | tremble at the bewitched miracles of his art,

and shrink from the changeable warfare of Dionysus.

But | will confront Bromios again, until | lay bare the cunning

enchantments of Dionysus, the fumbler of guile.

Here, Nonnus avoids the use of mimetic vocabulary, or terms related to outer
appearance to characterise Dionysus’ shapeshifting. He has, in effect, dispensed with
the subjective vocabulary used to characterise metamorphoses elsewhere. This is in
part due to the narrative frame. Nonnus does not speak to the audience here as a
narrator capable of distinguishing between outer appearance and inner nature, but as

the character Deriades. From the Indian leader’s perspective, Dionysus does not just
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‘appear’ as a panther or a lion; because Dionysus achieves complete verisimilitude, he
might actually be one. Rather than employing language of polymorphism to rationalise
Dionysus’ almost perpetual state of change, Deriades refers to the ‘widespread beasts’
(moAuomepéeg Biipec) and the one beast (€ic Brp) behind them, expressing Dionysus as

a One-Many.

Dionysus’ series of transformations are clearly modelled on those of Proteus
from Odyssey 4.455-61, who transforms into a lion, a snake, a leopard, a boar, a fountain
of water, and finally a tree in his attempts to escape Menelaus. Deriades describes
Dionysus’ miracles as moAudadpuaka (knowing many drugs or charms), an adjective
associated with witches in epic, particularly Medea (Apoll. Arg. 4.1677) and Circe (Hom.
Od. 10.276; Hes. fr. 302.15; Opp. Hal. 2.498). The term also recalls Proteus’ reception as
a yonc (sorcerer).?’® Additionally, Circe’s use of pdappaka to metamorphose sailors led
allegorists to count her among the younger demiurges responsible for generation (Procl.
In Crat. 53). In the Dionysiaca, Deriades frames Dionysus’ shapeshifting in negative
terms: Dionysus is ‘trick-stitching’ (6oAoppadng, Dion. 40.60), and uses charms and
enchantments (payyavov, 60). Shapeshifting is, in addition to a literary metaphor, a
means of deception through artifice, and has ramifications for our understanding of

Nonnus’ poikilia.

Continuing on, human metamorphosis has, from its earliest attestations in
Greco-Roman culture, been open to symbolic or allegorical interpretation due to its
ability to reflect on the boundaries of human identity.?’? It is no wonder, then, that the
trope of metamorphosis can be employed to pose complex questions of ontology, as
well as the problematic relationship between exterior appearance and inner nature, and
the heterogeneity of the two identities involved. As a result, many of the

metamorphoses in the Dionysiaca result in misapprehension or failure of recognition.

270 Fyhrer 2004: 11-2.

271 Clarke 1995: 2 states that within numerous examples of metamorphosis across Western literature,
there are ‘grave matters of gender construction and sexual conflict; familial and class identity;
economic, social, and cosmological structures; moral affects and intellectual ideals.” For ancient
allegories of human metamorphosis and its exploration of human nature, see, for example, see Ps.-
Plutarch VHom. 26 and Porphyry in Stob. Anth. 1.49.60.5-22 on Circe’s transformation of Odysseus’
men. For more recent studies of the trope of metamorphosis, see Forbes Irving 1990; Skulsky 2013.
With a particular focus on Ovid’s Metamorphoses, see Segal 1998; Hardie 1999.
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The Actaeon episode presents us with one such transformation. Actaeon’s act of
transgressive viewing leads to his metamorphosis, whereupon his hounds are unable to
discern their master from a stag. He is ‘changed in shape’ (d\\odung, 325-6), and his
hounds are led astray by his false appearance ({eubouévn &’ éAadolo
napanAayxBévteg onwni), 330). They slowly tear him to pieces, while he retains his
rational mind (Epdpovt Bup®, 333). Actaeon, in possession of his volc (346, 350),
presents the viewer with a dichotomy between his inner intelligent nature, and his
outer, physical form.?’? His attempt at speech produces only the sounds of a beast
(Bnpein dwvii, 367). The reader is able to distinguish Actaeon’s human mind and
fundamental identity through the medium of Nonnus’ narration. The hounds, however,
have no interpretive aid to help them decipher the relationship between outward

appearance and identity.

Although Rumour brings tidings of Actaeon’s death to the palace of Thebes, his
family are initially left none the wiser about his transformation. When his mother and
father, Autonoé and Aristaeus, search the mountainside for the remains of their son,
Autonoé sees her son, but does not recognise him (€(8¢ kat o0 yivwokev, 390). Sensory
perception is insufficient, even when Autonoé notices and handles his metamorphosed
remains. Nonnus’ narrative, by contrasting his physical remains with Actaeon’s once
identifiable human features, maintains a problematic link between old and new, and

between appearance and identity.

When the soul of Actaeon (Juxn, 411) appears to his father in a dream, he wears
the shape of a stag, but pours forth tears of understanding (¢udpova dakpua) and
speaks with a human voice (dvdpopén dwvii, 414). He acts as a guide or interpreter for
the viewing of his own remains, a role that ironically subverts the topos of the guide or
interpreter of literary descriptions which occurs frequently in the Second Sophistic and

Late Antiquity.?”® Actaeon guides his father, and focalises the reader’s gaze by use of

272 Although Nonnus presents Actaeon’s intellection and possession of nous as a twist on a
metamorphosis contrived by Artemis, this transformation follows the model established by Homer in
Od. Circe’s transformation of Odysseus’ men into pigs sparked a long discussion in Pythagoreanism and
Platonism as to whether Homer’s episode should be read literally or metaphorically, and whether a
rational soul could truly enter the body of an animal. See, e.g. Procl. In Tim. 2.309.28ff; 3.294.22ff.

273 For ekphrasis in the Progymnasmata, see Bartsch 1989: 31; for the practice in Philostratus’ Imagines,
see Webb 2006: 117-136.
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signs (e.g., onunov, 504), not unlike an allegorist. Afterwards, he begs his father to erect

an unusual tomb for his remains:

{wotumnov &’ ikéteue moAUTporov, 6dpa xopasn

OTIKTOV €OV VOBoV €160¢ &’ alixévoc gi¢ mddag dkpouc:
polUvov €uol Bpotéolo TUTIOV TEUEELE TIPOCWTIOU,

TAVTEC va yvwwolv Eunv Peudnuova popdnv.

un 8¢, matep, ypaelag EUov popov- ou duvatal yap

SAKPUXEELY POV EL60C OHOT KOl TOTHOV O8ITNC.

And plead a skilful artist to carve my dappled,
Changeling appearance from neck to feet,

But let him make only my face of human form,
That all may recognise my shape as false.

Do not inscribe my fate, father, for the wayfarer

Cannot weep for my fate and appearance together.

As Pierre Chuvin remarks, Nonnus’ description of this statue has no parallel in the
iconographic record, imaginatively blending man with beast in a monstrous hybrid that
has no parallel.?’* Furthermore, the oblique final sentence has long puzzled
commentators, and even an epigram attributed to John of Gaza that seems to partly

imitate this passage (Anth. Pal., 15.1.) offers no aid in deciphering it.?”>

Actaeon imagines a grotesque statue that effectively translates the nature of his
transformation from textual to visual. Read holistically with the wider episode, it
establishes a framework for the interpretation of images by internal and external
viewers. As far as we can tell, the statue does not capture a snapshot from a process of
transformation. His transformation earlier in Book 5 is instantaneous (aUtika) according
to Nonnus (316), and according to Actaeon himself (492-6). Actaeon’s sudden
transformation in Nonnus is in clear contrast to the durative process described in Ovid’s
Metamorphoses. A mimetic representation of his physical form would mislead viewers,

in the same way that his hounds were misled by his physical, transformed appearance,

274 Chuvin 1976: 191. For a survey of the iconographic record of Actaeon’s transformation and/or death,
see Schlam 1984.
275 Chuvin 1976: 191.
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presupposing inner nature based on external appearance or shape. This passage,
Actaeon’s final act, is an attempt to take control of an imagined internal audience’s
cognitive and interpretive processes. Actaeon’s apparent solution to this
epistemological conundrum is to create a visual and grotesque hybrid, mixing both
human and stag signifiers to create an artefact that is not reflective of material reality,
but rather is symbolic of inner truth: although not physically representative of his
metamorphosed form, and not purely mimetic in its capacity as reproduction, the statue
is able to symbolically convey the problematic relationship between outer appearance
and inner nature. The statue, therefore, is symbolic of reality even if it is not strictly

reflective of it.

The passage’s preoccupation with appearance, demonstrated by €i8o¢, popdn,
and tumog, therefore displays a philosophical dimension, concerned with the ontology
of outer, physical appearances and the production of images, and their relation to inner
intelligibility. Actaeon’s funerary statue could be said to reflect a more positive appraisal
of art than can be found in Plato, in that it visually communicates the dichotomy
between Actaeon’s inner and outer nature through symbolism, effectively elevating the

ontological status of the statue as art.

Actaeon forbids any inscription or epigram, although his reasoning is unclear. His
imagined funerary statue attests to both his transformation and his death by its
proximity to his desired tomb. A funerary epigram would otherwise stand as a written
medium through which the viewer could be led to ‘read’ and correctly interpret the
statue’s meaning. Rather than stating its meaning, however, interpretation is for the
viewer to achieve through its symbolism, and every viewer should have the capacity to
be able to interpret it (mavteg iva yvwwolv). The craftsman who carves the statue
should be moAUtpormocg (versatile), but the term carries deep literary significance.
Odysseus is the moAUtponog avrnp (complicated man/the man of many-wiles) in the
Odyssey, and Nonnus uses the term to describe the shapeshifter Proteus (Dion. 1.14)
due to his capacity for multiple metamorphoses. Given Proteus’ role as a symbol of the
Dionysiaca’s aesthetic principles, the use of moAUtpomnog here for an artist suggests that

Nonnus uses the statue of Actaeon to reflect on his own role as poet and creator.



114

Human metamorphoses such as Actaeon’s, and the Dionysiaca’s problematising
of their epistemological framework, resonate with contemporary Neoplatonic concerns
over the nature of the soul, and the interpretation of human and divine transformation.
That human souls could enter the bodies of animals through transmigration appears to
have been accepted by the Platonic tradition as a literal possibility up until Plotinus (cf.
Plot. 3.4.2). This was rejected by Porphyry and lamblichus, who took transmigration as
a metaphor. Both made a firm distinction between rational and irrational souls, and
therefore refused to allow for the transmigration from one kind to another.?’® Proclus

guotes the opposing views at In Tim. 3.294.22ff.:

It is customary to enquire what is meant by the descent of souls into irrational animals:
some consider that the so-called bestial lives are mere assimilations of men to beasts
(for itis not possible that a rational substance should become the soul of a beast), others
even concede that this substance enters irrational beings (for, they assert, all souls are

the same in kind, so that these become wolves and leopards and jellyfish).

Afterwards, Proclus presents his own opinion, offering a compromise between the two
opposing arguments: ‘the true account says that although the human soul enters into
beasts, they retain their own appropriate life which the entered soul, as it were,
transcends, while at the same time bound by affinity to it.” Proclus’ solution, therefore,
allows that a human soul can enter the body of a beast, but the soul remains rational
and transcendent. The human soul does not actually inform the body of a beast (/n

Remp. 2.309.28ff.):

Let us state, then, that at any rate according to the opinion of Plato the soul transfers
into irrational animals on account of similarity in way of life, a position which we too
affirm, but not that the soul inhabits their bodies (for the differentiations in natural
structure militate against such a reduced status) but solely by condition of life is tied to
their soul which has animated its own body and has no additional need of the human

soul.?”?

276 O’Neill 1971: 168, n.473. cf. Dorrie 1957: 423-4.
277 Transl. by O’Neil 1971: 168.
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Although Nonnus’ account of Actaeon could invite comparison to Neoplatonic writings
on transmigration, it is not unique in this regard. Ovid’s Actaeon also retains his human
mind after his transformation. However, Nonnus’ account does possess other unique
features. In Ovid’s account, Actaeon is an unwitting offender who stumbles into Diana’s
grove accidentally. In the Dionysiaca, Actaeon glimpses the goddess through the trees.
He has the chance to turn back, but consciously makes the decision to spy on the
goddess. Where Ovid’s Actaeon is an innocent victim, unfortunate to be in the wrong
place at the wrong time, Nonnus’ Actaeon is deliberate and meditated in his
transgression. His resulting metamorphosis therefore triggers moral and existential
reflection. In his confession to his father, Actaeon admits that he hoped to win Artemis

as his bride, and he expresses regret for his actions.

The moralistic dimensions of Nonnus’ account are expanded upon by the
modern Neoplatonist, Thomas Taylor. Taylor interprets the myth as an allegory for the
conversion of the rational soul (Actaeon) to the nature life (symbolised by Artemis, or
the moon), which subsists in Actaeon ‘according to a lascivious habit.” By a conversion
of this kind, the soul becomes changed, undertaking a lascivious life symbolised by the

stag, which was considered a lascivious animal.?’8

Crucially in Nonnus, Actaeon’s metamorphosis does not only result in his descent
into an animal befitting his nature; moral reflection on his crime offers a chance for
learning and moral rectification after death. These moralistic themes in Nonnus’
account have parallels in Neoplatonic readings of other transformations, and would
likely have been subjected to the same reading strategies by sections of his audience.
One key example is Circe’s transformation of Odysseus’ men at Od. 10.212ff. The most
detailed philosophical commentary on the Circe episode is an excerpt by Porphyry,

preserved in Stobaeus’ anthology (1.49.60.5-22):

Clearly, this myth is a riddle concealing what Pythagoras and Plato have said about the
soul: that it is indestructible by nature and eternal, but not immune to experience and
change, and that it undergoes change and transfer into other types of bodies when it

goes through what we call “destruction” or “death.” It then seeks out, in the pursuit of

278 See Taylor 1824: 308.
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pleasure, that which is fitting and appropriate to it because it is similar and its way of
life is similar in character. At this point, by virtue of what each of us gains through
education and philosophy, the soul, remembering the good and repelled by the
shameful and illicit pleasure, is able to prevail and watch itself carefully and take care
lest through inattention it be reborn as a beast and fall in love with a body badly suited
for virtue and impure, nurturing an uncultivated and irrational nature and encouraging
the appetitive and passionate elements of the soul rather than the rational. Empedocles
calls the fate and nature that preside over this transformation a daimon “wrapping souls

in an alien tunic of flesh” (fr. B 126 DK) and giving them new clothes. ...

After a few comments relating to Circe and her island of Aeaea in the Odyssey, Porphyry

says that it is pleasure that causes souls to fall into generation (33-43):

The urge for pleasure makes them long for their accustomed way of life in and through
the flesh, and so they fall back into the witch’s brew of genesis, which truly mixes and
brews together the immortal and mortal, the rational and emotional, the Olympian and
the terrestrial. The souls are bewitched and softened by the pleasures that lead them
back into genesis, and at this point they have special need for great good fortune and

self-restrain lest they follow and give in to their worst parts and emotions and take on

an accursed and beastly life.?”°

Even in Homer, the sailors’ metamorphosis appears to have a deeper significance: once
they have endured their time as pigs, the sailors are returned to human form more
youthful and more beautiful than before (Od. 10.388-400), hinting that outer
transformation has in some way brought about fundamental change. Allegorical
readings of this passage no doubt in some way inspired works such as Apuleius’ Golden

Ass, a novel that consciously draws on Middle Platonism.

Moralistic interpretations of the Circe myth predate Neoplatonic accounts.
Heraclitus wrote a moralising allegory in the 2nd century CE, where Odysseus is saved
from Circe’s powers by his use of reason. Neoplatonic allegories place more emphasis,
however, on the fate of the soul and its descent into generation. That Nonnus uses some

of his metamorphoses to reflect on the descent of the soul into generation can be seen

279 Transl. Lamberton 1986: 115.
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from his account of the Tyrrhenian pirates, who try to kidnap Dionysus and are
transformed into dolphins (Dion. 45.105-68). The myth was explained by Philostratus as
a transformation of lifestyle, transitioning from bad to good (ta 8¢ 6N xpnotoig €k
¢avAwv, Imagines 1.19.21-2). Although the pirates’ moral transformation is not
explicitly stated in the Dionysiaca, Nonnus gives much greater prominence to the
pirates’ misdeeds and poor moral character than his model, the Homeric Hymn to

Dionysus.

The moral transformation is therefore purely contextual. As humans, the pirates
are wrongdoers. Dolphins, however, were considered sacred animals. It was immoral to
hunt them (cf. Oppian Hal. 5.416), and they were said to act as guides and saviours for
human beings at sea (Ps.-Plutarch, De sollertia animalium, 984a-5c). Their movements
were considered evocative of the Bacchic dances of Dionysus, because of the belief that
dolphins were always in motion (979d, cf. Aelian De Natura Animalium 11.22). Porphyry
also explains that dolphins ‘have similar souls to ours’ (opoyuxog), and that this is
signified by stories of the gods turning mortals into animals, only to feel pity and love

them afterwards (De Abst. 3.16).

Nonnus describes the pirates’ transformation as follows (Dion. 45.152-68):

Tuponvol & laxnoav, éBakyevbovto 6& Aboon

elc poPov olotpnBivteg. dsiputolo 6& mdvtou

avBea kupatdevteg anéntuov U6atog OAKoL:

Kot podov éBAdotnos, kal U 6Bev, wg évi KATW, 155
Aadpotokol keveWveg édolvicoovio Bahdaoong,

Kol kplvov €v poBiolg dpapuooeto. Sepkopevwy &
Pevdopévouc Aetpvag £RakyxelBnoav dmwnald,

Kol odlv 6pog Babudevdpov édaiveto kal vouodg UANG

Kol xopO¢ Aypovopwy Kal mwea pnAoBotrpwy, 160
Kal ktumov wicavto AlyudBoyyolo vouijog

ToLUEViN oUpLyyL peAlopévolo vofioal,

Kol Alyup@v dlovteg éutpNTwv HEAOC aUAQV

pLeooatiou MAWOVIEG ATEpUovVOG U OOL Tovtou

yalav i6elv €60knoav: duepovow & umd Avoon 165

el¢ fubov diooovteg Emwpxnoavto yoAnvn,
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movtonopot SeAdiveg: apelfopévou S€ mpoownou

€ic dpUoLv ixBuoeaoav épopdwbn yévog avdpiv.

The Tyrrhenians shrieked and rushed wildly about

goaded by fear. Plants were sprouting in the sea:

the rolling waves of the waters put out flowers;

the rose grew there, and reddened the foaming

swell upon it as if it were a garden, and

lilies gleamed in the surge. As they beheld these

false meadows their eyes were bewitched.

the place seemed to be a hill thick with trees,

and a woodland pasture, companies of countrymen and
shepherds with their sheep, and they thought they saw

a tuneful herdsman playing a tune on his shepherd’s pipes;
they thought they heard the melody from the loud pipes’ holes
and saw land while still sailing on the boundless sea;

then, deluded by their madness, they leapt into the deep,
and danced in the quiet water, now

dolphins of the sea —for the race of the men

was changed into the nature of fish.

This metamorphosis itself represents a departure from the standard vocabulary that
Nonnus uses for metamorphoses. The transformation is not expressed in terms of, 1)
mimesis, or 2) appearance, although the sailors still ‘receive shape’ (¢éuopdpw6n).
Instead, the pirates’ metamorphosis is expressed primarily in terms of ‘nature’ (pvoLg)
and ‘race’ (yévog). There is no comparable collocation of these terms elsewhere in the
Dionysiaca, marking this passage as potentially unique among Nonnus’ metamorphoses.
The use of nature and race suggests a more objective and fundamental transformation.
Unlike Actaeon, who experiences outer transformation and inner continuity, the

pirates’ very race and nature is changed to that of a fish.

Perhaps the most intriguing aspect of Nonnus’ account of the Tyrrhenian pirates,
however, is not the transformation itself, but the hallucinations the pirates experience

beforehand. Although the pirates are driven mad and see phantom animals on the deck
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of their ship in multiple accounts, Nonnus’ version presents us with a further

hallucination that takes place on the sea itself: the illusory gardens and meadows.

These hallucinations appear to be Nonnus’ own innovation upon the traditional
myth, and they are given particular prominence in his narrative, even more so than the
transformation of the pirates themselves. Structurally, the hallucinatory meadows in
place of the sea mirrors the activities of the pirates themselves, which take place upon
the sea and the land (105-119). From Numenius onward, the sea became a popular
allegory for genesis and the material world (Porphyry, De Antro 16, cf. Procl. In Crat.
86.11; 88.22-3). Odysseus’ wanderings across the sea were read allegorically as a
symbol for mortal life, and the soul’s wanderings across a ‘sea of generation,” the cause
of ‘the most tragic of sufferings’ (De mal. sub. 24.23-4). The resulting plight of every soul
is to flee ‘the cycle of generation, the long wandering and the useless life’ (In Tim.

3.296.7-11), and ascend towards its natural condition.?®

Elsewhere, the Neoplatonist Hermias envisions material life as a meadow, which

Proclus reports (In Remp. 2.159.21-160.11):

‘Gladness’ signifies the affection of each [group of souls, one from the heavens and one
from Hades] for genesis. For if the meadow is indeed the source of generation, and if
they come upon the meadow with ‘gladness’, it is clear that both groups have an ardent
desire for generation and wish to participate in this life which is implicated in matter:
for there is much activity in this place. And so, for the heavenly souls, just as for the
chthonic souls, the change of life is gladdening, as they have grown tired of their former
activities, some indeed with good reason, as they endured much hardship, while some,
even if they existed in a state of comfort, nevertheless grew weary of the life there
above. For they could not act with their entire self but only with that part of themselves
able to remain above. It was therefore their head that yearned for the life in the
heavens. But the rest of them, however much each soul has of the life which loves
generation, remaining inactive there above, and desiring to act, made the whole soul
weary and weak with regard to a certain part of itself, and, being weary, it gave way to
that which throbbed within it, and, giving way, it gladly arrives at the meadow, which

places the prospect of generation before its eyes.

280 Fortier 2018: 325.
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According to Hermias, the soul descends and turns from the Intelligibles because it is
unable to remain forever in the company of its god, and cannot maintain a perpetual
mastery over the irrational aspect of their selves. The influence of the irrational life,

therefore, causes the soul to grow weary of the life above.

Nonnus explicitly describes the Tyrrhenian pirates as wanderers (TMAwTApES,
106), a term heavily associated with Odysseus, and a metaphor for the soul’s embodied
life in the material world. Other details also recall the Odyssey and Odysseus’ journeys.
The pirates are &swodovol, murderers of strangers or guests, evocative of the
gevodalitng, or stranger-devouring, Cyclops (cf. Eur. Cycl. 658). The Cyclops Polyphemus
was the son of Poseidon, the god of the sea and of matter. In his commentary on
Homer’s Cave of the Nymphs, Porphyry alludes to Odysseus’ blinding of the Cyclops,
saying ‘for one cannot simply be rid of this sensory life by blinding it, and striving to be
free immediately’ (De Antro 80.11-3). In this allegorical reading, the Cyclops, then,
becomes a symbol of Odysseus’ own sensory life in the material world. The Cyclops’
blinding becomes a metaphor for suicide, and an attempt to flee material existence.?8!

Nonnus also mentions the Arethusa at line 116, a Sicilian spring, that suggests the

ancestral home of the Cyclopes.

In addition to seeing a meadow upon the waves, the pirates hear a shepherd’s
song, played on a set of pipes (cUpty§). On first glance, this recalls Cadmus’ song to
Typhon in Book 1 of the Dionysiaca, which bewitches Typhon’s soul and lures him to his
doom.?®? Yet, there are further parallels with the Odyssey’s Sirens.?®®> Nonnus’ tale of
the Tyrrhenian pirates is framed by the prophet Tiresias as a ‘Sicilian story’
(ZikeAov Twiva ubBov, 45.104), recalling the ‘Sicilian song’ of Book 22, which Nonnus

compares to the ‘hymns which the minstrel Sirens pour forth from their honey-tongued

2! Lamberton 1986: 130-1.

282 The shepherd’s pipes could also represent another allusion to the Cyclops, in particular the bucolic
Cyclops of Theocritus Idyll 11

283 The two myths (Odysseus and the Sirens, Dionysus and the pirates) were, perhaps coincidentally, the
subject of two separate mosaics found in the same house at Dougga, northern Tunisia. The Sirens are
also depicted with musical instruments, marking a distinct break from the poetic tradition. See Knutson
2007. An Etruscan oil lamp from Camucia, currently in Museo dell’Accademia Etrusca depicts the Sirens
with syrinxes.
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throats’ (22.10-12). The Sirens themselves were believed to live on the Tyrrhenian sea
(Lyc. Al 648ff.; 712ff.). In the Odyssey itself, they stand in a flowery meadow on the
coast, surrounded by the bones of their victims (Od. 12.45-6). Dionysus fulfils a similar
role in the Dionysiaca, standing upon the shore in disguise, wearing rich clothing and

jewellery, luring the pirates to their ruin.

Neoplatonists often read the Sirens allegorically. Proclus distinguishes between
three species of Siren: 1) heavenly Sirens who belong to Zeus; 2) hypochthonic Sirens
belonging to Hades; 3) Sirens belonging to Poseidon who relate to generation (In Remp.
2.239.7-12). Their song is contrasted with that of the Muses. The Muses’ harmony is
‘soul-saving and rooted in the gods;’ the Homeric Sirens’ harmony, however, ‘causes
generation and attaches to matter’ (In Remp. 2.68.3-10). Hermias interprets the Sirens
as an obstacle that the soul must overcome to attain its nostos, its return to the noetic

realm (In Phaedr. 3.224.8-15).

The intersections between Dionysus’ encounter with the Tyrrhenian pirates and
the Sirens from the Odyssey suggest that Dionysus fulfils a similar role to that of the
Sirens, especially given the importance of the sea and the meadow as symbols of
generation. As we have seen in Chapter 1, Dionysus occupies the position of the
Encosmic or Material Intellect in Neoplatonic metaphysical hierarchies; he ‘indivisibly
presides over the creation of individuals’ (Procl. In Crat. 171), demonstrating his links
with generation. Collectively, the evidence suggests that Nonnus was aware of
Neoplatonic allegories and theories regarding metamorphosis, particularly the descent
of the soul into material creation, and that these theories had an influence on his

reshaping of the myth of the Tyrrhenian pirates.

2.5 Conclusion

Taken together, mimesis and metamorphosis are two important strands for
understanding the aesthetic principles of Nonnus’ Dionysiac world. Both themes reveal
Nonnus’ obsession with the visual, the material, and sensate worlds. Both create
tensions between form and identity, allowing for an exploration of ontological and

epistemological issues. The sheer volume of vocabulary relating to mimesis (tunog,
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avtitumog, eikwv, (véaApa, ddaopa, pipnua, UUnAocg, and pipéopat) is striking in
comparison with his epic models, the subsequent ‘Nonnian School,” and other Late
Antique poems. The frequency analyses demonstrate the closest parallels: John of Gaza,
Paul the Silentiary, and the Carmina of Gregory of Nazianzus. These analyses show
definitively that, in terms of mimetic language, Nonnus is an innovative force in the epic
tradition. Furthermore, comparisons between the Dionysiaca and the Paraphrase
demonstrate that these features are not simply a staple of Nonnus’ poetic style, but a
unique feature and self-conscious adoption for the purpose of composing the
Dionysiaca. This suggests that, despite the prevalence of mimetic vocabulary and
theorisation in Christological writings, Nonnus decided that mimetic themes and
vocabulary were more appropriate for his Dionysiac enterprise than his paraphrastic

poetry.

These themes are clearly appropriate to the character of Dionysus himself:
notably, the god is a pipnua, and his identity as a shapeshifter offers him incredible
mimetic capabilities that continually question the relationship between identity and
form; he is also the Encosmic Intellect, who presides over the material world, a world
characterised in Neoplatonic terms by mimesis and division. Plotinus had irrevocably
changed the face of Platonism by creating a metaphysical and ontological schema in
which nearly everything in existence could be conceived of as mimetic, and participating
non-reciprocally in higher principles. Nonnus’ Dionysiac world appears to have been
constructed according to this Plotinian worldview, where, like the tapestry-based
poikilia it imitates, the poem proceeds through a parade of images and punuata. Even
where mimetic vocabulary is absent, in descriptions of visual appearances and
discussions of being and identity, the theme and epistemological issues of mimesis are

never far beneath the surface.

Although mimesis can often be linked to the wider proliferation of deception
and falsehood in the Dionysiaca, the two are not universally interlinked. Mimetic terms
can appear independent of vocabulary relating to deception and falsehood. They can
also appear without any apparent ethical implication or consequence. Behavioural
mimesis can beget learning, and assimilation to pre-existing models, positive or

negative. Behavioural mimesis also offers a paradigm for Father-Son relationships:
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Dionysus’ positive imitation of Zeus is reminiscent of Christian conception of the Father
and Christ, as well as of Christianity more generally, with Gregory of Nyssa’s definition
of Christianity as an imitation of the divine nature. Father-Son mimesis also offers a

compelling paradigm for Nonnus’ relationship with his literary father, Homer.

In conjunction with mimesis, the Dionysiaca’s metamorphoses also pose
guestions related to ethics, metaphysics, ontology, and epistemology. The trope of
metamorphosis simultaneously establishes and then destabilises boundaries between
previously discrete entities, eliding heterogeneous identities and underscoring the
changeable nature of the sensible-perceptible world. The capacity of appearance to
convey perfect knowledge of inner truth is called into question, and a premium is placed

upon recognition, knowledge, and discernment.

These metamorphoses engage closely with the Greco-Roman mythological
tradition, but such transformations had been radically re-contextualised by Neoplatonic
allegory, and traces of these intellectual discussions can be found in Nonnus. The
episode of the Tyrrhenian pirates in particular dispenses with Nonnus’ standardised
metamorphic vocabulary and his preoccupation with appearance to signify a more
complete transformation in the nature of the pirates themselves. The episode includes
multiple intertexts with the Odyssey, and intra-textual allusions that recall the Cyclops
and the Sirens, both symbols or agents of materiality. In conjunction with the
hallucinatory meadows, Nonnus appears to engage with Neoplatonic allegories of the
sea and of meadows as places of generation into which the soul descends, recasting this

traditional tale in a Neoplatonic light.

Undoubtedly, the poem has a greater and more consistent focus on the epistemological
issues of metamorphosis than perhaps other records of Graeco-Roman myth. These
qguandaries over the ethics, ontology and epistemology draw upon, and appear rooted
in, contemporary Christian and Neoplatonic discourse. Furthermore, because
metamorphosis and mimesis offer clear connections between the Dionysiaca’s form and
content, these issues suggest a degree of self-reflection on the part of the poet, and
pose questions to the audience about the nature of the Dionysiaca itself. The
relationship between outer form and inner nature is complicated; appearance can

obfuscate the pursuit of truth, or ultimately aid in its deciphering through symbolism.
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3. Madness and Ecstatic Union

By appealing to the Muses in his opening lines, Nonnus appeals to a long-standing
tradition of poetic inspiration, which had been further developed and re-contextualised
within Late Antiquity. Even for Christian poets, the Muses remained an important
literary motif, rather than an indicator of religious identity. The wisdom (codia) the
Muses were believed to bestow granted the poet the knowledge of truth necessary to
compose their narrative, and this process of divine inspiration invited elision between

the roles of poet and prophet.?84

Although Nonnus eschews some of the explicit topoi of poetic inspiration
espoused by other poets, the connection between poet and prophet is central to
Nonnus’ self-representation as a poet and narrator. Over the course of this chapter, |
intend to look at the role of poetic and divine inspiration within the Dionysiaca. Part of
this analysis will hinge on the Dionysiaca’s representation of its poet, and its self-

conscious reflection on inspired poetry.

The precise mechanics of divine inspiration, how it functioned, and how its
effects manifested in the recipient, were of interest and highly debated among
Neoplatonic thinkers. With the rise of Christianity across the empire, a new source of
divine inspiration emerged in the figure of Christ, that could contest the poetic
landscape and challenge traditional claims on truth and communion with the divine. As

Shorrock writes:

The coming of Christ as a new source of inspiration and divine knowledge presented a
profound challenge and stimulus to the poets of the age. In the face of such a challenge,

poets found themselves at the forefront of a far-reaching debate on such questions as

284 Gigli Piccardi 2014: 403. Latin poetry had long made explicit the connection between poeta (poet)
and vates (prophet). The conflation between the two is unsurprising, given that Apollo was the god of
poetry and prophecy; both are expressed in hexameter verse, and utilised similar mechanics of divine
inspiration. See Miller 2009: 221, 222, 235, 245, 297, 315, 317, 325, 368.
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the relationship between the realms of the human and the divine, and between
Christianity and traditional culture; about the communication, negotiation and control
of knowledge and power. As such, the poetry of late antiquity emerged as a dynamic
arena of contestation through which the distinctive discourses of a new Christian world

would be forged.?®

As Shorrock has persuasively shown, Nonnus is able to adopt two poetic personae, as a
poet of the Muses, and as a poet of Christ.28¢ Given his ability to draw upon two sources
of poetic inspiration that were undoubtedly in dialogue with one another, it is not
surprising that Nonnus’ poetry reflects contemporary cultural discourse, whether from
Christian theologians, Neoplatonic philosophers, or incertus figures whose influences

are impossible to disentangle.

Given the connections between inspired poetry and divine madness in antiquity,
particularly in the Platonic tradition, this chapter will also look at madness and altered
states of consciousness within the Dionysiaca, and situate them within their Platonic
context. It will show that, although Nonnus explores the positive and negative effects of
madness and possession, there are avenues for ecstatic union that facilitate the ascent
of the soul. This will include looking at characters who are subjected to or experience
frenzy, madness, or altered states of perception (Bakyxeia, AUooa, pavia) brought on by

the divine, the consumption of wine, or exaltation due to music and dance.

Unsurprisingly, vocabulary relating to Dionysiac frenzy and worship is pervasive
throughout the Dionysiaca. Afflicted characters actively rage (Bakxevw),?®” and
occasionally participate in rituals suggestive of Dionysiac worship (0pyla). However,
such language is not exclusively and contextually limited to the Dionysiac sphere.
Characters rage with Ares, as if inspired by the war-god himself (Bakyxebw, e.g. 1.227,
13.197, 14.338, 17.321, 23.57). 'Bacchic’ madness can also be inflicted by numerous
gods (e.g. Pan, Hera, Persephone). Vian argues that this contributes to a process of

secularisation in the poem in which religious terms lose their precise religious

285 Shorrock 2011: 15.

286 See Shorrock 2011.

287 |n addition to being a terminus technicus to denote Bacchic worship, the verb BakxeUw could be used
figuratively to describe any state of frenzy. Jiménez San Cristébal 2009: 46-7; Doroszewski 2016: 340.
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connotations.?®® The term BaxyeVw, for instance, although traditionally used to refer to
Dionysiac ecstasy, could, via metonymy and allegory, mean ‘to be under the influence
of wine’ or ‘to be intoxicated.’ This process of secularisation, and indeed, allegorisation,
can perhaps be seen not just as a divestment of religious significance. Instead, it can be
seen as a Dionysiac cross-pollination of terminology, whereby any and all madness can
be traced back etymologically to the poem’s patron and central figure, thus creating an

elision between madness, inspiration, and the Dionysiac sphere.

Mystery terminology etymologically linked to Bacchus is also present in the
Paraphrase. At Par. 2.12-20, Nonnus recounts the Wedding at Cana (John 2.1-11), in an
episode that has received much attention for its Dionysiac imagery.?8° The wineless
wedding table is described as d&PBakyxeutog, a relatively rare adjective meaning
‘uninitiated into Bacchic mysteries.’??° The adjective dBdkyeutog, although not intended
as a literal reference to Dionysiac cult, references a traditional comparison between
Judaeo-Christian rites and Bacchic celebrations. For instance, Philo of Alexandria
compares the ecstacy of Hannah to intoxication and Bacchic inspiration (De Ebr. 143-
52). As Mackie argues, a number of Graeco-Roman mystical motifs converge in Philo’s
text, including ‘Bacchic ecstacy, sober intoxication, and Platonic contemplative
ascent.”?®! Plutarch also draws a link between the Jewish Sabbath and Bacchic orgies
(Quest. Conv. 671f). The first known Christian author to use @Bdakxeutog was Clement of
Alexandria who, in Strom. 4.25.126.3, quotes lines 470-2 from Euripides’ Bacchae,

reimagined as the words of Christ (Euripides’ text in italics):2%2

The Saviour Himself, then, plainly initiates us into the mysteries (uuotaywyed),
according to the words of the tragedy: Seeing those who see, he also gives the orgies
(6pyta). And if you ask, these orgies, what is their nature? You will hear again: It is

forbidden to mortals uninitiated in the Bacchic rites (dBakyevtolow) to know.*>

288 \Vian 1994: 218.

289 Kuiper 1918: 247; Golega 1930: 62; Livrea 2000: 84; Shorrock 2001: 57.

2%0 Doroszewski 2016: 336. The adjective is taken as an explicit reference to Dionysiac worship in Eur.
Orest. 319 and the relevant scholia. Also Luc. Symp. 3.5; Philost. Imag. 2.7.

291 Mackie 2014: 155

292 Doroszewski 2016: 337.

2% Trans. Wilson 1885.
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This quotation from the dialogue of Dionysus and Pentheus is transformed: the once
Bacchic 0pyla become an allusion to the teachings and mysteries of Christ, and the
aBakyeutol become those who have yet to be introduced to them. Combined with
similar attestations in Julian (Or. 7.222a—b) and Theodoret, bishop of Cyprus (Cur. 1.86),
this suggests that Nonnus’ apakyeutog tpanela (‘un-Bacchic table’) can be framed
within wider discussions of the symbolic and theological nature of wine in Christianity.
In this light, Par. 2.12-20 symbolises the separation between the wedding guests and
Christ, and their limited ability to participate in Christ’s salvation.?** If Bacchic
terminology in the Paraphrase has not been entirely divested of its semantics regarding
communion with and participation in the divine, then we should not assume that it has

been in the Dionysiaca.

3.1 Earlier Concepts of Inspiration

Bacchic frenzy has long been associated with poetic inspiration. In Euripides’ Bacchae,
Tiresias explains that the worshippers of Dionysus are granted the power of prophecy
(Bacch. 298-9). Despite the fact that prophecy normally fell under the influence of
Apollo, Dionysus had oracles in Greece and was said to inhabit the Oracle at Delphi
during the winter months when Apollo was said to be among the Hyperboreans.?®
Poetic inspiration was also clearly associated with ecstasy and altered states of
consciousness among Greek poets even before the often-touted developments in
Democritus and Plato. As Piccardi demonstrates, such connections can be seen, for
example, in the ‘frenetic sonority’ of Pindar’s Dionysiac Dithyramb, as well as Dionysus’
epithet Mouoopavtig (‘Of prophetic song’) in Aeschylus (Edon. TrGF 60), and
Archilochus’ image ‘stricken in the mind with wine’ (olvw cuykepauvwBeig dpevag, IEG

120) which describes the poet’s mind when he is about to sing the Dithyramb.?%®

2% Doroszewski 2016: 338.

295 Hershkowitz 1998: 41; Fearn 2007: 182.

2% Gigli Piccardi 2014: 403. contra. Hershkowitz 1998: 16, who argues that, prior to Plato, the Muses
were believed to provide assistance to inspired poets in terms of knowledge and memory, but that such
inspiration was not characterised in terms of mania or frenzy. Hershkowitz instead credits the earliest
developments in the conceptualisation of inspiration as madness to Plato and Democritus.
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Plato speaks of divine inspiration in terms of évBouaclacuog (frenzy, inspiration,
possession) at lon 533d-f, etymologically ‘to be entered/filled with the divine’ (Cf.
Apology 22a-c, Meno 99c-e, Phaedrus 245, Laws 682a, 719c-d and /on passim), and in
terms of pavia (frenzy) at Phaedrus 245a. As Piccardi shows, such terminology was in
essence taken from the Dionysiac sphere: the poets are ‘inspired and possessed’ (€vBeot
Kol katexopevol, lon 533e); they behave ‘as if they were Corybantes’ (womep ot
kopuBavtivteg, 534a); they are ‘out of their minds/frenzied’ (¢kdpoveg, 534a) and
they ‘speak or act with frenzy’ (Bakxevouol, 534a) as if they were possessed like
Bacchants.?” Although prior poets had characterised poetic inspiration as an altered
state of consciousness or frenzy, one of Plato’s key innovations seems to have been in

his development of the Muses and the precise mechanics of divine inspiration.

When Homer appeals to the Muses for aid in recounting the wrath of Achilles,
the Catalogue of Ships, or the wanderings of Odysseus, he does not self-consciously
characterise his poetic inspiration in terms of madness.2’® Homer’s inspiration would,
however, be re-contextualised by later writers. Horace, while satirising the connection
between manic poets, elevated poetry, and wine, explains how Homer ‘because of his
praise of wine, is accused of being a drunk’ (Epist. 1.19.6) and says that ‘Father Ennius
never leapt forth to sing of war, except when drunk’ (1.19.7-8). In his Odes, Horace

describes his own poetic inspiration as Bacchic ecstasy (Odes 2.19.1-8).

The Roman epic poet Statius offers a compelling comparison for Nonnus. His
Thebaid embodies many of the same general ideas around poetic inspiration, and
parallels are particularly resonant given that his Thebaid takes place at the ancestral
home of Dionysus, and sets the trials and tribulations of the royal family within a
framework of mania. In the opening lines Statius, conceptualises himself as a poet
incited by the fire of divine inspiration, and uses the imagery of a frenzied poet to
express the meta-narrative role of madness (Theb. 1.1-4).?*° In the case of the
Dionysiaca, Nonnus innovates on this connection by assimilating the Muses to the

Mimallones, Macedonian Bacchants who received their name due to their imitation of

297 Gigli Piccardi 2014: 403.
298 Hershkowitz 1998: 63.
29 Hershkowitz 1998: 63.



129

men (cf., e.g. Polyaenus 4.1.1). The narrator then asks them to grant him the Bacchic
symbols necessary to transform him into a Dionysiac narrator, including the fennel

(vapBnka, Dion. 1.11) and the thyrsus (Bupcov, 12).

3.2 Bacchants

For the Neoplatonists, Bacchic frenzy was a state of perfection of the human soul. The
fallen human soul, they believed, was characterised by multiplicity and therefore
incapable of contemplating the perfect and unified noetic entities, otherwise known as
the Forms.3% In order to contemplate the Intelligible world at the level of Intellect, the
soul must therefore purify itself of this multiplicity and strive to become as unified as
possible. According to the Neoplatonists, this perfect state of unity in the human soul is
brought about through Bacchic madness, and its mythical counterpart is Dionysus.30!
The soul that achieves this state of unity is called a ‘Bacchant,’ following Plato’s Phaedo

69c-d39Z;

So it actually seems that those people who established the rites for us are no ordinary
people, but in reality have long been setting a riddle when they say that whoever comes
to Hades without initiation and the rites will lie in filth, whereas someone who arrives
there purified and initiated will dwell with gods. For in fact, as those involved in the rites
put it, “many carry the thyrsus, but few are Bacchants.” The latter, in my opinion, are

none other than those who have pursued philosophy correctly.30

The Phaedo was a popular dialogue in Late Antiquity. We know of firmly attested but

non-extant commentaries on the dialogue as a whole, or on parts thereof, by Porphyry,

300 yan den Berg 2001: 219.

301 yan den Berg 2001: 219; Gigli Piccardi 2014: 406.

302 plato Phaedo 69c-d: Kal KLWEUVEVOUGL Kai ot TAC TEAETAC fHiv oUTOL Kataotoavtes o dadAol Tvec
glva, AANG Td BvtL Ao aivitteoBot 8Tl 8¢ Av ALUNTOC Kot AtéAeotoc eic’AtSou ddikntal év BopPopw
keloetal, 0 6€ KekaBoPUEVOG TE Kal TETEAECUEVOG EKETOE ADLKOUEVOC LETA BV oLk OEL. giolv yap 61,
(¢ paoty ol mept TaC TEAeTAC, ‘vapOnkodopot pév ool Baxyot 8¢ te madpot:’ ovtol 8 elotv KaTd THY
£unv 86€av oLk Aol f ol medhocodnkoTeg 6pOBRC.

303 Transl. in Sedley & Long 2011: 56, with minor changes
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lamblichus, Paterius, Plutarch of Athens, Syrianus, and Proclus.3%* Two commentaries
survive from Damascius and Olympiodorus. Socrates’ exegesis of the term ‘Bacchants’
as ‘true philosophers’ is also frequently referenced by later Platonists. Proclus hails his
teacher Syrianus as a Bacchant akin to Plato who was filled with divine truth (0 T®
MAGTWVL péEV cupBakxevoag we AANBOC Kal OHEOTIOC KaTaoTAc Tfic Oslag aAnbeiag, In
Parm. 618), and Proclus is lauded as a Bacchant in turn by his pupil Marinus (Vita Procli

22):

Provided with such kind of virtues without effort, and with a steady stride making
constant progress in following the order of the degrees of mystic initiation, he achieved
greater and higher virtues, as if being guided by the hand by his nature and a scientific
method. He had already been purified from and risen above the world of genesis and
looked down on those upon it who carry the thyrsus (vapBnkoddpwv), and he
intoxicated himself (¢Bakyxevue) concerning the first entities. So he had himself achieved
seeing directly the really beatific visions from beyond, establishing his assured science
not on apodictic and discursive syllogisms, but on what he could contemplate with his
eyes, on the intuitions of intellectual activity, on the models contained within divine
reason. So he acquired this virtue whose true and proper name is not intelligence, but

rather wisdom, sophia, or any other if possible more reverend name.3®

The Neoplatonists in particular used Phaedo 69c-d as a source for their allegorical
exegeses of the murder and dismemberment of Dionysus by the Titans. The god’s
physical dismemberment becomes symbolic of the descent into multiplicity and the

generation of the material world, and his later rebirth a symbol of the salvific return to

unity.3% As discussed in Chapter 1, although the Dionysiaca’s Zagreus episode preserves

304 Gertz 2011: 4-5.

305 Marinus Vita Procli 22: "Ex 8¢ tfi¢ Tolautng iSéac thv dpet®v GAUTIWE Kail enviwg kal olovel katd
BaBuov Tva TEAECTIKOV MTPOKOMTWY, £l TAC peiloug kal UTEP TauTag avétpexe, duUoeL te S€Ld Kal
Aywyf &motnUovikii modnyetoluevog. oN yap KekaBapUEVog Kal ThG yevEoEWG UMEPAVEXWY Kol TV
€v a0t vopBnkodpopwv Umepop®v, tepl TA MPDTA EBAKYEVE KAl AUTOMTNG £yiveTo TMV €KET pakapiwy
OVIWG BeOATWY, OUKETL PEV SLECOSIKDG Kal AMOSEIKTIKWC oUANOYL{OUEVOC aUTMY TNV EMLOTAUNY,
worep 6¢ 6YeL, amhalg émBolalc Talg <te> voepalis évepyeialg Bewpevog T v T@ Belw v
napadeiypota Kai apetnVv npocAappavwy, v oUKET av TIc GpovnaoLY Kupiwg émovopdosley, codiav
8¢ paAov mpooepel A Kal Tva oepvoTépay TAUTNG EMWVULLAV.

306 pamascius references Porphyry’s assertion that creation can be divided into the divisible and
indivisible, which are governed by Dionysus and Zeus respectively. To each god, there is a set of
subordinate deities: the Olympians under Zeus, and the Titans under Dionysus (Dam. In Phd. 1.3).
Damascius, however, disagrees with Porphyry by referencing the myth of Dionysus’” murder, stating that



131

many of the features of the myth, Dionysus’ restitution and return to unity is not present

and only alluded to.

These Neoplatonic texts offer us a glimpse at an exegetical praxis that would
have been extremely familiar to Nonnus’ readers. Of course, it would be inconceivable
to compose a poem about Dionysus without referencing the Bacchants as part of
Dionysus’ thiasos, and Nonnus does on occasion present them as if divinely inspired or

even possessed by the god, for example, at 29.276-81:

&AM’ Ote Baoooapibwv 66uvag mpnivato tExvn
Bupoopavng Alévuoog, Epdpvato pellove xapun.

Kol TG APEPOIVOOLO KATACXETOG GAUATL AUOONG
Baooapiglvdov Gpna PeTEoTXE BULAC VU w,

auodt o€, AUSLe daiuov: amo mAokdapolo 6€ Bakxng (280)

adAey£og oehaylle kat’ alyxévog autopatov nip.

But after he had soothed the pains of the Bassarids by his art,
thyrsus-mad Dionysus fought with still greater fury.

One wild Bassarid, possessed by the throes of sense-stealing madness
was harrying the Indians in the conflict for your honour, O Lydian god!
And from the Bacchant’s hair shone a self-kindled flame

about her neck which did not burn her.

The juxtaposition and sudden transition between Dionysus, shown here tending the
Bassarids’ wounds, and the Bacchant’s frenzy in battle suggests divine inspiration and
the direct possession of the Bacchants by Dionysus, as if the god himself was fighting

through them.3®” The Bacchant fights in an altered state of consciousness

no manifold opposes or destroys its own governing monad. Dionysus, therefore, must possess both a
divisible and indivisible nature, whereby he is indivisible while upon the throne of Zeus, and divisible
when proceeding into the multiplicity of the universe (In Phd. 1.4). According to Damascius, humanity is
created from the ashes of the Titans after their punishment for murdering and devouring Dionysus (/n
Phd. 1.2). Because humanity arises from the Titans who had recently ingested Dionysus, we partake of
both natures: when we are irrational and partake in multiplicity, we are Titanic; when we come together
and partake in unity, we become Dionysi (0tav 6¢ eic ékelvo cupBuEeY, Aldvucol yvoueba
TeTeEAELWHEVOL ATeXV@C, In Phd. 1.9). The anthropogonic elements in Damascius’ version are
controversial. See Edmonds 1999.

307 Geisz 2018: 241.
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(&pepaowvoolo ... Aboonc), suggesting that her mind has been taken over by Dionysus.
The motif of the flaming hair has a long epic pedigree dating back to the /liad, where
Athena creates a flame that burns on Diomedes’ helmet and shield as a physical

manifestation of the strength bestowed upon him by the goddess (/l. 5.4-8):3%8

O0l€ ol €k kKOPUBOG T Kal Aomidog akapatov nip
aotép’ dnwpPLV@® évaliykiov, 0¢ Te HaALoTa
Aapumpov napdaivnot Asdoupévocg wkeavolo:
ToloV ol mip Salev Amo KPATOC Te Kol WHWY,

Wpoe 8¢ PV Katd péooov 60t AEIoTOL KAOVEOVTO.

She made tireless fire blaze from his shield and helmet

like that star of the waning summer who beyond all stars

rises bathed in the ocean stream to glitter in brilliance.3%

Such was the fire she made blaze from his head and his shoulders

and urged him into the middle fighting, where most were struggling.

An allegorical exegesis of this passage is attested in the anonymous Peri Apiston, a
rationalising text from the 5™ century CE or later that likely recycled earlier material.31°
According to the author, the flames on Diomedes’ shield and helmet are symbols of

intellectual inspiration (PA 20):

What is that incessant fire which could flash from the weapons of Diomedes? Athena is
traditionally known as the ‘light-bringer’ and she is the patron of intellectual activity and
true wisdom. She lit a fire in Diomedes’ soul, and took away the mist, that is to say, his

ignorance in the presence of which the soul is blind.3!

By characterising his blazing Bacchant as mad, Nonnus appears to be ‘updating’ a
prototypical Homeric scene with elements drawn from a Late Antique perspective on
divine inspiration, based perhaps on a similar allegorical reading of the passage.

Although Diomedes is perhaps the earliest model for the inspired Bacchant, there are

308 Geisz 2018: 241.

309 |dentified as Sirius, the dog-star in the scholia. The same comparison is made twice of Achilles at //.
22.25-32 and 316-21.

310 0gden 2017: 129.

311 Transl. Hawes 2014: 247.
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notable divergences between the lliad and the Dionysiaca in character, context, and
agency. Firstly, the recipient of inspiration in the Dionysiaca is not a named hero like
Diomedes, but an anonymous member of the god’s thiasos. Secondly, while Diomedes’
is the recipient of might and courage from Athena (uévog kat 8dpoog, /. 5.2), the focus
of the Dionysiaca passage is primarily on the Bacchant’s madness as altered state of

consciousness.

Furthermore, in the lliad, the verb 6aie€ (‘she kindled’) signifies Athena’s agency
behind the fire. In the Dionysiaca, however, the fire is the subject of the sentence, and
it is abtopatov (‘self-kindling’), therefore autonomous and self-fulfilling.3'> The flame’s
miraculous nature, however, is not only due to its spontaneity, but its capacity to shine
(oehaywe) without burning the Bacchant’s neck (&dAeyog... kat’ avxévog). This
‘unburning’ quality was particularly associated with celestial fire.3!3 The fire must
logically possess an ‘unburning’ quality even in Homer, or else we would expect
Diomedes to be alarmed and in some discomfort. The fact that Nonnus explicitly states
several times that the fire is ddAeyng, when this would have been logically inferred by
his readers based on context and their awareness of Homer, suggests that he is

consciously invoking one of the qualities of celestial fire in this passage.

Nonnus uses the same expression in an almost identical verbal and thematic
context at Dion. 43.356-7 to describe a Bacchant’s hair during the battle between
Dionysus and Poseidon (&mo mAokapoto 6& voudng / dbAeyéog oelayile kat adxEvog
avtopatov tip). Here, the influence of Dionysus is not as clearly indicated as at 29.276-
81, but an apostrophe preceded by audt oe (‘for your sake’ or ‘around you’) seems to
underline either the closeness of the relationship between Dionysus and his Bacchants,

or their spatial proximity, locating Dionysus at the heart of the Bacchants’ activities.3!4

Significantly, in both instances, it is not the flame itself which is un-burning
(ddAeyncg), but the Bacchant’s neck. lamblichus offers a possible explanation for this

resistance to injury at DM 3.4. In this section, lamblichus argues that those who are truly

312 The use of abtopATOC, in conjunction with Nonnus’ extensive use of alto-compounds, contributes to
the Dionysiaca’s self-generating, parthenogenic world. See Newbold 1993: 90.

313 philoponus, Contra Aristotelem fr.3.52 = Simplicius De Caelo 81.7-9.

314 Geisz 2018: 241-2.
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possessed by the gods are not conscious of themselves in the sense of using personal
knowledge or experience (DM 3.4, 109.1-110.3).31> As evidence, lamblichus lists a series
of signs that demonstrate that those who are divinely inspired do not utilise normal
human sensation or consciousness, which includes anaesthesia and resistance to injury.
In particular, many people experiencing possession remain unburnt on account of their
divine inspiration, even when subjected to fire (110.4-9). These correspondences

between lamblichus and Nonnus suggest a shared understanding of divine inspiration.

3.3 The Madness of the Muses

The madness bestowed by the Muses upon poets receives its earliest detailed
explanation in Plato’s delineation of the different forms of mania: ‘Third comes the
possession and the madness of the Muses. This madness falls on a soft and pure soul
(amaAnv kat aBatov Puxny, lit. soft and untrodden), wakes it up and brings it to ecstasy
(ékBakyevouoa) under the influence of songs and other poetry, teaches posterity by
ordering (koopoloa) the innumerable deeds of the ancients’ (Phdr. 245a).3%
Commenting on this passage, Hermias argues that the softness of the poet’s soul
indicates an impressionable quality receptive to inspiration by the Muses, in contrast to
sober and therefore hard souls (cf. Hermias In Phdr. 103).3 Proclus elaborates that such
souls are unreceptive to divine illumination, and filled with a reasoning that is ever-

shifting and divorced from the divine (Procl. In Remp. 1.181.7-12).

Plato’s catalogue and stratification of the four forms of divine mania (the
prophetic mania of Apollo, the telestic or initiatory of Dionysus, the poetic of the Muses,
and the erotic of Aphrodite) was not understood as a strict polychotomy. Hermias says
that Plato’s use of ékBakyxebouvoa in reference to poetic mania ‘should not concern us

on the ground that it is a Dionysiac word. After all, the [various] kinds of inspiration are

315 Addey 2016: 218.

316 plato Phdr. 245a: Tpitn 8¢ &d Mouo®v katokwyh Te kal pavia, Aapodoa amalfv kat &Batov Yuxryv,
€yeipouoa kat ékBakxelouoa Katd Te WOAG Kal Katd THV GAANV toinoLy, pupia tOv maAal®v épya
KoopoUoa Toug EmLyLyVOUEVOUG TaLSeVEL:

317 Ljer 2019: 51.
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interlinked’ (érutAékovtay, Hermias In Phdr. 103).3'8 Indeed, Hermias suggests that Plato
intended for each level of mania to be arranged hierarchically, where each level
depends in some way on an emanation from the level immediately above it (Herm. In

Phdr. 103):

One might also say that he wants the kinds of inspiration to depend on one another,
telestic on mantic, Muse-engendered on telestic, [and so on] and hence uses terms that
are appropriate to the higher kinds [of inspiration] of those [coming] next [before
them]. Hence in the case of telestic he said: madness appearing amongst them and
speaking prophetically (244D7) (speaking prophetically is actually a term proper to
mantic). And, again, in the case of the Muse-engendered [madness] he said stimulating
to Bacchic frenzy, which is proper to telestic. He wants the [different] kinds of
inspiration to be interconnected in this way. And he will [moreover] state explicitly in

what follows (265B2-3) that telestic is the gift of Dionysus.3%°

A comparable cross-pollination occurs in Euripides, where the prophetic powers of
Apollo’s priestesses are seemingly transferred to the maenads (Bacch. 298-9). A
reciprocal relationship can also occur with the transfer of maenadic behaviour from
Dionysus’ worshippers to Apollo’s prophetic priestesses to characterise the ecstatic

nature of Apollo’s mantic inspiration (Eur. Tro. 307, 468; Hec. 676; EIl. 1032).32°

Like other forms of madness, poets must be touched by poetic mania because
art or skill (téxvn) alone is insufficient. As Socrates says, ‘he who approaches the gates
of the poetic arts without the mania of the Muses, and has been persuaded that he will
be a sufficient poet from skill, is uninitiated, and both he himself and his poetry of the
sound mind are overshadowed by that of the mad’ (Plat. Phdr. 245a). Poetry composed
under the inspiratory mania of the Muses corresponds to the highest form of poetry
described by Proclus in his sixth essay on Plato’s Republic. According to Proclus, the
three types of poetry relate to the three Forms of Life ({wati) or Conditions (£€gic) of the

human soul. The highest form of poetry is that which is “full of divine goods,” and

318 Transl. Baltzly & Share 2018: 150.

319 Transl. Baltzly & Share 2018: 150. Cf. also Plato lon 533e-534a and Laws 3.700d-e where Socrates
equates poetic inspiration with of Dionysiac ecstasy experienced by Corybantes and Bacchic
worshippers.

320 Hershkowitz 1998: 41.
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‘establishes the soul in the very causes of being.’ It ‘produces one divine bond between
that which is participated and that which participates ... establishing the lesser part as a
whole in the power of the greater.” It is a ‘madness greater than self-control’ (In Remp.

1.178.10-25).31

Such a madness could also have an initiatory effect on the listener or reader.
Plato’s lon, as a rhapsode and student of Homeric poetry, is said to also partake in divine
madness (542a-b).322 In fact, the poet seems to stand in a chain of universal sympathy
that proceeds from the Muses. Proclus writes: ‘[Plato] says that inspired poetry is
established simply as an intermediary of the divine cause, which he has called the Muse
... So he has placed the madness of the poets as an intermediary, between this very first
principle of the movements of divine inspiration and the last echoes of that inspiration
seen among the rhapsodes by [universal] sympathy. This madness is moved and moves
othersin turn’ (In Remp. 1.184.25-185.4). Texts by inspired philosophers like Plato were
supposed to evoke the same Bacchic frenzy in the souls of their readers (e.g. Procl.
Theol. Plat. 1.1, p.6, 23-p.8, 15).322 Hence, Proclus does not restrict the domain of the
Muses to merely poetry; they can also inspire authors and students of different sorts of

holy texts with Bacchic frenzy.3?*

It is perhaps unsurprising, then, that scholars have likened the experience of
reading the Dionysiaca to a ritual initiation. Shorrock writes: ‘the only way ... to read the
Dionysiaca is to become a Dionysiac reader. One must therefore allow oneself to be
initiated into the mysteries of the Dionysiaca.’®?®> The interpretation of poetry was
transformed in the mind of Proclus from a literary and poetic experience to a mystical
one, in which myths are symbols of hidden truth, and the exegetical journey through

the interpretation of poetry is perceived as initiation into the mysteries.32°

In Dionysiaca’s second proem, in Book 25, the narrator describes the

personification of Thebes dancing around him, for whom he will ‘mix a song’ (kepdow

321 Transl. Baltzly, Finamore & Miles 2018: 290.

322 yyan den Berg 2001: 219.

323 yvan den Berg 2001: 220.

324 yan den Berg 2001: 223.

325 Shorrock 2001: 212. See also Franchi 2016: 259
326 Gigli Piccardi 2014: 405.
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HéNog, 25.11). Thebes dances around the narrator in a frenzy (BakyxeuBeioa mepltpEXeL,
12), granting the narrator pride of place as the central figure and leader of the dance,
and assimilating him further to his divine patron. Just as Dionysus was believed to lead
his followers in ecstatic dance, bringing them into a state of perfection, the narrator
strives to attain an analogous status through mimesis. It is worth recalling Proclus’
description of Bacchic frenzy as ‘a divinely inspired movement and an indefatigable
dance around the divine, which perfects those who are possessed’ (f 8¢ Boakxeia
Kivnolg €vBeog Kal xopeia mepl tO Belov ATPUTOG, TEAEGLOUPYOC TWV KATEXOUEVWY, In
Remp. 1.181.26-7), and allows for the inspired to contemplate the Intelligibles at the
level of Intellect.3?” The Dionysiaca’s second proem signals the type of poetry the

Dionysiaca aspires to be.

34 Nonnus’ Proems: A Tale of Two Prologues

Furley and Bremer, discussing the genre of the hymn, suggest that by following the
example set by their patron god, a narrator can begin to identify with the god they are

praising:

It is not simply that the gods (...) provide a divine precedent for human celebrations in
their honour; an additional aspect to be considered is that humans, in performing
worship which they believe imitative of a divine precedent, feel subsumed into divine
company for the brief span of their celebration. This is the purpose of the various
aspects of mimesis in religious ceremonial (...); the congregation sing the words which
they trust will fall on receptive ears: the god’s name, pedigree, areas of power and

heroic deeds.3?8

Even in the genre of epic, the Dionysiaca can be seen on one level as a hymn to Dionysus,
in the same way that Apollonius’ Argonautica is a hymn to Apollo.3?° As Camille Geisz

has demonstrated, the Dionysiaca’s narrator self-consciously and innovatively

transforms himself into a character of his own epic, becoming one of the followers of

327 Van den Berg 2001: 219.
328 Fyrley & Bremer 2001: 16.
329 Albis 1996; Cuypers 2004; Morrison 2007.
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the gods whom he will hymn.33° Throughout his first prologue, the narrator directs a
variety of imperatives at the Muses: a§até pot, twvaate (1.11), 6éte (12) and otnoate
pot (14), establishing the persona of a narrator-worshipper.33! He asks the Muses for
Bacchic regalia: the fennel (vapOnka) and the thyrsus (Bupoov). For Geisz, these

elements mark the narrator’s transformation into a member of Dionysus’ thiasos.33?

In lines 34-8 of the proem, after invoking Proteus, Nonnus rejects the heavy-
smelling seal skin of Menelaus in favour of a dappled fawn skin (veBpig mowIAOvwTOG)
that instead smells of Maronian nectar, and embodies the quality of mowkiAia, the
Dionysiaca’s programmatic principle. While the Homeric seal-skin serves as an ad hoc
disguise for Menelaus to infiltrate Proteus’ herd, the fawn-skin cloak fulfils an analogous
purpose for the narrator, allowing him to infiltrate the followers of Dionysus and
approach the god unobserved, successfully accomplishing what Euripides’ Pentheus
tried and failed to do. Unlike Pentheus, however, the narrator’s impulse is not solely
voyeuristic, as Nonnus successfully assimilates himself into the god’s thiasos. The veBpic
from the prologue also recurs several times throughout the Dionysiaca as a ritual

garment associated with Dionysus’ relatives, companions, or favourites.333

The veBplc also interfaces with the Dionysiaca’s cosmological imagery. Dappled
and spotted clothing symbolises the heavenly cosmos, and could represent poetic
staging grounds for cosmological allegory. The fawnskin gifted by the Muses to the
narrator mirrors the starry cloak gifted to Dionysus by Herakles Astrochiton, which
symbolises divine investiture and prefigures his ascension to the heavens.334 These two
robes create a further syncrisis between poet and subject. Parallels can be seen in the
dressing of Phaethon by Helios (38.291-300), and the punitive metamorphosis of
Actaeon into a dappled fawn (5.325-67) that simultaneously depict divine investiture
but also presage punishment for transgression. Both the narrator and the god are
destined for ascension and immortality, but must beware of overreaching or indulging

in the transgressive voyeurism of Actaeon and Pentheus.

330 Geisz 2018: 247.

31 Geisz 2018: 247.

332 Geisz 2018: 247.

333 paschalis 2014: 107.

334 Gigli Piccardi 2016: 428.
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At first glance, it might seem unusual that the poem’s narrator never explicitly
conceptualises his connection with his god in terms of Bacchic frenzy or inspired union.
The narrator’s imperatives addressed to the Bacchic Muses in his proem seek to endow
him with the trappings and iconographic symbols of Dionysus, but as Geisz argues, the
narrator remains independent and largely self-reliant, eschewing any need for ecstatic
union.33> Comparisons with the ecstatic poetry of Statius or the Neoplatonically-
inflected poetry of John of Gaza provide clear points of contrast.?3® The self-described
and conceptualised experience of the Dionysiaca’s narrator appears far more sober by
comparison. In this, however, the narrator seems to further emulate his patron god. In
Book 12, Rhea, the mother of the gods, gifts Dionysus with an amethyst, the stone that
was believed to inoculate against drunkenness. It allows Dionysus to share his gift of

wine with his worshippers while he himself resists its intoxicating effects.

The narrator continues to navigate and conceptualise his relationship to his god
in Dionysiaca’s second proem at the opening of Book 25, which opens with another
invocation to the Muse. There is also a lengthy section comparing the achievements of
Dionysus to other demigod sons of Zeus (25.27-252): Perseus, Minos, and Herakles. As
shown by Shorrock, this section ‘exploits and advances the narratives of auctor and
actor,’ as the literary syncrisis comparing Dionysus with other heroes ‘blurs into a poetic
syncrisis between Nonnus and Homer.”*3” The narrator declares ‘I will set up the toils
and sweat of Dionysus in rivalry with both new and old,’ and this rivalry appears to refer

to competing poets as well as heroes.338

In addition to this literary syncrisis, the narrator uses the second proem to lay
out the inspiration necessary for composing a narrative of war. The Muse is asked to
fight instead of sing, transposing the traditional image of the goddess into a new,

Dionysiac context.33° The narrator also must seek help from Homer, as Greek literature’s

335 Geisz 2018: chapter 3.

338 Gigli Piccardi 2014.

337 Shorrock 2001: 172. Nonnus declares that he will not compare Dionysus to Achilles, or Deriades to
Hector (25.255-6), a claim that Shorrock rightly finds disingenuous given that the Dionysiaca itself
sometimes explicitly demands that we make such comparisons, e.g. at 22.385-9, where Aeacus’ fight
beside the river Hydaspes is called a precursor to Achilles’ battle against the Scamander in the /liad.
338 Shorrock 2001: 172, n.214.

339 Although Geisz 2018: 251 suggests that the Muse of Book 25 does not undergo any transformation
into a Bacchant, such as occurs in Book 1, the martial imagery and the Muse’s wielding of a Bacchic
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most famous poet of war. Although at times the narrator levies direct criticism at
Homer,3*0 the narrator also appeals to him directly for inspiration (253), asking him,
‘breathe into me your inspired breath’ (mvelicov €uol tedv GoBua Bedooutov, 261). This
apostrophe co-opts the pneumatic concept of inspiration and supplants the Muses in
their traditional role with Homer. The dynamics of inspiration are re-contextualised.
Where before, poets in the Homeric mode appealed to the Muses for aid in recalling
details about their story, the Nonnian narrator appeals to Homer for form rather than
content: ‘I need your ability to compose epic well’ (Upetépng yap dsbopal eveming, 262-

3).

The narrator’s syncrisis and appeal to Homer perfectly encapsulate the shifting
duality of their relationship, which oscillates between emulation, admiration and rivalry.
To this end, the narrator fosters a paradigm of father and son between himself and
Homer, and the dynamics of their relationship are equally applicable to the father-son
relationship at the heart of the poem: that of Zeus and Dionysus. The vocabulary of
inspiration used here also has a clear point of correspondence with the first proem. In
the second line of the Dionysiaca, the narrator describes the ‘breath of the thunderbolt’
(6oBpa kepavvol) that destroys Semele. Shorrock identifies this line as ‘an ironic (and
fatal) contrast to the positive inspiration that appears to emanate from Homer and

Dionysus.’3%

As Geisz demonstrates, the narrator temporarily assumes a role within his
narrative, becoming an active character: he interacts with other characters, and he and
Homer shall fight alongside Dionysus and Zeus in the war against the Indians.3*? The
narrator also lists the ritual implements and symbols that are required for the
inspiration to continue the narrative, paralleling the Dionysiac ritual regalia bestowed
to the narrator in the first proem: the ‘intelligent thyrsus’ of the Muse (éudppovi BUpow,

25.1), and father Homer’s ‘inspired spear and shield’ (Epumvoov €yxog €xovta kai domida

thyrsus are, | believe, enough to contrast the Muse with the Bacchants and Bassarids who fight in
Dionysus’ army.

340 o, g. Nonnus’ statement that ‘your Muse should have sung of so great and might a struggle, how
Bacchus brought low the Giants,” at Dion 25.257-8.

341 Shorrock 2018: 83.

342 Geisz 2018: 251.
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notpog ‘Opfpou, 265).343 The same weapon appears again 5 lines later as the ‘noeric
spear’ (voep® Sopl, 270). This spear and the Muse’s thyrsus bookend the second proem,
framing its programmatic material in which the narrator celebrates the supremacy of
his patron god and epic subject matter, and creates his syncrisis between himself and

his literary father.

The use of €udpwv and voepdg are, arguably, charged with philosophical
significance. As Lightfoot observes, both the Dionysiaca and the Paraphrase place ‘a
high premium on the notion of inspiration, which is connected with a rich vocabulary,
partly neo-Platonic in inspiration, for sentience, inspiritedness, and animation (Epdpwv,
éxédbpwy, vorjuwv, voepdc).’*** In the Dionysiaca, these terms tend to appear
paradoxical, either referring to animals endowed with rational intelligence (e.g. Dion.
3.174, 7.124), or humans subjected to transformations into animal forms (e.g. Actaeon
at 5.333, 414, 418; Callisto at 36.72). They can also be used to endow inanimate objects

with seemingly human intelligence (25.1, 270).

The inclusion of €udpwv and voepodg at such a critical juncture in the poem and
their placement framing the proem suggests a strategic function.3*® The thyrsus belongs
to the Bacchic Muse; the spear to Homer. Both figures are associated with poetry, and
within the Dionysiaca, appear capable of bestowing divine inspiration upon the
narrator. The term voepog appears frequently in Orphic and Neoplatonic writings,
where the noeric and noetic realms constitute the lower and higher parts respectively
of the World Mind, the realm of the Intelligible Forms.3*¢ Noepd¢ has a similar use in the
Paraphrase, where it frequently refers to the thought or intellective activity of God and

the Holy Spirit.3*” Although Vian argues that this philosophical meaning is absent in the

343 Homer is explicitly referenced previously in the proem and at 13.50-1, where he is invoked to help
recall the catalogues of Dionysus’ army, and to tell the tale of the Indian campaign. For more on the
relationship between Homer and Nonnus as conceptualised within the Dionysiaca, see Shorrock 2001:
170-2.

344 Lightfoot 2018: 141; Caprara 2005: 182-3, and 198-9 on Par. 4.67 (voepdg), 252 on Par. 4.150
(vonuwv), 262 on Par. 4.166 £xédpwv).

345 contra Vian 1990: 254, who argues that €udpwv and voepdc are used paradoxically, or
anthropomorphically.

346 Uzdavinys 2004: 302. At the noetic level, the Forms exist in a state of mutual interpenetration
(kowwvia). At the noeric, the Forms retain their eternal and universal nature, but operate at an
intermediary level where they are articulated into distinct archetypes, namely, the traditional gods.
347 Vian 1990: 254.



142

Dionysiaca,*® the collocation of éudpwv and voepdg with a proem that emphasises and

explores the role of inspiration is no coincidence.

The use of instruments like Nonnus’ ‘intelligent thyrsus’ and ‘noeric spear’ as
aids or vehicles of divine inspiration has a poetic antecedent in Hesiod’s laurel sceptre,
which is given to him by the Muses (okfmttpov ... 8advng, Theog. 30).3* Yet, it also has
parallels with Neoplatonic theurgical beliefs.3>° Theurgy was often performed with the
use of symbols (cUvBnua/cUpBorov).3>! Symbols are divine, and are sown throughout
the universe by the Paternal Demiurge. They represent the seeds of the gods, and
therefore have an ontological link with the divine through divine love (philia) or
sympathy (sympatheia). In lamblichus’ discussion on the Oracle of Didyma, he records
that the priestess would give oracles by sitting on an axle, or dipping her feet into the
spring water or inhaling its vapours, or by holding a staff which had been given by the
god (De Myst. 3.11, 127.4-9). These ritual preparations were meant to enhance the
receptivity of the prophetess’ soul and prepare her to act as a receptacle in receiving
the god ‘from without.”3>? The use of the axle is apparently without parallel, except in
Nonnus, who attributes its use to the oracle at Delphi (Dion. 2.697, 4.290, 7.72, and
27.252).3>3 Nonnus, then, was very likely aware of this passage, or a similarly esoteric

source on divination and inspiration.

The ‘intelligent thyrsus’ and the ‘noeric spear,” although figurative, appear to
symbolise either divine inspiration themselves, or increase the receptivity of the
narrator’s soul, much like the axle or staff from the Oracle at Didyma, or the symbols
used by theurgists. The conferral of ritual instruments also mirrors the narrator’s
request for Dionysiac regalia and musical instruments in the first proem. He bids the
Muses to ‘rattle the cymbals’ (tiva€ate kUpBala, 1.11), and asks them to give him the

tambourine (e0wd pot §6te pomtpa). Both instruments were associated with Dionysiac

348 VVian 1990: 254.

349 Crowther 1979: 2.

350 Theurgy (meaning ‘divine action’) refers to a set of ritual practices which was meant to aid in
contemplation of the Intelligible realm and enable anagogic ascent, bringing devotees into union with
the divine.

351 The basis and potential origin for this idea appears in the Chaldean Oracles, where it is said ‘the
Intellect of the Father has sown symbols (cUuBoAa) into the cosmos’ (fr. 108.1).

%2 Addey 2016: 257.

33 Lightfoot 2016: 630.
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cult, and were said by lamblichus to induce a state of receptivity in the human soul,

therefore enabling divine possession.3>*

3.5 Theurgy and the Lydian Priest

The second proem does not develop its dynamics of inspiration in a vacuum, nor does
it merely pick up the torch from the poem’s opening lines. Perhaps the most striking
example of divinely inspired voice comes from Book 13, in the form of a digression
within the Dionysiaca’s catalogue of the mortals that come to join Dionysus’ campaign

against the Indians (13.474-498):

Kal STATAAWY KEKOPUOTO TIOAUC 0TPATOC, NXL TUPWEDC
Bepuov avapAUiwy nuplBaAnéog dcbua kepauvol 475
£dAeye yeltova xWpov, asAARevTL 6€ Kamvy

aiBopévou Tudivog Etedppwbnoav €pinvalt,

YULOBOpw omvOipL LOpALVOUEVWY KEPAAAWV:

AAAQ ALog Audolo Buwdea vnov édcoog

apntnp doidnpog éudapvato KEvtopl uubw, 480

LUBw akovTloTiipl, Kol oU TUNTHpL oL6NRpw,

vYAwoon épnTtuwv melBrviov uidov apoupng,

€yxog éxwv otopa Bolpov, £nog idog, donida pwvny,

TtoUTO Bg0oKANTW TTPOXEWV EMOC AVOEPERDVL:

,O0TNOL, TdAav”: dAoyoelg &€ Myag LTO PUoTLSL TEXVN 485
Aappayeoc pubolo cod® otnpileto deou®

avépa Selpaivwv kekopuBuévov Eudpovi Adyyn,

yulomédnv aoidnpov &xwv nmovntopt LUbw:

0U6& TOOOV TPOUEEOKEV OLOTEUTIipO KEPAUVOT

aivoylyag moAunnyug, 6oov pnénvopa puotnv 490
yAwaoon élotevovta AdAov BEAOC, Eixe 6€ KAUVWY

EAKea pwVNEeVTA TTEMAPUEVOC OEEL LUBW:

Kol TTUPOG EAKOG EXWV, TETOPNUEVOG EYXEL Bepu®),

GAM\w BepuoTépw voep® Ttupl kapve Tudpwelg,

354 Addey 2016: 222.
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Kol 0TATOV ACTUDEALKTOV €veppllwoEev Avaykn 495
Tapaoov gxldvhevia nennyota untépt rain,
oUTNOElG AXAPAKTOV AVOLUAKTW SEPAC aiUi.

QAAQ TA LEV TIPOTEPOLOLY €V AVEPACLY YOYEV aiwv.

Also a great army came armed from Stataloi, where Typhon

spouting the hot breath of the fiery thunderbolt 475
was once burning the neighbouring country, and as Typhon

blazed amidst clouds of smoke, the mountains were burnt to ashes,

while his heads melted in the limb-devouring flame.

But the priest of Lydian Zeus left the fragrant temple

redolent of incense, without steel, fought with barbed words, 480
a word instead of a spear, no cutting steel,

and he brought the Son of Earth to obedience with his tongue.

His bold mouth was his spear, his word a sword, his voice a shield,

and this word issued forth from his inspired throat:

‘Stand, wretch!” By his mystic art, the flaming giant 485
was held by the ingenious chains of the unseen word,

and he stood in awe of a man armed with a spear of the mind,

holding steel-less fetters with his avenging word.

The terrible many-armed giant, trembled not so much at

the Archer of Thunderbolts, but at that magician, 490
a breaker of armed ranks, shooting arrows of speech from his tongue.

He was held suffering vocal wounds, pierced by sharp words.

Already with a wound from the flames, thrust through with a scorching spear
Typhon suffered another hotter, noeric flame,

his snaky feet were planted firm and unmoving 495
by force, fixed in Earth, his mother,

his unmarked body wounded by a bloodless spear.

But all these things were done in time gone by, among more ancient men.

The Lydian priest confronts Typhon using only his voice, resembling a prophet from the
Old Testament who wields God the Word. The priest leaves his temple, which is
‘fragrant,” and ‘redolent with incense,” recalling of the use of incense in Christian

churches, as well as in theurgy to make the soul more receptive to divine inspiration.
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Nonnus also employs a wide variety of terms related to divine inspiration: the words
issue from the Lydian priest’s ‘inspired throat’ (BgokAftw mpoxEwv £mog avBepevy,
484). The adjective B6kAntog is a Nonnian creation, meaning literally ‘speaking with
the voice of the god,” and carries the sense of invitation or invocation of the gods.3>>
Typhon is held fast by the priest’s ‘mystic art’ (LOoTSL téxvn, 485), and fears the priest
who is an ‘initiate who breaks through armed ranks’ (pnénvopa pootnv, 490) evoking
the idea that the priest has been initiated into the higher mysteries, and that such an
initiate has been granted great power. The power of the priest’s inspired voice is more
fearful to Typhon than even Zeus and his thunderbolts (489-91). Typhon, impaled with
a red-hot spear, is in the end cut down, not by material thunderbolts, but by ‘noeric fire’

(voep® mupt, 494).

lamblichus associates noeric fire with Helios, the greatest theurgic cuvbnua,
because the sun symbolises the One. Noeric fire also appears in Proclus, and the
Neoplatonists appear to have borrowed the concept from the Chaldean Oracles (frr. 3.2,
37.4, 39.4, 81.1), where it is the ultimate essence of the Chaldean Supreme Being.3>®
The Chaldean Oracles were themselves inspired texts, and the product of theurgic
rituals. Their influence upon Nonnus has been noted by numerous scholars, and they
offered a rich corpus of spiritualising language to draw upon.?®” Chald. Or. fr. 81 is

particularly noteworthy, as it attests to the compulsive power of the noeric fire:3°8

Tolg 6& mupo¢ voepol voePOIg mpnatiipolv amavto

elkaBe Soulevovta matpodg neldnvidt BouAd.

All things yield to the intellectual lightning-bolts of

the intellectual Fire, serving the persuasive will of the Father.3*®

355 ypsilanti & Franco 2018: 170 n21: ‘The adjective is used elsewhere in the Dionysiaca to qualify the
marriage of Cadmus and the subsequent feast (Opevaioug 5.92, tpanélng 46.298), magical incantations
(émaoldaig, 22.77 and 36.345), voice (35.68), altar (Bwu®, 44.86), Bacchic dance (xopein, 47.730).

356 |n the Chaldean canon, the Father, or Supreme Being, is transcendent, and dwells in the Intelligible
realm separated from the lower Intelligibles.

357 See Gigli Piccardi 1985: 220-3; 2009; Hernandez de la Fuente 2014: 232, 248-9; Spanoudakis 2016:
618-20.

358 Majerick 1989: 173 notes that SouAeVw is used in fr. 80 in connection with the Connectors, a set of
divinities in the Chaldean system that commentators have found difficult to define. See Spanu 2020: 48.
359 Transl. Majerick 1989: 81. The intellectual, or noeric, Fire here is apparently the Father or First
Intellect in the Chaldean system. See Majerick 1989: 173 for commentary.



146

Noeric fire’s persuasive quality, that compels all things to yield, is showcased in the
Dionysiaca’s episode of the Lydian priest, who, while divinely inspired, is capable of
commanding or coercing a demon or a god through the use of his voice, acting in the
manner of a theurgist.3¢% As Vian notes, this episode has a parallel at Par. 18.34-8, where
Christ commands the Pharisees’ soldiers by the sole virtue of his voice.3®! Noeric fire
was also capable of purifying the soul, suggesting that the Dionysiaca’s Lydian priest had
undergone some form of ritual purification. The power of his inspired voice is the
product of anagogic ascent and contemplation of the transcendent world of Intellect
rather than the mundane, material world. With his ‘noeric fire,” the priest composes his
words just as the demiurge crafts the universe, imitating his patron Zeus who was often
equated with the Neoplatonic demiurge. This process of imitation reflects the

fundamental aim of theurgy: to contact and assimilate oneself to the divine.36?

The Chaldean resonance of this passage appears to undermine Vian’s assertion
that voepog is divorced of its Neoplatonic context in the Dionysiaca. Although the
Chaldean Oracles and their philosophical content are more firmly rooted in Middle
Platonism, they were frequently cited by Neoplatonic thinkers from the Imperial period
through Late Antiquity, and were considered from Porphyry to Damascius to be
authoritative revelatory texts equal in importance only to Plato’s Timaeus (cf., e.g.

Marinus Life of Proclus 32).363

The Lydian priest’s voice functions in lieu of various weapons in an extended
metaphor that invites comparison with the Dionysiaca’s second proem. His mouth is a
lance (€yxoc éxwv otopa), his words either a spear (LUBw Akovtiotiipl) or a sword
(Emog €ldog), and his voice a shield (domida pwvrv). His ‘inspired spear’
(Endpovi Aoyxn) resembles and anticipates the ‘inspired thyrsus’ wielded by the Muse
of the second proem (Eudpovt BUpow, 25.1).3%* Although these objects are figurative

(the narrator does not call upon the Muse to physically fight in the Indian war, but to

360 Gigli Piccardi 1985: 221-4.

361 VVian 1995: 247.

362 Addey 2016: 3.

363 Dodds 1947: 285-9; Majercik 1989: 2.
364 \ian 1990: 239.
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help wage the ‘poet’s war,’ i.e., compose the Dionysiaca’s war narrative), this suggests
that the Lydian priest is endowed with a power almost analogous to that of Homer and

the Muses.

These intratextual links colour our interpretation of an anonymous epigram

preserved in the Palatine Anthology (AP 9.198):

Novvog éyw' Mavog pév Eun ToALg, €v Qapin 6€

Eyxel dwvnevtL yovag funoa MNnyaviwv.

I am Nonnus, and the city of Pan is mine; but in the Pharian land

I mowed down the offspring of Giants with the spear of my voice.

The epigram’s authorship is disputed, however it appears to be an epitaphic homage,
similar to others found in the Palatine corpus.3®> Regardless of authorship, the epigram
underscores the assimilation between the power of the poet and the Muse, and offers
a tempting allusion to the Lydian priest; just as the priest of Zeus assails Typhon with
the power of his inspired voice, Nonnus lays low the Giants in his Dionysiaca, which
presents the Typhonomachy and Gigantomachy as parallel cosmic episodes that
bookend the epic. Dionysus vanquishes the Giants with his flaming torch, emulating his
father Zeus’ victory over Typhon with the thunderbolt. If the priest of Zeus overpowers
Typhon with his voice, and Nonnus achieves the same feat against the Giants, this casts

Nonnus as an inspired poet and priest of his own patron, Dionysus.

Gigli Piccardi relates Nonnus’ ‘speaking lance’ (€yxel dpwvrievtt) with the ‘noeric
spear’ of the second proem (voep® dopi, Dion. 25.270), and asserts that the image is
the same, ‘but using the adjective voepog, Nonnus seems to accentuate the incorporeal

and intellectual nature of the weapons used in his personal battle against entities that

365 According to Accorinti 2016b: 23, the epigram was ‘probably from the pen of the poet himself.’ See
also Livrea 1987: 110-13; also 1989: 32-5; contra Vian 1976: lvi-lvii, who suggests that the author of the
epigram may have been the first editor of the Dionysiaca, given its applicability as a book inscription.
The same editor would have most likely added the Perioche too. Collart 1930: 3 and Wifstrand 1933:
168 suggested that it could be attributed to a pupil of Nonnus. Writing an epitaph for a famous poet
was a common rhetorical exercise, however, and there are many such epitaphic homages in the
Palatine Anthology. There is currently no evidence to assume that this epigram was written by Nonnus
himself.
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threaten to plunge mankind into the abyss of materiality.”3®® Her comments reference
a well-attested allegory that interpreted the Giants as agents of materiality, primarily
due to their earthborn nature. This is exemplified by Proclus’ Hymn to Athena, where
the battle between Athena and the Giants symbolises how the intelligent prevails over
the irrational, and the immaterial over the material.3%” If the Pharian epigram was in fact
a rhetorical exercise, it suggests that these dimensions and connotations of Nonnus’

work were readily identifiable and intelligible by ancient readers.

A further parallel with the Lydian priest exists in the Paraphrase, with an equally
Neoplatonic resonance. There, the narrator claims that John the Baptist ‘was not himself
the noeric light, but he alone disclosed his god-inspired mouth to all’ (o0 pév kelvog €nv
voePOV ¢paog, GAN va polvov / mdow dvamntiiele Benyopov avBepeiva, 1.20-1).
These lines create an opposition between John and God; John is not himself the source
or embodiment of the noeric light, which issues forth from the Father and is incarnate
in the Son, but John is an inspired recipient of the light. In Proclus, noeric light emanates
from the Demiurgic Nous and elevates all things to it (Procl. Theol. Plat. 6.12, p.64, 23-
6), and also engenders harmony within the universe (6.12, p.68, 7-10). According to
Proclus, noeric light was also associated with Helios, the Sun (6.12, p.61, 7 and 15),
because the Demiurge himself gave the sun its light (6.12, p.57, 5-10). Helios, therefore,
‘shows and announces noeric light to all inferior beings, and fills everything with
complete truth and leads them to the Nous of the gods’ (6.12, p.64, 26). Para. 1.20-1,
then, casts John the Baptist as an inspired prophet with his mind orientated towards the
higher realities, comparable to the inspired Lydian priest of Dionysiaca 13. Van den Berg
also draws an explicit comparison between noeric light and noeric fire: ‘admittedly, light
is not fire. However, the sun emits light because it consists of fire, and it seems plausible
to assume that it is noeric fire, i.e. fire originating from the Demiurgic Nous, which emits
the noeric light.”*®® This connection further underscores the similarities between the

two priests, and how their divine inspiration is expressed.

366 Gigli Piccardi 2018: 264.
367 yan den Berg 2001: 98.
368 van Den Berg 2001: 153-4.
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3.6 Wine

The final avenue for madness and ecstatic union that this chapter shall discuss is,
perhaps, the Dionysiaca’s most striking symbol: Dionysus’ gift of wine, and its ability to
inspire ecstasy, or uncontrolled frenzy. Scholars have variously discussed the role of
wine, and its presentation in the poem appears multifaceted, and at times, inconsistent.
The use of wine in the poem as a symbol for the Dionysiaca has been most

comprehensively detailed by Shorrock:

The Dionysiaca should not merely be seen as a poem about wine, but as an equivalent
of that same substance; as such, it provides readers with an analogous experience. For
modern critics this experience has generally been negative, reminiscent of the madness
of Dionysus, where the text swirls chaotically in front of them in a blur of images and
narratives. There is, however, another version of the Dionysiac experience which leads
not to madness but to revelation: a chance to see the world (of the text) without rigid
divisions and boundaries, where Nonnus and Dionysus, Achilles and Hector, Alexander

and Christ all form part of one vast syncretistic whole.3®

It is unsurprising that Nonnus should approach his poetic composition as analogous to
wine, given the polemic between water and wine poetics common in the Hellenistic
poets. The precise details of this poetic antagonism are complex, but the cold and sober
technique of Callimachean water-drinkers was associated with lyric and elegy, while the

intoxication of the elevated wine-drinkers was associated with the ‘higher’ genres.370

Nonnus’ use of wine as a symbol, however, does more than situate himself
within generic discourse. The narrator’s investiture in the proem as a Dionysiac poet
suggests that his own role is in some way complementary or analogous to that of
Dionysus, the god of wine himself. As Shorrock demonstrates, throughout the poem,
both poetry and wine are sweet. Both are described as tricks/deceptions (§6Aot), and
capable of beguiling the mind of the recipient. Wine and poetry appear together in
sympotic environments, and they encourage dancing, erotic sentiments, and leave the

recipient thirsting for more. Tellingly, at the start of the programmatic second proem,

369 Shorrock 2001: 5. See also Toohey 1992: 223. contra Braden 1974: 873.
370 Crowther 1979; Knox 1985; Batinski 1991; Hershkowitz 1998: 64.
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Nonnus says that he will ‘mix together a song for seven-gated Thebes’ (kepdow pEAOG,

25.11), metaphorically mixing wine and song, and blurring the boundaries between

them.371

The similarities between Dionysiac song and Nonnian wine in terms of their
production and distribution are further underscored by Shorrock’s interpretation of
Book 12. Not only does Dionysus ‘invent’ or discover wine in Book 12, Nonnus ‘invents’
a new and Dionysiac approach to epic poetry. While Dionysus introduces his cult and
gift of wine to the world and progresses towards his ascent to heaven on Mount
Olympus, Nonnus pursues his own quest for literary immortality through his Dionysiac
poetics.3”2 This interplay is especially prominent in Dionysus’ programmatic description

of the relationship between the vine and the trees of the forest (12.272-84):373

AudL € 5EvSpea mAvVTA KATW VEVOVTL KOPNVW

elkeha ALOGOPEVW KUPTOUPEVOV aUXEVOL KAUTTTEL,

O tevii 6€ métnAa yépwv €kAlvato dotvie:

AudL 6& pnhein tavielg modag, dudl 6& oukij 275
Xelpag ébamlwoag Enepeideal, UPeTEPNV &€,

Suwideg wg 6éomolvav, Ehadpilovotv dTwpny,

€0TE TITOVOHEVWY TIETEAWY EMKWEET TTOAURD)

AUPUTOAWY UTIEP WHOV AvEpXEAL: AyXLPUTWV &€

aBpa moAuonepéwv Etepoxpoa GpUAAA KopULUPWY 280
ola 0¢0gV KVWOOTOVTOC EMALBUCGOUGL TTPOCWITW

aUpatlg peldopévnol katap uyovreg aftal,

AemtaAénv dte Adatplg €8nuova putida oelet,

Puxpov E® BacAijt pEpwv moLNTOV ARTNV.

All the trees around are bowing their heads down,

just as one in prayer bends the neck low.

The ancient palm tree inclines his soaring leaves,

you stretch your feet around the apple-tree, about the fig-tree

you clasp your hands and hold fast;

371 Shorrock 2001: 115.
372 Shorrock 2001: 116.
373 Shorrock 2001: 135.
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they support your fruit as slave-women their mistress,
while you climb over the shoulder of your maids

with your tendrils pushing and winding and quivering,
while the wind blows in your face the delicate
many-coloured leaves of so many neighbouring trees
with their widespread clusters, as if you slept, and they
cooled you with gentle breath. So the serving woman

waves a light fan as in duty bound, and makes a cool wind for her king.

The prominence of the apple, fig, and palm trees in this passage clearly echoes the
arboreal metapoetics that were of particular interest to Hellenistic poets. 374 The ancient
palm’s key intertext is Odysseus’ likening of Nausicaa to a young palm tree in Odyssey
6. Handmaidens are also prominent in both passages. The ancient palm, therefore, likely
symbolises Homeric poetry. The precise meaning and the allusions behind the apple and
fig trees remain obscure, although both feature prominently in the Garden of Eden,

suggesting a possible Judaeo-Christian resonance.

Nonnus’ metapoetic use of trees to reflect on the nature of his poetry displays
similarities with Horace’s Odes 1.1, where Horace exploits the connotations of three
different types of trees (palm, arbutus, and ivy) to define his own lyric persona. He
eventually rejects the palm and arbutus in favour of the ivy, which symbolises Bacchus
and the sympotic nature of Horace’s lyric. The remaining trees in Odes Book 1 are also
used to downplay other genres, or to enhance the sympotic character or stylistic ideals
of Horace’s poetry.3”> Unlike Horace, Nonnus does not reject the other trees outright.
His vine crawls over the other trees, and embraces them to provide the structure and
form that the vine otherwise lacks.3’® Nonnus’ poetry, much like its patron god,
transcends boundaries, weaving together multiple genres and subordinating them.
These genres cease to exist as discrete entities and instead pay reverence to Nonnus’
mastery over all other literary forms.3”” Given wine’s initiatory power and its potential

for spiritual elevation, the assimilation of wine and viticulture to Nonnus’ poetry and

374 Heerink 2015.

375 Scanlon 2014: 72-3.
376 Shorrock 2001: 136.
377 Shorrock 2001: 136.
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composition have exciting implications for our understanding of Nonnus’ poetic

aspirations.

The link between wine and divine inspiration is showcased in Book 17, with
Dionysus’ visit to the shepherd Brongus. The poor shepherd entertains Dionysus in his

378 and becomes ‘driven by the divine inspiration of Bacchus’ (Satpoviw

home,
dedovnuévog GoBbuartt Bakyou, 17.68) and puts on an impromptu performance for his
guest. His inspiration prefigures the breath of Homer which Nonnus seeks to inspire his
own poetry (nveloov €uol teov doBbua Bedcoutov, 25.261). Dionysus is pleased with his
host’s music, and teaches him the ‘flower-loving work of the vine’ (pAavBepov €pyov
dAwfig, 17.83) in return for his hospitality. The episode is also a metaphor for Dionysiac,
and by extension, Nonnian poetry. Brongus, the shepherd, has been inspired by the
breath of Dionysus, and like Nonnus himself is now capable of composing Dionysiac

poetry. He trades his flock and his occupation, which since Hellenistic times had been

associated with pastoral poetry, for viticulture and new Dionysiac poetics.

Wine in the Dionysiaca is also capable of inducing a state of intoxication similar
to madness. The Indians in Book 14-15 become drunk from drinking the waters of Lake
Astacid, and later, the Indian general Orontes describes their state as a kind of
‘intelligent frenzy’ (Eudppova Avooav €xovteg, 17.114). After their frenzy, the Indians fall
asleep and are led off into servitude. The actual nature of this servitude, however,
differs depending on the characters’ point of view. Orontes portrays the capture and
imprisonment of his troops as slavery. Dionysus, however, inducts the captured Indians
into his thiasos; they can now spread the word of Dionysus and join in the Bacchic ‘Euoi’
chants. The expression ‘intelligent frenzy’ is also used elsewhere to describe the
Cabeiroi, the chthonic deities and patrons of the mysteries of Samothrace

(Endpova Avcoav, 3.74).

Wine and intoxication, however, do not always result in positive, revelatory
experiences. Dionysus’ gift may offer freedom and liberation, but its effects are often
far from harmonious. Wine is characterised twice as ‘deceiving water’ (16.364, 385). It

leads to the rapes of Nicaea and Aura, and overcomes various protagonists and

378 Cf. Callimachus’ Hecale (Hecale), Molorchos (Aetia), Ovid’s Philemon and Baucis (Metamorphoses).
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antagonists within the poem, apparently without any ‘salvific vision of Dionysism.”37°

Pentheus observes that ‘what wine always does is to drag drunken men into lust; what
wine does is to excite an unstable man’s mind to murder’ (45.83-4). This is especially
prescient given the murder of Icarius at 47.106-23, who is killed by Attic farmers in a
drunken frenzy after he introduces them to Dionysus’ gift. Such negative experiences
seem to reflect an alternative story regarding the invention of wine preserved in Plato’s
Laws, according to which wine was given to man in revenge, in order to afflict them with
madness (Laws 2.666). In the case of the Attic farmers, however, their excessive
consumption is emphasised: they drink ‘cup after cup ever faster’ (énaccutépolot
kuttéAhotg, 47.106-7).38 Given the metapoetic significance of wine, the excessive
intoxication of the Attic farmers warns us that the Dionysiaca, like wine, should be

enjoyed in moderation.

Plutarch uses as similar metaphor. In his How a Young Man Should Listen to
Poetry (Adol. poet. aud.), Plutarch advocates teaching the young to pursue what is useful
and salutary in poetry, since attempting to eliminate pleasure and forbidding the
youthful from enjoying poetry is a futile endeavour (14f). Rejecting poetry on the
grounds that its mythologies contained morally and theologically problematic doctrines,
as Plato sought to do in the Republic, is as fruitless as Lycurgus’ attempt to eliminate
Dionysus and his gift of wine (15e, citing /. 6.130): Plutarch states ‘not even Lycurgus ...
had sound sense, because, when many became drunk and violent, he went about
uprooting the grapevines instead of bringing the springs of water nearer.’ 38! According
to Plutarch, just as wine should be mixed with water and enjoyed in moderation, so too
should we temper poetry with philosophy (évtalBa ¢locodiav eicaywpev kat

KaTaplyvowpev, 15f).

Nonnus reflects on the need for temperance and the dangers of excessive
consumption in a similar way. The mime contest of Book 19 sheds further light on these

themes, where the controlled success of Maron triumphs over the chaotic failure of

379 Franchi 2016: 250.

380 The Icarius episode has a striking intertextual relationship with the wedding at Cana in the
Paraphrase. See Spanoudakis 2007: 38.

381 Friesen 2015: 124.
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Silenus.382 Both characters are Bacchic figures, and both acts as storytellers, using their
hands to trace stories in the air.3®3 Yet while Maron’s mime is characterised by restraint
and self-control, Silenus loses himself in a chaotic frenzy that eventually brings about
his death. The metapoetic meaning of the passage is clear: the ideal Dionysiac poet and
reader must exercise some degree of caution and restraint in their revelatory

intoxication.

In addition to its dangers, wine’s soteriological role has been called into
question. In their study on Nonnus and Dionysiac-Orphic religion, Alberto Bernabé and
Rosa Garcia-Gasco state that ‘Nonnus is interested in neither an ordered exposition of
the succession in the heavenly kingdom, nor in its repercussions on the possibilities of
salvation for humanity.’®* Chuvin notes that the word cwtrip (saviour) is not used at all
within the poem, and the verb owiw is only used to say ‘farewell.”*® He suggests that
this is part of a deliberate strategy to avoid reminding the audience of the saviour par
excellence in Christ.38 Franchi further contrasts the role of wine in the two poems; while
wine has apparently no salvific function in the Dionysiaca, in the Paraphrase wine has
symbolic value as the antitype (avtitumoc) of Christ, and the instrument of his passion

and resurrection (Par. 2.50-4, 13.111-2).3%’

Shorrock, however, has recently shown that the ambivalent representation of
wine in the Dionysiaca can also extend to the Paraphrase, and the resulting interplay
between Christian and Dionysiac discourse frustrates any attempt to treat the wine of
Dionysus and the wine of Christ as separate entities. Instead, the Dionysiaca represents
the multiplicity of responses to wine in Late Antiquity, ranging from wine’s
incompatibility with the leading of a spiritual life, to its powerful connections with

inspiration.3%8

382 Shorrock 2001: 157-8.

383 Shorrock 2001: 157.

384 Bernabé & Garcia-Gasco 2016: 99.

385 Liebeschuetz 1996: 82.

386 Chuvin 2014: 13. This interpretation seems unlikely given the comprehensive catalogue of syncretic
elements in the Dionysiaca and the Paraphrase. See Shorrock 2014.

387 Franchi 2016: 250; cf. also Livrea 2000: 86.

388 Shorrock 2011: 119.
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Wine in the Dionysiaca can be connected with miraculous and spiritual healing.
The description of Dionysus’ shield, for example, is closely preceded by a miracle, in
which Dionysus heals the sight of an Indian man who had been born blind by sprinkling
his eyes with droplets from the river Hydaspes, a river which, at that point in the poem’s
narrative, is flowing with healing wine (Dion. 25.281-91).38 After the Indian man’s sight
has been restored by this ‘evil-averting stream’ (dAe€wdakouv motapoio, 25.287), he
dedicates an altar to Zeus and Dionysus as an expression of gratitude, offering a
prototype of Dionysiac conversion. This passage in particular has a strong gospel
resonance, and is presented with expressions that recur in Christ’s healing of the blind
man in Paraphrase 9 (Dion. 25.282: dxAvoscoav £xwv GAawmov ouixAnv, cf. Par. 9.73:

Xplotog anod BAeddadwv éAdoag dhawmnodv duixAny).30

Wine can bring about bodily resurrection, as showcased in the story of Tylus in
the ekphrasis of Dionysus’ shield (25.451-552). When Tylus is attacked and killed by a
snake, his sister, the nymph Moira, enlists a local giant, Damasen, to avenge his death.
Although the snake is killed, it is miraculously resurrected by its mate after she
administers an unnamed plant. Moira witnesses this miracle and applies the same herb
to her dead brother’s body (541-52). Although the healing herb remains unnamed
within the shield ekphrasis, it receives exactly the same epithets that characterise wine
in the Dionysiaca and resurrection in the Paraphrase: 66uviidatov ... moinv (‘herb that
alleviates the pain’ Dion. 25.528 cf. Par 4.242, 5.10), dAe€Atelpav 6AEBpou (‘that dispels
death,” 529 cf. Par. 15.51), depéaPiov (‘life-bringing,” 540 cf. Par. 5.105, 6.99, 18.132),
leldwpocg (‘salvific,” 541 cf. the ‘living water’ at Par. 4.54 and the ‘Father’ at Par. 8.148),
and dkeoaounovolol kopUppolg (‘saving’ or ‘healing tendrils,” 541 cf. the Lazarus episode

at Par. 11.99).3%¢

Restoration and revivification through wine also appears in Book 29, with
Dionysus’ healing of Hymenaeus. Dionysus rubs the wound on Hymenaeus’ thigh with
the ‘Euoi-loving flower’ (¢pAevlov avBog, 29.153), and revives the wounded youth by

sprinkling him with ‘healing ivy’ and ‘averting wine’ (ko0pov avelwypnoev €@ moatrovt

38 Spanoudakis 2013: 207-8.
3% Hernandez de la Fuente 2013: 475.
391 Vian 1990: 267-8; Hernandez de la Fuente 2013: 480; Spanoudakis 2014a: 355.
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KLOO®, olvov AAeEnTiipa meplppaivwy Yuevaiw, 29.155-6). Elsewhere in Book 29,
Dionysus heals his Bacchants after a battle by sprinkling them with vine leaves, wine,
myrtle, and gypsum, while reciting spells and incantations (29.267-74).3%2 A Christian
parallel can be found in Christ’s declaration in John 15, ‘I am the true vine,” and it is

through Christ that salvation is made possible.

As we have seen in Chapter 2, the Dionysiaca describes wine in a positive sense
as the ‘earthly’ version of heavenly nectar (Dion. 12.38-40, 14.435-7, 17.76, 24.227-9,
31.238-9, 47.78). This designation hints at further elevatory possibilities. In Plotinus’
development of Plato’s Phaedrus, he insists that the Intellect should be in a state of
drunkenness from nectar (Plot. 3.5.7, 6.5.35), which exists before the sensible world
comes into being.3®® If the Dionysiaca posits wine as a mimetic image of nectar, it
suggests that the qualities and the experience of these two substances are in some way
analogous. By imbibing wine, we imitate the drunkenness of Intellect, albeit at a lower

metaphysical level.

3.7 Conclusion

Wine’s status as a symbol for the Dionysiaca opens up various possibilities for reading
Nonnus’ epic. Wine in the Dionysiaca, although not always positive, has potential for
miraculous healing, for induction into the cult and thiasos of Dionysus, and at times, a
chance for elevation of the soul. Shorrock’s interpretation of the Dionysiaca as
analogous to the experience of wine, compares the poem to a mystery cult in which the
reader is initiated through consumption of the poem and brought into a state of
intoxication.3®* The idea of text as mystery cult already had capital in Late Antiquity.

Proclus expanded the domain of the Muses to the inspiration of students of holy texts,

392 Djon. 29.267-74: kKAAOTOG AumteNOeVTL teplodiyag mosSa Seop®- /EVTeTdANG &’ ixdpa vedoouTov
£oBeoev olvw, /Kol STAPUANC XUTOV aipa Katerpriuvev Gotsfi- /Muptoiic 8 oUtapévnyv moAdpny
inoarto piptw, /kai KaAuknv éodwoev dvelpvooag BEAOG WHoU, /ENKEL hOLVAEVTL IEPLPPOivWY TTOA
Anvoi- /NUong &’ &Ayoc Emavoe veoutrjtolo poownou, / xpioag EvOa kat EvOa rapnido Asukadt
yow-

393 Clark 2016: 97.

394 Shorrock 2001: 212.
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allowing for inspired commentators.3®® Inspired texts such as those of Plato were
believed to show the ways of ascent towards God and ‘kindle fires in the souls’ (Theol.
Plat. 3.1, p. 5.15-16). In Proclus’ fourth hymn, divine books themselves grant wisdom
through illumination. The consumption of wine in the Dionysiaca is also an initiatory
stage in becoming part of Dionysus’ thiasos, and thereby drawing nearer to the god

himself.

Although the inspiration of the poet is explored through wine, it also manifests
through more explicit appeals to the divine. The Bacchants inspired by Dionysus in battle
exhibit various signs associated with divine inspiration in Neoplatonic texts, such as
shining light and immunity to burning. In Book 25, Nonnus’ characterisation of his own
relationship with the Muses and Homer echoes the extended digression on the Lydian
priest of Zeus in Book 13, where the priest and his inspired word overpower Typhon in
the manner of a theurgist compelling the gods. The priest’s noeric fire has suggestive
links with the noeric light of the Paraphrase, which inspires John the Baptist to spread

the divine word of God.

These various manifestations of divine inspiration echo poetic convention from Homer,
through Pindar, down to the Roman period, but they also display an accretion of details
and dimensions inherited from Late Antique discourse. The idea that texts contained
‘truth’ beyond knowledge, although not a new phenomenon, became of paramount
importance in Late Antiquity with the prevalence of inspired texts, from the Gospels to
the Chaldean Oracles and Neoplatonic hymns. Neoplatonists sought to express and
define the mechanics of divine inspiration within their metaphysical schemas. Christian
commentators on the Bible sought to do the same, often utilising Neoplatonic exegetical
methods (e.g. Cyril of Alexandra, Gregory of Nyssa, Ps-Dionysius, etc.). By situating
himself as an inspired poet, Nonnus faces a different challenge and cultural landscape
to many of his epic predecessors. He must situate himself within the contemporary
discourse, and he does so syncretically, appealing to both Neoplatonic and Christian

sources.

3% yan den Berg 2001: 223.
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4. Cosmic Models in Dionysiaca 6

Dionysiaca Books 5-6 offers us another locus for Neoplatonic influence. Besides the
influence of the Orphic Dionysus, the most prominent Neoplatonic motif in these books
is perhaps the Cave of Persephone. Nonnus’ conception of Persephone’s cave was
inspired by the Cave of the Nymphs in Odyssey 13, an unusual passage with a rich
exegetical tradition, which includes an extant commentary by the Neoplatonist
Porphyry. Porphyry’s commentary includes testimonia for various lost works, and would
itself enjoy a rich afterlife in the imagination of commentators through the Homeric
scholia (especially the D Scholia), until even to the Byzantine period, where the
commentary was eventually republished in summary by Michael Psellus (1018-79).3%
Although scholars have previously noted Nonnus’ allusions to the Homeric cave,3%’
commentators have not yet set the cave within its Neoplatonic context. As this chapter
will show, Nonnus’ reworking of Homer’s cave shows an awareness and nuanced

understanding of Porphyry’s commentary.

Porphyry’s commentary interprets the cave as an allegorical space associated
with daimons, through which souls may ascend into the heavens, or descend into
genesis. The cave’s cosmic significance is contextualised within mystic Neopythagorean
and Middle Platonic interpretations of the Odyssey as a whole, which saw Odysseus’
wanderings across the sea as the soul’s journey through the material world. Odysseus’
labours became the passions and travails of the soul, and his yearning for his nostos
(homecoming) reflected the soul’s desire to return to its natural condition in the

Intelligible.

3% Michael Psellus earned the title ‘Chief of the Philosophers,” and staged a Neoplatonic revival in
Byzantium with the help of Constantine IX. Although Psellus’ primary influence is Proclus, he quotes and
references Porphyry on numerous occasions, sometimes antagonistically. Miles 2017: 83 suggests that
Porphyry’s anti-Christian polemic and negative reputation among Christians might have motivated
Psellus’ antagonism. However, there are occasions where Psellus appears appreciative of Porphyry,
even referring to him as ‘the Great’ at Theol. 1.12.110-18.

397 Chuvin 1992: 147; van Opstell 2019: 22-4.
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By including details from Porphyry, Nonnus not only showcases his erudition in

Homeric scholarship; he also instils his own cave with cosmic importance. Learned

readers would no doubt have recognised features and motifs from such a frequently

allegorised passage, inviting them to read the text on an allegorical level. By doing this,

Nonnus effectively transposes Porphyry’s allegorical interpretation of Homer’s cave into

a new context. Accordingly, | argue in this chapter that, by investigating Porphyry’s

commentary as a model for Dionysiaca 6, it is possible to shed more light on the

Dionysiaca’s cosmic aspirations. Many of these aspirations are already on display on a

narrative level in Dionysiaca 6, which can be summarised as follows:

1-14

15-102

103-154

155-168

169-205

206-228

229-370

371-388

The gods court Persephone

Astraeus prophesies to Demeter about her daughter’s future
union with a heavenly serpent, and the birth of a god who will

alleviate humankind’s sufferings
Demeter hides her daughter in a cave to avert this prophecy

Zeus infiltrates the cave in the form of a serpent and impregnates

Persephone
Zagreus is born and then murdered by the Titans

Zeus banishes the Titans to Tartarus and exacts vengeance upon

their mother, Gaia. A conflagration covers the Earth
Zeus quells the firestorm with a flood

The flood subsides, and humankind restores civilisation

The aspirations of Book 6 go far beyond the use of cosmic episodes from Greek

mythology (e.g., the Titanomachy, conflagration, and a flood). On a thematic level,

Nonnus displays his keen appreciation for astrology: the movements of celestial bodies

provide oracles, and herald change upon the Earth. Dionysiaca 6 also showcases the
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poem’s obsession with circularity,3%®

which has invited comparisons with Platonic
conceptions of the universe.3®® For modern scholars, the centrepiece is no doubt the
Zagreus episode, inspired by the myth of the Orphic Dionysus, the heir of Zeus and the
culmination of the Orphic divine succession. As this project and other scholars have
already shown, the death and dismemberment of the Orphic Dionysus was extremely

popular among Neoplatonic allegorists.

Accordingly, the final part of this chapter will look at Nonnus’ possible
engagement with Plato’s Timaeus and its commentary by Proclus, with particular focus
on the story of the Egyptian priest and the myth of Atlantis (Tim. 22b-27d; Procl. In Tim.
104.18-116.21, 171.24-178.10). The Egyptian priest’s description of cyclical processes of
generation and destruction have numerous points of contact with Nonnus’
conflagration and flood, and the myth of Atlantis and its exegeses complement
allegorical readings of the Orphic Dionysus’ murder by the Titans. That Nonnus would
rework two popular allegories — the Orphic Dionysus, and the Homeric Cave of the
Nymphs — in a single extended episode offers us a compelling case study for Nonnus’
advanced literary knowledge, and the compositional methods behind the Dionysiaca.
Collectively, these readings reveal Book 6 to be a masterful bricolage of prominent
allegories, all of which feature prominently in Neoplatonic texts. Taken together, these
interwoven allegories elevate the cosmic significance of Book 6, making it perhaps the

most cosmically charged episode in the Dionysiaca.

4.1 Porphyry’s On the Cave of the Nymphs

Porphyry’s On the Cave of the Nymphs (Mepi to0 év Oduooeiq T@Wv vuu@®V &vtpou in
Greek, De Antro Nympharum in Latin; hereafter, De Antro), a mystical exegesis of

Odyssey 13.102-12, is perhaps the best surviving example of Neoplatonic allegoresis.%°

398 Collart 1930: 59; Newbold 1999; Shorrock 2001: 10-12.

399 Hernandez de la Fuente 2011: 319.

400 porphyry also wrote the Homeric Questions, although this work is strictly philological and devoid of
any hint of Neoplatonic mysticism. Lamberton 1986: 109-11 argues that these separate approaches do
not inherently mean that these two works belong to different stages of Porphyry’s career. Ak¢ay 2019:
18-9, however, argues that the De Antro belongs to a stage of Porphyry’s life between his admission to
Plotinus’ school and his death, based on connections between the De Antro and Porphyry’s mature
works, the De Abstinentia and Sententiae.
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The passage from the Odyssey, despite its mere 11 lines, clearly attracted numerous
commentators in antiquity, but Porphyry’s essay remains our best source for the
passage’s interpretive tradition.*®> Porphyry quotes works by Numenius and Cronius,
who both reflect Neopythagorean and Middle Platonic views.*®? Porphyry’s exegesis
was popular and relevant enough as a source of mystic wisdom in the Byzantine period
to receive a summary by Psellus, and it has also attracted numerous modern

commentators.

Porphyry introduces his subject with a quote from Cronius, that it is evident ‘not
only to the wise, but also to the layman that [Homer] is speaking allegorically and in
riddles’ (towadta Toivuv 6 Kpoviog mpostmawv dnotv ékdnlov eivat ol  Tol¢ 6odoig
HOVOoV, AAAQ Kal TOTC dlwTtalg AAANyopelv TL Kal aivittecBat S1d To Twv TOV motntrv, De
Antro 3.1-3). Porphyry is keen to reject any possibility that the cave Homer describes is
created by poetic license (2.4-8). He begins from a premise that perceived obscurities in
the text actually signal the presence of a secondary level of meaning concealed beneath
the text. This premise stands in clear contrast to the rhetorical tradition of literary
criticism, which considered obscurity to be a flaw of style.?®> Porphyry’s approach
instead reflects an exegetic theory, according to which divinely inspired authors would
encode hidden meanings in their texts in the form of symbols, which, when correctly

interpreted could reveal wisdom about the nature of the universe.4%*

This exegetical tradition was initially developed by the Stoics (particularly
Cornutus) and could take a word, image, or group of images and build a set of
associations from different registers of cultural experience, past and present.40°

Although Porphyry inherits this methodology, his exegesis displays clear influence from

401 Lamberton 1986: 55.

402 | amberton 1986: 35; Dillon 1996: 375-6. Numenius’ commentary was likely included in a larger
commentary on the myth of Er, as Proclus connects the two passages in his commentary on Plato’s
Republic. Akgay 2019: 12 shows that Numenius and Cronius had a recognised influence on Plotinus and
his school in antiquity. Some of Plotinus’ contemporaries accused him of simply plagiarising them both
(VPIot. 17.1-2). Amelius, one of Plotinus’ disciples, allegedly collected and copied Numenius’ works and
learned most of them by heart (VPlot. 3.44-5) and wrote a treatise called The Difference between the
Doctrines of Plotinus and Numenius, which he dedicated to Porphyry (VPlot. 17.5-6).

403 Struck 2010: 60.

404 Brisson 2004: 85-6.

405 Struck 2010: 60.
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Neoplatonic metaphysical developments in its interpretations.?®® The essay itself has
numerous internal and implied contradictions, and Porphyry’s various levels of
interpretation are at times incompatible. Praechter argues that this is due to Porphyry’s
attachment to ethics and moral allegory, even when this contradicts his other assertions
about the passage.’®” Lamberton, however, argues that ‘for an exegete who is
committed to articulating the meaning of a text in all its richness, and who, having
accepted the presence of a second level of meaning behind the first, is quite willing to
multiply those levels, the fact that the various levels of meaning begin to enter into
contradiction is relatively unimportant. All enhance the text.’*%® This leads us to two
considerations regarding Nonnus’ engagement with Porphyry. Firstly, that if Nonnus
expects his audience to be well versed in Porphyry’s exegetical method, then we can
aspect some degree of obscurity in his own text. Secondly, if Nonnus alludes to
Porphyry’s essay, he can interface with various secondary levels of meaning, even if they

appear contradictory or mutually incompatible.

4.2 Persephone’s Cave of the Nymphs

This section will cover correspondences between Odyssey 13.102-12 and Dionysiaca 6.
The Odyssey passage comes in Homer’s description of a harbour in Ithaca, where
Odysseus first makes landfall with the help of the Phaeacians. After Odysseus sits
beneath a nearby olive tree, Athena appears to him in disguise and advises him to hide

his identity when on Ithaca and to conceal his treasure within the cave.
The cave itself is described as follows (Od. 13.102-12):

aUTAp €Ml KPaTOG ALEVOC TavUduALog EAaln,
Ayxo0L &’ auTig Avtpov Emrnpatov NEPOELSEC,
ipov Nupdawv, al Nniadec kaAéovtal.

£v 8¢ KpNTRPEC Te Kal ApdLpopiieg Eaat

Adivol évBa &’ enelta tIBalBwooouaot péAlooal.

€v &’ lotol AiBeol meplunkeeg, €vBa te NUpdal

406 Struck 2010: 60.
407 praechter 1910: 243.
408 | amberton 1986: 121. See also Pépin 1966: 243-9.
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dape’ Odaivouaotv aAmopdupa, Badpa ibcbat:
€v &’ 06ar’ devaovta. SUw &€ T€ ol BUpal ioty,
ol pév mpog Bopao katalfatal AvBpwroLoLy,
at & ab mpog vtou eiol Bewtepat oUSE TLKeLvN

avépeg €agpyovtal, GAN dBavatwy 0606 £oTLy.

At the head of the harbour, there is an olive tree with spreading
leaves, and nearby is a cave that is obscure, and pleasant,

and sacred to the nymphs who are called Naiads.

There are mixing bowls and amphorae inside it,

all of stone, and there the bees deposit their honey.

And therein also are looms that are made of stone, very long,

where the nymphs weave their sea-purple fabrics, a wonder to behold,
and inside there are ever-flowing waters. There are two doors,

one of them facing the North Wind, where people can enter,

but the one towards the South Wind is more divine. Nor do

men enter that way, as that path is for immortals.

Nonnus’ cave in Dionysiaca 6 is described in strikingly similar terms (6.128-34):

kai, Kuavfig 661 mukva poog XUTAwaoaTto Koupnv
Kpnvaiw otpoddAiyyt xwv omntrplov U6wWp,
yeitova kOATovV dnwnev icootabéovta peAdbpw,
Aaivéng opodolo neplotedpOévta KaAUTTEN,

ov ¢uoLg €Bpiykwoe xapadpaiw MUAe®VL

Adwov iotov €xovra pepnAota yeitoat NOpdalg

And, in the place where that river had often bathed the maiden Cyane,
pouring his water in fountain-showers as a bridal gift,

[Demeter] saw a neighbouring grotto like a grand hall,

and concealed by a roof of polished stone,

which nature had veiled with a rocky gateway

and a loom of stone tended by the neighbouring Nymphs.

Several correspondences are immediately clear: both caves feature flowing water (Dion.

6.128-9; Od. 13.109), nymphs (Dion. 6.134; Od. 13.105, 108), and stone looms (Dion.
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6.134; Od. 13.108). Both are also spaces of concealment: Demeter intends to hide her
daughter within; Odysseus conceals his treasure. Caves, Porphyry tells us, are symbols
of the invisible powers (De Antro 7.1-7). The ancients consecrated caves and grottos to
the sensible cosmos (De Antro 5.1-7.7),°%° because the stone symbolises the matter that

constitutes the material world. Stone, like matter, is inert and resistant to form.

Nonnus, however, embeds further allusions for his audience to decipher. For
instance, aspects of Demeter’s flight across the Mediterranean consciously reflects the
orientation of the Homeric Cave of the Nymphs. Her direction of flight is never explicitly
stated, and the audience can only draw inference from the mention of landmarks,
landmasses, bodies of water, and the direction of the winds. As Demeter crosses the
Mediterranean, she hears the sound of Cretan troops around Mount Dicte, and then
comes upon Sicily, suggesting an east-west trajectory. However, she also flies across the
Libyan Ocean (Dion. 6.119), and Boreas, the north wind, roars against her passage (116),
suggesting that Demeter approaches Sicily from the south, the direction reserved for

immortals in Homer’s cave.*10

Chuvin attempts to resolve this apparent contradiction, suggesting that Nonnus
includes Crete and Sicily in the geography of Demeter’s flight because, according to
tradition, both were possible sites for the rape of Persephone.*!! The most important
detail, he says, is that the goddess approaches from the south, evoking the Cave of the
Nymphs of Odyssey 13.4'2 However, Porphyry’s commentary on Od. 13.102-12 offers us
a further explanation. The north and the west — Demeter’s two trajectories — are both

associated with daimons and genesis.

The direction is important because Porphyry identifies the cave’s orientation in
the Odyssey as one of the obscurities that signals a secondary level of meaning. He asks

‘why does Homer allocate the direction of the North to humans, and the direction of

4091 particular, Porphyry mentions the cave that Zoroaster dedicated to Mithras (De Antro 6).

410 puring her flight, Demeter hears the sound of Cretan troops around Mount Dicte, suggesting that she
should approach Sicily by its eastern coast (Dion. 6.120-2). Chuvin 1992: 144-5 convincingly interprets
the mention of Crete as an allusion to a variant tradition regarding the location of Persephone’s rape
(cf. Bacchylides fr. 47), that does not contradict the other details regarding Demeter’s direction of flight.
411 For Crete: Bacchylides fr.47; For Sicily: Apollonius Rhodius, Arg. 4.892ff.; Strabo, Geog. 6.1.5; Oppian,
Hal. 3.485ff.

412 Chuvin 1992: 144-5.
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the South to gods, rather than using the East and West for this, since the statues and
entrances in almost all temples face the East, and those who enter face the West when
they stand in front of the statues to offer prayers and honour the gods?’ (De Antro 3.21-
4.1). This is because eastern regions, he adds, are more appropriate to gods (De Antro

29.1-3).

Porphyry explains Homer’s decision to have his cave entrances face the north
and south through several different astrological allegories using information from his
predecessors, Numenius and Cronius. The entrances are in fact the tropic of summer (of
which there is nothing more northern) and the tropic of winter (of which there is nothing
more southern), otherwise known as the Gates of Cancer and Capricorn. Or, they are
the Mithraic solstitial gates, through which souls ascend or descend through the seven
planets in sequence, with each planet representing a stage of Mithraic initiation.*!3
Porphyry also relates the cave entrances to the gates of the sun at Od. 24.12, through
which the souls of Penelope’s suitors descend into Hades. Then, he compares them with

the gates of the Sun and Moon.

Through this cluster of images, Porphyry interprets the northern and southern
entrances not as paths for humans and gods, but as paths for souls. The northern region
he associates with genesis, the descent of souls into generation. The southern region he
associates with more divine souls who have passed through every stage of genesis and
return to their home and natural condition in the Intelligible realm (De Antro 34.1-10;
Plot. 1.6.8.16-20). These associations are traditional and based on observations of the
natural world. Northern climes were considered ‘cold” and ‘wet,” and Greeks commonly
believed that living beings were generated from ‘wetness’ (e.g. Hes. Op. 61).#14 Southern
climes, by contrast, were considered ‘hot’ and ‘dry.” Fire and heat was associated with
the upward reversion of souls to the Intelligible. Heraclitus says that ‘dry souls are

wisest.’

When Nonnus has Demeter fly headlong into Boreas, the north wind, he does

not just imply the direction of the goddess’ flight. He also evokes the concept of genesis.

413 Akcay 2019: 146.
414 This idea is also found in the opening lines of the Dionysiaca, where Dionysus is born ‘still wet’ (Dion.
1.4).
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Not only is Boreas traditionally ‘cold’ and ‘wet’ like the northern climes, he was
conceived as generative, and ‘amorous’ by Porphyry because of his union with the
twelve mares of Erichthonius in the form of a stallion (/. 20.219-25) and his rape of
Oreithyia (De Antro 26.6-7). This foreshadows the sexual violence that will come to
dominate the Persephone myth, echoing Boreas’ attempts to court her in Book 5, and

presaging her eventual rape by Zeus.

In his discussion of the regions and their assignments, Porphyry adds that the
western regions are appropriate to daimons (daipoot 6€ ta dSutika, De Antro 29.15). The
reason behind this is not immediately clear, nor is the precise distinction Porphyry
makes between souls descending into generation from the north and the daimons he
places in the west. As Akcay demonstrates, the west could also be associated with
‘wetness’ (cf. Ptolemy Tetrabiblos 1.11.3-4.1).%'°> The assignment of western regions to
daimons is also reminiscent of Porphyry’s commentary on the story of Atlantis in Plato’s
Timaeus, which is preserved by Proclus (In Tim. 1.77.6-24).41% The city is located in the
west, and Porphyry interprets the war between Athens and Atlantis as an allegory for
the conflict between souls who try to ascend to the Intelligible, and corrupt daimons

that wage war on souls during their descent into generation (77.21-2):

For he hands down the tradition that, before they come into physical bodies, there is
rivalry between souls and the enmattered daimons that he assigned to the West; for

the West, as Egyptians say, is the region of harmful souls.

Akgay links the hostile daimons of the Atlantis allegory to the Naiads in the Cave of the
Nymphs.*” The Naiads, who takes their name from flowing waters (vaiw), could,
according to the ancients, refer to souls descending into generation. This is based off
their association with water, which was a common symbol for the material world.
Porphyry also notes the etymology of ‘nymph,” which could refer to nubile women or
brides (De Antro 12.1-4; 19.8-10).%18 The stone looms they work at in the Homeric cave

symbolise bones and the creation of material bodies, while the sea-purple garments

415 Akcay 2019: 98-9.

416 Sodano 1964: 6-7; Edwards 1990: 259.
417 Akcay 2019: 100-101.

418 Akcay 2018: 145.
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signify the flesh woven from blood (14.8-11). Not only are these features present in
Nonnus, but Porphyry’s exegesis appears to explain Demeter’s seemingly contradictory
westward and northward flight path. Both directions are associated with daimons and

genesis.

In light of these details, Demeter’s flight from westwards from Crete towards
Sicily takes on a new dimension. In his commentary on Plato’s Timaeus, Proclus says
that ‘the theologians usually make Crete stand for the intelligible,” because according to
Orpheus, ‘Zeus is required to bring the purgatives from Crete’ (In Tim. 1.118.24-6).4°
Persephone’s journey from Crete to Sicily, where she is eventually ensconced in a cave,
could therefore symbolise Persephone’s descent into generation from the Intelligible.
Her journey can then be read as a form of katabasis, analogous to her mythological

descent into the underworld.

Nonnus’ description evokes ideas of birth and generation in other ways. He
describes his cave as a k6Amoc, which is usually translated as ‘bosom’ or ‘lap,” although
in poetry more generally, it can also refer to a womb.%?° It also comes to mean any
‘bosom-like hollow,’*?* and complements Porphyry's kothoc (5), which also means
‘hollow.” Although Nonnus employs the full gamut of meanings of k6Anog throughout
his poem,*?? he uses it for womb on several occasions, including Book 3 when Electra
consoles Cadmus, and recalls the seven girls that her mother bore in labour
(tv mote untnp OnAutépag wdivag £ pawwoato KOAmw, 3.332-3). This ambiguous
word therefore emphasises the cave as a place of generation, and it mirrors

Persephone's womb which will soon bear Zagreus.

Given the Cave of the Nymphs’ prevalence in ancient literary criticism, it seems

likely that these details would ‘prime’ educated readers, tuning them into a more

419 Transl. Tarrant 2007: 214.

420 Eur. Hel. 1145 (lyr.), Call. Jov.15: sg., Id. Del. 214; 8somoivag Urtd kdAmov £€5uv Orph. Fr.32c.8; Bgd¢
S1d kOATtoU ib.31i24: metaph., of the grave, c®ua oov év KOAToLG . . yoia KaAUmtel 1G2.3839, cf. 3412,
Epigr.Gr.214.7 (Rhenea); k. nuepv, of the womb of time, Ezek. Exag. 39. See LSJ - KOATOG.

421 This can refer to the sea, or in a half literal sense, a sea-goddess (e.g., of Thetis, //.6.136, or more
generally, 18.140, 21.125; Od. 4.435, 5.52). It can also refer to other geographical features, such as a
bay or a gulf (e.g. /l. 2.560; Aesch. Pers. 486), or even a vale (e.g. Pindar Pyth. 4.49).

422 For example, meaning bosom (Dion. 1.30, 3.85, 3.284, 338, 345, 379), the sea (1.206, 3.49), a bay
(1.273, 2.241), or the fold of a gown (3.401).
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interpretive level of reading. Nonnus’ transposition and transformation of the Homeric
cave does not appear entirely comprehensive, however, making his use of Porphyry’s
commentary even more conspicuous. The stone-mixing bowls and amphorae, in
particular, are conspicuously absent. Porphyry’s commentary insists that these vessels
would under normal circumstances be symbols of Dionysus (13.6). However, the mixing-
bowls and amphorae of Dionysus are usually ‘testaceous’ and made from baked earth,
corresponding to the vine which achieves maturity through the celestial fire of the sun
(13.6-9). Homer’s mixing-bowls and amphorae are made of stone, and appropriate to
the Naiad nymphs who preside over waters which flow from rocks (13.5, 14.1-2). It
seems likely that Nonnus deliberately omitted these features to avoid any confusion,
because the world of the Dionysiaca is still awaiting the birth of Dionysus and his gift of
wine. The mixing-bowls and amphorae are also not especially prevalent in either Homer

or Porphyry, and their absence in Nonnus also reflects this.

Nonnus’ cave of Persephone also deviates from its Homeric model by only
explicitly including one entrance (singular muAewv, Dion. 6.132), which Demeter leaves
her dragons to guard (136-9). Porphyry explains that the double entrance in Homer is
symbolic of nature, because nature arises out of adversity. In the Dionysiaca, Nonnus
justifies his cave’s single entrance by making explicit what is absent in Homer, and
supplied only by Porphyry’s exegesis: that nature is responsible for fashioning the cave’s
entrance, as well as the stone loom inside (132-3). That Nonnus explicitly includes only
one entrance, however, demonstrates his willingness to deviate from pre-existing
models. Through the lens of Porphyry’s commentary, a reader would also be challenged
to contemplate and formulate new meanings, while still utilising existing interpretive
strategies either to inform their approach or as a point of departure. The one entrance
would signal to a learned audience that Persephone’s cave does not fulfil an identical
cosmogonic function to the Cave of the Nymphs; namely, it does not allow for both the

ascent and descent of souls.

The most compelling evidence, however, that Nonnus used Porphyry’s
commentary to help rework the Homeric cave, is the prominence of Persephone in both
works. Porphyry mentions Persephone several times to substantiate his interpretations

of 0d.13-102-12. First and foremost, he takes Persephone’s cave as a natural
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comparandum for the Homeric cave. Assertions about the Homeric cave are elucidated
through reference to Persephone. Nonnus in effect reverses this textual relationship.
He starts from Persephone’s cave, and uses details from Homer as a key to deciphering

his own text.

When Porphyry says that caves are symbols of invisible powers, he cites the cave
that Demeter hides Persephone in as evidence. Likewise, when Nonnus describes
Persephone’s cave in the Dionysiaca, he emphasises his cave’s ability to conceal: it is a
kKaAUTTpn, a ‘veil,” and Demeter hides Persephone (éykpUmtw), who is adnntog, ‘that
which must not be seen.’ Then, when Porphyry explains that the stone looms in Homer’s
cave symbolise the body-creation process, he cites Persephone’s loom in the Orphic

tradition as evidence (De Antro 14.11-14):

The body is the garment of the soul which it clothes, a wonder to behold, whether one
considers its composition or the nature of the soul's connection with the body. So too,
in Orpheus, Kore [Persephone], who watches over everything that is sown, is described

as working at the loom.

Shortly after Demeter hides Persephone within the cave, Nonnus describes Persephone

working at the loom within (Dion. 6.145-52):

auodl 6 kapyxapodovta yévuv MeNovnTo oldripou
elpokouw Eaivouoa mepl Ktevi Afvea Koupn,
AAakatn &’ évéllooe: moAuotpoddadeool € putaig
eiludpowv &tpaktog EALE BNTApHOVL TTOAUR)
vnBOouévwy £XOPEUE UITWV KUKAOUUEVOC OAKG):

kol moot ¢pottaréolol maAivépopog Gikpov &’ Gkpou
ipwtonayfj moinoe Stdopata, apeog Apxnyv,

ot® & audlic EAlooev- Ddatve 5& KepKISL KOUpPN
ninviov €€€Akouoa mapek pitov, Apdt 6& mEMAW

YVWTNV loToTtEAELaV €NV €AlyaLvev ABRAvNv.

The girl busied herself in carding fleeces of wool
around the sharp teeth of an iron comb.
She wound the wool on the distaff, and the

twirling spindle with many a twist and jerk ran
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round and around in dancing step as the

threads were drawn through her fingers.

She fixed the first threads of the warp which

begins the cloth, and gave them a turn round the beam,
moving from end to end to and fro with un-resting feet.
She wove away, plying the rod and pulling the bobbin
along through the threads, while she sang over

the cloth to her cousin Athena, the clever webster.

The scene is divided into two parts, each consisting of five lines. In the first part,
Persephone prepares the thread through carding and spinning. In the second part, we
see her weaving. Gigli Piccardi suggests that the emphasis on whirling, circular
movement in this passage relates to the Spindle of Necessity at Plato’s Rep. 10.616c,

which turns the heavenly spheres (cf. Proclus Hymn 1.48).43

The image of Persephone at the loom was extremely popular in Late Antiquity.
She weaves a robe (peplos) portraying the universe for her mother in Claudian’s De
Raptu Proserpinae (1.246-72). A fragment from the Orphic Rhapsodies describes the
peplos as ‘a heavenly robe like a garment of the heavenly gods’ (Porph. De Antro 14.13-
6 cf. OF 228, 286, 288).4* Evidence suggests that the Rhapsodies might also have
included an ekphrasis of the peplos. Other testimonia indicate that the robe may have
featured a scorpion, Ocean, and a depiction of the Gigantomachy.*?> Neoplatonic
accounts suggest that Persephone’s robe depicted a procession of the Hypercosmic
deities (who are responsible for the creation of essence, life, and soul, and exist at the
level of the transcendent World-Soul), followed by the Hypercosmic-Encosmic deities

(who rule over nature but remain detached from the world itself), then Dionysus as the

423 Gigli Piccardi 2003: 480. Cf. Hernandez de la Fuente 2014: 246, which links the passage to the
Dionysiaca’s general obsession with circularity, which is explored variously through descriptions of the
cosmos, episodes that feature divinities and prophecy, and references to the fate of the soul.

423 Meisner 2019: 262; cf. Pherecydes of Syros (fr. 68-9 Schibli = 7 N2 D-K); West 1983: 244-5; Bernabé
2004: 237. Clement of Alexandria also mentions a lost work of Epigenes that ascribes a Peplos poem to
the Pythagorean writer Brontinus (Strom. 1.21.131.5).

425 Meisner 2019: 262. For Ocean, see Schol. Dionys. Perieg. 1 (GGM 11 430.23 Miiller); Eustathius, in
Dionys. Perieg. 1 (GGM 11 217.17 Mller) (OF 287 I-11 B = 115 K); West 1983: 157n68. For the scorpion,
see Proclus, In Remp. 2.62.9 Kroll (OF 290 B = 196 K). For its connection with the zodiac, see West 1983:
244-5; Brisson 1995: 66n27. For the Gigantomachy, see Proclus, In Tim. 1.85.14-6 Diehl and Tarrant ad
loc.
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Encosmic or Material Intellect at the head of the Encosmic deities (who exist within the

sensible world).*2¢

The robe’s cosmic imagery appears to have provided rich material for Late
Antique exegetes.*?” Damascius says that the Hypercosmic robe-making of Kore
produces the orderly arrangement of the cosmos, a process which is ddopolwTtikog
(‘imitative/assimilative’), because ‘the imitation of Intelligible images is woven in as a
pattern’ (Damascius In Parm. 339 = 3.123.14 Westerink = OF 286 VI B = 192 K). Proclus
interprets the robe as an allegory for how Persephone ‘weaves the order of life’ (/n Crat.

22.1 Pasquali=OF 2711, 286 Ill B =192 K).

There is no suggestion of what Persephone is weaving in Nonnus, however. The
emphasis is entirely on the process of weaving, as opposed to the articulation of the
final product. This is perhaps not surprising, given that in other sources, Persephone
never finishes her work, symbolising the imperfection of creation (Proclus In Tim.
3.223.7 = OF 288 |l B = OF 192 K). By focusing on the process rather than the product,
Nonnus reflects the traditional Platonic belief of the eternity of the universe, and its
ongoing process of creation and generation from higher principles. Circularity is a
prominent cosmic motif in the Dionysiaca,**® and it seems inevitable that Nonnus was
well aware of contemporary interpretations of the myth of Persephone’s loom. This is

partially due to the presence of other Orphic material in Book 6.

Furthermore, any description of the cosmos that unfolded from Persephone’s
weaving would only be restated later in Dionysiaca 6, with Nonnus’ account of the
conflagration and inundation. There Nonnus describes the four corners of the Earth

(Bactria, the Assyrian, Caspian and Red Seas, and the Indian mountains in the east; the

426 On the Hypercosmic, Hypercosmic-Encosmic, and Encosmic deities, see Proclus, In Crat. 55.5
Pasquali (OF 299 | B = 208 K); Brisson 1995: 82— 84, 186; cf. Chlup 2012: 126— 127. For their depiction on
Persephone’s woven peplos, see Meisner 2019: 262.

427 Edmonds 2013b: 280, n112 suggests that Porphyry’s allegorical interpretation of Persephone’s
weaving as the goddess’ oversight over the process of genesis may have been inspired by an exegesis of
a scene from a Peplos poem, which discussed the formation of material bodies and perhaps even the
physical universe itself in terms of weaving a garment, similar to Pherecydes fr.2, where Zas gives a robe
to Chthonie as a wedding gift that transforms her into the physical manifestation of the Earth. Cf. West
1983: 87.

428 Riemschneider 1957; Gigli Piccardi 1985: 217-20. Newbold 1999: 41-4 catalogues the frequencies for
terms related to circularity in the Dionysiaca, e.g., kOkAog, ‘circle’ (146); kukAdg, ‘encircling’ (49); EALE,
‘spiral/coil’ (60).
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Atlantic Ocean in the west; the Northern Sea in the north; and the snowy climes of
Capricorn in the south), Oceanus, and concludes with Zeus’ arrangement of the celestial
bodies in the zodiacal signs. If Nonnus included a similar description earlier as an

ekphrasis, it would have risked diminishing the universal scope of the book’s climax.

However, Nonnus does include a cosmic textile later in the Dionysiaca that
appears to echo Persephone’s peplos. At Dion. 41.294-302, Harmonia weaves a tapestry
depicting the Earth with its rivers, sky, and ocean. The two episodes are clearly in
dialogue with one another. Both Persephone and Harmonia weave on Athena’s loom
(Persephone, 5.608; Harmonia, 41.294). Harmonia herself is characterised as a goddess
of cosmic harmony.*?® Her circular palace is shaped like the universe (elkehov oikov
gvale TUnw teTpaluyl Koopou avTtormayi, 41.278; nepitpoyov gikova koopou, 41.281).
Its entrances are aligned with the four cardinal directions, and the guardians of the east,
south, and west are named for the path of the sun: Anatolia (Rising), Mesembrias
(Midday), and Dysis (Setting). Harmonia’s house is, therefore, in many ways a
counterpart to Persephone’s cave as a representation of the universe. Harmonia’s
palace is located in the vault of heaven (Aepinv ayida, 276), allowing her an

430 while Porphyry

encompassing and almost omniscient view of the universe below,
imagines Homer’s cave as the bottom of the universe.*3! Both cosmic representations
appear to be self-fulfilling (although the adjective avtoocupudung in the De Antro is
subject to some textual uncertainty).**? Both locations are home to goddesses engaged
in weaving with cosmic significance. When Aphrodite journeys to Harmonia’s palace,

she approaches from the east, the region allocated to immortals in Porphyry’s De Antro,

suggesting that Nonnus follows Porphyry’s assignment of the regions here too.

Both passages also display strong resonances of weaving as a metaphor for
poetic composition.*3®> Weaving stands as a metaphorical confluence for many of the
Dionysiaca’s expression of performance art. Ydaivw (‘weave’) occurs 32 times

throughout the poem, and can be achieved through song, music, dance, and gesture.*3*

429 \fljan 1993: 41-3.
430 Fincher 2018: 131.
431 Akcay 2018: 4.

432 De Antro 5.8.

433 Fincher 2018: 131.
434 Newbold 1999: 42.
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To illustrate this point, Nonnus has his Persephone sing to Athena as she weaves. These
simultaneous acts represent an elision between composition and performance, where
the act of poetic composition that takes place in the bard’s mind becomes physically
actualised in the weaver’s hands. Persephone’s circular weaving, therefore, can be seen
as a mise en abyme for Nonnus’ circular poem, as well as a metaphor for cosmic

creation.

By having his Persephone sing while weaving, Nonnus draws on models like
Helen (Theoc. Id. 18.33-7) and the nymph Calypso (Od. 5.61-2). Of these two, Calypso
appears to be the primary model, given that, like Persephone, she sings and weaves
within a cave. Like Persephone, Calypso was also the subject of allegorical interpretation
in antiquity. Her name was etymologised from ‘kaAUmtpa’ (veil) or ‘kaAUmtw’ (to
conceal), thus allegorising Calypso as a goddess relating to material nature who looks to

keep Odysseus from his homecoming.*3>

The fact that Nonnus’ Persephone weaves on Athena’s loom and sings to her
reinforces the passage’s interaction with allegorical texts. The art of weaving is said to
originate from Athena and ‘proceeds to the life-bearing series of Kore’ (Procl. In Crat.
22.1 Pasquali = OF 192 K). Proclus posits Athena and Persephone in a triad of life-giving
gods through which living beings are animated and perfected.*3® Athena was also
integral to Porphyry’s exegesis of the Homeric cave. Porphyry identifies the olive tree at
the head of the harbour as a plant of Athena, who signifies practical wisdom (ppdvnotc,
De Antro 32.12). Because Athena was born from the head of Zeus, her tree at the head
of the harbour signifies that the cosmos is the product of intelligent nature and wisdom,
as opposed to spontaneous or irrational chance (32-33).437 The olive occupies a similar
position in both the spatial and the interpretive landscapes of the cave as the Sun in

Plato’s famous allegory of the cave in Republic 514a-520a. Porphyry quotes Glaucon’s

435 Calypso was also associated with ‘representational faculty’ (phantasia) and the fascination it
exercises. See Kalligas 2014: 214, citing Plot. 1.8.18-20, Procl. In Eucl. 55.20-3 and Olymp. In Phd. 6.2.7,
97. Kalligas also notes an intriguing parallel in the Exeg. Soul = NHC 1l 6, 136.27-35, a Gnostic treatise
that likely precedes Plotinus by a few decades, which offers a similar allegorical interpretation for the
Calypso episode in the Odyssey.

436 Rangos 2000: 58.

437 Cf. Apuleius’ On the God of Socrates 24, which compares Socrates’ daimon with Homer’s Athena,
who acts as a companion and guiding daimon for Odysseus during his journey home.
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response — ‘what a prodigious eikon!" (Rep. 514a, De Antro 62.4), which Edwards
describes as the ‘hermeneutic crux’ of the De Antro, reflecting man’s progression from

the observation of shadows cast by eikones to the direct observation of the Sun.*38

When Odysseus sits under the tree, he learns from Athena that he must leave
his worldly possessions in the cave. Their conversation is considered by Porphyry to be
as important as the tree itself. He says: ‘one is required, having stripped oneself naked,
dressed as a beggar, withered in body, having cast off all that is superfluous, and turned
away from the senses, to take counsel with Athena, sitting with her underneath the olive
tree, to learn how one might eliminate the treacherous passions of one’s soul’ (De Antro
34.1-6). For Porphyry, this symbolises the journey and exile of the soul, where ascent is
only possible if the soul purifies itself from the labours and passions of the material

world.

The olive tree also acts as a ‘lodestar of philosophy,” a guide in the search for
truth in nature, and in the derivation of meaning from a text.** In this way, both
Odysseus and the reader are suppliants at the olive tree, where the latter must

supplicate not only Athena, but also his natal daimon (De Antro 35.6-17):440

The seat beneath the olive is also appropriate to him both as a suppliant to Athena and
as one whose supplication appeases his natal demon. For one cannot be rid of this
sensory life forthwith by blinding it [as Odysseus blinded the Cyclops, son of Poseidon],
and striving to be free at once. The one who attempts this is followed by the wrath of
marine and material deities, who should first be appeased by sacrifices and beggars’
toils and endurances, sometimes fighting the passions, sometimes charming and
deceiving and adopting all changes towards them, in order that, stripped of one's rags,
one may destroy them all; and not even thus be free from toils, but only when one is

absolutely remote from the sea and ignorant of the works of sea and matter.**

That Nonnus’ Persephone weaves on Athena’s loom, and has Athena present to oversee

her generative weaving demonstrates Nonnus’ transformation of the Homeric cave

438 Edwards 1996: 96.

43 Edwards 1996: 98-9.

440 Edwards 1996: 99.

41 Transl. Edwards 1996: 99.
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using Porphyry’s exegesis as a hypertext. It is a process not dissimilar to Nonnus’ use of
Cyril’s exegesis for his versification of John’s Gospel. Elements in the original texts are
elaborated upon or reworked using information contained within commentaries. The
commentaries themselves become lenses that colour the interpretation of the original

texts beneath them.

This phenomenon also appears in the final mention of Persephone in the De
Antro, in connection with the bees and honey from the Homeric cave (Od. 13.106).
Porphyry explains that Demeter’s priestesses were called ‘bees’ by the ancients, and
that Persephone was called the ‘Honey-sweet’ (MeAttwén), and sometimes the ‘Bee’
(De Antro 18).**> Homer includes these symbols in the cave because Persephone is
associated with Selene.**3 As the goddess of the moon, she presides over the process of
genesis. Therefore, although Nonnus does not explicitly include bees and honey in his
rework of Homer’s cave, he can be seen to include them symbolically through the

presence and character of Persephone.

To summarise, then, Persephone represents a confluence between Odyssey
13.102-12, the De Antro, and Dionysiaca 6.128-34. Porphyry uses Persephone as
evidence for his interpretations, and Nonnus takes these details as suggestions for his
rendition of the Cave of the Nymphs. Through engagement with Porphyry, Nonnus’ cave
reworks not only the original text, but also imports its allegorical significance. The
intersections between Odyssey 13, Porphyry’s De Antro, and Dionysiaca 6 traced out

thus far can be illustrated as follows:

442 porphyry notes that Persephone-Selene could also be called the ‘bull.” As a result, both bees and
souls descending into generation are called ‘ox-born’ (Bouyeveig), and the 'god who secretly furthers
creation' is called the 'ox-stealer' (BoukAomog). BoukAdmog is used in Nonnus as an epithet of Hermes,
due to the god’s theft of Apollo’s cattle (1.337). Its only other attestation is in the Orphic Argonautica
(1057), where it describes Helios and his creation of the Cimmerian Bosphorus. Beck 2006: 198-9
identifies the ‘cattle-stealing god’ of De Antro 18 with Mithras. Cf. Edwards 1993: 122-5, who argues
that ‘cattle stealing god’ refers to Hermes.

443 This association also exists in Nonnus, exemplified by the syncretic hymn to Selene at Dion. 44.191-
216.
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Figure 8: Model of intellectual transmission between Od. 13, De Antro, and Dion. 6
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Given how widely read Porphyry’s essay appears to have been, and that much of it is
reproduced in the Homeric D Scholia (which are based on Late Antique compilations of
Homeric criticism), it seems inconceivable that Nonnus would have been unaware of
the preeminent Homeric literary criticism of the time, especially given his own
demonstrable debt to Homer elsewhere. The visualisation above (Fig. 8) shows clearly
that, while some elements are directly imported from Odyssey 13 with minimal changes,

others are transformed using cues from Porphyry’s commentary.

4.3 Etymologies

That Nonnus is crafting his cave as a locus for allegorical interpretation can be supported
by two etymologies. Ancient etymology was an accepted form of allegoresis, practiced
particularly by the Stoics, and could be used to support broader allegorical
interpretations. ldentifications such as Hera as ‘Aer’ (Air) or Kronos as ‘Chronos’ (Time)
were commonplace.*** Nonnus is especially fond of personifications and wordplay

elsewhere in the Dionysiaca. He renames Dionysus’ nurse, Hipta (cf. OH 48, 49; Procl. In

444 E g, Ps.-Arist. De Mundo 401a15; Cicero De Nat. 23; Plut. De Iside 32; Procl. In Crat. 115.
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Tim. 1.407, 22 Diehl = OF 199 Kern) as Mystis to provide an aetiology for the god’s mystic
rituals (Dion. 8.111-31).#4> Dionysus’ later entourage are metamorphosed into elements
of the Dionysiac sphere, creating a host of new personifications and aetiologies (e.g.
Ampelus ‘Vine’ at 10.175, or Methe ‘Drunkenness,” Staphylos ‘Cluster of Grapes’ and
Botrys ‘Grape’ at 18.5-305; 18.327-20.141).44¢

Within the context of Book 6, there are two names with etymological
associations that broadly support the allegorical framework of the Cave of the Nymphs:
the nymphs Cyane and Calligeneia. Cyane is the Naiad nymph that bathes in the nearby
stream. According to myth, she is one of Persephone’s playmates. After Persephone is
kidnapped by Hades, Cyane metamorphoses into a spring out of grief. Her mention in
Nonnus is primarily a geographic detail, locating the cave near Syracuse, but the name’s
etymology can be traced back to the adjective kudaveog, meaning ‘dark blue,” ‘dark,” or
‘black,” suggestive of the darkness associated with caves and matter. Her presence also
foreshadows the sexual violence of the Persephone myth, although it will be her rape

by Zeus, rather than Hades, which will feature in Nonnus.

Then there is Calligeneia, who is appointed as Persephone’s nurse. The name
can be etymologised as ‘beautiful-birth,” strengthening the cave’s association with the
generation of material forms. Elsewhere, the name designates the third and final day of
the Thesmophoria festival in Athens, and could be invoked as an epithet of Demeter (Ar.
Th. 299, Alciphr. 2.4, cf. IG 14.205), or the Moon (Hymn. Mag. 5.31). Both are associated
with generation; Demeter as a fertility goddess, and the Moon as the boundary of the
sublunary realm and a gateway for souls descending into genesis. Calligeneia also
appears as Demeter’s nurse (Ar. ap. Phot.). Rigoglioso, commenting on Calligeneia’s
presence in Nonnus, proposes that the motif of Calligeneia overseeing Persephone’s
weaving refers to the maiden goddess’s own ‘cosmic apprenticeship’ in learning about
parthenogenesis.**” Taken together, Cyane and Calligeneia’s etymological associations
appear to support the Cave of the Nymph’s original allegorical framework as established

by Porphyry.

445 For more on Mystis, see Garcia-Gasco 2014: 211-27; Bernabé and Garcia-Gasco 2016: 108-9.
448 For more on personification in the Dionysiaca, see Miguélez Cavero 2013.
447 Rigoglioso 2010: 109-10.
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4.4 The Titans and the Timaeus

This final section will look at the connections between Nonnus’ cave and its models from
Plato’s Timaeus. As we have seen, Book 6 already features many cosmic associations:
Astraeus, the god of prophecy, is a practitioner of astrology; Persephone’s cave is a
transposition of the Homeric Cave of the Nymphs, which was allegorised as a space
where souls ascend to the Intelligible or descend into corporeality. As we have seen,
Zagreus, who is born from Persephone within the cave, could be read as an allegory of
the Material Intellect, that must undergo a process of division to create the sensible

universe.*4®

The influence of the Timaeus is keenly felt, particularly in the Dionysiaca’s
obsession with circular motion (Plato Tim. 34a-b, 36e-37a), which in Platonic thought
characterises the revolutions of the cosmos and the voyages of the soul (cf. also Phaedr.
247b-d, Rep. 616b-617d, Laws 897c).**° Furthermore, Nonnus certainly knew Proclus’
commentary on Plato’s Timaeus, and various scholars have used its publication in 438
as a terminus post quem for the Dionysiaca.**° Yet, there are other cosmic associations

that have not been fully realised.

After the Titans murder Zagreus in Dionysiaca 6, Zeus imprisons them in
Tartarus. Their imprisonment follows the Hesiodic model, but Nonnus has deviated
significantly from the Theogony, in that the Titans’ transgression is no longer their war
against the Olympians. In the Dionysiaca, once the Titans are imprisoned, Zeus lays
waste to the Earth, the Titans’ mother. His thunderbolt causes a great conflagration, an
ironic reversal of the conflagration at Hes. Theog. 820-68, which Zeus causes to prevent
Typhon's (almost successful) attempt to overthrow him. The Dionysiaca’s conflagration
has numerous intersections with the destructive firestorms described in Plato’s Timaeus

21e-23c. After wreaking havoc with his lightning bolt, Zeus takes pity on the Earth, and

448 cf. Plot. 4.3.11-12; Procl. In Tim. 3.80.20f.; Olymp. In Phd. 1.3; Dam. 1.3; Clem. Protrept. 2.17.2-18.2;
Macrob. In Somnium Scipionis 1.12.12

449 Herndndez de la Fuente 2014: 231.

430 Tissoni 1998: 13; Accorinti 2003: 205.
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arranges the heavens to produce a Deluge and a great, cosmic flood. Disasters of this

kind are also described in Timaeus 21e-23c.

Timaeus 21e-23c immediately precedes the myth of Atlantis, which tells of an
ancient war between Athens and Atlantis, which Proclus states was symbolically
analogous to the conflict between Dionysus and the Titans. Proclus is our best source
for this alternative allegory, which he records in his commentary on Plato’s Timaeus. He
cites three schools of thought on the legendary conflict: those following Amelius read
the Atlantis myth as an allegory for the conflict between the fixed stars and the planets,
respectively, which arises from their counter-revolution, with Athens’ victory assured
by the single turning-motion of the universe; those following Origenes interpreted it as
a conflict between daimons; the third school claimed to combine the views of Origenes
and Numenius, and read the myth as a conflict between soul-polluting daimons that

waged war on souls during their descent into generation (Procl. In Tim. 1.76.32-77.23):

ol 6£ &ig SalpoVwV TIVRV EvavTiwov, we TV PEV APELVOVWY, TV &€ XeLpOVwV, Kal
TV YEv TANBEL, TV &€ SUVAPEL KPELTTOVWY, KAl TV PEV KpaToUVIWY, TWV &€
KPOATOUHEVWY, WoTep QpLyevng UTEAaBev. ol 6€ elg Pux®v Slaotaolv KaAALOVWY Kal
T ABNnVvac Tpodipwy Kal yeveoloupy®v GAAwWVY, atl Kal TQ) THG yevEoews €Ppopw Be®
TpoonkKouol. Kat £0TL THG €€nynoswg TauTng mpootatng Noupunviog. ot 6£ kat
pi€avteg v Qplyévoug, womnep olovtal, kal Noupnviou 86€av Puxdv mpog daipovag
EVaVTIWOLY EUTOV, TMV PEV SAUOVWY KATAywY&DV SvTwv, TV 8¢ Puxdv Avayouévwy:
ToPA 0L¢ O Salpwv TPKGIC: Kal yap ival Gpaot To pev Beiwv Satpdvwy yévoc, To 8¢ Ka
TG oX€oLy, O pepkal cupmAnpolol Yuyal Satpoviag tuxolioal AnEewg, To 6€ ovnpov
8o Kot AUMOVTLKOV TGV PuxGV. ToUG 00V oXATOUC Saipovag TOV TOAEUOV ToUTOoV
OUYKPOTELV Kal Tag Puxag év tij €lc TV yéveolv kaBodw:- kal anep ot maAatol, paot,
Beoloyol €i¢”Oatplv kal Tup@va aviyayov f eic Atdvuoov kat Titavag, tadta o
MAGtwv i¢ ABnvaioug kal AtAavtivoug avamnéurmnetl St eboéBelav- mplv &€ €ig Ta
oTePEd cwpata KateAOely, <évavtiwow> mapadidwol tdv Puxiv mpdg toug UALKOUC
Sdatpovag, ol¢ tfi SUoeL Mpoowkeiwaev- £mel kal i SUoLg, wg EAeyov AlyUTTIoL, TOTIOG
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Others interpret it as a conflict of daimons, with some being better and others worse,
the one side superior in numbers, the other in power, with the one being victorious and
the other vanquished, as Origenes supposed. Others interpret it as a dispute between
the finer souls — the foster-children of Athena —and others who work at generation and
who belong to the god presiding over generation [Poseidon]. Others combine (or so
they believe) the views of Origenes and of Numenius and say that it is a conflict between
souls and daimons, with the daimons being a down-dragging force and the souls trying
to come upwards. Their view is that there are three kinds of daimons, a divine type of
daimon, a type now in that condition (kata schesin) which is made up of individual souls
who have received a daimonic lot, and the other corrupt kind — the soul polluters. So
daimons of the final type strike up this war with souls on their descent into generation.
And they claim that, just as the ancient theologians refer this to Osiris and Typhon or to
Dionysus and the Titans, Plato attributes it to Athenians and Atlantines out of reverence.
For he hands down the tradition that, before they come into three-dimensional bodies,
there is rivalry between souls and the enmattered daimons that he assigned to the west;
for the west, as the Egyptians say, is the region of harmful souls. The philosopher
Porphyry is of this view, and one would be surprised if he is saying anything different

from the view authorized by Numenius.*?

The Atlantis section of the Timaeus (24e-25d) and its commentaries were popular
enough in antiquity. We know for certain, prior to Proclus, that Porphyry and lamblichus
commented upon it in some detail (Procl. In Tim. 204.25-9). Proclus also mentions
Crantor, Amelius, Origenes and Numenius as interpreters in a lengthy section between
75.27-204.29.%2 The equating of Dionysus and the Titans with Osiris and Typhon is
traditional. Osiris was identified as the ‘Egyptian Dionysus,” and this connection is
explicitly made by Nonnus (Dion. 4.270-1). Like the Orphic Dionysus, Osiris is murdered
and dismembered, and eventually resurrected, leading to similar eschatological
connections. The culprit, the Egyptian god Set, was associated with Typhon from an

early period (Herod. 2.144.2 = Hecataeus FGrH 1 F300).

The comparison between the Titans and the Atlantines is perhaps more

surprising, but the two myths have several points of contact. Like the Titans and Set-

431 Transl. Tarrant 2007: 169-70.
432 Tarrant 2007: 75.
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Typhon, the Atlantines are punished for their transgressions (Plato Crit. 121b-c), and
their continent sinks beneath the sea amidst tidal waves and earthquakes. Atlantis was
located far in the west, beyond the Pillars of Herakles, the region associated with
daimons and generation. Etymologically, Atlantis is connected with the Titan Atlas, who
was forced after the Titans’ war against the Olympians to stand in the western regions
holding up the heavens (Procl. In Tim. 1.173.1-6). The Titans were also themselves
associated with generation due to their earthborn nature (ynyevng, e.g. Antimachus fr.
44.2, 52.6; Dion. 18.212, 35.350). Evidence suggests, therefore, that Nonnus’ Zagreus
episode could be read as an allegory for the war between souls and soul-polluters,
especially given that the previous allegorical frameworks in Book 6 would likely trigger

a more semiotic level of reading in the audience.

Proclus, however, does not directly endorse these parallel readings of the
Atlantis myth. Rather, he lauds the views of lamblichus and his teacher Syrianus in his
discussion of Socrates’ constitution, and how it relates to the organisation of heaven (/n

Tim. 1.77.24-78.27):%3

Both [lamblichus] and my own teacher [Syrianus] preferred to explain this conflict not
[at the expense of] setting aside of the surface meaning, but on the contrary, in the
conviction that these things have happened in every sense. However, as we are
accustomed to refer what precedes the primary discussions to the same target as the
discussions, so we prefer to take this rivalry also from the human realm and to distribute
it, in this same way and according to a similar pattern, across the whole cosmos and
particularly among generated things, so giving it widespread meaning to all things, and
studying how they partake of this rivalry in accordance with their variety of powers. |
mean that since everything is from the One and the Dyad that comes after the One, and
they are somehow brought into unity with each other and have acquired opposing
natures, just as there is also an opposition among the Kinds of being, of Same against
Other and of Motion and against Rest, and everything in the cosmos participates in

these Kinds, it would make sense to study the rivalry that runs through everything.

Moreover, assuming that we have observed the analogue of [Socrates’] constitution in

the entire cosmos, we must surely also take note of this ‘war’ that is embedded in the

453 For more on Socrates’ constitution, see Tarrant 2007: 53-60; Stegman 2015.
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whole of nature. For the constitution is analogous to being and the substances, while
the war is analogous to their powers and their unvarying motions. And one should say
that the former, the constitution that makes all things in common, is assimilated to the
total unification, while the latter is assimilated to the ascendancy of strife. So if you
bisect the whole into incorporeal and corporeal, and then the incorporeal into the more
intellective and the more enmattered parts, and the corporeal into heaven and
generation, and the heaven into the opposing revolutions but generation into the
contrasting properties — or however you understand this contrasting life either among
gods or among daemons or among souls or among bodies — you would in every case be

able to bring analogies that begin with humans to bear upon things.**

lamblichus’ position goes on to postulate a column of opposites, inspired by the
Pythagorean column, according to which tension and conflict pervades every
metaphysical level below the Neoplatonic One.**> Many of these opposites are
developed from Homer, who sets, for example, Apollo against Poseidon, Ares against
Athena, and the Scamander against Hephaestus (/In Tim. 1.78.28-79.17). Proclus
continues (1.79.18-28):

As for Aphrodite [lamblichus] leaves her all by herself so that she may be the light
behind all unification and harmony, fighting as an ally of the weaker powers, because in
the things of this world the one is weaker than plurality. For all rivalry is properly studied
along with the one, for it (the one) is either prior to it, or naturally implanted in it, or
somehow supervenient upon it. It is this that Plato like the theologians has noticed
when before the single cosmology he rightly hands down the multiple one, and before
the whole the parts. And discovering all this in images before their paradigms, he studies
in the human realm this rivalry that exists also in a corresponding form within the

universe, requiring no battles with Titans or Giants.**®

lamblichus’ position, then, is that the conflict symbolised by the war between Athens
and Atlantis is not only perpetuated at every metaphysical level, but is, like Empedocles’

concept of Love and Strife, necessary for the creation and maintenance of the cosmos.

454 Transl. Tarrant 2007: 184-5.
435 Tarrant 2007: 81-2.
436 Transl. Tarrant 2007: 186.
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Proclus again connects this with the image of the Titans (and the Giants) as symbols of

opposing forces that drive conflict.

Proclus later makes the connection between the Titans and the Atlantines again, more

explicitly (1.172.24-173.6):

So, through the parallel between humans and things divine, he teaches us even of this
war before the origin of the cosmos, adopting the Athenians to represent Athena and
the Olympian gods and the people of Atlantis to represent the Titans and Giants, for it
is possible to study the same things in images as one can in universals. And, so as to
remind us of the parallel, he refers his listeners through the name of the Athenians to
the Olympian column under Athena’s generalship, and through the people of Atlantis
to the Titanic gods. For presumably, among the Titanic gods, the very great Atlas is also
one. In fact, the theologians too say that after the dismemberment of Dionysus, who
shows the divisible procession into the All from the indivisible creation, the other Titans
were given a different allotment by Zeus, whereas Atlas was stationed in the western

regions holding up the heaven.*’

Proclus also compares the respective fates of the Titans and Atlantis. When Atlantis
sinks beneath the sea, that region of ocean becomes impassable because of shoals of

mud just beneath the surface (Plat. Tim. 25c-d). Proclus notes (1.188.19-189.8):

And [Aristotle] tells that there is mud in the outside sea beyond the mouth, and that
that place is full of shoals, so if ‘mud ... just below the surface’ signifies “full of shoals’ it
is not that remarkable. For even now they call submerged rocks with water over the top
‘surface-reefs.” So why would anybody be bothered making out a detailed case for this?
But we seek proof that these words offer an amazing indication of the whole cosmic
arrangement by reminding ourselves of the ‘en-tartarization’ [katataptdpwolg] spoken
in Orpheus’ writing [cf. OF 122 K]. For he too, when he has given the account of the
rivalry-in-creation between the Olympians and the Titans, brings to an end the whole
account of cosmic arrangement down to the final things of the All, giving even them a
share in the immaculate providence of the gods. So knowing this Plato too carries on

teaching about the universe through images, consigns these two races to the realm of

47 Transl. Tarrant 2007: 286.
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darkness, and through causing them to disappear in this way imitates the Orphic ‘en-

tartarization.’

For Proclus, their punishments are analogous. Both the Atlantines and the Titans are
enclosed beneath the earth, according to a process referred to in the Orphic fragments
as ‘en-tartarization’ (katatoptdpwolg). It seems likely that Nonnus was aware of or in
some way influenced by this analogy, given that his banishment of the Titans to
Tartarus, like the fall of Atlantis, is then associated with a series of natural disasters, the

likes of which have already been discussed by Plato in Timaeus 21e-23c.

According to the dialogue, a priest tells Solon during his visit to Egypt that ‘there
have been, and will be again, many destructions of mankind arising out of many causes.
The greatest have been brought about by the agencies of fire and water’ (22c). Porphyry
also links the concepts of Atlantis and disasters by fire and water explicitly. As Tarrant
says ‘Porphyry does not restrict discussion of souls to his treatment of Atlantis, but also
takes the general material about destruction by fire and flood as referring to the
destruction of souls by inner forces, the conflagration of the passions and the floods of
matter (116.27-117.18).”48 This offers a precedent for the conceptual linking of the

Titans (as analogies of the Atlantines) to conflagrations and floods.**°

Accordingly, Nonnus’ conflagration and flood occur on a cosmic level. His Zeus
lays waste to the Earth, up to the four corners of the known world: Bactria, Assyria and
India in the east; the Atlantic Ocean in the west; the ‘frozen sea’ in the north; and, the
clime of snowy Capricorn in the south (Dion. 6.212-23). When Zeus summons a Deluge,
‘the seven-zones of watery heaven are opened’ (aiBépog udatoevieg avwixbnoav
oxfeg, 250-1), referring to the celestial spheres. The rainwater breaches the terrestrial
boundaries of the Earth, ‘mixing with the starry battalions’ and making ‘the Milky Way
whiter with foam’ (&otpain 6& paAayyt pepypévov OuBplov U8wp AeukoTépnv moinoe
FraAaainv (tuv adp®, 337-8). Deucalion’s journey across the flood is called a ‘sky-

walking voyage’ (mAoov Repodoitnv, 368). The flood then almost causes cosmic

458 Tarrant 2007: 92.
459 proclus, likewise, links the concepts of conflagration and inundation to the perpetual cycles of
destruction and generation that pervade existence (/n Tim. 1.105.4-12).
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dissolution (‘the cosmos would have fallen into disorder, and all-nurturing Time would
have dissolved the structure of the unsown generations of humankind,’
Kal vU ke KOOMOG AKoopog yiveto, Kal vU kev avbpiv Gomopov appoviny aveAuoato

navtpodog Aiwv, 371-2), if not for Zeus and Poseidon’s intervention.

Conflagrations and floods are well attested in Graeco-Roman literature. There
are the floods of Ogyges, Deucalion (mentioned above), and Dardanus (Dion. 5.229-79).
Phaethon’s fall to Earth in the Chariot of the Sun was often rationalised from Plato
onward as an allegory for conflagration (Tim. 22c-d; Ps-Aristotle De Mundo 6, 400a 23-
34; Dio Chrysost. Or. 36.48),%%° which Proclus says should be studied from historical,
physical, and philosophical angles (In Tim. 1.109.7-9). As the Egyptian priest explains to

Solon in Plato’s Timaeus (22c-d):

For in truth the story that is told in your country as well as ours, how once Phaethon,
son of Helios, yoked his father’s chariot, and, because he was unable to drive it along
the course taken by his father, burnt up all that was upon the Earth and himself perished
by a thunderbolt. That story, as it is told, is in the form of a myth, but the truth of it lies
in the alternation of motion of the bodies in the heavens which move round the Earth,

and a destruction of the things on the Earth by fierce fire, which recurs at long intervals.

This passage suggests an astrological belief that the movement and relative position of
the planetary spheres could produce elemental forces upon the Earth (cf. Procl. In Tim
1.106.14-23, where Proclus says that ‘destruction and birth occur as a result of the
heavenly figures, and these are enactments (mimémata) of the divine intellections’).46!
Nonnus clearly shares this astrological belief, because when Zeus summons a Deluge,
he does this by re-ordering the celestial bodies and placing them in astrological houses

appropriate to the element of water (Dion. 6.229-48):

The Rainy Zeus covered the whole sky with clouds and flooded all the earth. Zeus’s
heavenly trumpet bellowed with its thunderclaps, while all the stars moved in their
appointed houses: when the Sun in his four-horse chariot drove shining over the Lion’s

back, his own house; the Moon of threefold form rolled in her on-running car over the

480 Gigli Piccardi 2003: 491.
461 Transl. Tarrant 2007: 201.
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eightfoot Crab; Cypris in her equinoctial course under the dewy region had left the
Ram’s horn behind, and held her spring-time house in the heavenly Bull which knows
no winter; the Sun’s neighbour Ares possessed the Scorpion, harbinger of the Plow,
encircled by the blazing Bull, and ogled Aphrodite opposite with a sidelong glance;
Zeus of nightfall, the twelvemonth traveller who completes the lichtgang, was treading
on the starry Fishes, having on his right he round-faced Moon in trine; Cronos passed
through the showery back of Aigoceros drenched in the frosty light; round the bright
Maiden, Hermes was poised on his pinions, because as a dispenser of justice he had

Justice for his house.

As Stegemann has shown using information from Dorotheus of Sidon, a 15--century BCE
Hellenistic astrologer-poet (who possibly composed his horoscopic Pentateuch in
Alexandria), Nonnus’ astrological schema is arranged with the celestial bodies in the
appropriate position for deluge, while still preserving traces of a schema which would

have heralded an conflagration.*6?

Stoic astrology posited a similar idea that a conflagration (ékmUpwolg),*®3 or a
flood (katakAuopog) would be responsible for destroying the universe at long intervals,
beginning a new cycle where everything is born anew. This rebirth was referred to as
anokataotaolc (restoration), and was envisioned as a repeat of everything that had
happened since the previous destruction.*®* The concept of éknipwolg, especially, was
short-lived and never universally accepted by Stoics.*®> Conflagrations and floods were
also believed to occur at the end of great cosmic cycles, rather than consecutively.
However, there is precedent for the combination of ékmUpwoig and katakAuopog (with
reference to the myths of Phaethon and Deucalion) attested by Hyginus Fab. 152a-153

(cf. also Jupiter’s refusal to unleash a conflagration to provoke a flood at Ovid Met.

462 Stegemann 1930: 88-94, summarised in Rouse 1940: 243: ‘[Nonnus] puts the Sun in Leo, the Moon in
Cancer, Saturn in Capricorn and Mercury in Virgo. He thus gets traces of a conflagration-scheme, for the
Sun in Leo brings heat, and is supported by Mars in Scorpius, and therefore in quadratile aspect with
him. Mars is also regent of the triangle Cancer-Scorpius-Pisces. But the opposite triangle, Taurus-Virgo-
Capricorn is of a cold and earthly nature, and is the stronger because Venus and Saturn are respectively
moist and cold, while Saturn is further strengthened by being in diametrical opposition to the Moon,
which is moist. Thus the deluge is provided for.

463 plytarch attributes the concept of ekpyrosis to Chrysippus (Plut. Against the Stoics 1053b).

464 Rose 1940: 242-3.

465 Jaap 1983: 219-20.
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1.253-61).%%% Proclus also, in his commentary on the Phaethon myth, argues that
deluges immediately follow conflagrations, and this is symbolised by the tears of

Phaethon’s sisters, the Heliades (/n Tim. 1.110.15-22).4¢7

Proclus reads these disasters allegorically as processes of destruction and
generation: ‘what then are the cycles of things in the cosmos? One must indeed
postulate that there is always generation and always destruction in the totality. For that
which is perceptible is ‘coming to be and passing away, but never really real’ [Plat. Tim.
28a] (1.105.4-7). The myths therefore become symbols of the ongoing processes of
destruction and generation that occur in the sensible universe, as material forms are

made and unmade.

Nonnus’ flood is not only destructive. It also upends the natural order, and the
pastoral world mixes and clashes with the maritime. Land and sea dwellers are forced
to occupy a shared space among the hills and mountains. Nereid nymphs become
Oreads. Sea-lions leap into mountain lions’ dens. Dolphins meet with boars. Echo and
Pan, popular bucolic figures, are separated by the flood, and their mythological
paradigm shifts to accommodate the sudden intrusion of the maritime world. Echo, as
an Oread nymph of Mount Cithaeron, must now swim and fears the sexual predation of
Poseidon instead of Pan. Pan himself, the god of shepherds and hunters, and resident
of the mountainous countryside of Arcadia, loses track of Echo and his panpipes
amongst the waves, and instead must pursue the sea-nymph Galatea. Polyphemus, who
traditionally sings and longs for Galatea, sees his wish to be able to cross from his

terrestrial world to her maritime world suddenly enacted on a cosmic stage.

The choice of the mountain setting comes about as a logical consequence of a
great flood, which is born out in the Timaeus: Plato’s Egyptian priest explains that ‘when
the gods purge the Earth with a flood of waters, all the herdsmen and shepherds that
are in the mountains are saved, but those in the cities of your lands of swept into the

sea by the streams’ (Tim. 22d-3). Accordingly, in Nonnus, every city is flooded (Dion.

466 Gigli Piccardi 2003: 491.

467 |n his explanation of the Phaethon myth, Proclus also says that, like Nonnus’ conflagration, it is Zeus
that is ultimately responsible for the conflagration, because he hurled the thunderbolt at Phaethon (/n
Tim. 1.114.15-20).
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6.326-7), and must eventually be rebuilt (383-6). Unlike the Stoic theory of
anokatdotaolg, however, the universe does not simply repeat itself, but changes for

the better with regards to the fortunes of humankind.*6®

In addition, Nonnus includes several details that appear calculated so that his
conflagration and flood exceed the rationalising explanations in the Timaeus. Plato’s
dialogue explains that in times of conflagration, those who dwell on the mountains or
in dry places suffer more destruction than those who dwell near to rivers or the sea
(Tim. 22d). In Nonnus’ conflagration, however, the Assyrian waves set the Caspian Sea
and Indian mountains aflame, the Red Sea burns, and the normally frozen Northern Sea
boils (Dion. 6.213-221). Likewise, in the Timaeus, Egypt is normally spared from
inundation, because water never falls as rain from above, and instead wells up from
below the ground (Tim. 22e). However, in Nonnus, the Nile overflows and meets the

river Alpheus in the Peloponnese (Dion. 6.339-40).

Although any single correspondence noted here between Dionysiaca 6, the
Timaeus, and Proclus’ commentary might appear inconclusive in isolation, as a
catalogue it demonstrates Nonnus’ serious and sustained engagement with Plato and
Proclus. His conflagration and inundation reflect rationalisations and the cosmic
apparatus from Plato’s Timaeus, with targeted details to further elevate the extent of
the poem’s cosmic upheaval. Plato’s discussion of disasters not only immediately
follows the myth of Atlantis; the two sections are both presented by Critias, and are, at
least in Proclus, bound by significant connective tissue in the cyclic processes they
express: the ascent and descent of souls. The fact that the myth goes hand in hand with
natural disaster, and was reframed in Late Antiquity as analogous to the punishment of

the Titans, makes this interpretation even more compelling.

4.5 Conclusion

Seen through this lens, Dionysiaca 6 appears as a pastiche of cosmically charged myths,

along with their exegeses. We can see that Odyssey 13, Porphyry’s De Antro, Plato’s

48 Rose 1940: 243.
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Timaeus, and Proclus’ Commentary on Plato’s Timaeus have greatly informed Nonnus’
composition. The idea that Nonnus selected these models precisely for their cosmic
implications and allegorical interpretations is particularly compelling. This is in addition
to the Orphic and Neoplatonic models that informed his retelling of Dionysus and the
Titans. Nonnus’ stitching and interweaving of his various models is sophisticated,
reflecting a familiarity with Neoplatonic exegetical material, and an apparent ease at

envisioning myths in exciting new contexts.

This virtuoso performance leads us to several conclusions about the nature of
Nonnus’ engagement with Neoplatonic material. At first, one might try to dismiss
Nonnus’ knowledge of Porphyry’s De Antro as reflecting his encyclopaedic knowledge
of Homer and Homeric literary criticism, rather than a nuanced understanding of
Neoplatonism. However, this does not appear to be the case. There is significant
engagement with Platonic and Neoplatonic texts throughout the Zagreus episode and
the wider context of Dionysiaca 6. This is because Neoplatonism likely provided the
primary lens for any positive interpretation of Graeco-Roman myth in the intellectual
milieu of Nonnus’ Alexandria. It is entirely possible that Nonnus reworks Neoplatonic
allegories precisely because they were the primary means of reading Homer. Given
Nonnus’ erudite knowledge of his poetic father, any attempt to imitate and exceed
Homer requires his Dionysiaca to recreate the same openness and translucency to
allegorical exegesis. It is not enough to simply write like Homer, one must ultimately be

read like Homer.

The placement of Persephone’s Cave of the Nymphs near the beginning of
Dionysiaca 6, drawing on an allegory that was well-known through to the Byzantine
period, would no doubt have triggered Nonnus’ audience to tune into a more semiotic
mode of reading, which would certainly have continued through the narration of
Zagreus’ death, through to the conflagration and flood. For modern scholars, it is always
precarious to offer our own allegorical explanations, which is why this chapter has
focused primarily on exegetical models rather than interpretations themselves. It
should not concern us, however, if this pastiche and interweaving of exegetical texts
does not produce a compelling, consistent, and holistic allegorical reading of Dionysiaca

6. Porphyry’s De Antro admits multiple levels of meaning that sometimes enter into
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’469 appears to emerge from

Dionysiaca 6. Any modern allegorical interpretation is surplus to the main body of this

chapter, but | can offer a tentative, general framework:

Figure 9: Overlapping allegories in Dionysiaca 6

Persephone and the Cave of
the Nymphs

Orphic Dionysus and the Titans

Atlantis/Titans and
Conflagration, Inundation

Demeter’s flight westwards and
Persephone’s ensconcement in
cave acts as a katabasis and a
descent into generation.
Persephone creates material
bodies through weaving.

Zeus’' rape of Persephone gives
birth to Zagreus, the Material
Intellect

The Titans, potential soul-
polluters, dismember him,
constituting the material
universe and populating it with
forms.

The Titans are punished for their

crime and bound into
materiality.
Zeus’ conflagration and

inundation represent the
processes of destruction and
generation that perpetually
occur in  throughout the

universe.

469 Cf. Pépin 1966: 243-9 on the coherence of the De Antro, despite its discordant elements and

mutually conflicting allegories.



191

This proposition should perhaps not be read as strictly chronological framework, but
rather an interwoven series of allegorical vignettes about the constant, ongoing creation
and maintenance of an eternal universe, expressed through cycles of ascent and
descent, destruction and generation. In effect, Dionysiaca 6 can be seen as an allegory
symbolising Neoplatonic metaphysical apparatus. This level of allusion and engagement
with Neoplatonic allegory cannot possibly be sustained across the Dionysiaca as a
whole, in much the way that Neoplatonists did not offer sustained exegeses of every
single episode in the Odyssey. Yet, Nonnus’ display here raises the possibility that other
episodes or books were constructed with micro-allegorical frameworks, and his
familiarity with Neoplatonism was such that we cannot discount Neoplatonic themes

and motifs, even on a macro-level.
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5. Allegorical Themes and Motifs

It comes as no surprise that Nonnus, whose paraphrastic technique draws inspiration
from Cyril of Alexandria’s exegesis on John, would appeal to exegetical models for his
Dionysiaca. As Chapters 3 and 4 have shown, such influences can be readily seen in
Nonnus’ use of wine as a metaphor for the Dionysiaca itself, and in the cosmic models
of Dionysiaca 6. However, the question over whether the Dionysiaca includes recurring
allegorical themes or motifs is still fraught. Scholars have, on occasion, suggested
allegorical readings for various scenes, motifs, and etymological personifications,*”® but
perhaps the first macro-level interpretation was put forth by Stegemann. He argued that
Nonnus had constructed the Dionysiaca with an elaborate astronomical allegory
centred on the figure of Aion-Kronos-Time and the zodiacal signs, that construed the
life of Dionysus as a symbol of the advent of a new golden age.*’! Stegemann’s views
have understandably received much criticism.4’? Although the influence of astrology on
Nonnus’ poetry is undeniable, and several episodes show traces of an astrological
schema, the same level of allusion is not sustained across the entire poem. Though
Nonnus’ astrological system alludes to some extent to a new cosmic world order
inaugurated by Dionysus, it is misleading to suggest that this was the primary framework

within which Nonnus conceived his poem.*”3

Recent forays into allegory have proven more fruitful. Most conclusive in this
regard is Spanoudakis 2014, which interprets Dionysus’ shield within a tradition of shield
ekphrases, and shows how the four scenes depicted upon the shield combine to create
a universal history through a syncretic mix of Homeric, Graeco-Roman pagan, and

Christian motifs. While this chapter will elaborate further on the imagery of Dionysus’

470 E g., Chrétien 1984: 19, 108; Liebeschuetz 1996: 79; Shorrock 2001: 115-16, 207-13; Garcia-Gasco
2014.

471 Stegemann 1930.

472 Lind 1938: 75; Keydell 1961; Fauth 1981: 180-4. Stegemann’s general idea of interpreting the
Dionysiaca within the flexible structure of the royal encomium has been applauded and accepted, if not
the rigid framework set out in his work. See e.g., Vian 1976: xx-xxii; Lasky 1975, 1978; Lasek 2009: 131-
44,

473 Shorrock 2001: 14.
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shield, proposing several new intertexts substantiated through their cultural context,
this chapter’s primary goal is to identify allegorical themes and motifs on a more macro-
scale. A necessary caveat is that this chapter is not proposing a systematic or even
consistent framework for the Dionysiac akin to Stegemann’s astronomical reading.
Rather, it proposes a series of themes and motifs that Nonnus weaves in and out of at
will. At times these motifs are woven tightly into the fabric of the text and are key to its
interpretation; at others, they appear as almost subliminal leitmotifs, reinforcing a
sense of thematic unity, but surplus to interpretation. At times they are not consistent

at all.

Many of these themes and motifs have identifiable models in Christian and
Neoplatonic texts. Some have compelling paradigms in texts that were interpreted
allegorically by Christian and Neoplatonic audiences. The central concepts used by
ancient allegorists in their readings are represented by a stable cluster of terms:
‘symbol’ (symbolon), ‘under-meaning’ (‘hyponoia’), and ‘enigma’ (ainigma).
Unfortunately, as we have seen in this project’s introduction, ancient exegetes generally
made no clear distinction between allegorical interpretation (to read allegorically) and
allegorical expression (to compose allegorically). Ancient allegorical interpretation
normally presupposes that a writer has expressed themselves ‘allegorically.” However,
the criteria required by ancient commentators to interpret texts in an allegorical manner
are vague and they are often applied unsystematically. As a critical tool, allegory was
applied unevenly across our surviving corpus. This makes it perilous for modern
commentators to offer allegorical meanings, because across any interpretive

community, a range of (mis-)readings of any text is possible.*’4

However, it is possible to identify intertexts. Since allegory was the preeminent
form of Homeric literary criticism in Late Antiquity, close correspondences between
Nonnus and allegorically interpreted Homeric passages, along with a shared symbolic
vocabulary, may suggest an allegorical mode of composition in the Dionysiaca. As
Shorrock argues, ‘it is hardly an exaggeration to say that the late-Antique world was

obsessed by hidden meanings and allegorical interpretations to an unparalleled

474 Lamberton 1986: 298.
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degree.”*’”> Many figures, myths, and motifs had acquired symbolic connotations, and
these connotations could be activated in the same way as the semantic and intertextual
connotations of words and phrases. This would allow poets like Nonnus to discretely
‘import’ allegorical significance from other texts into their own, which they could re-

present verbatim or rework according to their own design.

This chapter will address various episodes or themes that appear inspired by
allegorical commentaries. These include cosmic imagery, Dionysus’ shield, the Mystis
episode, and the theme of light versus darkness. It will then look at the Odyssey and its
allegorical exegeses as a potential paradigm for the Dionysiaca, particularly as a journey
of the soul. As Nonnus himself makes clear, as he looks to navigate the relationship
between himself and his poetic father Homer, there are positive and negative ways to
imitate. It is not enough to assiduously imitate Homer’s style of poetry. Homer had been
transformed from a divinely inspired poet to a theologian. To rival Homer, Nonnus must
himself become a theologian, encrypting wisdom regarding the soul and the nature of
the universe in his poetry, and ensuring that the Dionysiaca was open to the same

interpretive methods levelled at Homer.

5.1 Cosmic Images

From Homer onwards, images and ekphrases with cosmic imagery have inspired
allegorical exegeses. Cosmic imagery is pervasive in Nonnus, given his keen appreciation
for astrology, and it is no surprise that the Dionysiaca draws upon ekphrastic models
and exegetical traditions. Although Stegmann’s idea of a macro-level cosmological
framework has been rejected, many cosmological passages in Nonnus appear intricately
wrought, with astrological manuals and commentaries as their immediate model.
Nonnus’ cosmological schema in Dionysiaca 6, for instance, appears to engage with the

same cosmological discourse as Heraclitus, who reads of the battle of the gods in lliad

475 Shorrock 2001: 23.
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20 as an allegory for the conjunction of the planets within one zodiacal sign (Hom. Quest.
53). Cosmology was a popular form of physical allegory, with the extensive
commentaries on Achilles” Shield in Heraclitus (1% century CE) and Eustathius (12t
century CE) as perhaps the most famous examples.*’® Astrological comments can be
found frequently in the Homeric Scholia, and numerous astrological commentaries

survive.

This section will look at two of Nonnus’ cosmologically charged passages, and
show how these ekphrases evoke cosmic exegeses like Achilles’ Shield. The first of these
has already been mentioned in Chapter 2 in connection with mimesis: Cadmus’ building

of Thebes in Book 5, which Nonnus says is modelled on the heavenly spheres:
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476 Hardie 1985: 15-16 cites Aristotle’s Poetics 1461b1 as the first extant allusion to a commentary on
the Shield of Achilles. The Pergamene scholar Crates of Mallos (2" c. BCE) likely described the shield as
a KOoWoU pipnua, according to a scholion on Aratus (schol. Arat. Phaen. 26 = 343.17 Maass).
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[Cadmus] marked the outline of a city encircled,

by walls upon impregnable foundations with seven gates,
imitating seven-zoned heaven in his art,

but he left the walls for Amphion to build for future inhabitants
and to protect with tower-building harp.

He dedicated seven gates, equal in number to the seven planets.
First towards the western clime he allotted the Oncaian gate

to Bright-eyed Mene, bearing the name from the braying of the ox,
because Selene herself, bull-shaped, the horned driver of cattle,
having tri-form shape is Tritonis Athena.

He gave the second gate to Hermaon, Mene’s shining
neighbour. The fourth he traced out and named for Electra,
Phaethon’s daughter, because when he appears,

Electra’s morning light shines with like colour;

and the middle gate opposite Dawn he dedicated

to fiery Helios, since he is the middle of the planets.

Nonnus’ description is a stark deviation from traditional accounts of Thebes and its
seven gates. Nonnus appears to borrow the name for the Oncaia gate from Aeschylus’
Seven Against Thebes (lines 486, 501); the Electra gate appears fairly consistently in
poetic and geographical accounts (Aes. Sept. 375-652; Eur. Phoen. 1104-1138; Paus.
9.8.4-7; Apollod. 3.6.6). However, there is no extant precedent for Nonnus’ naming of
the other five gates, nor is any cosmological schema for Thebes mentioned by preceding
poets and geographers.*’”” This passage, therefore, reads as a Nonnian invention,
inspired by models such as the ekphrasis of Achilles’ Shield. Nepidpopov designates the

new city’s circular shape, corresponding to the circular shape of the universe. Instead of

477 For a modern survey of the naming and locations of the gates in various sources, see Berman 2002.
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the constellations on Achilles’ Shield, Thebes’ seven gates correspond to the planets.
Nonnus’ description also recalls John’s vision of the Heavenly Jerusalem (Revelation
21:9-27), which has twelve gates represented by twelve angels, equal to the number of
signs in the zodiac.*’® This cosmological dimension elevates the significance of Thebes

and the importance of Cadmus, Dionysus’ maternal grandfather.

In contrast with the general practice of allegorical ekphrases, Nonnus does not
evoke cosmology here through cUpBoAa and Umovola. Instead, he incorporates these
details into the surface of his text. This is a clear divergence from the method ascribed
to Homer by his commentators. Instead of signifying obliquely to the reader that Thebes
is a terrestrial image of the heavens, the narrator intertwines text and interpretation in
a form of self-exegesis, that collapses the distinction between the semantic and semiotic

modes of reading. Primary and secondary levels of meaning become one.

The analogy of a city to the universe is also Platonic. The city as a polity is treated
as a microcosm of the universe, and the ideal Constitution should reflect the
arrangement of the universe and its laws (Procl. /n Tim. 1.150.9-18). Cadmus’ role in the
creation of Thebes in many ways imitates the role of the Platonic demiurge, who
fashions the sensible universe from an Intelligible archetype.?”® From a Neoplatonic
perspective, works of art could offer insights into a transcendent reality, so long as the
artist’s mind was fixed on conceptual and transcendent beauty.*® Unlike Nonnus,
Homer never expresses Hephaestus’ intentions in crafting Achilles’ Shield.
Interpretation is left solely to the audience. Nonnus, instead, explicitly states the model
that Cadmus, the architect, uses to create his city. In many ways, Cadmus’ Thebes
appears as an actualisation of a thought experiment offered by Plotinus at Enneads
5.8.9, where he asks his reader to form a mental picture of the visible universe with all
of its parts, including the sun, the celestial bodies, the Earth, and all its creatures

organised in a sphere. This ‘gleaming representation of a sphere’ is informed by an

478 The general parallels between Nonnus’ Thebes and the Heavenly Jerusalem were first noted by
Stegemann 1930: 230-6.

479 That artistic production could be an analogue to divine creation through the agency of the human
mind was an important Neoplatonic development, and was based on the Platonic concept of
participation (uéBe€Lg). See Barasch 1992: 86; Alexandrakis 2002b.

480 Schibille 2014: 200.
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image derived from the Intelligible world, as if reflected as if in a mirror.*81 Plotinus then
asks us to subtract the magnitude, spatial relations, and matter. In this way, the reader
can apprehend the universe in its conceptual organisation, not dependent on physical
appearance and sense-perception.*®? In a similar way, Cadmus assigns the seven gates
of Thebes to the seven planetary spheres, without reflecting their motions or spatial
relations. Instead, his Thebes acts as a symbol for the universe based on an Intelligible

model rather than sense-perception.

Nonnus’ Thebes, therefore, is not an allegorical symbol of the universe itself, but
its creation reflects the analogy between artist and demiurge. It suggests how ideal
forms of art should be created. Spanoudakis notes a similar function in his analysis of
the ekphrasis of Dionysus’ Shield (25.384-587). One frieze depicts the construction of
Thebes’ walls by Amphion and Zethus, which functions as an allegory for the creation of
the world.*®3 The founding of a city was a well-known metaphor for the creation of the
universe, and appears in the Judaeo-Hellenic tradition as early as Philo of Alexandria (c.
20 BCE — c. 50 CE). At On Creation 4:19, Philo suggests that on the first day of creation
according to Genesis, the blueprint of the universe came from the concept of the
megalopolis (‘the great cosmic city’): ‘the conception we have concerning God must be
similar to this, namely that when he decided to found the great cosmic city, he first
conceived its outlines. Out of those he composed the intelligible cosmos, which served
him as a model when he completed the sense-perceptible cosmos as well.”** From a
Judaeo-Christian standpoint, Nonnus’ Cadmus therefore also mirrors God’s role in the
Creation: God composes the Intelligible from the outlines of the great cosmic city;
Cadmus designs his city’s outline from an Intelligible model. As an earthly image of
Olympus, Nonnus’ Thebes also draws upon Neoplatonic theories of mimesis, and the

relationship between archetype and image explored in Chapter 2.

Cadmus as a figure was subject to allegorical interpretation in Late Antiquity.

Plato’s Phaedo discusses Cadmus and his wife Harmonia in its discussion on the

481 Hendrix 2015: 20-1.

482 Hendrix 2015: 21.

483 Spanoudakis 2014a: 359-63.
484 Trans. Runia 2001: 50.
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harmony and elements of the soul (94e-95b). Damascius’ commentary interprets this

discussion as follows:
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SEKTIKOV, AANA KL TTaVTATTaoLY ABavAaTwy.

Cadmus is the sublunary world as belonging to the domain of Dionysus. Therefore, he
is wedded to the goddess Harmony and father of the four Bacchae. This is made clear
also by Pisander (of Laranda, fr. 21) who deals with the theology of Cadmus in the myth
where he represents Cadmus as advising Zeus how to defeat Typhon. The four Bacchae
make the four elements under the power of Dionysus: Semele fire, Agave earth
(because she lacerates her own children), Ino, as a Sea-goddess, water, and the
remaining one, Autonoe, air. Socrates ‘propitiates’ Cadmus by proving that the soul is
completely immortal, so that this universe is an abode, not of mortal nor even blessed

beings, but also of the altogether immortal.*®

Westerink interprets Cadmus’ role in Typhon’s defeat as a symbol of how the universal
demiurge (Zeus) uses the Material Intellect (Dionysus-Cadmus) to dominate the lowest
and most resistant elements in creation.*® Cadmus’ four daughters as the ‘four
Bacchae’ is unattested elsewhere, and Westerink believes this detail may have been
coined for the purpose of Damascius’ argument.*®’ Damascius was writing in the late 5
or early 6™ centuries CE, and so almost certainly postdates Nonnus. This means that, in
the absence of any precedents for this allegory of Cadmus, we cannot say for sure how
many details might have been familiar to Nonnus. Nonnus was potentially aware of

Pisander of Laranda (3™ century CE),*®® who Damascius identifies as his source.

485 Trans. Westerink 1977: 204-6.

486 \Westerink 1977: 204.

487 \Westerink 1977: 205.

488 Keydell 1935: 307-8 argues for Pisander’s Heroicae Theogamiae as the source for the catalogue of
Zeus’ twelve liaisons with mortal women, and their corresponding arrows in Eros’ quiver. Cf. Vian 1976:
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Damascius appears to be doing little more than summarising Pisander here, and the
information likely derives from Pisander’s Heroicae Theogamiae, and the wedding of
Cadmus and Harmonia. That Pisander explicitly ‘discourses on the gods’ (BeoAoywv)
raises the possibility that the Heroicae Theogamiae and its Cadmus episode were

commonly subjected to allegoresis.

If Nonnus was aware of this material, his decision to not include it is significant.
It suggests that Nonnus is selective about the exegetical material he will and will not
include, and does not adhere to any particular dogma. His founding of Thebes does not
reflect general allegories about Cadmus and his family. He instead places more

emphasis on Cadmus’ role as the architect and his artwork based on Intelligible models.

Nonnus includes a similar cosmic image in Dionysiaca 41, with the ekphrasis of

Harmonia’s palace (41.275-87):
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With hurrying step, she whizzed through
the vault of heaven to the home of
all-mother Harmonia, where the nymph herself

dwelt in a house self-built shaped like the universe

XLIV-XLV; Chuvin 1992: 75-7; Gigli Piccardi 2003: 515-16. Of Pisander’s 60 book epic, only a few
fragments remain, however, and so evidence that Nonnus used this poem as a source is still very low.
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with four corners in one. Four unbreakable gates
girdled that stronghold against the four winds.

And the handmaidens guarded the house on all sides,
that round image of the universe. Of the allotted doors,
handmaid Anatolia circled the East Wind’s gate,

and Dysis, the nurse of Selene, the West Wind’s;
Mesembrias held the bolt of the fiery South Wind,

and Arctos duly attended the North Wind'’s gate,

thick with clouds and sprinkled with hail.

Harmonia’s palace contrasts in many ways with her husband Cadmus’ Thebes. Both are
cosmic representations. Cadmus takes the heavens as his model; Harmonia’s palace is
in heaven’s vault (Repinv ayida, 276). The gates of Thebes are assigned to the seven
planets; Harmonia’s palace gates are assigned to the four cardinal directions and the
Winds. The northern gate’s guardian, Arctos, is the constellation Ursa Major, located in
the northern sky. Horae (personifications of the Hours) guard the remaining three gates,
and each one is named for the path of the sun. They are Rising (Anatolia), Midday

(Mesembrias), and Setting (Dysis).

Inside, Harmonia weaves a tapestry depicting the Earth, with its rivers, sky, and
ocean (41.294-302), just like the Orphic Persephone. Her tapestry also mirrors the
central circle on Achilles’ Shield (//. 18.484-9), and both are bordered by Ocean’s stream
(Dion. 41.302; /l. 18.607-9). The presence of Arctos in both episodes is also noteworthy,
as it is the only circumpolar constellation on Achilles’ Shield, which does not rise or set
with the change of the seasons. The passage from Nonnus, as a cosmic description,
stands at the end of a long tradition which undoubtedly begins with Achilles’ Shield.
Unlike the Homeric shield, however, which was interpreted from the Hellenistic period
onwards as a microcosm of the universe (koopou pipnua), Harmonia’s palace and
tapestry are explicit images of the cosmos (kdopou pipnua). This textual transparency
runs counter to the practice of embedding cUpBoAa, Omovola, and aiviypota that were

considered integral to allegoresis.

As with the foundation of Thebes, such a transparency could be interpreted as a

general ambivalence towards allegory, or as a form of self-exegesis — a gloss on the text
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interpolated by its own author — a model for training the reader in the interpretation of
the text elsewhere? All texts train their readers in some way. If we subscribe to such a
hypothesis, Nonnus’ gloss on Harmonia’s house as being ‘shaped like the universe’
would demonstrate to the reader the kind of interpretive processes required for
understanding other elements in Nonnus’ text. Such a gloss would no doubt trigger
memories of exegetical commentaries in the mind of the educated reader, and tune

them into a more symbolic mode of reading.

Triggering this response in the reader allows them to make other connections
that they otherwise might have missed. Like the building of Thebes, the passage shifts
the need for interpretation from the ekphrasis itself to the artist. The reader is not asked
to interpret wisdom about the nature of the universe itself, as these details are

provided, but rather to meditate on the role of the craftsman in the process of creation.

As we have seen in Chapter 4, Harmonia’s tapestry has various intertextual links
with the cosmic weaving of Persephone, which was frequently interpreted as an allegory
for the creation of the material universe. Harmonia herself, as the daughter of Aphrodite
and Ares, had been interpreted within an Empedoclean framework as the product of
the union of Love and Strife: the personification of cosmic harmony, because ‘the
universe is unshakably and harmoniously put together’ (Heracl. Hom. Quest. 69).
Harmonia’s weaving of a tapestry depicting the material world therefore acts as a

symbol for the harmonious composition of the universe.

Since weaving is often a metaphor for poetic composition, this scene also acts as
a mise en abyme for the Dionysiaca as a whole. Nonnus’ programmatic principle of
poikilia was semantically linked to embroidery, further eliding the concepts of weaving
and poetic composition. Harmonia becomes a poetic surrogate for Nonnus, and her

tapestry ultimately reflects on the Dionysiaca’s cosmic and universalist aspirations.
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5.2 The Shield of Dionysus

Shield ekphrases offered clear lodestones for allegorical interpretation, given their
dependency on the Homeric shield of Achilles. Hesiod’s shield of Herakles, Aeneas’
shield, and Quintus of Smyrna’s elaboration upon the Homeric shield, all seem to have
been written with allegorical frameworks in mind, inspired by exegeses on Achilles’
shield.*® Ancient commentators believed that the scenes on Achilles’ shield conveyed
a deeper meaning, and many imitators embedded cUpBoAa, Umovola, and aiviypata
for the same purpose. Even by composing a shield ekphrasis, Nonnus is following in a
popular tradition. Dionysus’ shield also appears at a critical juncture, immediately
following the Dionysiaca’s second proem and an extended literary syncrisis which
reflects on the paternal relationship between Father Homer and his literary child

Nonnus.

Proems offer the poet and the reader a place to engage with programmatics,
and Dionysus’ shield can be seen as an extension of these. The shield is almost
‘hyperbolic’ in its obsession with circularity, recalling the shape of the universe, and the
circular movement of the soul and discursive thought in Platonism.**° Like Achilles’
shield, Dionysus’ features the heavens, the stars, the sun, and Earth (25.387-412). ltis a
poetic microcosm of Nonnus’ own universal epic.*! Like its Homeric model, Dionysus’
shield is forged by Hephaestus and delivered by a mother figure, Dionysus’ surrogate
mother Rhea (25.336-8). Unlike its Homeric counterpart, however, Dionysus’ shield
does not appear intended to be used in battle. The shield never appears again in the

Dionysiaca, and its purpose has been interpreted instead as more of a ‘talisman.’4%?

The shield ekphrasis contains four scenes: the building of Thebes” walls by
Amphion and Zethus; the abduction and apotheosis of Ganymede; the resurrection of
Tylus; and finally the violent expulsion of Kronos’ children from his stomach, through his
wife Rhea’s ingenious plot. Thus far, the most thorough holistic analysis on Dionysus’

shield is Spanoudakis (2014a). He argues that ‘the possibility that the Shield is designed

489 See Buffiere 1956: 155-168 for the allegorical interpretations of the shield of Achilles.
4%0 Herndndez de la Fuente 2011: 319.

491 Shorrock 2001: 116-17.

492 Spanoudakis 2014a: 333.
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to be an allegory is corroborated by the fact that its contents make little or no sense
when read at face value.”**3 As we have seen, the presence of obscure details in Homer’s
Cave of the Nymphs was enough of an indication for Porphyry and his Middle
Platonic/Neopythagorean sources that Homer was engaged in an allegorical mode of
composition. Chuvin concurs that the shield is likely symbolic, and cites ‘domination
over the Universe’ and ‘invincibility at war’ as potential meanings.*** Spanoudakis,
however, favours a more soteriological interpretation, with the four scenes coalescing
into a universal history, and a symbol for the creation of the universe and the fate of the

soul 4%

Shorrock notes several metapoetic elements on the shield. Its elements are
noAutporna daidala (25.563), and parallel the programmatic shapeshifting of Proteus,
whose metamorphoses are described by Nonnus’ prologue as moAUtpomnov (1.15) and
noAudaidarov (1.23). Since Proteus’ shapeshifting acts as a symbol for the Dionysiaca,
so too does Dionysus’ shield. The ekphrasis is also framed in ring composition by scenes
in which crowds gather to gaze in wonder at the ‘skilfully wrought’ shield. This narrative
frame evokes the narrator’s own poetic art and its wondrous reception in the view of

the reader. One art-form becomes emblematic of the other.4%®

In the shield’s first scene, Zethus uses his physical strength to move stones to
build Thebes’ fortifications. Meanwhile, his brother Amphion enchants the stones using
his lyre. The immediate model for this scene is Apollonius’ Arg. 1.735-41, where the
myth appears as one of seven scenes on Jason’s cloak.**” Apollonius uses the Amphion
story within an Empedoclean framework of Love and Strife.**® Nonnus, however, uses
the scene as an allegory for the creation of the world and as a Neoplatonic appraisal on
the creation in Genesis. According to this reading, Amphion and Zethus correspond to
God and Christ. Creation was commonly perceived as a construction work, in which God

fulfils the role of the architect, and Christ ministers the orders of God.**® Spanoudakis

493 Spanoudakis 2014a: 333.

4% Chuvin 2014: 10.

4% Spanoudakis 2014a.

4% Maciver 2016: 538-9.

497 \flian 2005: 102. Cf. Bulloch 2006; Cassidy (diss.) 2017: 93-144; Koopman 2018: 207-35.
498 Cassidy 2017: 126-9.

499 Spanoudakis 2014a: 359.
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describes this scene as ‘profoundly Christian,” since this would run contrary to
traditional Neoplatonic convictions that the universe was eternal > However, | disagree
that the scene speaks only to a Christian audience. Neoplatonists like Proclus could
argue for the eternity of the universe, but still believe in an ongoing process of creation,
where sensible forms continually come into being, based on emanations from
Intelligible archetypes, and are eventually destroyed. Myths like the dismemberment of

the Orphic Dionysus were interpreted as allegories of such processes.

Godwin interprets the myth in a similar framework. For him, the myth shows
that ‘nature is ultimately responsible not to the common-sensible laws of cause and
effect which seem to rule the material world, but to transcendent principles which have
a perpetual existence in a higher order of being.”>°! This can be seen partially through
Amphion’s music. Macrobius rationalises the myth of Amphion, along with that of
Orpheus, saying that their music evokes the divine music, ‘for the soul carries with it
into the body a memory of the music which it knew in the sky’ (Comm. Somn. Scip. 2.3.7-

8).

Clement of Alexandria notes that the mythological bards, Amphion, Arion, and
Orpheus, produce music that is a precedent of God’s harmony, which has now
surpassed them (Protrept. 1.1). Clement elaborates: ‘because the Word was from the
beginning, [God] was and is the divine source of all things; but because He has now
assumed the name Christ, consecrated of old, and worthy of power, he has been called
by me the New Song’ (1.6.5.). Christ becomes a rival musician whose music brings the
universe into harmony. Nonnus would have been well aware of this tradition which
associated divine music with the act of creation, where God acts as a musician
‘orchestrating the elements of the universe, like sounds, so as to bring them into

harmony, an idea developed from Plato’s Republic.>®?

Commentators on Nonnus have yet to note a potential connection between

Amphion and David in the Judaeo-Christian tradition, a fellow lyre player who is

500 Spanoudakis 2014a: 359.

01 Godwin 1987: 13.

502 Spanoudakis 2014a: 359. See Pl. Rep. 617b; Maxim. Tyr. 13.3g; Corp. Herm. 18.1; Clem. Protr. 88.3; of
Christ healing man Euseb. DE 4.13.4 ~ Laud. Const. 14.4.



206

imagined by Augustine as the founder of the city of God. Although David does not use
his lyre in the foundation of Jerusalem, his music represents the harmony of the well-
ordered city, similar to how Amphion’s music represents the harmony of the universe

(City of God 17.14):

David was a man skilled in songs, who loved musical harmony not for vulgar pleasure,
but as a man of faith, for a purpose whereby he served his God, who is the true God, by
the mystic prefiguration of a great matter. For the rational and proportionate symphony

of diverse sounds conveys the unity of a well-ordered city, knit together by harmonious

variety.>%

Augustine interprets David’s music allegorically, and this passage appears shortly after
Augustine’s discussion on literal and allegorical modes of communication in sacred
scripture (17.3), which includes David’s own Book of Psalms.>®* Augustine later
mentions Amphion himself, ‘who charmed and attracted stones by the sweetness of his
harp’ (18.13). David’s reign in earthly Jerusalem foreshadows God’s rule in heavenly
Jerusalem (17.14). This raises a further parallel with Nonnus’ Amphion, who raises the
walls of Thebes, which in the Dionysiaca is the earthly image of heavenly Olympus (Dion.
5.86-7). The spirituality of Thebes and its analogy to heavenly Jerusalem in the poem

have been noted elsewhere by Stegemann and Spanoudakis.>®

Within Nonnus’ allegorical framework, Thebes’ seven gates representing the
celestial bodies correspond to the seven strings of Amphion’s lyre (25.416, 428). This
recalls the harmony of the spheres from Plato’s Republic, where Plato assigns a Siren to
each of the eight concentric spheres of the cosmos, which includes the seven celestial
bodies (the Moon, Mercury, Venus, the Sun, Mars, Jupiter, and Saturn) and the sphere
of the fixed stars: ‘on top of each of its circles stood a Siren, who was borne along with
it, uttering a single sound, a single tone; but from all eight of them there sounded
together a single harmony’ (Rep. 617b6-9). This celestial music constitutes and presides

over cosmic order, ‘a wordless vocal concert in unison.’>%

503 Trans. Astell 2002: 14.

504 Astell 2002: 15.

505 Spanoudakis 2014a: 359; Stegemann 1930: 230-6.
506 Montiglio 2018: 180.
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Spanoudakis notes several points of contact between the scene and Platonic
concepts. The enchanted rock on its whirling course (419-21) evokes the dance of the
spheres;*%” é\€ (420) implies the revolution of the planets (cf. Il. 23.846, Dion. 37.427);
the kwdog (lifeless) rock exhibits signs of life through the miraculous external influence
of Amphion’s music. Amphion’s music is so captivating that any spectator would wish
to place their ear on the silent lyre to hear its sound (424-8), an allusion to the inaudible
cosmic music produced by the motion of the spheres; the rock globe itself is false
(Peudnuovy, 425) because it is a material copy of the original noetic globe conceived by

God (cf. Philo De Opif. Mundi 16).°%8

The second scene engages with another popularly allegorised figure, Ganymede.
The scene presents us with an embedded image. Ganymede pours nectar for Zeus on
Olympus, with a painting in the background of Ganymede’s abduction. The scene is
placed among the stars on the shield (6mn xopog aidlog Gotpwy, 25.429), reflecting
Ganymede’s catasterism as the cup-bearer of the heavens, and his identification with
the constellation Aquarius. This identification paved the way for his role as the cosmic

pourer.>%?

Olympiodorus interprets the myth as an allegory for the ascent of man, who can
then partake in the divine life (In Gorg. 40.3).°1° The scene, therefore, as it appears on
Dionysus’ shield, offers a prototype for Dionysus’ own apotheosis,”*! and prefigures
Dionysus’ role on Earth. Nonnus has already characterised wine as an earthly image of
heavenly nectar. While Ganymede pours nectar for the gods in heaven, Dionysus will

dispense wine for mankind on Earth.

Modern commentators on Dionysus’ shield have not yet noted another
allegorical model in Ganymede as the Stoic Logos.’'? Philo of Alexandria reads

Ganymede’s role as Zeus’ wine-pourer (oivoxoog) as a symbol for the divine Logos, who

507 p|at. Tim. 40c2 cf. Cf. Honest. AP 9.250.5-6 = GPh 2426-27, Philostr. Imag. 1.10.5

508 Spanoudakis 2014: 361-2.

50912 Homil. Clement. 5.17; Ampelius 2.11; Ps.-Eratosthenes, Catast. 26, 30, as mentioned by Dillon
1981: 185, n12.

510 Spanoudakis 2014a: 364, n103.

511 Vian 1995: 65.

512 This role was normally filled by Hermes in later Stoicism and Platonism. Cf., e.g. Cornutus ND 16, P.
23, 16-22 Lang; Heraclitus Hom. Quest. 72.4-19; Plotinus Enn. 3.6.19. For Philo of Alexandria, however,
Hermes only ever represents the planet Mercury, and never the Logos. See Dillon 1981: 183.
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is an outpouring from God. He is ‘a constant flow which brings constant order to all
creation.”>'3 Ganymede is a High Priest (dpxLepelc), who, ‘having received a drink from
the eternal graces, then pours forth a full libation of unmixed wine, that is himself’ (De
Somn. 2.183). For Philo, the wine-pouring High Priest is epitomised by Moses, and acts
as a mediator between God and man, who represents the Logos immanent in the
world.>** He is both the drink and the pourer. The Logos was therefore imagined as a

fountain, that becomes the drink that its pours (e.g. Spec. Leg. 1.303).

The Stoic term ‘Logos’ was adopted by Middle Platonists for the active force that
mediated for the One, and Plotinus used the term in ways that drew on both Plato and
the Stoics.>® For Christians, the Logos corresponded to God’s Son, Jesus Christ. In

516 In

Graeco-Roman henotheism, God’s Son was Phoebus Apollo or Dionysus.
Neoplatonic terms, God’s Son occupied the position of the non-created second
hypostasis, otherwise known as the Nous or Intellect. This supports the idea that
Ganymede on the shield is supposed to act in some way as a model or analogy for

Dionysus.

The third and longest scene in the shield ekphrasis depicts a myth of Lydian
origin: the death and resurrection of Tylus. The young man is killed by a dpdkwv (‘snake’
or ‘dragon’) as he walks along the bank of the river Hermus. His sisters, Naias and Moria,
see him die and weep for his passing. Moria enlists the help of a benevolent Giant
named Damasen, who slays the 8pdakwv with an uprooted tree. A female &pakwv
appears and revives her mate with a special herb. Moria follows the 6pakwv’s example,
and uses the same herb to revive her brother. Although the herb is never explicitly
named, it receives the same epithets that characterise wine elsewhere in the

Dionysiaca, and resurrection in the Paraphrase.*’

513 Dillon 1981: 184. Cf. Philo Quod Deus sit Immutabilis 155-8.

514 Dillon 1981: 184.

515 Witts 1931; Dillon 1992: 195. Gurtler 2002: 116-7. Cf. Rist 1967: 84-101, who argues that the term
logos was interpreted in different ways by Neoplatonists, and that similarities with Philo’s concept of
the logos in particular appear to be accidental.

516 Hernandez de la Fuente 2014: 235.

517 \Vian 1990: 267-8; Hernandez de la Fuente 2013: 480. These include 68uvridartov ... toinv (‘herb that
alleviates the pain’ Dion. 25.528 cf. Par 4.242, 5.10), dAe€ftepav OAEBpou (‘that dispels death,” Dion.
25.529 cf. Par. 15.51), depéaPlov (‘life-bringing,” Dion. 25.540 cf. Par. 5.105, 6.99, 18.132), leibwpog
(‘salvific,” Dion. 25.541 cf. the ‘living water’ at Par. 4.54 and the ‘Father’ at Par. 8.148), and
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The story in its present form has strong Christian parallels. Stories of saints
slaying dragons, and slain men or women coming back to life were popular metaphors
for sin and salvation (e.g. Act. Thom. 31-3).°'8 The themes of death and resurrection are
clearly displayed on the Tylus ekphrasis. These eschatological themes have a strong
affinity with Dionysus, who dies and is reborn, and according to tradition also descended
to the underworld to rescue his mother, Semele.>* The Tylus passage in Nonnus has
striking thematic and verbal similarities with the Lazarus episode in Paraphrase 11.5%°
Vian has also identified verbal connections between Nonnus’ Tylus ekphrasis and an
anonymous Christian epigram about Lazarus (AP 1.49). Although the textual priority is
uncertain, the epigram sheds further light on the context for many of these verbal
connections, and supports the idea that Nonnus invites us to compare Tylus and

Lazarus.>?!

Furthermore, Spanoudakis has argued that the giant Damasen’s use of a tree as
a spear against the serpent recalls Christ’s victory over Satan with the Cross.?? The
serpent itself is associated with darkness. It curls its ‘stormy, trailing darkness’ around
Tylus (0Akainv éAéAle BueA\neocoav ouixAny, Dion. 25.460), reworking a common motif
of a snake bite causing its victim’s sight to mist over.>?® Gigli Piccardi connects the
darkness issuing forth from the snake’s tail to Neoplatonic and Christian dichotomies
between darkness and light, and demonstrates that the shadows that issue forth from
the snake’s tail signify the darkness of sin that keeps man in darkness, separated from
the light of God.>?* Light is integral to the Platonic idea of the good, because it is related
to revelation, epistemological process and truth; darkness is therefore irreconcilable
with this idea, and Plotinus typically associates darkness with unshaped matter and

evil.>?®

akeoownovolol kopUpPolg (‘saving’ or ‘healing tendrils,” Dion. 25.541 cf. the Lazarus episode at Par.

11.99).

518 Spanoudakis 2014a: 335. See also Adamik 2001.

519 Vian 1990: 34.

520 Espinar and Hernandez de la Fuente 2002. See Vian 1990: 267-8 for a collection of the close verbal
connections and intertextualities.

521 Shorrock 2011: 98.

522 Spanoudakis 2014a: 337.

523 Spanoudakis 2014a: 338.

524 Gigli Piccardi 1987: 140 n9 cf. Macar. Aeg. Hom. 27.2; Ps.-Apollin. Met. Ps. 43.40.

525 Schibille 2014: 191.
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The concept of bodily resurrection, exemplified by the stories of Lazarus and
Tylus, might initially appear incompatible with non-Christian Neoplatonism. Plotinus
describes true awakening as rising ‘from the body, not with the body’ (3.6.6.71-2). Souls
that have been enmattered live not inside themselves, but outside as if in a ‘dream’
(3.6.6.72) or if it were ‘drunk’ (cf. Phaedo 79c-d); to ‘get up with the body’ would only
mean ‘getting out of one sleep into another’ (Plot. 3.6.6.71-7). This is because, from a
traditional Neoplatonic perspective, bodily resurrection only prolongs the soul’s
wandering in the material world, preventing its anagogic ascent and a return to its home
and natural condition in the Intelligible. For those who followed Platonic teachings, the
doctrine of resurrection was one of the biggest impediments before adopting

Christianity.>2®

Even some Christians shared these concerns over the nature of bodily
resurrection, and the interpretation of Christ’s rising from the dead. The Christian
philosopher and theologian Origen, drawing on Paul’s First Letter to the Corinthians (1
Cor. 15:44), argues that most people do not have a sophisticated understanding of the
spiritual domain or the nature of the resurrected body. According to Origen, the
resurrected body cannot be of actual flesh and blood. Instead, it must be changed and
transformed, an idea that was particularly appealing among incertus figures who have
been traditionally referred to as ‘Christian Platonists’ (De Principiis 2.10.1-4.38).5%7
Gregory of Nyssa and Synesius of Cyrene are among such figures. In the Dialogus De
Anima et Resurrectione, Gregory makes himself the mouthpiece for pagan objections,
and asks his sister Macrina to offer a philosophical defence of the resurrection doctrine
(De anima 76c¢, 108c). He then goes on to describe resurrection as a recovery of the
combination of elements and a rebuilding of what has already been destroyed.>?®
Synesius, the bishop of Cyrene and friend of Hypatia, does not refute resurrection
entirely, but considers it ‘an object of common belief’ that is in fact ‘a sacred and

mysterious allegory’ (Ep. 105.84-90). In his De Insomniis, a text with clear Neoplatonic

526 peroli 1997: 118-9.
527 Dimitrov 2014: 510-11.
528 Dimitrov 2014: 536.
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overtones, Synesius does, however, allow for corporeal substance to ascend under

certain conditions (De Ins. 10 = 141b-c):

But as regards the bodily substance that comes from the Beyond, there is no
conceivable way by which, as the soul naturally ascends, it too should not rise from its
fallen state, go with it, and be united with the spheres — that is to say be resolved again

as it were into its own nature.

This is possible due to eidélon, the ghostly and debased image of the outer soul, or
pneuma, that even lower physical elements can, with the soul, enter into contact with
the divine.”?? In light of these sources, the bodily resurrection of Tylus could easily speak
to both Christian and incertus audiences like Synesius, whose personal beliefs carried a

Neoplatonic inflection.

The final and shortest scene on Dionysus’ Shield is Rhea’s plot against Kronos
and his disgorgement of his children. Although Cybele/Rhea and Zeus are mentioned by
name, Kronos is unnamed and only obliquely referred to. The episode also continues
the theme of perverted paternity which is explored throughout the Dionysiaca (e.g.,
Athamas and Learchus/Melicertes, Helios and Phaethon, Kronos and Zeus, Homer and
Nonnus).>*° The story is framed elsewhere in Nonnus as a figurative ‘rebirth’ (cf. Dion.
12.47-51; 41.67-76), and as Spanoudakis has shown, has been interpreted as an allegory
for eschatological resurrection.>3! He also introduces Christian intertexts: Christ was a
AiBo¢ or a métpa (stone, cf. 1 Pt 2.3, 2.4; Just. Dial. 113.6), and was envisaged as
descending to Hades to forcibly cause the ‘vomiting of the dead,’” in an image

widespread in apocryphal literature.>3?

The disgorgement from Kronos’ ‘pregnant throat’ (éykUpovog dvBepeldvog,
25.56) also offers a parallel with Dionysus’ own birth. Geisz argues that both Kronos and
Zeus undergo a form of pregnancy and childbirth (cf. the ‘births’ of Dionysus and Athena
from their ‘mother’ Zeus at 1.1-10), although their pregnancies could not be more

different. Zeus sews the unborn Dionysus into his thigh to protect him; Kronos ingests

529 Dimitrov 2014: 536.
530 Shorrock 2001: 176.
531 Spanoudakis 2014a: 367.
532 Spanoudakis 2014a: 368.
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his children in an effort to destroy them. Their eventual ‘birth’ from Kronos makes the
first generation of Olympian gods essentially ‘twice-born,” just like Dionysus. Although
Dionysus is part of the second generation of Olympians, he can lay claim to the same
status as the gods from the first generation.”®? This short scene also self-consciously
reflects on Nonnus’ relationship with his own literary father, Homer. Will his literary
father swallow him up in an attempt to quash a future rival, and will Nonnus avoid this
fate through a cunning ploy? Or will their relationship reflect the more positive

exemplum of Zeus and Dionysus?

Collectively, the four scenes on Dionysus’ Shield display a remarkable thematic
unity, and they innovate upon their Homeric model in subtle but surprising ways. The
ekphrasis of Achilles’ Shield focuses on the artefact’s creation rather than the final
product. The four metals used by Hephaestus to create the shield were allegorised as
the four elements which come together to create the material universe. This reflects a
cosmos without any true beginning, that is instead in a constant process of ‘becoming’
from first principles. This symbolism resonated with Platonic thinkers and their doctrine
on the eternity of the universe. Dionysus’ Shield, however, is presented as a complete
and final product with a finite beginning. This would likely be interpreted by Christian or
Platonic thinkers as a reflection of the Christian doctrine on Genesis: that the world, like

the shield, had a finite beginning.

Spanoudakis shows how the combination of the four scenes, along with the
ekphrasis of the earth, rivers, heavens, and ocean, produces a poetic microcosm with a
universal history equal to Christian salvation. The shield begins with creation of the
world, expressed through the construction of Thebes’ walls, and ends with the
installation of a new world and era of cosmic order, with Zeus’ victory over his father
Kronos. These scenes together prefigure Dionysus and Zeus, even though their
fulfilment in them is largely subjective, and likely would have depended upon Nonnus’
audience.”3* The multifarious allusions and symbols in the shield ekphrasis manage also
to encapsulate and epitomise the syncretic culture of the Late Antique Mediterranean.

Nonnus succeeds in reworking Graeco-Roman mythology within a soteriological

533 Geisz 2016: 184-5.
534 Bernabé & Garcia-Gasco 2016: 107; Spanoudakis 2014a: 370-71.
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framework that evokes the salvation of the soul that was central to Christianity and
Neoplatonism. His allusions and symbols flow seamlessly from Hellenic to Christian, and
likely would have appealed to audiences with knowledge of Biblical hermeneutics and
Neoplatonic mystic exegeses. The ekphrasis arguably becomes an incertus poetic
symbol, reflecting the incertus figure of the poet. Platonic and Christian modes of
thinking are entwined in such a way that disentangling them risks imposing artificial
modern dichotomies and making distinctions that Nonnus and his audience may never
have made. Instead, the shield appeals to the polyvalent interpretive faculties of a Late

Antique audience.”®®

The shield also tells us about the emulative dynamics of Nonnus. For him to
equal or surpass his poetic rival and father, it is not enough to produce an aesthetically
pleasing shield ekphrasis. Like Homer, his shield must act as a staging ground for
symbolic interpretation, using a familiar symbolic language that yields universal truths
when pressured and scrutinised by the hermeneutic processes of his time. The shield
retains cosmic elements from its model in Homer, however, Nonnus also finds the room
to depart significantly in terms of the shield’s significance. The Homeric shield offered
truths about the universe to its exegetes; Quintus’ shield placed a premium on virtue
and philosophical truth. Nonnus’, however, offers wisdom on the nature of salvation

and the immortality and destiny of the soul.

Spanoudakis’ catalogue of intertexts is overwhelming Christian in inflection,
even though the four myths originate from Graeco-Roman paganism. Nonnus’ approach
to these myths, therefore, is strongly evocative of the Neoplatonist exegetes who
sought to liberate canonical myths and poems from Plato’s condemnation. His method
would have appealed to Christian apologists who saw how Graeco-Roman heritage
could be re-contextualised within a new Christian framework. For discussions of
Nonnus’ audience, it may be useful to think of incertus figures, or to speak in terms of
‘inflection.” As a metaphor, inflection is the self-expression of different categories that
a figure might belong to. Every reader will bring their own particular inflection, or set of

inflections, along with their own internal library of texts. Any educated reader would

535 Kahlos 2007: 119 applies this line of thinking to Synesius as an incertus figure.
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likely read a shield ekphrasis as an invitation to read allegorically. Readers with a ‘pagan’
or ‘Neoplatonic’ inflection would likely read Dionysus’ Shield as an elevation and
transformation of traditional myth through the use of symbols, that, subject to
Neoplatonic interpretive strategies, would reveal wisdom on the ongoing creation of
the universe and the ascent of the soul. Readers with a strong ‘Christian’ inflection,
meanwhile, would see the four Hellenic myths as a vehicle for their own symbolic
language; a case of Kontrastimitation, whereby soteriological elements in ‘pagan’ myth
are ultimately fulfilled in Christ and Christendom. Meanwhile, incertus figures would no
doubt interpret the shield according to their own internal concoction of belief and

learning.

5.3 Mystis

Many scholars have noted Nonnus’ propensity for etymological wordplay and
personification. In particular, the Dionysiaca has many cosmic and temporal
personifications, ranging from figures such as Aion (Time/Eternity) to the Seasons, the
Hours, and various Constellations. Dionysus also assembles a retinue over the course of
the poem whose names derive primarily from viticulture and Dionysiac cult. One such
character who has attracted recent attention for her allegorical potential is Mystis,
Dionysus’ first nurse (9.98-102) who initiates the infant god into the mystical and
nocturnal Bacchic rites. Her name, puotig, could mean ‘initiate’ or ‘initiator,” and was

connected to mystic ritual.

Chrétien links Mystis with other allegorical characters in Dionysus’ entourage,
like Telete, the daughter of Dionysus and Nicaea.>*® Garcia-Gasco sees Mystis as a
personification of mystic initiation itself.>3” She is attested elsewhere as a
personification, but the Dionysiaca is the only example of a nurse called Mystis who

plays a role in the infancy of Dionysus and the establishment of the Dionysiac

536 Chrétien 1984: 19.
537 Garcia-Gasco 2014: 214.
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mysteries.>3® Nonnus’ portrayal appears to have been influenced by iconographic
sources, such as a marble relief preserved in the Louvre which depicts Dionysus’ nurse
as a mystagogue.®® There is also a potential literary parallel in the Anatolian goddess-
nymph Hipta, who features in Orphic Hymn 49 as a nurse of Dionysus (Bdkxou tpodov,
49.1), and carries the god to Mount Ida after his birth from Zeus’ thigh. Inscriptions in
Asia Minor show that she was also linked with the god Zeus-Sabazios, who is addressed

in Orphic Hymn 48 and could also be identified with Dionysus.>*°

Proclus refers to a commentary or essay on Hipta attributed to Orpheus in his
own commentary on Plato’s Timaeus,>** suggesting that her connection with Orphism
was well established in Late Antiquity. It also attests to her theological and allegorical
potential. Hipta features in Proclus’ own metaphysical exegeses. Because Hipta assists
Zeus in giving birth, Proclus interprets her as an allegory for the immanent World Soul,
who receives Dionysus, the Material Intellect, and acts as a channel through which the

Material Intellect is distributed throughout the universe.>*?

Nonnus’ nurse certainly sets the stage for allegorical readings. Mystis conceals
Dionysus in a ‘dark pit’ (CopoevtL katekAnios Bep£Opw, 9.102). This ultimately fulfils the
same function as the caves associated with the god’s infancy (e.g. at Brasiai at Paus.
3.24.3; Meros at Ps-Oppian Cyn. 4.240-6),>*3 and evokes the caves associated with the
hiding and infancy of Zeus on Mount Dicte and Mount Ida. It also echoes Porphyry’s
essay on the Cave of the Nymphs, where caves symbolise the invisible powers, and
Gnostic texts, the Chaldean Oracles, and Neoplatonic texts more generally where
darkness is equated to matter, and opposed by light symbolising divinity.>** Such a
location is well suited for initiation ceremonies, and recalls the role that darkness plays

in Dionysiac and Eleusinian mysteries. A bright light issues forth from the infant god’s

538 Miguelez-Cavero 2013: 182.

539 Garcia-Gasco 2014: 213.

549 Morand 2001: 174-181. West 1983: 96.

541 procl. In Tim. 2.105.28 Diehl (OF 329 |1 B = 199 K).

542 Meisner 2019: 268. Hipta’s allegorical role is analogous to the roles of Rhea and Kore in the
Intellective sphere. It is notable that the Neoplatonists are comparatively silent on Dionysus’ birth from
Semele.

543 Chrétien 1984: 19, 108.

544 Gigli Piccardi 1985: 240.
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face (9.103-4), which illuminates the chamber and ‘conceals’ the darkness ({6¢ov

gxkpude péyyoc adnrtov Aovioou, 106).°%°

The opposition of light and darkness mirrors mystic initiation. Plutarch describes
how initiates endured ordeals in darkness, which was followed by a sudden light (fr. 178;
Mor. 36e, 47a, 81e, 943c). At Eleusis, at least, this mystic light appears to have been
identified with the deity — a divine child whose birth was announced by the
hierophant.>*® Another intriguing aspect of this passage is how the hidden Dionysus
makes darkness invisible. Light’s unusual capacity here to ‘conceal’ darkness rather than
banish it seems to presage Ps.-Dionysius the Areopagite’s ‘Divine Darkness’ which ‘is
hidden by the light that is in existing things’ (Ps.-Dion. De Myst. 2.14). Golega compares
this passage to John 1.5 (‘and the light shines in the darkness,” katl 10 ¢®¢ v T okotiq
daivel), which describes the Logos, and is rendered by Nonnus as &v axAuoevtL 8¢
KOOUw oUpavialg oshayile BoAalc yaitnoxog aiyAn, katlodog ol pwv Epapye (‘the
earth-moving light shone with heavenly rays into the darkened cosmos, and the dark
did not enfold it,” Par. 1.11-3). The equating of light with truth naturally gives rise to
darkness as a metaphor for ignorance, an image that was ultimately derived from Plato’s
allegory of the cave. For Neoplatonists, darkness as an analogy for matter made it a
symbol of evil by association, and Gigli Piccardi quotes lambichus De Myst. 130.8-12 in

connection with these lines.”*’

The passage as a whole is clearly symbolic. However, even though Mystis fulfils
a similar role to Hipta, Nonnus’ episode bears few traces of Hipta as a symbol of the
World Soul. It is quite likely that Nonnus was aware of this allegory, given his knowledge
of Proclus’ commentary on the Timaeus, where Proclus mentions ‘Orpheus in his
discourse on Hipta’ (Procl. In Tim. 2.105.28 Diehl = OF 329 Il B = 199 K).>*® However, he

chooses not to reproduce this contemporary Neoplatonic allegory in his text.

545 Chrétien 1984: 108 notes other peculiarities in this passage: katauydlw has the ray itself as its
subject instead of the radiating body. She admits the construction must be deliberate. Cf. Par. 8.5;
Heliod. 5.31. The divinity expressed through the radiance of Dionysus is otherwise consistent with other
divine epiphanies (cf. e.g. H. Dem. 189, 280; Philostr. Imagines 1.14.1.), as well as divine radiance
elsewhere in Nonnus, e.g. Dion. 8.341 (Zeus); 9.143 (Phanes); 17.9 (Dionysus); 18.114 (Maron); 27.234
(Silenus); 30.245 (Athena); 33.24 (Iris); 40.413 (Herakles Astrochiton).

546 Seaford 1981: 256 n46.

547 Gigli Piccardi 1985: 240.

548 Chapter 4; Tissoni 1998: 13; Accorinti 2003: 205.
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Garcia-Gasco sees the use of the name Mystis instead of Hipta as a move to
confirm the allegorical status of the figure.>*® However, it is difficult to see how Mystis
acts as a metaphor for Dionysus’ rites, since her aetiological role is presented openly
within the text: ‘the clever handmaiden taught him the art that bears her name’ (ruvutn
Bepdmawva depwvupa pootdt téxvnt ... dibackopévn, 9.114).5>° Nonnus’ use of the
term pootig both as a common noun and a proper name throughout the text appears

to further an aetiological, rather than allegorical, programme.>>!

Allegorical interpretation does presuppose that abstract concepts can be
personified and woven into a narrative.>®? Some of earliest examples of proto-
allegoresis can be found in Pherecydes’ etymologically based questions, such as his
famous identification of Kronos with Time (Schibli F 65-66 = DK 7 A 9 = Probus /n Verg.
Buc. 6.31 and Hermias Irr. 12).>>3 Even though etymology could be deployed as a type
of allegoresis, the two practices also flourished as independent modes of analysis —
allegoresis applied to texts, and etymology to words — through Late Antiquity and
beyond.>>* Etymology can, however, add credence to an allegory by demonstrating a
direct link between a figure’s name and its hypothesised allegorical meaning.>>>
Speaking of the Classical-era commentator of the Derveni papyrus, Glenn Most

observes:

While there are many allegorists and etymologists in later periods, the combination of
the two procedures is much rarer than has sometimes been thought, and we find many
more allegorists who do not use etymology or etymologists who do not use allegoresis

than we find authors who correlate the two.>*®

549 Garcia-Gasco 2014: 227.

550 Vian and Garcia-Gasco both note the importance of §18dokw in the passage. Vian suggests that the
ambiguity of the middle voice in 114 d.6ackopévn and 128 Sibaokopévw allows for a double reading:
not only is Dionysus initiated by Mystis into the sacred rites, but Mystis herself is also initiated by the

infant god. See Vian cited in Garcia-Gasco 2014: 216.

551 Garcia-Gasco 2014: 214.

552 Domaradzki 2017: 318: ‘Given that the adjective &tupog means ‘true’ and the related technical term
TO £tupov stands for ‘the true sense of a word according to its origin,” one may point to a crucial
difference between ancient étupoloyia and modern etymology: both study the origin of words or
names, but the former also enquires into their ‘true’ meanings. Consequently, more often than not, this
£€tupoloyia transmogrifies into a certain type of allegoresis.’

553 Domaradzki 2017: 318.

554 Most 2016: 52.

555 Baxter 1992: 93.

556 Most 2016: 57.
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Given these distinctions, Mystis’ role in Dionysus’ upbringing appears primarily
aetiological in nature. For her name to function as an allegory, we would need to
interpret her as part of a cluster of symbols, or as a metaphor for the mysteries
themselves. In this, Mystis appears much like the other members of Dionysus’
entourage, rather than as a traditional personification, like Phobos as personified fear,
or Selene as the Moon. Given that Nonnus was likely aware of Hipta as an allegorical
figure, his decision to replace her with an aetiological personification is remarkable.
Clearly, Nonnus appealed to various models, and chose iconographic rather than
contemporary textual sources for Dionysus’ nurse. He then chooses to embed her in an
allegorical episode of his own design, that appeals to both Christian and Neoplatonic
discourse on the opposition of Darkness and Light. Parallels between the light of
Dionysus and the Logos from John’s Gospel and the Paraphrase, invite further
comparison between Dionysus and Christ. It suggests that Nonnus desired to compose
an epic that could not be interpreted in terms of a monolithic, one-dimensional

doctrine. Instead, he appeals to the full fabric of Late Antique theological discourse.

5.4 The Journey of the Soul

Chapter 4 has established that Nonnus was fully capable of composing episodes, and
even entire books with micro-level allegorical frameworks. Not only does this shed light
on Nonnus’ capacity as a poet, and his compositional method, it also tells us about
Nonnus’ ideal reader: their internal library of texts; their interpretive methods; even
their cultural context. Every text trains its reader in some way. Given that Nonnus’ ideal
reader would be capable of deciphering his micro-level allegories, it is entirely possible
that audiences would have found allegorical themes or motifs on a more macro-level.
This does not necessarily entail widespread allegorical readings, akin to the astrological
schemas advocated by Stegemann. Recurrent themes or motifs need not permeate the

entire poem, or be engaged with systematically or consistently. However, they could
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still constitute a recurring symbolic language that Nonnus’ audience would interpret

allegorically.

Systematic, macro-level allegories existed in antiquity. The Odyssey, in
particular, had been subjected to comprehensive allegorical interpretation by
Neopythagorean and Middle Platonic thinkers from at least the 2"¢ century CE.
Numenius interpreted the Odyssey as an allegory for the wanderings of the soul through
successive stages of genesis, striving to return home to its natural condition (Porph. De
Antro 34.6-10). Odysseus’ wanderings across the sea of generation signified the soul’s
embodiment in the sensible world, a world identified with the ‘bottomless abyss of un-
likeness’ (Statesman 273d-e); characters like Calypso, Circe, and Nausicaa symbolised
the material pleasures that attempt to seduce the soul and prevent its nostos, its return
to its point of origin and natural condition in the Intelligible world.>>” Within this
allegorical framework, Poseidon represented genesis; his attempts to prevent
Odysseus’ homecoming therefore signify the soul’s imprisonment in the corporeal
realm. According to this tradition, Odysseus was transformed into a spiritual hero, and

was even called a ‘philosopher’ by Eustathius (Ad Ody. 151; X.241).

As discussed in Chapter 4, this macro-level allegory is transmitted by Porphyry
in his essay On the Cave of the Nymphs, and Porphyry’s commentary informed the
Homeric Scholia, and was considered important enough to be restated in summary by
the Byzantine philosopher Psellus. Although Nonnus was clearly aware of Porphyry’s
essay and used it in the composition of Dionysiaca 6, it is possible that the essay’s

influence is far more wide reaching.

Porphyry’s essay is not anomalous. It reflects general Neoplatonic ideas
concerning the universe and the nature of the soul. The image of Odysseus was
particularly pervasive. Plotinus, for instance, exhorts us to be like Odysseus, who fled

from the material pleasures of Circe and Calypso (1.6.8.16-21):

Oedywpev 81 piknv &g matpida, dAndéotepov dv Tig mapakeevolto. Tig oUv /) duyn

kal TeC Avafopeda olov amo pdyou Kipkng oénotv /i KaAupodc ‘O8ucoelc

557 Brisson 2004: 83.
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aivittopevog, Sokel pot, pelval ouk apeoBeig, kaitol Exwv Ndovag 8 OUUATWY Kal

KOAAEL TOAAD aicOnt® cuvwv. Matpig 6n AUy, 008ev napnABopev, kal atnp €Kel.

This would be truer advice ‘Let us fly to our dear country’ [/l. 2.140]. What then is our way
of escape, and how are we to find it? We shall put out to sea, as Odysseus did, from the
witch Circe or Calypso—as the poet says (I think with a hidden meaning)—and was not
content to stay though he had delights of the eyes and lived among much beauty of sense.

Our country from which we came is there, our Father is there.>®

The characters of Circe and Calypso here become symbols of the fall of the soul into
earthly generation. Porphyry interprets the Circe episode in a similar manner (Stob.

Anth. 1.49.60.1-20):

What Homer writes about Circe contains an amazing view of things that concern the
soul. ‘Their heads and voices, their bristles and their bodies were those of pigs, but their
minds were solid, as before’ [Od. 10.239-40]. Clearly this myth is a riddle concealing
what Pythagoras and Plato have said about the soul: that it is indestructible by nature
and eternal, but not immune to experience and change, and that it undergoes change
and transfer into other types of bodies when it goes through what we call ‘destruction’
or ‘death.” It then seeks out, in the pursuit of pleasure, that which is fitting and
appropriate to it because it is similar and its way of life is similar in character. At this
point, by virtue of what each of us gains through education and philosophy, the soul,
remembering the good and repelled by shameful and illicit pleasures, is able to prevail
and watch itself carefully and take care lest through inattention it be reborn as a beast
and fall in love with a body badly suited for virtue and impure, nurturing an uncultivated
and irrational nature and encouraging the appetitive and passionate elements of the

soul rather than the rational.>*®

A similar conception of Circe can be found in Ps.-Plutarch’s Life of Homer 26. Lamberton
argues that, if we can assume Ps.-Plutarch is earlier than Porphyry, then we can

confidently say that the essentials of Porphyry’s analysis were traditional by the late 3™

century.”®® As with Numenius and Porphyry’s De Antro, the passage goes on to reveal

58 Transl. Armstong 1989: 257.
559 Trans. Lamberton 1986: 9-10.
560 L amberton 1986: 118.
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its Pythagorean influences through a citation from Empedocles. Lamberton reads
Porphyry’s allegory as a substitute for a nekyia, that expresses the experience of the
soul after death. Philosophy is needed to subordinate the irrational parts of the soul to
the rational, and if philosophy fails the choice for a new life will be made by the soul’s
unbridled passions or appetites, which can be disastrous. Ultimately, Hermes, who
represents reason (Aoyoc) will safeguard the soul (Odysseus) in attaining its ultimate

goal, its liberation from the cycle of genesis.>%!

A similar image appears in his Life of Plotinus, where Porphyry records an oracle
from Apollo that uses the image of Odysseus reaching the shores of Scherie to describe

the destination of Plotinus’ soul after death (VPlot. 22.23-30):

Saipov, dvep to napotBev, atdp viv daipovog aion
Belotépn nehdwy, 0T’ EAU0A0 SECUOV AVAYKNG
avépouenc, pebcwv &€ moAudAoioBolo kudolpoi 25
PWOAPEVOC TIPATOEOOLY £¢ AOVA VNXUTOU AKTHG

vAXe' énelyopevog Srpou Grmo voodLy AALTpQIvV

otnpléal kabapfic Puxic eukauméa olpnv

AXL Beoto o€hag mepAAUMETAL, NXL OEULOTEC

€v KoBap® amndtepBev dAltpoouvng aBepiotou. 30

Spirit, man at first but now approaching the diviner lot of a spirit, as the bond of human
necessity has been loosened for you, and strong in heart, you swam swiftly from the
roaring surge of the body to that coast where the stream flows strong, far apart from
the crowd of the wicked, there to set your steps firm in the easy path of the pure soul,
where the splendour of God shines round you and the divine law abides in purity far

from lawless wickedness.>®?

The image evoked is that of Odysseus, who has been saved by the goddess
Ino/Leucothea. She provides him with a veil which will protect him against the elements

while he is at sea. The Platonic rhetor Maximus of Tyre, a contemporary of Numenius,

561 Lamberton 1986: 119.
562 Trans. Armstrong 1989: 67.
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interprets Leucothea’s veil as philosophy itself, which saves the human soul which has

been plunged into the tempest of the sensible world (Diss. 11.10.32-5):

Thrown into the tumult here below and abandoning itself to the irresistible waves which
carry it, the soul swims in an adverse sea, until philosophy itself takes it under its
protection by slipping under it its arguments, just as Leucothea did for Ulysses with her

veil °%3

The analogy between Plotinus and Odysseus goes even deeper. Odysseus’ primary
guardian is Athena, who is often allegorised as Nous (Mind). Both she and Leucothea
protect Odysseus against Poseidon (genesis), and upon leaving the dark island of
Calypso (who signifies darkness and materiality), he emerges into the light, where

Nausicaa finds him stripped of all his earthly possessions, devoid of materiality.

Spiritual readings of the Odyssey were not confined to non-Christians either. The
image of Odysseus as the soul returning to its homeland in the Intelligible also provided
material for Christian Gnostics and Christian Neoplatonists, who used scenes from the
Odyssey as a ready source of moral allegory.>®* The Valentinian Christian Exegesis on the
Soul found in the Nag Hammadi library follows Numenius and likens Odysseus’ longing
for home on Calypso’s Ogygia to the soul’s longing to return to its transcendent origin
(Nag Hammadi 2, 6). The early Christian theologians Irenaeus and Hippolytus accused
the Valentinian and Naassene Christian Gnostic sects of treating Homer as their

prophet.>®®

Allegorical approaches to the Odyssey were not solely confined to literature,
either. Several 3™ and 4t-century CE sarcophagi portray Odysseus bound to the mast of
his ship, as he listens to the Sirens’ song, which was frequently allegorised as the
harmony of the spheres. Some appear to express the Neoplatonic idea of the ascent of
the soul to the Intelligible realm. Several of these sarcophagi were found in a 3™-century

Christian cemetery, which suggests that their owners may have in fact been Christian,

%63 Trans. Pépin 1982: 9.
564 MacDonald 1994: 260-1.
565 |renaeus Adversus haereses 4.33.3; Hippolytus Refutatio 5.8.1.
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and that the images represent stock pagan funerary motifs appropriated to show the

soul’s nostos to its homeland.>%®

With the Odyssey as a comparandum, Dionysus’ journey can be read as a
reflection of Odysseus’ heroic wanderings. The Dionysiaca’s invocation of Proteus
establishes the connective tissue between the two poems, and the Npwtfja moAUtponov
(Dion. 1.14) provides a nexus between the titular avépa noAutpomnov (Od. 1.1) and the
shapeshifting Dionysus. Like Odysseus, Dionysus journeys far across the world in the
hopes of earning a figurative homecoming on Mount Olympus. Lefteratou reads
Dionysus’ Indian campaign as a metaphorical katabasis,”®” effectively mirroring the
famous nekyia of Odyssey 11. Odysseus descends into literal darkness, before returning
to the light;>%8 Dionysus himself embodies light, and travels into a land characterised by

darkness.

At the same time, his journey to India draws inspiration from (and prefigures)
Alexander the Great’s eastern conquests. The view of India in later Greek literature was
heavily influenced by Alexander’s conquests, and presented a utopian portrayal of the
lands east of the Indus. Lefteratou argues that Dionysus’ journey to India in the
Dionysiaca deconstructs these utopian narratives to set the stage for its metaphorical
katabasis.”®® While Indians were famous from imperial times onwards for their worship
of the Sun,®’? they are not generally associated in the Dionysiaca with light. Instead,
India and its inhabitants and allies are characterised by a host of adjectives relating to

darkness (e.g. péhaveg, pehavdypoot, Epubpaiot, LEAAPPLVEC, Kuavéot).>”?

Dionysus, on the other hand, is associated heavily with light and fire. As we have
seen, his shining face illuminates the pit where Mystis raises him, banishing and
concealing the darkness (9.98-106). His first birth is brought about by Zeus’ thunderbolt.

He wields a torch in his battle against the Hydaspes (23.255-66), and the Giants (48.1-

566 Klauser 1963: 71-100, cited in MacDonald 1994: 260.

567 Lefteratou 2016: 166.

568 Nagy 1990: 218; Nagy 2013: 307.

569 | efteratou 2016: 166. Dionysus’ journey to India as a metaphorical katabasis effectively replaces the
god’s famous literal katabasis, in which he descends to Hades to retrieve his mother Semele (Hes.
Theog. 940; cf. Ps-Apollodorus 3.38, Paus. 2.31.2.).

570 e.g. Philostratus, V. Apoll. 2.24; Nonnus, Dion. 27.191, 33.151-2.

571 See Frangoulis 2009: 152 for a comprehensive catalogue of terms for black and blackness.
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89). That Dionysus’ campaign against the Indians is depicted as a battle between light
and darkness is showcased by Hermes’ interpretation of a solar eclipse in the final year

of the war (38.78-89):

ToUTO 0oL, dtpope Bakye, mathp avédnve Kpoviwv
viknglvéodovolo mpodyyerov' neAiw yap
Seltepov aotpantovil depavyéa Bakyov Elokw,
kal Bpaclv 6pdvain pehavoxpoov lvéov opixAn:
aiBépt yap TUToC 0UToC Opoitoc” eUdagoc &¢

w¢ {0do¢ AUAASuve kahumtopévng ¢aoc Rolc,
Kol TaAy avtéA\wv mupldeyyeog UPoOL Sidpou
'HéAlog lodboeaaav AmnKOvTIlev OUiXANy,

oUtw o®Vv PAeddpwv pdAa TnAGBL Kal oU TVaEag
Taptaping lodpodeooav Epviog dokormov ayAlv

aotpaels kat’ dpna to deutepoV WG Ymepiwv.

Tremble not at this sign, even though night came at midday.

This sign, fearless Bacchos, your father Cronion

has shown you to foretell your victory in the Indian War.

For | liken Bacchos the light-bringer to the sun shining again,

and the bold black Indian to the thick darkness.

That is what is meant by the picture in the sky.

For as the darkness blotted out and covered the light of shining day,
and then Helios rose again in his fire-shining chariot and dispersed
the gross darkness, so you also shall shake from your eyes far,

far away the darksome sightless gloom of the Tartarian Fury,

and blaze again on the battlefield like Hyperion.>”2

Dionysus is explicitly described as the light-bringer (pepauvync) and opposes the black-
skinned Indians, like the sun against the darkness of the eclipse. This association is
grounded in Classical Dionysiac rituals, which were often held at night and featured fire

and light.>” Throughout the Dionysiaca, the Orphic Hymns and ps.-Oppian’s Cynegetica,

72 Transl. Rose 1940: 99.
573 See Burkert 1985: 61.
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Dionysus is upinvooc, mupldeyyng, mupinalg, muploBevrg, muplomopog, MupLtpedNg,

Tupoyevi¢ and mupdeig.>’

The opposition of Dionysus (light) and darkness is also illustrated by the speech
of Nyx (Night) to her son Hypnos (Sleep), who are both allied with the Indians, due to

their association with darkness (31.136-61):

My child, how long is Cronides to despise me?

Is it not enough that Phaethon harms me,

that Morning also shoots me, and that Dawn chases me away?
Zeus has a bastard son, just to confound my dear Sleep!

One mortal alone shames my son and .

All night long Bacchus destroys me, and provokes you

by staying awake and kindling his blazing torch with mystic sparks.
Why are you, Sleep, named the All-vanquisher?

No longer do you charm wakeful men, now that

the counterfeit gleam of earthborn Lyaios has conquered my revel.
For he hides the flames of my stars by brighter torches of his own.
One mortal alone insults me, a new Light-bringer

who covers the beams of my Moon, great as they are.

| am shamed before Day when she mocks my darkness,

because | have a false brightness in the night.

For another artificial Sun makes me shine as if Night were day.

Gigli Piccardi admits that it is tempting to think of the Indian campaign as a kind of struggle
against dark spirits, citing lamblichus’ De Myst. 3.13.15-21:>"> ‘For just as when the sun
shines, the darkness by its nature is not able to resist its light, and suddenly becomes
wholly invisible, withdraws completely from its midst, and altogether ceases, so when

the power of the gods, filling all with its benefits, shines forth in many directions, the

574 Nupinvooc: OH 52.3; mupideyyic: OH. 52.9; nupintaig: Opp. Cyn. 4.287; muploBevic: Nonn. Dion. 24.
6; mupiomopog: OH 45.1; mupttpednc: Nonn. Dion. 24.13; mupoyevn¢: Anth. App. Ep. 1l 153.3 Cougny;
nupoeLg: Nonn. Dion. 21.220. Collated in Paleothodoros 2010: 237-8; Cf. Bruchman 1893: 92.

575 De Myst. 3.13.15-21: ®omep yap AAlou kataldpdavrog ol néduke v adynv UTTOREVELY TO OKOTOG,
£€aidvnc 6¢ adaveg Gpdnv kabiotartal kal mavte A& €k péowv UMoXwPEL kal ékmodwv é€lotatal,

o0tw Kal TAg mavta ayab®v mAnpolong tv Be®@v Suvapewd moAAaxoBev Emhapmolong oUK EXEL
XWwpav | TV KAK®OV Topayn TVEU LATWV...
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tumult of evil spirits has no place.”>’® However, she argues that she does not believe the
Indian campaign should be interpreted as an allegory, because Dionysus, although he is
at times explored as a parallel of Christ, retains enough objectionable characteristics

that his campaign cannot be read as an ethical allegory.>””

The imagery of light versus darkness was pervasive in Late Antique cultural
discourse, especially in Neoplatonic and Judaeo-Christian contexts. In Neoplatonism,
light was placed at the highest point of the sensible and intelligible worlds. The sun, for
instance, was considered a symbol of the noeric light (Procl. Theol. Plat., 6.12, p.61, 7
and 15) because it owed its light to the demiurge himself (Theol. Plat. 6.12, p.57, 5-10).
Within the Christian tradition, the 6"-century writings of Ps.-Dionysius explain that light
and the sun are expressions of God himself, who radiates the hierarchical orders of the
angels and the Church with his rays.>”® Divine light recalls all things from darkness, and
when they are illuminated they acquire boundaries and form; darkness, however, was

considered a lack and privation of light, with no essence or being.>”®

That Nonnus is tapping into a philosophical discourse is showcased further by
the association of the black-skinned Indians with earth and matter. In addition to
adjectives relating to blackness and darkness, the Indians are also ‘earthborn’ (ynyevng,
e.g. Dion. 18.221,31.173, 34.182, 36.160, 48.9), and are generally presented in negative
terms. They are hubristic because of their impious refusal to welcome Dionysus and his
gift of wine. It is worth noting that ynyevng also applies to many of the Dionysiaca’s
antagonists and theomachoi, for instance Typhon (1.275, 2.557, 2.629), the Giants
(4.403, 4.456, 48.32), the Titans (18.219, 20.77, 35.351), and Pentheus (44.210,
45.345).°80 Deriades’ son-in-law, Morrheus, is physically compared to the ‘earthborn
Indians,” the Giants, and Typhon over the span of four lines (34.180-4). Typhon, the

Giants, and the Titans were all allegorised as agents of materiality that oppose the

576 Transl. Clarke, Dillon, & Hershbell 2004: 153.

577 Gigli Piccardi 1985: 240-1.

578 Koutras 2002: 33.

579 Koutras 2002: 33.

580 'yeviic is not exclusively negative in the Dionysiaca, given that it is also used of the Corybantes
(Dion. 14.25) and the Cyclopes (2.341, 27.86, 28.231), both groups who serve in Dionysus’ army. Both
uses seem to reflect mythological traditions where they were literally born from the earth (for the
Corybantes, see Dion. 14.25-6; for Cyclopes, cf. Apoll. Arg. 1.498).



227

Olympians, who represented light and wisdom. The Indians can, then, as theomachoi be
interpreted in much the same way. Their dark, earthborn nature resists the divine light

of Dionysus.

Fauth argues that the Indian campaign is configured as a mythical representation
of elementary oppositions: Dionysus, who descends from the sky, against the earthborn
Indians; the son of the sky father, versus the children of Mother Earth; of fire,
symbolised by Zeus, the lightning bolt, and Dionysus’ torch, against water, symbolised
by Deriades, the son of the river Hydaspes.”®! Water was commonly understood, in
addition to earth, as a symbol of genesis and the material world. For instance, the
Chaldean Oracles imagine matter as a long, murky river (Chald. Orac. 163.5 = Numen.
fr. 3 des Places). Nonnus’ Indians, therefore, are quite the departure from traditional
Greek narratives. Their worship of the Sun, the symbol of the demiurge, is supplanted
with darkness along with other symbols of materiality. This makes Nonnus’ India a
perfect replacement for a traditional katabasis. The realm of Hades had on occasion
been allegorised as a metaphor for the material world, which is populated only by

images and shadows (e.g., Plot. 1.6.14-7).%82

From as early as Plato’s Republic and the Allegory of the Cave (Rep. 514a-517a),
darkness was also a symbol of ignorance. The prisoners within the cave only perceive
darkness and shadows, whereas the philosopher who has escaped from the cave, is
capable of seeing the sun and apprehending truth. The philosopher must then descend
to help educate those still within the cave. This descent is expressed through the verb
katapaivw, which is foreshadowed by the opening word of the Republic, the aorist form
kateBnv (327a). The philosopher’s journey from the light into the darkness becomes a

katabasis.

Nonnus’ India is therefore a conscious transformation from its utopian
narratives. Indians were traditionally seen as enlightened, and occupying a privileged

position close to the Sun.>® Wisdom attributed to the Brahmans, for example, features

581 Fauth 1981: 25.

582 See Chapter 4; Smith 2019: 77; Akcay 2019: 122-3.

583 Although the east is associated with divinity in Nonnus’ reworking of the Cave of the Nymphs
(Chapter 4), his use of this association appears primarily utilitarian for the allegory at hand, and is
dispensed with later in his narrative in order to portray India as a katabatic land.
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in Porphyry’s writings (e.g. De Abst. 4.17; De Styg.). Although Indian sages exist in the
Dionysiaca and advocate in favour of Dionysus, they are unable to prevent Deriades
from attacking the god, and Dionysus himself has no need to learn from their wisdom.>*
Nonnus characteristically varies and interweaves his paradigms here. After his victory,
Dionysus establishes his cult in India, evoking the philosopher of Plato’s cave who brings

education to those imprisoned in the dark, instead of the famous nekyia of Odyssey 11.

A related paradigm for Dionysus’ journey and metaphorical katabasis can be
found in Heliodorus’ Aethiopica. The Odyssey acts as an important paradigm for the
Aethiopica, and Odysseus himself even appears in Kalasiris’ dream.>®> The novel is
conceived of as a nostos and includes various katabatic and anabatic elements.>8
Ethiopia, like India, was believed to occupy a privileged position close to the Sun. An
allegorical exegesis of the Aethiopica survives in a 13™-century manuscript, written by a
certain Philip the Philosopher, although the authorship and date of this essay remains
fiercely debated.”®” The exegesis is summarised by Hunter as ‘a Neo-Platonically
favoured mixture of familiar hermeneutic tools which are used to read the novel as
(another) ascent of the soul (i.e. Charicleia) to the intellectual world: metaphor and
allegory (Kalasiris guides Charicleia/the soul ‘in calm’ (dkUpova) through ‘the salt and
the waves of life (tv BlwTtik®v Kupdtwv)’, protecting her from the plots of Trachinos,
i.e. ‘the rough (tpaxeia) confusion of the emotions’), numerology (‘Charicleia’ adds up
to the triply holy number of 777), and etymology (‘Arsake’ as ‘carnal pleasure’,  ndovn

f oapkikn, etc.) all play their part.’>88

Lefteratou notes a further paradigm for a metaphorical katabasis to India in

Philostratus’ Life of Apollonius. In what could be termed an epic katabatic scene,

584 Lefteratou 2016: 171.

585 Whitmarsh 1999: 22 offers a succinct overview: ‘In a literal sense, Charicleia is returning home, back
to her biological parents: although Calasiris’ dream matches her up with Penelope and Calasiris with
Odysseus, it is clear that she is the most important of the several ‘Odyssean’ figures in this text. Like
Odysseus, Charicleia and Theagenes find in the conclusion to the text an end to their ‘wandering’ (the
source of a continually reaffirmed anxiety in the Aethiopica). Again like the Odyssey, the Aethiopica
concludes with a series of exercises in recognition, ending with a powerful assertion of identity and
royal privilege.” See also Keyes 1922; Woronoff 1992: 37—42.

586 Whitmarsh 1999: 27.

587 Colonna 1960; Lamberton 1986: 148; Longo 1991; Sandy 2001: 170-1. Lavagnini 1974 has argued for
an identification of Philip with Philagathos of Cerami in the 12 century. Tardn 1992 especially has
spoken in favour of dating the text to Late Antiquity, probably in the 5™ or 6 century.

588 Hunter 2005: 134.
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Apollonius learns from the Brahmans about his past life as a captain on the island of
Pharos in Alexandria (3.23).°% Like Odysseus who consults Tiresias in the underworld,
or Menelaus with Proteus in Egypt, Apollonius learns of his future: he will be esteemed
as a god by many after his death, but also in his lifetime (3.50). These katabatic
resonances are then balanced by anabatic details; Apollonius thanks his Indian hosts
and departs, and may now ‘walk into the heavens’ (3.51) as a result of their teachings.
Apollonius’ katabasis is transformed into an image of heavenly ascent and apotheosis,
which neatly corresponds to Dionysus’ journey from India to Olympus at the end of the

Dionysiaca.>®®

That Dionysus ascends to join his father in heaven understandably has strong
Christian parallels. However, it also reflects Platonic and Late Antique concerns about
the virtuous life and the destiny of the soul. Plato had established in the 4" century BCE
that the ultimate endeavour of the philosopher was to become ‘like god so far as is
possible.”>! This assimilation to the divine was also fundamental to Gregory of Nyssa’s
definition of Christianity as ‘imitation of the divine nature.”>®?> Man had been made in
the image of God and had fallen from grace due to original sin; therefore, anagogical
ascent could only be achieved by assimilation to the divine through mimesis.>
Neoplatonists were equally inspired by Plato’s assertion in the Theaetetus, subject to
their own revisions. Plotinus, for instance, diverges from the Theaetetus by omitting
Plato’s qualification that emulation of the divine can only be achieved ‘so far as is
possible.” Where Plato placed inherent limitations upon the degree of divine
verisimilitude the philosopher can achieve, Plotinus believes that the soul’s noetic
ascent and complete likeness to the God is possible: our goal is ‘not to be exempt from
error, but to be god’ (oUk &w apaptioc eivay, AAAQ Bgdv elvay, Plot. 1.2.6.2-3, cf.
2.9.15.40). Since virtues are Intelligible powers in the soul and derive from the divine
Intellect, these virtues have the power to lead the human mind to anagogic ascent, and

the soul to its return to the Intelligible world (1.2.6.3-11).

589 | efteratou 2016: 174.

590 | efteratou 2016: 174.

591 p|at. Theaet. 176a-c; cf. also Rep. 500b-d, 540a-c, 613a-b; Symp. 207c-208b; Laws. 71d-e; Tim. 47c,
89e-90d; Phd. 78b-84d; Phdr. 246d-e, 249c.

592 Gregory of Nyssa, De professione Christiana, GNO VI11/1.136.7-8.

593 Mateo-Seco 2010.
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As we have seen in Chapter 2, assimilation to the divine Father is a key facet of
Dionysus’ journey in the Dionysiaca. Dionysus is hidden at birth among nymphs; he has
Rhea, the mother of the gods, as a substitute mother; as discussed above, he is
associated with fire; and, in his final task before he ascends to Mount Olympus, he must
vanquish the theomachic earthborn Giants with his flaming torch. Zeus is Dionysus’
main paradigm, and assimilation is the primary means proving his divine lineage and
repudiating his enemies’ statements surrounding his legitimacy and birth-right. As we
have seen in Chapter 2, the Dionysiaca is filled with exempla illustrating the potential
danger of imitating divinities in the wrong way. Typhon’s attempt to imitate and
overthrow Zeus is portrayed as unbridled hubris. Ampelus angers Selene, the driver of
cattle, with his boasting and riding of a bull. Hermes recites the story of Phaethon and
his attempt to imitate his father Helios in the chariot of the Sun as a warning to Dionysus
not to aspire to his father’s power. Meanwhile, Herakles Astrochiton is held up as a

positive example and model for mortal apotheosis.

Dionysus’ positive model of assimilation has contemporary links with Proclus.
Although Plotinus conceived of assimilation in terms of the experience of nous, and did
not distinguish between the various gods one might assimilate themselves to,>®* Proclus
sought to locate the Olympian gods within this mimetic framework. For Proclus, the
Olympians are divine henads which form a bridge between the transcendent One and
Being. These gods differ from the One in that they can be participated in. Assimilation
in Proclus, then, involves being like a particular kind of god. Our souls derive their form
and character from the nature of our leading gods (/n Tim. 3.262.6-14), and these gods
may have different powers or play different roles in the administration of providence.>
If a soul extends from Helios, then it should choose a life according to the powers of
Helios, for example, one devoted to medicine or priesthood (/n Tim. 3.279.14-9). As
Baltzly shows, soul will not be assimilated successfully to god if it lives a life

inappropriate to its series, or attempts to live an appropriate life but engages in it badly.

39 Baltzly 2004: 308.
3% Baltzly 2004: 309.
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Thus, assimilation to our leading gods provides ‘something like an understanding of our

cosmic station and duties.”>%°

Nonnus’ conception of the mimetic relationship between Dionysus and Zeus
appears shaped by an understanding of Platonic participation. Dionysus was conceived
as an imitation of Zeus elsewhere in Neoplatonic theology. This can be seen in Kore’s
robe from the Orphica, which depicted the procession of the divine henads: the
Hypercosmic deities, followed by the Hypercosmic-Encosmic deities, and then the
Encosmic deities. The Hypercosmic deities exist on the level of the transcendent world
soul; Hypercosmic-Encosmic deities rule over nature but remain detached from the
world; and the Encosmic deities exist at the level of the sensible world.>®” These are the
deities that correspond to material nature and are headed by Dionysus. As we have seen
in Chapter 2, when Zeus makes Dionysus king of all the Encosmic gods (Procl. In Crat.
55.5 Pasquali = OF 288 ii B = 208 K), Dionysus occupies the highest level of Encosmic
Nature, the level at which the physical world comes into being. His father Zeus is the
Intellective Intellect (voepog¢ voilg), the demiurge who initiates creation and
differentiates the Forms through the agency of deities at a lower metaphysical level.>%
Within this schema, Zeus as the Intellective Intellect contains all the Forms in a
differentiated state; Dionysus represents the material or Encosmic Intellect through
which the Forms are dispersed into the physical universe. Damascius says that, as the
final ruler in the Orphic succession, Dionysus ‘completes the work of Zeus ... who is the
producer of all’ (Dam. In Phaed. 1.4 = 31 Westerink = OF 299 ii B = 208 K). Their joint
rule is thereby read as an allegory for the way in which the Encosmic Intellect completes

the Demiurge’s creative task.>®®

Dionysus’ imitation of Zeus in the Dionysiaca can thus be framed within the
context of contemporary philosophical discussions. Dionysus ascends to godhood on
Mount Olympus through imitation of his father Zeus, and achieves this much like the

soul that assimilates itself to its leading god. Dionysus must choose a life that accords

5% Baltzly 2004: 309.

597 On the Hypercosmic, Hypercosmic-Encosmic, and Encosmic deities, see Proclus, In Crat. 55.5 Pasquali
(OF 299 | B = 208 K); Brisson 1995: 82— 84, 186; cf. Chlup 2012: 126— 127. For their depiction on
Persephone’s woven peplos, see Meisner 2019: 262.

598 Meisner 2019: 220.

599 Meisner 2019: 264.
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with the power of Zeus. In Neoplatonic hypostases, this is fulfilled by demiurgic activity.
In the Dionysiaca, these powers include agriculture, light and mastery of fire, and victory
over the agents of materiality. By achieving a positive form of imitation, Dionysus avoids
the fate of Typhon, whose imitation of Zeus is poor and at times, even perverse.
Dionysus’ journey can, therefore, be seen as analogous to the journey of the soul as it
navigates the material world and attempts to chart a course towards positive emulation
and assimilation to the divine; only then can the soul rise above the shifting currents of

the sensible world and ascend to the heavens.

5.5 Conclusion

Collectively, the evidence suggests that Nonnus approaches symbolism from an almost
meta-allegorical angle, self-consciously reflecting on the conventions of allegory. His
ktisis of Thebes and ekphrasis of Harmonia’s palace appear inspired by exegetical texts,
and include embedded glosses and self-exegesis that feels almost playful at times. His
allegories are made explicit precisely where the reader is already trained to look for
allegory, for example, in ekphrases. In each case, these more transparent details set the
stage for deeper allegorical readings. Thebes’ imitation of the cosmos has logical
implications for how we read Cadmus as an artist; Harmonia’s palace leads to
contemplation of her status as a goddess of cosmic harmony. It is evidence that the

Dionysiaca is actively engaged in training its ideal reader.

The same can be said of Dionysus’ Shield. It stands in a long tradition of
allegorically composed shield ekphrases, and uses this staging ground to create a
universal history and a model of salvation that anticipates the coming of Dionysus.
Ganymede, the Stoic Logos and cosmic pourer, pours nectar in heaven, prefiguring
Dionysus’ role as the Material Intellect who pours wine for humankind. As a self-
conscious reflection of Nonnus’ poetic composition, the shield’s soteriological themes

have strong implications on how we are invited to read the Dionysiaca as a whole.
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Perhaps most compelling, however, is the pervasive opposition between light
and darkness. As a theme, it interfaces directly with Christian, Platonic, Gnostic,
Chaldean, Zoroastrian, and Manichaean schools of discourse, which all make up the
cultural fabric of the eastern Mediterranean in Late Antiquity, and would, each in their
own way, have informed Nonnus’ audience. All of these traditions are in dialogue with
one another, and it is difficult to disentangle individual strands. However, given the
poem’s nuanced exploration of mimesis as a metaphysical principle, and its association
of darkness with materiality and ignorance, the Dionysiaca’s dichotomy between light
and darkness bears Platonic hallmarks. It further supports Lefteratou’s reading of the
Indian campaign as a metaphorical katabasis. The result draws together influences and
models from allegories of the Odyssey, Plato’s Cave, Heliodorus, and Philostratus. With
the Odyssey in particular as a comparandum, the Dionysiaca appears to bear enough
hallmarks of the journey of the soul that students of Homer would recognise, that tune

them into a more semiotic mode of reading.
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Conclusion

From Joseph Golega in 1930 down to the present day, the presence of Neoplatonic
influence in Nonnus has remained a fringe area of Nonnian studies. This project has not
only established that the Dionysiaca does indeed owe a significant debt to Neoplatonic
writings, but that Neoplatonic ideas and influences are expressed in a mode and style
befitting Late Antiquity’s poikilos poet. These influences are multifarious, and not
limited to individual themes, motifs, or doctrines. Instead, the Dionysiaca embraces a
multitude of Neoplatonic sources and ideas. These ideas can manifest in individual
episodes (e.g. Zagreus’ murder), or in recurrent themes (e.g. circularity), or as structural

frameworks (e.g. light versus dark).

Throughout my thesis, | have endeavoured to identify any Neoplatonic ideas and
reminiscences, and situate them within their intellectual context. This has involved
appealing to a wide variety of authors and sources, including Plotinus, Porphyry, Proclus,
and Christian authors like Gregory of Nyssa and Ps-Dionysius the Areopagite. It is clear
that Nonnus did not have a single point of contact with Neoplatonic thought. Even
though there are clear links to Proclus (Tissoni 1998, Accorinti 2003), and his writings
are particularly useful in illuminating the context of Neoplatonic themes and motifs,
Nonnus clearly reaches back to earlier writers, suggesting meaningful engagement with

the full breadth of the Neoplatonic tradition, as it existed in his time.

Chapter 1 of my thesis focused on the poem’s three Dionysoi, particularly on their
relations to one another. That there are precisely three Dionysoi (Zagreus, Dionysus,
lacchus) appears no accident, given the proliferation of triadic theological schemas in
Late Antiquity, with the Christian Trinity the most famous example. The relatively short
space allowed for lacchus in Book 48, at the culmination of the poem, suggests that
lacchus is important primarily for bringing the number of Dionysoi to three and rounding
out a ‘trinity,” as he does not appear particularly significant as an individual. Proclus’
triadic schemas provide perhaps the most compelling conceptual comparandum,

particularly his demiurgic triad in the second hypostasis, consisting of Zeus, Poseidon,
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and Pluto. Within Proclus’ triad, each god is a ‘Zeus,” governed by the monad of Zeus.
The Zeus within the triad takes his name directly from its monad, because he is the
highest. This analogue offers us a means of understanding the uncertain continuity
between Nonnus’ three Dionysoi, where each is a Dionysus, who also possesses their
own name, with the most famous among them taking his name from his governing

monad.

Chapter 1 also revisited the Zagreus episode, which has already received attention for
its Neoplatonic context (e.g. Hernandez de la Fuente 2014). Prevalent themes from
Neoplatonic commentaries on the death and dismemberment of Dionysus include the
insubstantiality of the reflection on the mirror’s surface, the mimetic quality of both the
mirror and the reflection, as well as the indivisible and eternal nature of the soul.
Although these themes are present in Nonnus’ Zagreus episode, they appear even more
prominently elsewhere in his epic, particularly in Book 5 with the dismemberment of
Actaeon and the mirror of Persephone. The physical rebirth attested in Middle Platonic
accounts (e.g. Plutarch, Clement of Alexandria) is dispensed with entirely in favour of a
more Neoplatonic approach. As we have seen with Synesius, bodily resurrection was
one of the key impediments to Platonic thinkers converting to Christianity, because
bodily resurrection would mean the re-imprisonment of the soul within the material
world. Incertus figures like Synesius had to find ways to reconcile Christ’s resurrection
with their own personal doctrines. Eschewing the idea of bodily resurrection, Nonnus
leaves the continuity between Zagreus’ and Dionysus deliberately obscure, but

ultimately more amenable to Neoplatonic doctrines on the immortality of the soul.

Chapter 2 built on the themes of mimesis introduced in the examination of Zagreus’
mirror. Frequency analyses of mimetic terminology (tumog, dvtitumnog, eikwv, ivéaAua,
daopa, pipnua, punAoc, and pipéopat) established clear points of contact and contrast
between Nonnus and other writers. Nonnus’ use of mimetic vocabulary represents a
clear innovation over his epic predecessors, and is statistically significant also compared
to his imitators and successors in the so-called ‘Nonnian School’ and his near
contemporaries like Synesius. His use of mimetic vocabulary has clear parallels,
however, with Christian theological and Neoplatonic philosophical texts. Nonnus’

closest poetic parallels are the Carmina of Gregory of Nazianzus and the hexameter
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Sibylline Oracles, and further comparative studies between the Dionysiaca and these
two collections might produce intriguing results. Nonnus also shows a clear preference
for mimetic language in the Dionysiaca compared to the Paraphrase. Nonnus clearly felt
that mimesis as a theme was more suited to his Dionysiac composition. This is
understandable, given Dionysus’ role as the king of the Encosmic series of gods, the

Material Intellect that governs the sense-perceptible world.

Beyond language, mimesis also permeates the Dionysiaca on a thematic and structural
level. It appears as a metaphysical and aesthetic principle, whereby material artefacts
and forms depend upon and participate non-reciprocally in divine, cosmic, or
transcendent models. Mimesis also acts as an artistic principle for the imitation of
natural or intelligible models. It appears as a mechanism for learning, and even allows
for spiritual elevation. Dionysus’ own journey appears to be figurative as well as spatial,
and can be framed within discussions of mimesis, as he seeks to navigate his mimetic

relationship with his father Zeus.

As a theme, mimesis also raises questions of ontology and epistemology. The
relationship between image and model, imitation and archetype, is problematised or
expounded upon depending on the context of individual passages. Although it is fair to
say that mimetic vocabulary often appears in conjunction with words, or in contexts
related to, deception, disguise, and falsehood (e.g. Newbold 2010), this is not universally
the case. As this chapter demonstrates, mimetic terminology can appear with no moral
or ethical implications, but rather as a principle of Nonnus’ material, Dionysiac world,

dependent on Neoplatonic conceptions of the universe.

Chapter 3 explored the various mechanisms of inspiration that appear in the Dionysiaca,
with a focus on madness and ecstatic union. As a substance and analogy for Nonnus’
poetry, wine can bring about initiation into Dionysus’ thiasos; it can inspire others, in
the same way as the breath of the Muses. However, intoxication can also lead to
uncontrolled frenzy, endangering the consumer and those around them. Shorrock’s
interpretation of wine as a symbol for the Dionysiaca itself is particularly illuminating
here, as Nonnus uses the relative benefits and dangers of wine to reflect on the nature
of poetic composition, and the need for restraint and positive, elevatory experience as

opposed to unbridled frenzy.
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As the chapter has shown, the Dionysiaca draws upon Homeric scenes where heroes
are invested with divine power; Nonnus then updates these prototypical scenes using
Neoplatonic theories of divine inspiration. These Neoplatonic dimensions are
showcased particularly through the two Bacchants, who blaze with fire yet remain
miraculously unburnt. Nonnus’ portrayal of divine inspiration has numerous
intersections with lamblichus’ treatment of divine inspiration in his De Mysteriis. The
fire’s autonomous and self-fulfilling capacity, and its ability to shine without burning

also establishes parallels with celestial fire.

The scene of the Lydian priest of Zeus in Book 13 is particularly notable, because the
priest’s noeric fire compels Typhon in the same manner as a theurgist. The priest’s
noeric fire appears to also parallel the noeric light which inspires John the Baptist to
spread the divine word of God in the Paraphrase. The priest’s power to compel using
only his voice also recalls Christ’s ability to command the Pharisees’ soldiers at Par.
18.34-8. Collectively, evidence from the passage suggests that the priest assimilates
himself to his patron Zeus, fulfilling the ultimate goal of theurgic ritual, to achieve
contact and assimilation to the divine. The anonymous epitaphic homage, AP 9.198,
which professes to speak with the voice of Nonnus, appears to allude to this episode
directly; both Nonnus and the priest lay low agents of materiality — the Giants and
Typhon — through the power of their voice. Regardless of the epigram’s actual
authorship, it suggests that the associations between Nonnus and the Lydian priest were

there to be made by Nonnus, his students, and his audience.

Chapter 4 returned to Dionysiaca 6, and identified key allusions between Nonnus’
poetry and Neoplatonic mystic allegories. The centrepiece case study is without a doubt
Nonnus’ transposition and reworking of the Homeric cave of the nymphs, which utilises
a significant amount of material from Porphyry’s commentary. Details in Porphyry’s
exegesis are used to reverse engineer an Orphic cave of Persephone, which continues
to draw from Homer’s original passage in fundamental ways. Nonnus alters the
exegetical significance from the creation of material bodies and the ensoulment of
matter to present a more cosmogonic allegory through the symbol of Persephone’s

weaving. Nonnus includes further motifs from Plato’s Timaeus and Proclus’
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commentary, incorporating the cyclic processes of destruction and generation into

Dionysiaca 6's cosmic framework.

Together with the allegory of the Orphic Dionysus, these episodes combine to present
a tour de force of allegorised myths. The allegorical material behind Dionysiaca 6
inevitably poses the question whether Nonnus conceived of, and structured other books
with, the same degree of allegorical complexity. The self-confined and almost epyllion
nature of Dionysiaca 6 suggests perhaps not. Perhaps Nonnus, who was clearly capable
of composing in an allegorical mode, opted for an allegorical composition to elevate the
book’s cosmic nature, as he does later with Dionysus’ Shield, but felt no need to
continue such a mode throughout his epic. Definite answers to this question, however,
are beyond the scope of this present study. If Nonnus did engage with allegorical models
elsewhere in a systematic fashion, utilising a similar mode of composition, then this
study’s analysis of Dionysiaca 6 can perhaps provide a blueprint for future studies on

this monumental poem.

Nonnus’ compositional approach to Dionysiaca 6 offers some indication about how he
conceived of his audience. Nonnus employs clusters of symbols, motifs, and myths that
all possess pre-established meanings attested in allegorical commentaries. He does not
seem to create wholly new symbols for his audience to uncover and interpret. This
approach suggests he did not want to leave the allegorical interpretation of his text, in
essence, up to chance, in the mind of an untrained and uninitiated reader. Every text
attempts in some way to train its ideal reader, and the Dionysiaca is no different. It is
for that reason that we can detect a palpable authorial intent behind Dionysiaca 6’s
allusions. Nonnus takes familiar symbols and deploys them in novel clusters, offering
allegorical configurations that the reader had perhaps not seen before, but with familiar
enough constituent parts to sufficiently guide the reader’s interpretation, like a

mystagogue leading an initiate.

The texts Nonnus alludes to were certainly well known to his readers. Proclus famously
remarked that, if it were up to him, he would remove all texts from circulation except
Plato’s Timaeus and the Chaldean Oracles. In late Alexandrian Platonism, the Timaeus
would eventually replace the Parmenides as the Platonic theological text par excellence,

because its depiction of the divine was more familiar and acceptable to Christian
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audiences.?%° Nonnus’ use of Proclus’ commentary on the dialogue has also been noted
elsewhere.®%! Additionally, Porphyry’s On the Cave of the Nymphs was one of several
texts on the cave from Odyssey 13, and Porphyry’s essay was authoritative enough and
circulated widely enough that its content was reproduced in scholarship on Homer.
Crucially, the variety of Platonic texts Nonnus invokes underscores the fact that he was

appealing to a knowledge base beyond just Homeric literary criticism.

Chapter 5 continued my inquiries into Nonnus’ use of allegory, this time moving beyond
Dionysiaca 6, to identify themes, motifs, and case studies across the poem. This chapter
sought to establish that Nonnus is inspired by exegetical texts, even when he does not
adopt a verifiably allegorical mode of composition. He showcases this through
ekphrases with cosmological features. By recalling commentaries, the Dionysiaca
engages in a process whereby it actively trains its audience into becoming an ideal
reader, a reader with the requisite knowledge, experience, and frames of reference to
interpret the poem as its author intended, much like an initiate. Ekphrases like the ktisis
of Thebes gloss their own cosmological features as modelled on ‘seven-zoned heaven,’

providing the key to their own interpretation.

Dionysus’ Shield offers another compelling example. Nonnus composes his shield
allegorically, precisely because allegorically-decorated shields have become a trope of
epic poetry. Nonnus’ shield ekphrasis stands in a long tradition that winds its way from
Homer and Ps-Hesiod, through the Latin tradition, down to the Imperial period with
Quintus of Smyrna. Shield ekphrases had become such a locus for allegoresis, in
composition and interpretation, that attempts by the poet to deliberately signal an
allegorical schema become almost redundant. Audiences are primed to seek ‘hidden’
and ‘deeper’ meanings in shield ekphrases, whether they are there or not. Fortunately,
Nonnus does not disappoint. Building on Spanoudakis elaborate catalogue of the
ekphrases’ allusions, the intertexts identified in my final chapter cement his conclusions
further through the comparison between Amphion and David, and integrate the shield
ekphrasis more strongly into the Dionysiaca as a whole, with the comparison between

Ganymede as the Cosmic Pourer and Stoic Logos, and Dionysus as the earthly dispenser

600 Tarrant 2017: 36-41.
601 Tissonj 1998: 13; Accorinti 2003: 205.
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of wine and the Material Intellect. The allegorical programme at work in Dionysus’
Shield can be seen as a mise en abyme that reflects the structural and semiotic

aspirations of the poem as a whole.

In addition to the shield ekphrasis, Nonnus also demonstrates a fairly consistent
thematic approach to allegory. The opposition of light and darkness interfaces with the
cultural dialogue of the eastern Mediterranean, dominated by Christian and Platonic
schools, with Gnostic, Chaldean, Zoroastrian, and Manichean contributions and
influences. Not only does this cast Dionysus’ campaign against the Indians as a
metaphorical katabasis, it also feeds into the wider themes of the light of divinity and

its conflict with the darkness of materiality and ignorance.

Tying themes and ideas from all five chapters, it is possible to draw more holistic
conclusions about the Dionysiaca and its composition. Throughout the poem, Dionysus
is confronted by agents of materiality, whether they be the Titans, the Giants, the
Indians, or even Pentheus. Overcoming the Giants in Book 48, therefore, offers a
wonderful thematic culmination to Nonnus’ epic. Dionysus becomes a pipnua of Zeus
in all but name. He overcomes his earthborn enemies with his torch, a symbol of light,
and an earthly image of Zeus’ thunderbolt. Through the language of mimesis and
participation, Dionysus’ torch has its identity and quality by virtue of Zeus’ thunderbolt.
In vanquishing the Giants, Dionysus emulates his father’s victory over the Typhon at the
poem’s opening. The conflict between Zeus and Typhon happens on a cosmic scale, with
landmasses and constellations displaced by the son of Earth, whose massive bulk
inhabits the sea, the earth, and the sky. Dionysus’ victory over the Giants is an entirely
terrestrial affair by comparison, with no real sense of cosmic upheaval. In a sense, these
two complementary episodes, which close out the Dionysiaca’s ring composition, mirror
the metaphysical status of their protagonists. Zeus, the demiurge and Intellective
Intellect (voepog volic) at the level of the Hypercosmic gods, battles against materiality
on the cosmic stage. Dionysus, the Encosmic or Material Intellect, mirrors the activity of

the demiurge at the encosmic level.

The poem’s climax, in conjunction with the epigram AP 9.198, also represents the final
assimilation between poet and subject: both Dionysus and Nonnus triumph over the

Giants. Whether the epigram was from the pen of Nonnus, or a student’s epitaphic
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homage, the result is the same. Either Nonnus cemented the elision between himself
and his Dionysus himself, or, perhaps more likely, comparisons between poet and

protagonist were readily identifiable to Nonnus’ readers.

The culmination of Nonnus’ and Dionysus’ journeys are ultimately rooted in a form of
mimesis that goes far beyond what past critics have characterised as slavish imitation .62
Within the Dionysiaca, the impulse to slavishly imitate is characterised as poorly
meditated, and generally leads to the self-destruction of the imitator. Zagreus, while
still an infant, climbs on the throne of Zeus and wields his thunderbolts, and unwittingly
provokes the ire of Hera and the ferocity of the Titans. Phaethon, who rides in the
chariot of the sun, brings about his own destruction through his attempts to prove his
divine parentage. Dionysus’ legitimacy as a son of Zeus is questioned continually by his
enemies: Hera, Lycurgus, Deriades, and Pentheus. Repudiating concerns about his
heritage in a safe manner requires a different form of mimesis, one where he
participates in the qualities and imagery of Zeus without resorting to slavish imitation.
He must also forge his own path, exemplified by the Indian campaign, the spread of his

cult, and his gift of wine.

The comparisons with Nonnus are striking. He is a son, following in the footsteps of his
poetic father, navigating a path between innovation and imitation. He imitates Homer
in terms of diction and topoi, but carves out his own space in the epic genre. He
transposes existing allegories into new frameworks and contexts, striving to be a
theologian like Homer, but one firmly rooted in a Late Antique milieu. As the literary
syncrisis in Book 25 demonstrates, Nonnus is inextricably bound up with Dionysus.
Dionysus needs to vindicate himself by proving his worth and divine ancestry, but
Nonnus needs to help him get there, vindicating his own choice of protagonist and epic
subject matter in the process. Each advances the aims of the other. Nonnus could not
achieve the fame and theologian status without the god. The god could not reach Mount

Olympus without Nonnus’ poetry.

602 F o Willis 1941: 397 on Nonnus’ imitation of the funeral games for Patroclus in /liad 23, a view that
was echoed also by Chrétien 1984: 74 and Vian 1991. Even Agosti 2016: 660 concedes the episode is a
‘slavish rewriting,” although he allows for a more positive appraisal of Nonnus’ embedded reflections of
real life in Late Antiquity. Previous accusations that Nonnus engages in slavish imitation in his reworking
of Euripides’ Bacchae have also recently been challenged. See Simon 2004: 130-2.
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When Dionysus does reach Mount Olympus, intentionally or not, he fulfils the Platonic,
and particularly Plotinian ambition of becoming god. Furthermore, he also becomes a
Hellenic analogue of Gregory of Nyssa’s definition of Christianity, becoming an imitation
of the divine nature. His enthronement beside Apollo also signifies the symbolic
culmination of his journey. It is, | believe, no accident that Dionysus’ journey appears
analogous to that of Odysseus. The materiality of the sea from the Odyssey is developed
into a fully-fledged theme of the Dionysiaca’s world, where materiality is pervasive, and
material forms are subject to change, and mimesis and sense-perception continually
pose questions of ontology and epistemology. Obstacles to Odysseus’ homecoming,
which were read as agents or symbols of materiality by Neopythagorean and Platonic
commentators, are exchanged for earthborn theomachoi and river-gods, beings
collectively associated with matter, and privation of form and being. Like Odysseus,
Dionysus must navigate his way through the passions of the material world, and arrive
at his ‘home’ in heaven. Sitting beside Apollo accords him a place of honour beside
Hellenism’s most famous ‘Son of God,” and a fellow recipient of henotheistic worship in
Late Antiquity. At the same time, it may be read as a symbolic nod to Middle Platonic

allegories, where Apollo was a symbol of unity.

In a sense, these connotations could have been formed, at least preliminarily, in the
audience’s minds at the first point of reception: the title. For Damascius, who likely
postdates Nonnus by a few decades, the term Alovuclaka designates the sphere of
Dionysus, and pertains to the dual nature of the god himself, both divisible and
indivisible (Dam. In Phd. 4.5-12). It is perhaps no surprise, then, that scholars have
grappled with the Dionysiaca’s structure, seeing disparateness in its overabundance of
material and epyllia-inspired episodes, or seeking unifying structures so that the whole
might appear at the very least the sum of its parts. On both sides, there have been
distinguished scholars who have left enduring contributions to Nonnian scholarship:
Keydell and D’Ippolito advocating for a disparate lack of structure;®°® Stegemann and
Lasky for unity.®%* Robert Shorrock charted a more nuanced approach between these

two extremes, viewing the Dionysiaca as neither clearly structured nor clearly

603 Keydell 1936: 910.14-28; D’Ippolito 1964.
604 Stegemann 1930; Lasky 1978: 360.
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unstructured, but instead a product of different narrative strands, and a series of
overlapping and intersecting matrices.®%> As Shorrock argues, the Dionysiaca’s enjoyed
contemporary success, despite the prevalence of small scale epyllia, encomia, and patria
during his time, which suggests that Nonnus must have found some way to reconcile his
jewelled episodic style with the epic desire to tell a grand, unifying narrative.®%® It is
entirely possible, then, that readers with a basis in Neoplatonism would have seen in
the Dionysiaca and its title the perfect fusion of form and content, and that modern
debates over unity and division actually cut to the heart of a tension that, for Nonnus

and his audience, was intrinsic to Atovuolaka.

Moving from the possible unity of the Dionysiaca to the unity of this dissertation, |
believe it is clear that mimesis, as a philosophical and poetic concept, is central to
Nonnus’ poetic undertaking in the Dionysiaca, and that it deserves almost as much
attention as poikilia. In fact, | argue that the two concepts are inextricably entwined,
that Nonnus conceives of diversity in form and content within a mimetic framework,
that like Proteus and Dionysus he is capable of transforming and imitating pre-existing
models with perfect verisimilitude; the Dionysiaca, like the allegorised Proteus of
Neopythagorean and Neoplatonic thought, contains all the forms of poetry and high art

within its whole.

This study has shown that the philosophical context behind the Dionysiaca was not just
important, but formative for Nonnus in how he conceived of his poem’s form and
content. It is an aspect of Nonnus’ poetry that remains underexplored. Domenico
Accorinti’s excellent Brill’'s Companion to Nonnus of Panopolis includes thirty-two essays
from distinguished scholars of Nonnus and Late Antiquity does not feature a single
dedicated chapter on Nonnus and philosophy — a regrettable omission given the rich
and complex interplay of different philosophical traditions in Nonnus’ time, and the
contributions of Neoplatonism in particular to the Late Antique aesthetic landscape.
This study, too, has only scratched the surface of this monumental poem’s engagement
with philosophy. The impact of Neoplatonic material has been my primary focus, and

many of my initial hypotheses have either born fruit, or opened up other, fruitful

605 Shorrock 2001: 3-4, and chapter 1 especially.
806 Shorrock 2001: 20.
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avenues of research. The chapters of this dissertation have explored diverse themes,
but collectively they establish a set of clear conclusions: that Nonnus read Neoplatonic
works; that he referenced them directly; that they were fundamental to numerous
themes, motifs, and episodes; and finally, that he understood Neoplatonic writings to a
high enough degree that he could begin to transpose and rework their content into new
and surprising contexts. Hernandez de la Fuente recommended future study of Nonnus
and Neoplatonism in his 2014 contribution to the proceedings from the first ‘Nonnus of
Panopolis in Context’ conference; he suggested that the poem could be understood as
a practical application of Neoplatonic metaphysics, aesthetics, and poetics. | believe my
conclusions go beyond this, especially with regard to Nonnus’ use of Neoplatonic
allegory. Nonnus’ knowledge of Neoplatonic allegory is demonstrable, and not confined
to Homeric literary criticism. Nonnus’ knowledge of Neoplatonism is not just a lens for

understanding Homer, but a fundamental aspect of his poetic aspirations.

There were avenues of research which unfortunately fell outside the scope of this thesis,
particularly Nonnus’ use of language and vocabulary from Late Antique oracular
collections, especially the Chaldean Oracles. Oracles were considered an important part
of philosophical thought and practice, as can be seen from Neoplatonic works like
lamblichus’ De Mysteriis, especially Book 3. Given Nonnus’ use of Neoplatonic material
elsewhere, it is likely that his audience would have read these oracular episodes against
this intellectual backdrop. This offers a potential avenue for future research. It is also
impossible for a dissertation project to analyse the Dionysiaca in its totality. | hope,
however, that my case studies and findings will serve as proof of concept, and that
literary approaches and methodologies applied here, particularly in relation to

allegoresis, can be applied to other episodes, scenes, or themes by future scholars.

Nonnus was certainly popular enough to inspire his own imitators, at least in terms of
his hexameters. It is entirely possible that he inspired them in other ways, and that the
Neoplatonic material and sensibility in his poetry went on to influence others, in which
case, findings from this project have potential implications for the wider corpus of Late
Antique literature. Nonnus also likely had his own models who fused poetry and
philosophy, although undoubtedly the first and foremost of these was, at least in Late

Antique imagination, always Homer.
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Conclusions from this study will likely also be of interest to scholars of Neoplatonism
and of Late Antique culture. Nonnus’ Dionysiaca is a case study for the popular reception
of Neoplatonic philosophy in the eastern Mediterranean. Not only does the Dionysiaca
demonstrate the degree of Neoplatonic learning available, in whatever form, to the
educated Christian elite in 5t"-century Panopolis and Alexandria, it also presupposes the
existence of readers with the same cultural background who could interpret and

appreciate its philosophical themes and motifs.

In the end, Late Antiquity’s poikilos poet, like Proteus and Zagreus, continues to resist
any attempt to fully tie him down. But, crucially, Nonnus has proven himself a
theologian in his own right, through his varied dialogue with Neoplatonic writings, and
his own symbolic frameworks. And, like Proteus, if we can but pin him down for long
enough, who knows what sort of wisdom he might reveal about himself, his poetry, and

his world?



246

Bibliography

A. Billault (ed.) (2001) OMNQPA. La belle saison de I’hellénisme. Paris: Université de
Paris-Sorbonne.

Accorinti, D. (2003) Review of Tissoni (1998) Gnomon 75: 203-9.

Accorinti, D. (2004) Nonno di Panopoli. Le Dionisiache. Introduzione, traduzione e
commento, volume quarto (canti XL—-XLVIII). Milan: Rizzoli.

Accorinti, D. (ed.) (2016a) Brill’s Companion to Nonnus of Panopolis. Leiden and
Boston: Brill.

Accorinti, D. (2016b) ‘The Poet from Panopolis. An Obscure Biography and a
Controversial Figure,” in D. Accorinti (ed.) Brill’s Companion to Nonnus. Leiden: Brill,
11-53.

Adamik, T. (2001) ‘The Serpent in the Acts of Thomas,’ in J.N. Bremmer (ed.) The
Apocryphal Acts of Thomas (Studies on Early Christian Apocrypha 6). Leuven:
Peeters Publishers, 115-24.

Addey, C. (2014) Divination and Theurgy in Neoplatonism: Oracles of the Gods.
London and New York: Routledge.

Agosti, G. (1996) ‘Ancora su Proteo in Nonno, Dion. 1.13 sgg.,” Prometheus 22: 169—
172.

Agosti, G. (2004) Nonno di Panopoli. Le Dionisiache. Introduzione, traduzione e
commento, volume terzo (canti XXV-XXXIX). Milan: Rizzoli (2nd edition with
addenda, 2013).

Agosti, G. (1995) ‘Poemi digressivi tardoantichi (e moderni),” Compar(a)ison 1: 131-
151.

Agosti, G. (2012) ‘Greek Poetry,’ in S.F. Johnson (ed.) The Oxford Handbook of Late
Antiquity. Oxford and New York: Oxford University Press, 361—404.

Agosti, G. (2014) ‘Contextualizing Nonnus’ Visual World,” in K. Spanoudakis (ed.)
Nonnus of Panopolis in Context: Poetry and Cultural Milieu in Late Antiquity with a
Section on Nonnus and the Modern World. Berlin and Boston: De Gruyter, 141-174.

Agosti, G. (2016) ‘Nonnus and Late Antique Society,” in D. Accorinti (ed.) Brill’s
Companion to Nonnus of Panopolis. Leiden: Brill, 644-68.



247

Akcay, N. (2018) ‘Daimones in Porphyry’s On the Cave of the Nymphs,” in L. Brisson,
S. O’Neill, & A. Timotin (eds.) Neoplatonic Demons and Angels. Leiden and Boston:
Brill, 140-59.

Akcay, N. (2019) Porphyry’s On the Cave of the Nymphs in its Intellectual Context.
Leiden and Boston: Brill.

Albis, R. (1996) Poet and Audience in the Argonautica of Apollonius. Lanham, MD,
and London: Rowman & Littlefield Publishers.

Alexandrakis, A. & Moutafakis, N.J. (eds.) (2002) Neoplatonism and Western
Aesthetics. Albany, NY: State University of New York Press.

Alexandrakis, A. (2002) ‘Neoplatonic Influences on Eastern Iconography,” in A.
Alexandrakis & N.J. Moutafakis (eds.) Neoplatonism and Western Aesthetics. Albany,
NY: State University of New York Press, 75-88.

Armstrong, A.H. (1989) Plotinus Ennead Vol. 1, Porphyry on the Life of Plotinus.
Cambridge MA: Harvard University Press.

Astell, A.W. (2002) Political Allegory in Late Medieval England. Ithaca, NY: Cornell
University Press.

Athanassiadi, P. & Frede, M. (eds.) (1999) Pagan Monotheism in Late Antiquity.
Oxford: Oxford University Press.

Avdokhin, A. (2019) ‘Plutarch and Early Christian Theologians,” in S. Xenophontos &
K. Oikonomopoulou (eds.) Brill’s Companion to the Reception of Plutarch. Leiden and
Boston: Brill, 103-118.

Babbitt, F.C. (1936) Plutarch, Moralia, Volume 5: Isis and Osiris. The E at Delphi. The
Oracles at Delphi No Longer Given in Verse. The Obsolescence of Oracles. Cambridge,
MA: Harvard University Press.

Baltzly, D. & Share, M. (eds.) (2018) Hermias: On Plato’s Phaedrus 227A-245E.
London: Bloomsbury.

Baltzly, D. (2004) ‘The virtus and ‘becoming like God’: Alcinous to Proclus,” Oxford
Studies in Ancient Philosophy 26: 297-322.

Baltzly, D. (2011) Proclus: Commentary on Plato’s Timaeus, vol. 3, Book 3, Part 1.
Cambridge: Cambridge University Press.

Baltzly, D. (2016) Proclus: Commentary on Plato’s Timaeus, vol. 5, Book 4.
Cambridge: Cambridge University Press.



248

Baltzly, D. (2019) Proclus: Commentary on Plato’s Timaeus, vol. 4, Book 3, Part 2.
Cambridge: Cambridge University Press.

Baltzly, D., Finamore, J.F. & Miles, G. (2019) Proclus: Commentary on Plato’s
Republic: Volume 1. Cambridge: Cambridge University Press.

Baltzly, D., Miles, G. & Finamore, J. (2018) Proclus: Commentary on Plato’s Republic,
Vol. 1. Cambridge: Cambridge University Press.

Bannert, H. & Kroll, N. (2016) ‘Nonnus and the Homeric Poems,’ in D. Accorinti (ed.)
Brill’s Companion to Nonnus of Panopolis. Leiden and Boston: Brill, 481-506.

Bannert, H. & Kroll, N. (eds.) (2018) Nonnus of Panopolis in Context II: Poetry,
Religion, and Society. Proceedings of the International Conference on Nonnus of
Panopolis, 26th - 29th September 2013, University of Vienna, Austria. Leiden: Brill.

Barasch, M. (1992) Icon: Studies on the History of an Idea. New York: New York
University Press.

Bartsch, S. (1989) Decoding the Ancient Novel: The Reader and the Role of
Description in Heliodorus and Achilles Tatius. Princeton: Princeton University Press.

Baslez, M.-F., Hoffmann, P. & Trédé, M. (eds.) Le monde du roman grec: Actes du
colloque international tenu & |’Ecole normale supérieure (Paris 17-19 décembre
1987). Paris: Presses de I'Ecole Normale Supérieure.

Batinski, E. E. (1991) ‘Horace’s rehabilitation of Bacchus,’ Classical World 84: 361-78.
Baxter, T.M.S. (1992) The Cratylus: Plato’s Critique of Naming. Leiden: Brill.

Beck, R. (2006) The Religion of the Mithras Cult in the Roman Empire: Mysteries of
the Unconquered Sun. Oxford: Oxford University Press.

Becker, A.S. (1995) The Shield of Achilles and the Poetics of ekphrasis. Lanham, MD:
Rowman and Littlefield.

Beeley, C. (2009) ‘Cyril of Alexandria and Gregory Nazianzen: Tradition and
Complexity in Patristic Christology,’ Journal of Early Christian Studies 17.3: 381-419.

Beissenger, M., Tylus, J., & Wofford, S. (1999) Epic Traditions in the Contemporary
World: The Poetics of Community. Berkeley, Los Angeles & London: University of
California Press.

Bennema, C. (2017) Mimesis in the Johannine Literature. London: Bloomsbury.



249

Berg, R.M. van den (2001) Proclus’ Hymns: Essays, Translations, Commentary. Leiden
and Boston: Brill.

Berman, D.W. (2002) ‘“Seven-Gated” Thebes and Narrative Topography in
Aeschylus’ “Seven against Thebes,”” Quaderni Urbinati di Cultura Classica 71.2: 73-
100.

Bernabé, A. & Garcia-Gasco, R. (2016) ‘Nonnus and Dionysiac-Orphic Religion,” in D.
Accorinti (ed.) Brill’'s Companion to Nonnus of Panopolis. Leiden and Boston: Brill,
91-143.

Bernabé, A., Herrero de Jauregui, M., Jiménez San Cristébal, A.l., &
Hernandez, R.M. (eds.) (2013) Redefining Dionysos. Berlin and Boston: De Gruyter.

Bernabé, A. (ed.) (2004) Poetae Epici Graeci: Testimonia et Fragmenta, Pars I, Fasc.
1. Leipzig: Teubner.

Berthelot, M. (1888) Collection des anciens alchimistes grecs. Vol. 2. Paris: G.
Steinheil.

Betz, H.D. (1975) Plutarch’s Theological Writings and Early Christian Literature.
Leiden and Boston: Brill.

Betz, H.D. (1978) Plutarch’s Ethical Writings and Early Christian Literature. Leiden
and Boston: Brill.

Birnbaum, E. & Dillon, J.M. (eds.) (2020) Philo of Alexandria: On the Life of Abraham.
Leiden and Boston: Brill.

Blumnethal, H.J. & Dillion, J. (eds.) (2015) Plotinus Ennead IV.3-4.29. Las Vegas,
Zurich and Athens: Parmenides Publishing.

Boersma, G.P. (2016) Augustine’s Early Theology of Image: A Study in the
Development of Pro-Nicene Theology. Oxford: Oxford University Press.

Bogner, H. (1934) ‘Die Religion des Nonnos von Panopolis,” Philologus 89: 320-333.

Borg, B.E. (ed.) A Companion to Roman Art. Malden, MA and Oxford: Wiley-
Blackwell.

Boulnois, M.-0. (1994) Le paradoxe trinitaire chez Cyrille d’Alexandrie.
Herméneutique, analyses philosophiques et argumentation théologique. Paris:
Institut d’Etudes Augustiniennes.

Bowersock, G.W. (1994) ‘Dionysus as an Epic Hero,” in N. Hopkinson (ed.) Studies in
the Dionysiaca of Nonnus. Cambridge: Cambridge University Press, 156—166.



250

Boyancé, P. (1963) ‘Etudes Philoniennes,” Revue des études grecques 76: 64-110.

Boyancé, P. (1967) ‘Echo des exégéses de la mythologie grecque chez Philon,” in R.
Arnaldez, C. Mondésert & J. Pouilloux (eds.) Philon d’ Alexandrie. Lyon 11-15
Septembre 1966: colloques nationaux du Centre National de la Recherche
Scientifique. Paris: Editions du Centre National de la Recherche Scientifique, 169—
186.

Braden, G. (1974) ‘Nonnos’ Typhoon: Dionysiaca Books land Il,” Texas studies in
literature and language 15: 851-79.

Bravi, A. (2015) ‘The Art of Late Antiquity: A Contextual Approach,’ in B.E. Borg (ed.)
A Companion to Roman Art. Malden, MA and Oxford: Wiley-Blackwell, 130-49.

Brisson, L. (1987) ‘Ampelius: Sa vie, son oeuvre, sa doctrine, son style,” in Aufstieg
und Niedergang der rémischen Welt I, 36.2: 793—-860.

Brisson, L. (1992) "Le corps ‘dionysiaque.” L’anthropogonie décrite dans le
Commentaire sur le Phédon de Platon (1, par. 3-6) attribué a Olympiodore est-elle
orphique?’ in M.-O. Goulet-Cazé, G. Madec & D. O’Brien (eds.) Zo@in¢ uatntopeg
"Chercheurs de Sagesse": Hommage a Jean Pépin. Paris: Institut d’études
augustiniennes, 481-99.

Brisson, L. (1995) Orphée et I'orphisme dans I'antiquité gréco-romaine. Aldershot,
Hampshire: Variorum.

Brisson, L. (2004) How Philosophers Saved Myths: Allegorical Interpretation and
Classical Mythology, trans. Catherine Tihanyi. Chicago: University of Chicago Press.

Bruchman, C. F. H. (1893) Epitheta Deorum quae apud poetas graecos leguntur.
Leipzig: Teubner.

Buffiere, F. (1956) Les mythes d’Homére et la pensée grecque. Paris: Les Belles
Lettres.

Buffiére, F. (1962) Héraclite: "Allégories d’Homére." Paris: Les Belles Lettres.
Bulloch, A. (2006) ‘Jason’s Cloak,” Hermes 134: 44-68.

Burkert, W. (1985) Greek Religion. Harvard: Harvard University Press.
Calame, C. (1996) L’Eros dans la Grece antique. Paris: L’Antiquité au Présent.

Cameron, Al. (1970) Claudian: Poetry and Propaganda at the Court of Honorius.
Oxford: Clarendon.



251

Cameron, Al. (2016) Wandering Poets and Other Essays on Late Greek Literature and
Philosophy. Oxford and New York: Oxford University Press.

Cameron, Av. (1994) Christianity and the Rhetoric of Empire: The Development of
Christian Discourse. University of California Press.

Campbell, G.L. (ed.) (2014) The Oxford Handbook of Animals in Classical Thought and
Life. Oxford: Oxford University Press.

Caprara, M. (ed.) (2005) Nonno di Panopoli. Parafrasi del Vangelo di San Giovanni,
canto iv (Testi e commenti 3). Pisa: Scuola Normale Superiore.

Cassidy, S. (2017) Navigating the Universe: Cosmology and Narrative in Apollonius
Rhodius’ Argonautica. Ph.D. Thesis. University of Edinburgh.

Chlup, R. (2012) Proclus: An Introduction. Cambridge: Cambridge University Press.

Chrétien, G. (1984) Nonnos de Panopolis. Les Dionysiaques, IV: Chants IX—X. Paris:
Les Belles Lettres.

Christopoulos, M., Karakantza, E.D. & Levaniouk, O. (eds.) (2010) Light and Darkness
in Ancient Greek Myth and Religion. Lanham, MD and Plymouth, UK: Lexington
Books.

Chuvin, P. (1976) Nonnos de Panopolis. Les Dionysiaques, II: Chants IlI-V. Paris: Les
Belles Lettres.

Chuvin, P. (1992) Nonnos de Panopolis. Les Dionysiaques, Ill: Chants VI-VIII. Paris:
Les Belles Lettres.

Chuvin, P. (2014) ‘Revisiting Old Problem:s. Literature and Religion in the Dionysiaca,’
in K. Spanoudakis (ed.) Nonnus of Panopolis in Context: Poetry and Cultural Milieu in
Late Antiquity with a Section on Nonnus and the Modern World. Berlin and Boston:
De Gruyter, 3—-18.

Clark, M.T. (2010) Theological Treatises on the Trinity. Washington DC: Catholic
University of America Press.

Clark, S.R.L. (2016) Plotinus: Myth, Metaphor, and Philosophical Practice. Chicago:
University of Chicago Press.

Clarke, B. (1995) Allegories of Writing: the Subject of Metamorphosis. Clayton: State
University of New York.

Clarke, E.C., Dillion, J.M. & Hershbell, J.P. (2004) lamblichus: De Mysteriis, Translated
with and Introduction and Notes. Leiden and Boston: Brill.



252

Clay, J. (1974) ‘Demas and Aude: The Nature of Divine Transformation in Homer,’
Hermes 102: 129-36.

Collart, P. (1930) Nonnos de Panopolis: Etudes sur la composition et le texte des
Dionysiaques. Cairo: I'Institut francais d’archéologie orientale.

Colonna, A. (1960) ‘Teofane Cerameo e Filippo filosofo,” Bollettino del Comitato per
la preparazione della edizione nazionale dei classici greci e italiani 8: 25—8

Comparetti, D. (1879) “Sibari,” Notizie degli scavi di antichita: 156-9.

Copeland, R. & Struck, P. (eds.) (2010) The Cambridge Companion to Allegory.
Cambridge: Cambridge University Press.

Cordero, O.P. (2011) ‘The Role of Gypsum in Orphism (OF 308)’ in M. Herrero de
Jauregui et al. (eds.) Tracing Orpheus: Studies of Orphic Fragments In Honour of
Alberto Bernabé. Berlin and New York: De Gruyter.

Coulter, J.A. (1976) The Literary Microcosm: Theories of Interpretation of the Later
Neoplatonists. Leiden and Boston: Brill.

Crowther, N.B. (1979) ‘Water and Wine as Symbols of Inspiration,” Mnemosyne 32:
1-13.

Cutino, M. (2009) ‘Structure de la composition et exégese dans la Paraphrase de
I’Evangile de s. Jean de Nonnos de Panopolis: Une lecture du chant Ill,” Revue des
Etudes Augustiniennes et Patristiques 55: 225-46.

Cuypers, M. (2004) ‘Apollonius of Rhodes,’ in De Jong et al. (eds.) Narrators,
Narratees, and Narratives in Ancient Greek Literature, Vol.1. Leiden and Boston:
Brill.

D’lppolito, G. (1964) Studi Nonniani. L’epillio nelle Dionisiache. Palermo: Presso
I’Accademia.

De Jong, I.J.F., Nunlist, R. & Bowie, M. (eds.) Narrators, Narratees, and Narratives in
Ancient Greek Literature, Vol.1. Leiden and Boston: Brill.

De Stefani, C. & Magnelli, E. (2011) ‘Callimachus and Later Greek Poetry,” in B.
Acosta-Hughes, L. Lehnus, & S. Stephens (eds.) Brill’'s Companion to Callimachus.
Leiden and Boston: Brill, 534—65.

De Stefani, C. (2002) Nonno di Panopoli. Parafrasi del Vangelo di S. Giovanni, Canto I.
Introduzione, testo critico, traduzione e commento. Bologna: Patron.



253

De Stefani, C. (2014) ‘The End of the ‘Nonnian School’,’ in K. Spanoudakis (ed.)
Nonnus of Panopolis in Context: Poetry and Cultural Milieu in Late Antiquity with a
Section on Nonnus and the Modern World. Berlin and Boston: De Gruyter, 375-402.

del Franco, F. (ed.) (1994) Storia, poesia e pensiero nel mondo antico: Studi in onore
di Marcello Gigante. Naples: Bibliopolis

Destrée, P. & Murray, P. (eds.) (2015) A Companion to Ancient Aesthetics. Malden,
MA and Oxford: Wiley-Blackwell.

Diehl, E. (ed.) (1904) Proclus: In Platonis Timaeum Commentaria. Leipzig: Teubner.

Dillon, J.M. & Gerson, L.P. (2004) Neoplatonic Philosophy: Introductory Readings.
Indianapolis: Hackett Publishing Company.

Dillon, J.M. (1977) The Middle Platonists: A Study of Platonism, 80 B.C. to A.D. 220.
London: Duckworth.

Dillon, J.M. (1981) ‘Ganymede as the Logos: Traces of a Forgotten Allegorization in
Philo?’ Classical Quarterly 31.1: 183-5.

Dillon, J.M. (1992) ‘Plotinus at Work on Platonism,” Greece and Rome 39.2: 189-204.

Dimitrov, D.Y. (2014) ‘Neoplatonism and Christianity in the East: Philosophical and
Theological Challenges for Bishops,” in P. Remes & S. Slaveva-Griffin, S. (eds.) The
Routledge Handbook of Neoplatonism. London and New York: Routledge, 525-40.

D’lppolito, G. (1964) Studi Nonniani: L’epillio nelle Dionisiache. Palermo: Presso
I’Accademia.

D’lppolito, G. (1994) ‘Nonno e Gregorio di Nazianzo,” in F. del Franco (ed.) Storia,
poesia e pensiero nel mondo antico: Studi in onore di Marcello Gigante. Naples:
Bibliopolis, 197-208.

Dodds, E.R. (1947) ‘Theurgy and its Relationship to Neoplatonism,” Journal of Roman
Studies 37: 55-69.

Domaradzki, M. (2017) ‘The Beginnings of Greek Allegoresis,” Classical World 110.3:
299-321.

Doroszewski, F. (2014a) ‘Commenting with Hexameter: The Imagery of Light and
Darkness in Nonnus’ Poetic Exegesis of John 3:1-21,” in M. Mejor, K. Jazdzewska &
A. Zajchowska (eds.) Glossae—Scholia—Commentarii: Studies on Commenting Texts
in Antiquity and Middle Ages. Frankfurt: Peter Lang Academic Research, 127-36.



254

Doroszewski, F. (2014b) ‘Judaic Orgies and Christ’s Bacchic Deeds: Dionysiac
Terminology in Nonnus’ Paraphrase of St. John’s Gospel,’ in K. Spanoudakis (ed.)
Nonnus of Panopolis in Context: Poetry and Cultural Milieu in Late Antiquity with a
Section on Nonnus and the Modern World. Berlin and Boston: De Gruyter, 287-301.

Doroszewski, F. (2016) ‘The Mystery Terminology in Nonnus’ Paraphrase,” in D.
Accorinti (ed.) Brill’s Companion to Nonnus of Panopolis. Leiden and Boston: Brill,
327-50.

Dorrie, H. (1957) ‘Kontroversen um die Seelenwanderung im kaiserzeitlichen
Platonismus,” Hermes 85: 414-35.

Dorrie, H. (1972) ‘Une exegese neoplatonicienne du prologue de I’Evangile de Saint
Jean (Amelius chez Eusebe, Prep. ev. 11, 19, 1-4),” in J. Fontaine & C. Kannengiesser
(eds.) Epektasis: Melanges patristiques offerts au Cardinal Jean Danielou. Paris:
Editions Beauchesne, 75-87.

Dunkle, B.P. (2009) Gregory Nazianzen’s Poems on Scripture: Introduction,
Translation, and Commentary. Ph.D. Thesis. Boston College School of Theology and
Ministry.

Duvick, B. (2007) Proclus: On Plato’s Cratylus. Bristol: Bristol Classical Press.

Edmonds, R.G. (1999) ‘Tearing Apart the Zagreus Myth: A Few Disparaging Remarks
on Orphism and Original Sin,” Classical Antiquity 18.1: 35-73.

Edmonds, R.G. (2009) ‘A Curious Concoction: Tradition and Innovation in
Olympiodorus’ ‘Orphic’ Creation of Mankind,” American Journal of Philology 130.4:
511-32.

Edmonds, R.G. (2011) The Orphic Gold Tablets and Greek Religion: Further Along the
Path. Cambridge: Cambridge University Press.

Edmonds, R.G. (2013a) ‘Dionysos in Egypt? Epaphian Dionysos in the Orphic Hymns,’
in A. Bernabé, M. Herrero de Jauregui, A.l. Jiménez San Cristobal &
R.M. Hernandez (eds.) Redefining Dionysos. Berlin and Boston: De Gruyter, 415-32.

Edmonds, R.G. (2013b) Redefining Ancient Orphism: A Study in Greek Religion.
Cambridge and New York: Cambridge University Press.

Edwards, M.J. (1990) ‘Numenius, Pherecydes and The Cave of the Nymphs,’ Classical
Quarterly 40: 258-62.

Edwards, M.J. (1993) ‘Porphyry and the “cattle-stealing god,”‘ Hermes 121: 122-5.



255

Edwards, M.J. (1996) ‘Porphyry’s “Cave of the Nymphs” and the Gnostic
Controversy,” Hermes 124: 88—100.

Edwards, M.J. (2017) Origen Against Plato. London: Routledge.

Ellinger, P. (1978) ‘Le gypse et la boue I. Sur les mythes de la guerre
d’anéantissement,” Quaderni Urbinati di Cultura Classica 29: 7— 35.

Elsner, J. (1995) Art and the Roman Viewer: The Transformation of Art from the
Pagan World to Christianity. Cambridge: Cambridge University Press.

Elsner, J. (2002) ‘The Birth of Late Antiquity: Riegl and Strzygowski in 1901-2002,” Art
History 25.3: 358-79.

Elsner, J. (2007) Roman Eyes: Visuality and Subjectivity in Art and Text. Princeton:
Princeton University Press.

Emilsson, E.K. (1988) Plotinus on Sense-Perception: A Philosophical Study.
Cambridge: Cambridge University Press.

Emilsson, E.K. (2017) Plotinus. London: Routledge.

Espinar, J.L. & Hernandez de la Fuente, D. (2002), ‘BIQTHZ MAAINATPETON
ARXHN: El mito del Tilo y la resurreccién de los muertos en Nono de Panopdlis,’
Analecta Malacitana 12 (url: http://www.anmal.uma.es./numero12/ESPINAR.htm).

Faber, R.A. (2016) ‘Nonnus and the Poetry of Ekphrasis in the Dionysiaca,’ in D.
Accorinti (ed.) Brill’'s Companion to Nonnus of Panopolis. Leiden and Boston: Brill,
443-59.

Fauth, W. (1981) Eidos Poikilon: Zur Thematik der Metamorphose und zum Prinzip
der Wandlung aus dem Gegensatz in den Dionysiaka des Nonnos von Panopolis.
Gottingen: Vandenhoeck & Ruprecht.

Fearn, D. (2007) Bacchylides: Politics, Performance, Poetic Tradition. Oxford: Oxford
University Press.

Ferrari, G. R. F. (1989) ‘Plato and Poetry,” in G.A. Kennedy (ed.) The Cambridge
History of Literary Criticism, vol. 1: Classical Criticism. Cambridge: Cambridge
University Press, 92-148.

Fincher, J. (2018) ‘The Tablets of Harmonia and the Role of Poet and Reader in the
Dionysiaca,’ in H. Bannert & N. Kroll (eds.) Nonnus of Panopolis in Context Il: Poetry,
Religion, and Society. Leiden and Boston: Brill, 120-37.



256

Fitzgerald, A. (1926) The Letters of Synesius of Cyrene, translated into English with
introduction and notes. Oxford: Oxford University Press.

Forbes Irving, P.M.C. (1990) Metamorphosis in Greek Myths. Oxford: Claredon Press.

Fortier, S. (2018) ‘The Far-wanderer: Proclus on the transmigration of the soul,’
Classical Quarterly 68.1: 305-25.

Franchi, R. (2016) ‘Approaching the ‘Spiritual Gospel’: Nonnus as Interpreter of
John,” in D. Accorinti (ed.) Brill’'s Companion to Nonnus of Panopolis. Leiden and
Boston: Brill, 240-66.

Frangoulis, H. (1995) ‘Nonnos transposant Homeére: Etude du chant 37 des
Dionysiaques de Nonnos de Panopolis,” Revue de philologie 69: 145—-68.

Frangoulis, H. (2009) ‘Les Indiens chez Nonnos: différence et identité,” in M.-F.
Marein, P. Voisin & J. Gallego (eds.) Figures de I’étranger autour de la Méditerranée
antique. Actes du Colloque International "Antiquité méditerranéenne: a la rencontre
de "I'autre". Perceptions et représentations de |’ étranger dans les littératures
antiques. Paris: L’ Harmattan, 151-8.

Frangoulis, H. (2011) ‘Réécritures parodiques et humoristiques d’Homere chez
Nonnos de Panopolis,” in B. Acosta-Hughes, C. Cusset, Y. Durbec & D. Pralon (eds.)
Réécritures parodiques et humoristiques d’Homeére dans la littérature hellénistique et
tardive. Besancon: Presses Universitaires de Bescancon, 95-106.

Friesen, C. (2015) Reading Dionysus: Euripides’ Bacchae and the Cultural
Contestations of Greeks, Jews, Romans, and Christians. Tibingen: Mohr Siebeck.

Fuhrer, T. (2004) ‘Der alte Mann aus dem Meer: Zur Karriere des
Verwandlungskintslers Proteus in der Philosophie,” in T. Fuhrer, P. Michel & P. Stotz
(eds.) Geschichten und ihre Geschichte. Basel: Schwabe Verlag, 11-36.

Furley, W. & Bremer, J. (2001) Greek Hymns: Selected Cult Songs from the Archaic to
the Hellenistic Period. Tibingen: Mohr Siebeck.

Garcia-Gasco, R. (2011) ‘Dionysism in Late Antiquity: The three Dionysus in the
Dionysiaca,’ in D. Hernandez de la Fuente (ed.) New Perspectives on Late Antiquity.
Newcastle: Cambridge Scholars Publishing, 367-79.

Garcia-Gasco, R. (2014) ‘Nonnus’ Mystic Vocabulary Revisited: Mystis in Dionysiaca
9.111-31,” in K. Spanoudakis (ed.) Nonnus of Panopolis in Context: Poetry and
Cultural Milieu in Late Antiquity with a Section on Nonnus and the Modern World.
Berlin and Boston: De Gruyter, 211-227.



257

Gebauer, G. & Wulf, C. (1995) Mimesis: Culture, Art, Society. Berkeley & Los Angeles:
University of California Press.

Geisz, C. (2013) Storytelling in Late Antique Epic: A Study of the Narrator in Nonnus
of Panopolis’ Dionysiaca. Ph.D. Thesis. Oxford University.

Geisz, C. (2016) ‘Narrative and Digression in the Dionysiaca,’ in D. Accorinti (ed.)
Brill’s Companions to Nonnus of Panopolis. Leiden and Boston: Brill, 173-92.

Geisz, C. (2018) A Study of the Narrator in Nonnus of Panopolis’ Dionysiaca:
Storytelling in Late Antique Epic. Leiden: Brill.

Gelzer, T. (1975) Musaeus. Hero and Leander, introduction, text and notes, with an
English translation by C.H. Whitman, published together with Callimachus. Aetia,
lambi, Hecale and other Fragments by C.A. Trypanis. Cambridge, MA and London:
Harvard University Press.

Gelzer, T. (1993) ‘Heidnisches und Christliches im Platonismus der Kaiserzeit und der
Spatantike,’ in D. Willers (ed.) Begegnung von Heidentum und Christentum im
spdtantiken Agypten. Riggisberg: Abegg-Stiftung, 33—48.

Gerson, L.P. (2013) From Plato to Platonism. Ithaca and London: Cornell University
Press.

Gertz, S.R.P. (2011) Death and Immortality in Late Neoplatonism. Leiden and Boston:
Brill.

Gigli Piccardi, D. (1985) Metafora e poetica in Nonno di Panopoli. Florence:
Universita degli studi di Firenze, Dipartimento di scienze dell’antichita.

Gigli Piccardi, D. (1987) ‘OMIXAH: un’immagine da salvare in Nonno, Dion. 25,460,
Res publica litterarum 10: 137-9.

Gigli Piccardi, D. (1993) ‘Nonno, Proteo e l'isola di Faro,” Prometheus 19: 230-4.

Gigli Piccardi, D. (2003) Nonno di Panopoli. Le Dionisiache. Introduzione, traduzione e
commento, volume primo (canti I-Xll). Milan: Rizzoli.

Gigli Piccardi, D. (2009) ‘Phanes APXETONOZ ®PHN (Nonno, D. 12.68 e orac. ap.
Didym., De trin. Il 27),” Zeitschrift fiir Papyrologie und Epigrafik 169: 71-8.



258

Gigli Piccardi, D. (2014) ‘Poetic Inspiration in John of Gaza: Emotional Upheaval and
Ecstasy in a Neoplatonic Poet,” in K. Spanoudakis (ed.) Nonnus of Panopolis in
Context: Poetry and Cultural Milieu in Late Antiquity with a Section on Nonnus and
the Modern World. Berlin and Boston: De Gruyter, 403-19.

Gigli Piccardi, D. (2016) ‘Nonnus’ Poetics,” in D. Accorinti (ed.) Brill’s Companion to
Nonnus of Panopolis. Leiden and Boston: Brill, 422-42.

Gigli Piccardi, D. (2018) ‘Nonnus and Pindar,” in H. Bannert & N. Kréll (eds.) Nonnus
of Panopolis in Context Il: Poetry, Religion, and Society. Proceedings of the
International Conference on Nonnus of Panopolis, 26th - 29th September 2013,
University of Vienna, Austria. Leiden: Brill, 255-70.

Giraudet, V. (2009) ‘L'un et le multiple: Protée ou le style métamorphique chez
Nonnos de Panopolis,” in A. Rolet (ed.) Protée en trompe-I’oeil. Genése et survivance
d’un mythe d’Homeére a Bouchardon. Rennes: Presses universitaires de Rennes, 313—
33.

Godwin, J. (1987) Harmonies of Heaven and Earth: Mysticism in Music from
Antiquity to the Avant-Garde. London: Thames and Hudson.

Golega, J. (1930) Studien uber die Evangeliendichtung des Nonnos von Panopolis: Ein
Beitrag zur Geschichte der Bibeldichtung im Altertum. Breslau: Miller & Seiffert.

Golega, J. (1966) ‘Zum Text der Johannesmetabole des Nonnos,’ Byzantinische
Zeitschrift 59: 9-36.

Gonnelli, F. (2003) Nonno di Panopoli. Le Dionisiache. Introduzione, traduzione e
commento, volume secondo (canti XIlI-XXIV). Milan: Rizzoli.

Gould, T. (1990) The Ancient Quarrel between Poetry and Philosophy. Princeton:
Princeton University Press.

Goulet-Cazé, M.O., Madec, G. & O’Brien, D. (eds.) (1992) SO0®IHZ MAIHTOPEZ,
«Chercheurs de sagesse», Hommage a Jean Pépin. Paris: Institut d’ études
augustiniennes.

Grant, R.M. (1964) ‘Greek Literature in the Treatise De Trinitate and Cyril’s Contra
Julianum,’” Journal of Theological Studies 15: 265-79.

Griffin, M. (2015) Olympiodorus: Life of Plato and On Plato’s First Alcibiades 1-9.
London and New York: Bloomsbury.

Griswold, C.L. Jr. (2007) Self-Knowledge in Plato’s Phaedrus. Pennsylvania State
University: Pennsylvania State University Press.



259

Gurtler, G.M. (2002) ‘Providence: The Platonic Demiurge and Hellenistic Causality,’
in M.F. Wagner (ed.) Neoplatonism and Nature: Studies in Plotinus’ Enneads. Albany,
NY: State University of New York Press, 99-124.

Halliwell, S. (2002) The Aesthetics of Mimesis: Ancient Texts and Modern Problems.
Princeton and Oxford: Princeton University Press.

Hardie, P.R. (1985) ‘Imago Mundi: Cosmological and Ideological Aspects of the
Shield of Achilles,” Journal of Hellenic Studes 105: 11-31.

Hardie, P.R. (1999) ‘Metamorphosis, Metaphor, and Allegory in Latin Epic,” in M.
Beissinger et al. (eds.) Epic Traditions in the Contemporary World: The Poetics of
Community. Berkeley, Los Angeles & London: University of California Press, 89-108.

Harrison, S.J., Harrison, S., Paschalis, M. & Frangoulidis, S.A. (eds.) (2005) Metaphor
and the Ancient Novel. Eelde: Barkhuis.

Hart, D.B. (2002) ‘The Mirror of the Infinite: Gregory of Nyssa on the Vestigia
Trinitatis,” Modern Theology 18.4: 541-61.

Hawes, G. (2014) Rationalizing Myth in Antiquity. Oxford and New York: Oxford
University Press.

Heerink, M. (2015) Echoing Hylas: A Study in Hellenistic and Roman Metapoetics.
Madison, WI: University of Wisconsin Press.

Hendrix, J.S. (2015) ‘Plotinus and the Artistic Imagination,” Architecture, Art, and
Historic Preservation Faculty Publications 31: 1-25.

Henrichs, A. (1978) ‘Greek Maenadism from Olympias to Messalina,” Harvard Studies
in Classical Philology 82: 121-69.

Hernandez de la Fuente, D. (2011) ‘The One and the Many and the Circular
Movement: Neo-Platonism and Poetics in Nonnus of Panopolis,” in D. Hernandez de
la Fuente (ed.) New Perspectives on Late Antiquity. Newcastle: Cambridge Scholars
Publishing, 305-26.

Herndndez de la Fuente, D. (2013) ‘Parallels between Dionysos and Christ in Late
Antiquity: Miraculous Healings in Nonnus’ Dionysiaca,” in A. Bernabé, M. Herrero de
Jauregui, A.l. Jiménez San Cristébal & R.M. Hernandez (eds.) Redefining Dionysos.
Berlin and Boston: De Gruyter, 464—87.

Hernandez de la Fuente, D. (2014) ‘Neoplatonic Form and Content in Nonnus:
Towards a New Reading of Nonnian Poetics,” in K. Spanoudakis (ed.) Nonnus of



260

Panopolis in Context: Poetry and Cultural Milieu in Late Antiquity with a Section on
Nonnus and the Modern World. Berlin and Boston: De Gruyter, 229-50.

Hernandez de la Fuente, D. (ed.) (2011) New Perspectives on Late Antiquity.
Newcastle upon Tyne: Cambridge Scholars Publishing.

Herrero de Jauregui, M. (2010) Orphism and Christianity in Late Antiquity. Berlin and
New York: De Gruyter.

Herrero de Jauregui, M., Jiménez San Cristébal, A.l., Lujan Martinez, E.R., Hernandez,
R.M. & Tovar, S.T. (eds.) (2011) Tracing Orpheus: Studies of Orphic Fragments In
Honour of Alberto Bernabé. Berlin and New York: De Gruyter.

Herrmann, F.-G. (2007) Words and Ideas: the roots of Plato’s philosophy. Swansea:
Classical Press of Wales.

Hershkowitz, D. (1998) The Madness of Epic: Reading Insanity from Homer to
Statius. Oxford: Clarendon Press.

Hollis, A.S. (2009) Callimachus Hecale. Second edition. With introduction, text,
translation and enlarged commentary. Oxford & New York: Oxford University Press.

Hopkinson, N. (1994) ‘Nonnus and Homer,” in N. Hopkinson (ed.) Studies in the
Dionysiaca of Nonnus. Cambridge: The Cambridge Philological Society, 9—42.

Hopkinson, N. (ed.) (1994) Studies in the Dionysiaca of Nonnus. Cambridge:
Cambridge University Press.

Hunter, R. (2005) “Philip the Philosopher’ on the Aithiopika of Heliodorus,’ in S.J.
Harrison, S. Harrison, M. Paschalis & S.A. Frangoulidis (eds.) Metaphor and the
Ancient Novel. Eelde: Barkhuis, 123-38.

lozzia, D. (2015) Aesthetic Themes in Pagan and Christian Neoplatonism: From
Plotinus to Gregory of Nyssa. London and New York: Bloomsbury.

Irmscher, J. (ed.) (1957) Aus der byzantinistischen Arbeit der DDR, I. Berlin:
Akademie Verlag.

Jiménez San Cristébal, A.l. (2008) ‘El ritual y los ritos orficos,” in A. Bernabé & F.
Casadesus (eds.) Orfeo y el orfismo: nuevas perspectivas. Alicante : Biblioteca Virtual
Miguel de Cervantes, 731-70.



261

Jiménez San Cristdbal, A.l. (2009) ‘The Meaning of Bakyoc and BakxeUeLv in
Orphism,” in P.A. Johnston & G. Casadio (eds.) Mystic Cults in Magna Graecia.
Austin, TX: University of Texas Press, 46—60.

Johnson, S.F. (2016) ‘Nonnus’ Paraphrastic Technique: A Case Study of Self-
Recognition in John 9,” in D. Accorinti (ed.) Brill’s Companion to Nonnus of Panopolis.
Leidein and Boston: Brill, 267-88.

Johnson, S.F., (ed.) (2012) The Oxford Handbook of Late Antiquity. Oxford and New
York: Oxford University Press.

Johnston, P.A. & Casadio, G. (eds.) (2009) Mystic Cults in Magna Graecia. Austin, TX:
University of Texas Press.

Juan-Navarro, S. (2007) ‘The Power of Mimesis and the Mimesis of Power: Plato’s
Concept of Imitation and his Judgement on the Value of Poetry and the Arts,’
Studium. Revista de Humanidades 13: 97-108.

Jugrin, D. (2016) ‘The Way of ANAAYZIZ: Clement of Alexandria and the Platonic
Tradition,” Studia Philosophiae Christianae 52.2: 71-94.

Kahlos, M. (2007) Debate and Dialogue: Christian and Pagan Cultures c. 360—430.
Aldershot, UK and Burlington, VT: Ashgate.

Kahlos, M. (2012) ‘Pagan-Christian Debates over the Interpretation of Texts in Late
Antiquity,” The Classical World 105.4: 525-45.

Kalligas, P. (2014) The Enneads of Plotinus, Volume 1: A Commentary. Princeton:
Princeton University Press.

Kannicht, R. (1996) ‘Der alte Streit zwischen Philosophie und Dichtung,” in R.
Kannicht (ed.) Paradeigmata. Aufséitze zur griechischen Poesie. Heidelberg:
Universitatsverlag C. Winter, 183-223.

Kenney, J.P. (1991) Mystical Monotheism: A Study in Ancient Platonic Theology.
Hanover and London: Brown University Press.

Ketchum, R.J. (1987) ‘Plato on the Unknowability of the Sensible World,” History of
Philosophy Quarterly 4.3: 291-305.

Keydell, R. (1936) ‘Nonnos (15)," Paulys Real-Encyclopddie der classischen 17.1: 904—
20.

Keydell, R. (1961) ‘Mythendeutung in den Dionysiaka des Nonnos,” in G. Radke (ed.)
Gedenkschrift fiir G. Rohde. Tubingen: Niemeyer, 105-14.



262

Keyes, C.W. (1922) ‘The Structure of Heliodorus’ Aethiopica,” Studies in Philology 19:
42-51.

Klauser, T. (1963) ‘Studien zur Entshethungsgeschichte der christlichen Kunst VI. 15.
Das Sirenabenteuer des Odysseus - ein Motiv der christlichen Grabskunst?’ Journal
of Ancient Civilizations 6: 71-100.

Knox, P. E. (1985) ‘Wine, water, and Callimachean polemics,” Harvard Studies in
Classical Philology 89: 107-19.

Knutson, C. (2007) ‘Fishing with Ulysses and Bacchus: Two Roman Mosaics from
Tunisia,” Gastronomica 7.4: 7-9.

Koopman, N. (2018) Ancient Greek Ekphrasis: Between Description and Narration.
Leiden and Boston: Brill.

Koortbojian, M. (2005) ‘Mimesis or Phantasia? Two Representational Modes in
Roman Commemorative Art,” Classical Antiquity 24.2: 285-306.

Koutras, D.N. (2002) ‘The beautiful according to Dionysius,” in A. Alexandrakis & N.J.
Moutafakis (eds.) Neoplatonism and Western Aesthetics. New York: State University
of New York: 31-30.

Kroll, W. (ed.) (1899-1901) Procli Diadochi in Platonis Rem Publicam Commentarii, 2
vols. Leipzig: Teubner.

Kuiper, K. (1918) ‘De Nonno Evangelii Johannei interprete,” Mnemosyne 46:
225-70.

Lacoste, J.-Y. (2005) Experience and the Absolute: Disputed Questions on the
Humanity of Man. New York: Fordham University Press.

Ladner, G.B. (1953) ‘The concept of the image in Greek Fathers and the Byzantine
iconoclastic controversy,” Dumbarton Oaks Papers 7: 1-34.

Lamberton, R. & Keaney, J.J. (eds.) (1992) Homer’s Ancient Readers: The
Hermeneutics of Greek Epic’s Earliest Exegetes. Princeton: Princeton University
Press.

Lamberton, R. (1986) Homer the Theologian: Neoplatonist Allegorical Reading and
the Growth of the Epic Tradition. Berkeley: University of California Press.

Lamberz, E. (1987) ‘Proklos und die Form des philosophischen Kommentars,’ in
J. Pépin & H.D. Saffrey (eds.) Proclus: lecteur et interpréte des anciens. Paris: CNRS
Editions, 1-20.



263

Lasek, A. M. (2009) Nonnos’ Spiel mit den Gattungen in den Dionysiaka. Poznan:
Verlag der Posener Gesellschaft der Freunde der Wissenschaften.

Lasky, E. D. (1975) The influence of the encomium on the Dionysiaca of Nonnos
of Panopolis. Ph.D. Thesis. University of Chicago.

Lasky, E.D. (1978) ‘Encomiastic Elements in the Dionysiaca of Nonnus,” Hermes 106:
357-76.

Lauritzen, D. & Tardieu, M. (eds.) (2013) Le Voyage des Légendes: Hommages a
Pierre Chuvin. Paris: CRNS

Lavagnini, B. (1974) ‘Filippo-Filagato promotore degli studi di greco in Calabria,’
Bollettino della Badia Greca di Grottaferata 28: 3—12.

Lefteratou, A. (2016) ‘Dionysus’ Catabasis to India: Christian Echoes in Nonnus’
Indiad,” in |. Tanaseanu-Doebler & A. Lefteratou et al. (eds.) Reading the Way
to the Netherworld: Education and the Representation of the Beyond in Later
Antiquity. Gottingen: Vandenhoeck & Ruprecht, 164-88.

Levaniouk, O. (eds.) Light and Darkness in Ancient Greek Myth and Religion. Lanham,
MD and Plymouth, UK: Lexington Books.

Levin, S.B. (2001) The Ancient Quarrel between Philosophy and Poetry Revisited:
Plato and the Greek Literary Tradition. Oxford: Oxford University Press.

Lewy, H. (2011) Chaldaean Oracles and Theurgy: Mysticism, Magic and Platonism in
the Later Roman Empire. Troisieme edition par M. Tardieu, avec un supplement: ‘Les
Oracles chaldaiques 1891-2011.” Paris: Institut d’Etudes augustiniennes.

Liebeschuetz, W. (1996) ‘The Use of Pagan Mythology in the Christian Empire with
Particular Reference to the Dionysiaca of Nonnus,” in P. Allen & E. Jeffreys (eds.) The
Sixth Century: End or Beginning? Brisbane: Australian Association for Byzantine
Studies, 75-91.

Liebeschuetz, W. (2004) ‘The Birth of Late Antiquity,” Antiquité Tardive 12: 253-61.

Lier, T. (2019) Reason, Rhetoric, and the Philosophical Life in Plato’s Phaedrus.
Lanham, MD and London: Lexington Books.

Lightfoot, J.L. (2014) ‘Oracles in the Dionysiaca,” in K. Spanoudakis (ed.) Nonnus of
Panopolis in Context: Poetry and Cultural Milieu in Late Antiquity with a Section on
Nonnus and the Modern World. Berlin and Boston: De Gruyter, 39-54.



264

’

Lightfoot, J.L. (2016) ‘Nonnus and Prophecy: Between ‘Pagan’ and ‘Christian’ Voices,
in D. Accorinti (ed.) Brill’'s Companion to Nonnus of Panopolis. Leiden and Boston:
Brill, 624-43.

Lightfoot, J.L. (2018) ‘In the Beginning was the Voice,” in H. Bannert & N. Kroll (eds.)
Nonnus of Panopolis in Context Il: Poetry, Religion, and Society. Leiden: Brill, 141-55.

Lincoln, A. (2006) Hebrews: A Guide. London: Bloomsbury.

Lind, L.R. (1938) ‘Un-hellenic Elements in the Dionysiaca,’ L’Antiquité Classique
Année 7: 57-65.

Lindsay, J. (1965) Leisure and Pleasure in Roman Egypt. London: Barnes & Noble.
Linforth, I.M. (1941) The Arts of Orpheus. Berkeley: University of California Press.

Livrea, E. (1987) ‘Il poeta e il vescovo. La questione nonniana e la storia,’
Prometheus 13: 97-123 (= Livrea 1991, 439-462).

Livrea, E. (1989) Nonno di Panopoli. Parafrasi del Vangelo di S. Giovanni, Canto XVIII.
Introduzione, testo critico, traduzione e commentario. Naples: M. D’Auria.

Livrea, E. (1998) ‘La chiusa della Gigantomachia greca di Claudiano e la datazione del
poemetto,’ Studi Italiani di Filologia Classica 91: 194-201.

Livrea, E. (2000) Nonno di Panopoli. Parafrasi del Vangelo di S. Giovanni, Canto B.
Introduzione, testo critico, traduzione e commento. Bologna: Patron.

Livrea, E. (2014a) ‘Nonnus and the Orphic Argonautica,’ in K. Spanoudakis (ed.)
Nonnus of Panopolis in Context: Poetry and Cultural Milieu in Late Antiquity with a
Section on Nonnus and the Modern World. Berlin and Boston: De Gruyter, 55-76.

Livrea, E. (2014b), ‘The Last Pagan at the Court of Zeno: Poetry and Politics of
Pamprepios of Panopolis,” in A. de Francisco Heredero, D. Hernandez de la Fuente &
S. Torres Prieto (eds.) New Perspectives on Late Antiquity in the Eastern Roman
Empire. Newcastle: Cambridge Scholars Publishing, 2—30.

Longo, A.A. (1991) ‘Filippo il filosofo a Costantinopoli,” Rivista di Studi Bizantini e
Neoellenici 28: 3-21.

Ludwich, A. (1887) ‘Nachahmer und Vorbilder des Dichters Gregorios von Nazianz,’
Rheinisches Museum42: 233-8.

MacDonald, D.R. (1994) Christianizing Homer: The Odyssey, Plato and the Acts of
Andrew. Oxford: Oxford University Press.



265

Maciver, C.A. (2012) Quintus Smyrnaeus’ Posthomerica: Engaging Homer in Late
Antiquity. Leiden and Boston: Brill.

Maciver, C.A. (2016) ‘Nonnus and Imperial Greek Poetry,” in D. Accorinti (ed.) Brill’s
Companion to Nonnus of Panopolis. Leiden and Boston: Brill, 529-48.

Mackie, S.D. (2014) ‘The Passion of Eve and the Ecstacy of Hannah: Sense
Perception, Passion, Mysticism, and Misogyny in Philo of Alexandria, De ebrietate
143-52," Journal of Biblical Literature 133.1: 141-63.

Majercik, R. (1989) The Chaldean Oracles. Leiden: Brill.

Mango, C. (2002) ‘New Religion, Old Culture,’ in C. Mango (ed.) The Oxford History of
Byzantium. Oxford: Oxford University Press, 96-114.

Mansfeld, J. (1983) ‘Resurrection Added: The Interpretatio Christiana of a Stoic
Doctrine,” Vigiliae Christianae 37.3: 218-33.

Marein, M.-F., Voisin, P. & Gallego, J. (eds.) (2009) Figures de I’étranger autour de la
Meéditerranée antique. Actes du Colloque International "Antiquité méditerranéenne:
a la rencontre de "I'autre”. Perceptions et représentations de I’ étranger dans les
littératures antiques. Paris: L’ Harmattan

Mariev, S. (ed.) (2017) Byzantine Perspectives on Neoplatonism. Boston and Berlin:
De Gruyter.

Mason, A. (2013) ‘The Nous Doctrine in Plato’s Thought,” Apeiron 46.3: 201-28.
Massimilla, G. (1996) Callimaco: Aitia, libri primo e secundo. Pisa: Giardini.

Mateo-Seco, L.F. & Maspero, G. eds. (2010) The Brill Dictionary of Gregory of Nyssa.
Leiden: Brill.

Mateo-Seco, L.F. (2010) ‘Imitation,” in L.F. Mateo-Seco & G. Maspero (eds.) The Brill
Dictionary of Gregory of Nyssa. Leiden: Brill, 504-5.

McCoy, J.D. (1977) ‘Philosophical Influences on the Doctrine of the Incarnation in
Athanasius and Cyril of Alexandria,” Encounter 38: 362-91.

McKinion, S.A. (2000) Words, Imagery, and the Mystery of Christ: A Reconstruction
of Cyril of Alexandria’s Christology. Leiden: Brill.

Meijering, E.P. (1974) ‘Cyril of Alexandria on the Platonists and the Trinity,’
Nederlands theologisch Tijdschrift 28.1: 16-29.



266

Meisner, D.A. (2019) Orphic Traditions and the Birth of the Gods. Oxford: Oxford
University Press.

Menn, S.P. (1995) Plato on God as Nous. Carbondale, IL: Southern Illinois University
Press.

Miguélez-Cavero, L. (2008) Poems in Context: Greek Poetry in the Egyptian Thebaid,
200-600 AD. Berlin and New York: De Gruyter.

Miguélez-Cavero (2009) ‘The Appearance of the Gods in the Dionysiaca of Nonnus,’
Greek, Roman, and Byzantine Studies 49: 557—83.

Miguélez-Cavero (2013) ‘Cosmic and Terrestrial Personifications in Nonnus’
Dionysiaca,’” Greek, Roman, and Byzantine Studies 53: 350-78.

Miguélez-Cavero (2014) ‘Personifications at the Service of Dionysus: the Bacchic
Court,” in K. Spanoudakis (ed.) Nonnus of Panopolis in Context: Poetry and Cultural
Milieu in Late Antiquity with a Section on Nonnus and the Modern World. Berlin and
Boston: De Gruyter, 175-91.

Mikkonen, K. (1996) ‘Theories of Metamorphosis: From Metatrope to Textual
Revision,” Rhetoric and Poetics 30.2: 309-40.

Miles, G. (2017) ‘Psellos and his Traditions,” in S. Mariev (ed.) Byzantine Perspectives
on Neoplatonism. Boston and Berlin: De Gruyter, 79-102.

Miles, R. (ed.) Constructing Identities in Late Antiquity. London and New York:
Routledge.

Miller, J.F. (2009) Apollo, Augustus, and the Poets. Cambridge and New York:
Cambridge University Press.

Montes Cala, J.G. (1994/5) ‘Un apunte sobre "imitatio cum variatione" noniana,’
Excerpta philologica 4/5: 63-75.

Montiglio, S. (2005) Wandering in Ancient Greek Culture. Chicago and London:
University of Chicago Press.

Montiglio, S. (2018) ‘The song of the Sirens between sound and sense,’ in S. Butler &
S. Nooter (eds.) Sound and the Ancient Senses. London: Routledge.

Moran, D. (2000) ‘Medieval philosophy: from Augustine to Nicholas of Cusa,” in J.
Shand (ed.) Fundamentals of Philosophy. London and New York: Routledge.

Morand, A.-F. (2001) Etudes sur les Hymnes Orphiques. Leiden: Brill.



267

Morrison, A.D. (2007) The Narrator in Archaic Greek and Hellenistic Poetry.
Cambridge: Cambridge University Press.

Moss, J. (2007) ‘What is Imitative Poetry and Why is it Bad?’ in G.R.F. Ferrari (ed.)
Cambridge Companion to Plato’s Republic. Cambridge and Berkeley: Cambridge
University Press, 415-44.

Most, G. (2016) ‘Allegoresis and etymology,” in A. Grafton (ed.) Canonical Texts and
Scholarly Practices: A Global Comparative Approach. Cambridge: Cambridge
University Press, 52-74.

Murdoch, . (1977) The Fire and the Sun: Why Plato Banished the Artists.
Oxford: Clarendon.

Murray, P. (1997) Plato on Poetry: lon, Republic 376e-398b9, Republic 595-608b10.
Cambridge: Cambridge University Press.

Nagy, G. (1990) Greek Mythology and Poetics. Ithaca NY: Cornell University Press.

Nagy, G. (2013) The Ancient Greek Hero in 24 Hours. Cambridge, MA and London:
Harvard University Press.

Newbold, R. (1993) ‘Some Problems of Creativity in Nonnus’ Dionysiaca,” Classical
Anthology 12: 89-110.

Newbold, R.F. (1999) ‘Chaos Theory in Nonnus’ Dionysiaca,’ Scholia 8: 37-51.

Newbold, R.F. (2006) ‘Nonnus’ Fiery World,” Electronic Antiquity 10.1: 1-21.

Newbold, R.F. (2010) ‘Mimesis and Illusion in Nonnus: Deceit, Distrust, and the
Search for Meaning,” Helios 37: 81-106.

Newbold, R.F. (2016) ‘The Psychology in the Dionysiaca,’ in D. Accorinti (ed.) Brill’s
Companion to Nonnus of Panopolis. Leiden and Boston: Brill, 193-213.

Nightingale, A.W. (1995) Genres in Dialogue: Plato and the Construct of Philosophy.
Cambridge: Cambridge University Press.

Ogden, D. (2017) The Legend of Seleucus. Cambridge: Cambridge University Press.

O’Meara, D.J. (ed.) (1982) Neoplatonism and Christian Thought. Albany, NY: State
University of New York Press.

O’Neill, W. (1971) Proclus: Alcibiades I. A Translation and Commentary. Los Angeles:
University of Southern California.

Onorato, M. (2008) Claudio Claudiano. De raptu Proserpinae. Naples: Loffredo.



268

Orphanos, M.A. (1976) The Influence of Plutarch on St. Basil of Caesarea. Paris:
Parisianos.

Otlewska-Jung, M. (2014) ‘Orpheus and Orphic Hymns in the Dionysiaca,’ in K.
Spanoudakis (ed.) Nonnus of Panopolis in Context: Poetry and Cultural Milieu in Late
Antiquity with a Section on Nonnus and the Modern World. Berlin and Boston: De
Gruyter, 77-96.

Outler, A.C. (1940) ‘The “Platonism” of Clement of Alexandria,” The Journal of
Religon 20.3: 217-40.

Paleothodoros, D. (2010) ‘Light and Darkness in Dionysiac Rituals as Illustrated on
Attic Vase Paintings of the 5th Century BCE,” in M. Christopoulos, E.D. Karakantza &

Papaioannou, S. (2006) ‘Gregory and the Constraint of Sameness,” in J. Bgrtnes & T.
Hagg (eds.) Gregory of Nazianzus: Images and Reflections. Copenhagen: Museum
Tusculanum Press.

Paschalis, M. (2014) ‘Ovidian metamorphosis and Nonnian poikilon eidos,’ in

K. Spanoudakis (ed.) Nonnus of Panopolis in Context: Poetry and Cultural Milieu in
Late Antiquity with a Section on Nonnus and the Modern World. Berlin and Boston:
De Gruyter, 97-122.

Pasquali, G. (ed.) (1908) In Platonis Cratylum Commentaria. Leipzig: Teubner.

Pépin, J. (1966) ‘Porphyre, exegete d’Homere,” in D. Henrich, J.H. Waszink & W.
Theiler (eds.) Porphyre: huit exposés suivis de discussions: Vandoeuvres-Geneva,
August 30 — September 5, 1965. Geneva: Fondation Hardt, 231-72.

Pépin, J. (1970) ‘Plotin et le Miroir de Dionysos (Enn. 4.3 [27], 12,1-2),” Revue
Internationale de Philosophie 24.92: 304-20.

Pépin, J. (1982) ‘The Platonic and Christian Ulysses,’ in D.J. O’Meara (ed.)
Neoplatonism and Christian Thought. Albany, NY: State University of New York
Press, 3-18.

Perl, E.D. (2007) Theophany: The Neoplatonic Philosophy of Pseudo-Dionysius the
Areopagite. Albany, NY: State University of New York Press.

Peroli, E. (1997) ‘Gregory of Nyssa and the Neoplatonic Doctrine of the Soul,” Vigiliae
Christianae 51.2: 117-39.

Peters, F.E. (1967) Greek Philosophical Terms: A Historical Lexicon. New York: New
York University Press.



269

Praechter, K. (1910) ‘Richtungen und Schulen im Neuplatonismus,’ in C. Robert (ed.)
Genethliakon. Berlin: Weidmann, 103-156.

Ramelli, I.L.E. (2009) ‘Origen, Patristic Philosophy, and Christian Platonism: Re-
Thinking the Christianisation of Hellenism,’ Vigiliae Christianae 63.3: 217-63.

Ramelli, I.L.E. (2017) ‘Origen and the Platonic Tradition,’ Religions 8.2.21: 1-20.

Rangos, S. (2000) ‘Proclus and Artemis: On the Relevance of Neoplatonism to the
Modern Study of Ancient Religion,” Kernos 13: 47-84.

Rappe, S. (2007) Reading Neoplatonism: Non-Discursive Thinking in the Texts of
Plotinus, Proclus, and Damascius. Cambridge: Cambridge University Press.

Reed, A.Y. (2004) ‘The Trickery of Fallen Angels and the Demonic Mimesis of the
Divine: Aetiology, Demonology, and Polemics in the Writings of Justin Martyr,’
Journal of Early Christian Studies 12.2: 141-71.

Remes, P. & Slaveva-Griffin, S. (eds.) The Routledge Handbook of Neoplatonism.
London and New York: Routledge.

Renaud, F. & Tarrant, H. (2015) The Platonic Alcibiades I: The Dialogue and its
Ancient Reception. Cambridge: Cambridge University Press.

Renaud, F. (2008) ‘Tradition et critique: lecture jumelée de Platon et Aristote chez
Olympiodore,” Laval Théologique et Philosophique 64.1: 89-104.

Ribbens, B.J. (2016) Levitical Sacrifice and Heavenly Cult in Hebrews. Berlin and
Boston: De Gruyter.

Rich, A.N.M. (1960) ‘Plotinus and the Theory of Artistic Imitation,” Mnemosyne 13.1:
233-9.

Riemschneider, M. (1957) ‘Der Stil des Nonnos,” in J. Irmscher (ed.) Aus der
byzantinistischen Arbeit der DDR, I. Berlin: Akademie Verlag: 46—-70.

Rigoglioso, M. (2010) Virgin Mother Goddesses of Antiquity. New York: Springer.
Rist, J.M. (1961) ‘Plotinus on Matter and Evil,” Phronesis 6.1-2: 154-66.

Rist, J.M. (1967) Plotinus: The Road to Reality. Cambridge: Cambridge University
Press.

Rolet, A. (ed.) (2009) Protée en trompe-I’oeil. Genése et survivance d’'un mythe
d’Homére a Bouchardon. Rennes: Presses universitaires de Rennes.

Rose, H.J., see Rouse 1940.



270

Rosen, S. (1993) The Quarrel Between Philosophy and Poetry: Studies in Ancient
Thought. London: Routledge.

Rouse, W.H.D. (1940-1942) Nonnos. Dionysiaca, with an English Translation by
W.H.D. Rouse, Mythological Introduction and Notes by H.J. Rose and Notes on Text
Criticism by L.R. Lind, 3 vols. (Loeb Classical Library 344, 354, 356). Cambridge, MA
and London: Harvard University Press.

Runia, D. & Share, M. (2017) Proclus: Commentary on Plato’s Timaeus, vol. 2, Book
2. Cambridge: Cambridge University Press.

Runia, D. (2001) Philo of Alexandria, On the Creation of the Cosmos according to
Moses. Introduction, Translation, and Commentary. Leiden and Boston: Brill.

Russell, N. (2002) Cyril of Alexandria. London and New York: Routledge.

Sabo, T. (2015) ‘The Nous: A Globe of Faces,’ Journal for Late Antique Religion and
Culture 9: 1-12.

Sandy, G. (2001) ‘A neoplatonic interpretation of Heliodorus’ Ethiopian Story,” in A.
Billault (ed.) OMQPA. La belle saison de I’hellénisme. Paris: Université de Paris-
Sorbonne, 169-78.

Scanlon, J.J. (2014) Generic Enrichment, Reader Expectations, and Metapoetic Trees
in Horace’s Odes. Ph.D. Thesis. Graduate Faculty of the Dietrich School of Arts and
Sciences.

Schelske, O. (2011) Orpheus in der Spétantike: Studien und Kommentar zu den
Argonautika des Orpheus. Ein literarisches, religiéses und philosophisches Zeugnis.
Berlin and Boston: De Gruyter.

Schibille, N. (2014) Hagia Sophia and the Byzantine Aesthetic Experience. Farnham,
UK and Burlington, VT: Ashgate.

Schindler, D.C. (2005) ‘What’s the Difference? On the Metaphysics of Participation in
a Christian Context,” The Saint Anselm Journal 3.1: 1-27.

Schlam, C.C. (1984) ‘Diana and Actaeon: Metamorphoses of a Myth,” Classical
Antiquity 3.1: 82-110.

Schlapbach, K. (2018) The Anatomy of Dance Discourse: Literary and Philosophical
Approaches to Dance in the Later Graeco-Roman World. Oxford: Oxford University
Press.

Schmitz, T.A. (2005) ‘Nonnos und seine Tradition,” in S. Alkier & R.B. Hays (eds.) Die
Bibel im Dialog der Schriften. Tubingen and Basel: Francke, 195-216.



271

Schneider, O. (ed.) (1870-3) Callimachea. Leipzig: Teubner.

Scourfield, J.H.D. (ed.) (2007) Texts and Culture in Late Antiquity: Inheritance,
Authority, and Change. Swansea: The Classical Press of Wales.

Seaford, R. (1981) ‘Dionysiac drama and the Dionysiac mysteries,” Classical Quarterly
50.1: 252-75.

Seaford, R. (2006) Dionysos. London: Routledge.

Sedley, D. (ed.) & Long, A. (ed., tr.) (2011) Plato, Meno and Phaedo. Cambridge:
Cambridge University Press.

Segal, C.P. (1984) ‘Senecan Baroque: The Death of Hippolytus in Seneca, Ovid, and
Euripides,” Transactions of the American Philological Association 114: 311-25.

Segal, C.P. (1998) ‘Ovid’s Metamorphic Bodies: Art, Gender, and Violence in the
Metamorphoses,” Arion 5.3: 9-41.

Sheppard, A.D.R. (1980) Studies on 5th and 6th Essays of Proclus’ Commentary on
the Republic. Gottingen: Vandenhoeck & Ruprecht.

Sherry, L.F. (1991) The Hexameter Paraphrase of St John Attributed to Nonnus of
Panopolis. Prolegomenon and Translation. Ph.D. Thesis. Columbia University.

Shorrock, R. (2001) The Challenge of Epic: Allusive Engagement in the Dionysiaca of
Nonnus. Leiden: Brill.

Shorrock, R. (2011) The Myth of Paganism: Nonnus, Dionysus and the World of Late
Antiquity. London: A&C Black.

Shorrock, R. (2016) ‘Christian Themes in the Dionysiaca,’ in D. Accorinti (ed.) Brill’s
Companion to Nonnus of Panopolis. Leiden and Boston: Brill, 577-600.

Siddals, R.M. (1987) ‘Logic and Christology in Cyril of Alexandria,” The Journal of
Theological Studies 38.2: 341-67.

Sieber, F. (2016) ‘Nonnus’ Christology,” in D. Accorinti (ed.) Brill’s Companion to
Nonnus of Panopolis. Leiden and Boston: Brill, 308-26.

Sieber, F. (2018) ‘Words and Their Meaning. On the Chronology of the Paraphrasis
of St John’s Gospel,” in H. Bannert & N. Kroll (eds.) Nonnus of Panopolis in Context II:
Poetry, Religion, and Society. Proceedings of the International Conference on Nonnus
of Panopolis, 26th - 29th September 2013, University of Vienna, Austria. Leiden: Brill,
156-65.



272

Silvestre, M.L. (1989) ‘Nous, the Concept of Ultimate Reality and Meaning in
Anaxagoras,” Ultimate Reality and Meaning 12.4: 248-55.

Simelidis, C. (2009) Selected Poems of Gregory of Nazianzus: 1.2.17; 11.1.10, 19.32: A
Critical Edition with Introduction and Commentary. Hypomnemata Bd. 117.
Gottingen: Vandenhoeck & Ruprech.

Simelidis, C. (2016) ‘Nonnus and Christian Literature,” in D. Accorinti (ed.) Brill’s
Companion to Nonnus of Panopolis. Leiden and Boston: Brill, 289-307.

Simon, B. (2004) Nonnos de Panopolis, Les Dionysiaques. Tome XVI. Chants XLIV-XLVI
Paris: Les Belles Lettres.

Simonetti, E.G. (2019) ‘Plutarch and the Neoplatonists: Porphyry, Proklos,
Simplikios,” in S. Xenophontos & K. Oikonomopoulou (eds.) Brill’s Companion to the
Reception of Plutarch. Leiden and Boston: Brill, 136-53.

Siniossoglou, N. (2008) Plato and Theodoret: The Christian Appropriation of Platonic
Philosophy and the Hellenic Intellectual Resistance. Cambridge: Cambridge
University Press.

Skulsky, H. (2013) Metamorphosis: The Mind in Exile. Cambridge, MA & London:
Harvard University Press.

Smith, A. (2004) Philosophy in Late Antiquity. London and New York: Routledge.

Smith, A. (2019) Plotinus on Beauty (Enneads 1.6 and 5.8.12): the Greek Text with
Notes. Atlanta: SBL Press.

Snell, B. (1946) Die Entdeckung des Geistes. Studien zur Entstehung des europdischen
Denken bei den Griechen. Berlin: Vandenhoeck & Ruprecht.

Sodano, A.R. (1964) Porphyrii In Platonis Timaeum commentariorum fragmenta.
Naples: Istituto della Stampa.

Spanoudakis, K. (2007) ‘Icarius Jesus Christ? Dionysiac Passion and Biblical Narrative
in Nonnus’ Icarius Episode (Dion. 47, 1-264)," Weiner Studien 120: 35-92.

Spanoudakis, K. (2013) ‘The Resurrections of Tylus and Lazarus in Nonnus of
Panopolis (Dion. XXV, 451-552 and Par. A),’ in D. Lauritzen & M. Tardieu (eds.) Le
Voyage des Légendes: Hommages a Pierre Chuvin. Paris: CRNS, 191-208.

Spanoudakis, K. (2014a) ‘The Shield of Salvation: Dionysus’ Shield in Nonnus’
Dionysiaca 25.380-572,” in K. Spanoudakis (ed.) Nonnus of Panopolis in Context:
Poetry and Cultural Milieu in Late Antiquity with a Section on Nonnus and the
Modern World. Berlin and Boston: De Gruyter, 333-71.



273

Spanoudakis, K. (ed.) (2014b) Nonnus of Panopolis in Context: Poetry and Cultural
Milieu in Late Antiquity with a Section on Nonnus and the Modern World. Berlin and
Boston: De Gruyter.

Spanoudakis, K. (2015) Nonnus of Panopolis. Paraphrasis of the Gospel of John XI.
Oxford: Oxford University Press.

Spanoudakis, K. (2016) ‘Pagan Themes in the Paraphrase,’ in D. Accorinti (ed.) Brill’s
Companion to Nonnus of Panopolis. Leiden and Boston: Brill, 601-24.

Spanu, N. (2020) Proclus and the Chaldean Oracles: A Study on Proclean Exegesis,
with a Translation and Commentary of Proclus’ Treatise on Chaldean Philosophy.
London: Routledge.

Stahl, W.H. (1990) On the Dream of Scipio by Macrobius. Translated with
Introduction and Notes. New York: Columbia University Press.

Stamatellos, G. (2012) Plotinus and the Presocratics: A Philosophical Study of
Presocratic Influences in Plotinus’ Enneads. Albany, NY: State University of New York
Press.

Stegemann, V. (1930) Astrologie und Universalgeschichte: Studien und
Interpretationen zu den Dionysiaka des Nonnos von Panopolis. Leipzig and Berlin:
Teubner.

Stegman, C. (2015) ‘Remembering Atlantis: Plato’s Timaeus-Critias, the Ancestral
Constitution, and the Democracy of the Gods,” Political Theory 45.2: 240-60.

Stenger, J. (2016) ‘The Encounter with Christianity,” in M. Hose & D. Schenker (eds.)
A Companion to Greek Literature. Oxford: Wiley-Blackwell, 126-38.

String, M. (1966), Untersuchungen zum Stil der Dionysiaka des Nonnos von
Panopolis. PhD Thesis. University of Hamburg.

Struck, P. (2010) ‘Allegory and Ascent in Neoplatonism,’ in R. Copeland & P. Struck
(eds.) Cambridge Companion to Allegory. Cambridge: Cambridge University Press,
57-70.

Struck, P.T. (2002) ‘The Poet as Conjurer: Magic and Literary Theory in Late
Antiquity,” in L.J. Ciraolo & J.L. Seidel (eds.) Magic and Divination in the Ancient
World. Leiden, Boston and Cologne: Brill, 119-31.

Struck, P.T. (2004) Birth of the Symbol: Ancient Readers at the Limits of their Texts.
Princeton: Princeton University Press.



274

Taran, L. (1992) ‘The authorship of an allegorical interpretation of Heliodorus’
Aethiopica,’ in M.O. Goulet-Cazé, G. Madec & D. O’Brien (eds.) SO®IHZ MAIHTOPES,
«Chercheurs de sagesse», Hommage a Jean Pépin. Paris: Institut d’ études
augustiniennes, 203-30.

Tarrant, H. (2007) Proclus: Commentary on Plato’s Timaeus, Book i: Proclus on the
Socratic State and Atlantis, Vol. 1, intr. by Dirk Baltzly and Harold Tarrant.
Cambridge: Cambridge University Press.

Tarrant, H.A. (2007) Proclus: On Plato’s Cratylus. London: Duckworth & Co.

Tarrant, H.A. (2011) Proclus: Commentary on Plato’s Timaeus, vol. 1, Book 1.
Cambridge: Cambridge University Press.

Tarrant, H.A. (2017) Proclus: Commentary on Plato’s Timaeus, vol. 6, Book 5.
Cambridge: Cambridge University Press.

Taylor, T. (1824) The Description of Greece, by Pausanias, tr. with notes. Vol.1-3.
London: Richard Priestly.

Taylor-Perry, R. (2003) The God Who Comes: Dionysian Mysteries Revisited. New
York: Algora Publishing.

Thumiger, C. (2014) ‘Metamorphosis. Humans into Animals,” in G.L. Campbell (ed.)
The Oxford Handbook of Animals in Classical Thought and Life. Oxford: Oxford
University Press, 384-413.

Tissoni, F. (1998) Nonno di Panopoli. | canti di Penteo (Dionisiache 44—-46):
Commento. Florence: La nuova ltalia editrice.

Tissoni, F. (1999) Nonno di Panopoli. Le Dionisiache ii (canti 13—24), ed. D. del Corno,
transl. M. Maletta, notes F. Tissoni. Milano: Rizzoli.

Tissoni, F. (2008) ‘Ciro di Panopoli riconsiderato (con alcune ipotesi sulla
destinazione delle Dionisiache),’ in S. Audano (ed.) Nonno e i suoi lettori.
Alessandria: Edizioni dell’Orso, 67-81.

Toohey, P. (1992) Reading Epic: An Introduction to the Ancient Narratives. London &
New York: Routledge.

Tortorelli Ghidini, M. (2013) “Dionysos Versus Orpheus?” A. Bernabé, M. Herrero de
Jauregui, A.l. Jiménez San Cristébal & R.M. Hernandez (eds.) Redefining Dionysos.
Berlin and Boston: De Gruyter, 144-58.

Treu, M. (1968) Von Homer zur Lyrik. Zetemata 12. Munich: Beck.



275

Uzdavinys, A. (2004) The Golden Chain: An Anthology of Pythagorean and Platonic
Philosophy. Bloomington, IN: World Wisdom.

Uzdavinys, A. (2009) The Heart of Plotinus: The Essential Enneads. Bloomington, IN:
World Wisdom.

Van den Berg, R.M. (2001) Proclus’ Hymns: Essays, Translations, Commentary.
Leiden: Brill.

Van Opstell, E.M. (2013) ‘Cave and Cosmos: Sacred Caves in Greek Epic Poetry from
Homer (eight century BCE) to Nonnus (fifth century CE),” in J. Klooster & J. Heirman
(eds.) The Ideologies of Lived Space in Literary Texts, Ancient and Modern. Lebanon,
NH: Academia Press, 15-33.

Verhelst, B. (2013) ‘As Multiform as Dionysus: New Perspectives on Nonnus’
Dionysiaca,’ L’Antiquité Classique 82: 267-78.

Verhelst, B. (2014) MowiAoutdw pwvij: A Literary and Rhetorical Analysis of Direct
Speech in Nonnus’ Dionysiaca. Ph.D. Thesis. Ghent University.

Verhelst, B. (2016) Direct Speech in Nonnus’ Dionysiaca. Narrative and rhetorical
functions of the characters

7

varied” and “many-faceted” words. Leiden: Brill.

Vian, F. (1976) Nonnos de Panopolis. Les Dionysiaques, I: Chants I-Il. Paris: Les Belles
Lettres.

Vian, F. (1990) Nonnos de Panopolis. Les Dionysiaques, IX: Chants XXV-XXIX. Paris:
Les Belles Lettres.

Vian, F. (1991) ‘Nonno ed Omero,” Koinonia 15: 5-18 (= Vian 2005, 469-482).

Vian, F. (1993) ‘Préludes cosmiques dans les Dionysiaques de Nonnos de Panopolis,’
Prometheus 19: 39-52.

Vian, F. (1994) ‘Théogamies et sotériologie dans les Dionysiaques de Nonnos,’
Journal des Savants 1994, 2: 197-233.

Vian, F. (1995) Nonnos de Panopolis. Les Dionysiaques, V: Chants XI=XIIl. Paris: Les
Belles Lettres.

Vian, F. (1997) ‘MAPTYZ chez Nonnos de Panopolis: étude de sémantique et de
chronologie,” Revue d’égyptologie 110: 143—-60 (= Vian 2005, 565-584).

Vian, F. (2005) L’épopée posthomérique: Recueil d’études, édité par D. Accorinti.
Alessandria: Edizioni dell’Orso, 89-114.



276

Wagner, M.F. (2002) Neoplatonism and Nature: Studies in Plotinus’ Enneads. Albany,
NY: State University of New York Press.

Watts, E.J. (2008) City and School in Late Antique Athens and Alexandria. Los Angeles
and London: University of California Press.

Watts, E.J. (2017) Hypatia: The Life and Legend of an Ancient Philosopher. Oxford:
Oxford University Press.

Wear, S.K. & Dillon, J. (2007) Dionysius the Areopagite and the Neoplatonist
Tradition: Despoiling the Hellenes. Aldershot, Hampshire: Ashgate.

Wear, S.K. (2011) The Teachings of Syrianus on Plato’s Timaeus and Parmenides.
Leiden: Brill.

Webb, R. (2006) ‘The Imagines as a Fictional Text: Ekphrasis, apaté, and illusion,’ La
Licorne 75: 113-36.

Webb, R. (2009a) Demons and Dancers: Performance in Late Antiquity. Cambridge,
MA: Harvard University Press.

Webb, R. (2009b) Ekphrasis, Imagination and Persuasion in Ancient Rhetorical
Theory and Practice. Farnham, UK and Burlington, VT: Ashgate.

West, M.L. (1983) The Orphic Poems. Oxford: Oxford University Press.

Westerink, L.G. (1976—1977) The Greek Commentaries on Plato’s Phaedo, I:
Olympiodorus; Il: Damascius. Amsterdam, Oxford and New York: Prometheus Trust.

Westerink, L.G. (ed.) (1956) Olympiodorus. Commentary on the First Alcibiades of
Plato. Amsterdam: North-Holland Publishing Commentary.

Whitby, M. (1994) ‘From Moschus to Nonnus: The Evolution of the Nonnian Style,” in
N. Hopkinson (ed.) Studies in the Dionysiaca of Nonnus. Cambridge: Cambridge
Philological Society, 99—-155.

Whitby, M. (2007) ‘The Bible Hellenized: Nonnus’ Paraphrase of St. John’s Gospel
and “Eudocia’s” Homeric Centos,’ in J.H.D. Scourfield (ed.) Texts and Culture in Late
Antiquity: Inheritance, Authority, and Change. Swansea: The Classical Press of Wales,
195-231.

Whitby, M. (2016) ‘Nonnus and Biblical Epic,” in D. Accorinti (ed.) Brill’'s Companion
to Nonnus of Panopolis. Leiden and Boston: Brill, 215-39.



277

Whitmarsh, T. (1999) ‘The writes of passage: cultural initiation in Heliodorus’
Aethiopica,” in R. Miles (ed.) Constructing Identities in Late Antiquity. London and
New York: Routledge, 16-40.

Wifstrand, A. (1933) Von Kallimachos zu Nonnos: Metrisch-stilistische
Untersuchungen zur spdteren griechischen Epik und zu verwandten
Gedichtgattungen. Lund: H. Ohlssons buchdr.

Wilberding, J. (2011) ‘Natural Kinds and Intelligible Kinds in Plotinus,” Etudes
Platoniciennes VIII: 53-73.

Willis, W.H. (1941) ‘Athletic contests in the epic,” Transactions of the American
Philological Association 72: 392-417.

Wilson, W. (1867) ‘Clement of Alexandria,” in A. Roberts & J. Donaldson (eds.) The
Ante-Nicene Fathers: Translations of the Fathers down to AD 325, Il. Edinburgh: T. &
T. Clark, 165-605.

Winkler, J.J. (1974) In Pursuit of Nymphs: Comedy and Sex in Nonnos’ Tales of
Dionysos. Ph.D. Thesis. University of Texas at Austin.

Wisnovsky, R. (2003) Avicenna’s Metaphysics in Context. London: Duckworth.

Witt, R.E. (1931) ‘The Plotinian Logos and its Stoic Basis,” Classical Quarterly 25.2:
103-11.

Woodruff, P. (2015) ‘Mimesis,’ in P. Destrée & P. Murray (eds.) A Companion to
Ancient Aesthetics. Malden, MA and Oxford: Wiley-Blackwell, 329-40.

Woronoff, M. (1992) ‘L’art de la composition dans les Ethiopiques d’Héliodore,’ in
M.-F. Baslez, P. Hoffmann & M. Trédé (eds.) Le monde du roman grec: Actes du
collogue international tenu a I’Ecole normale supérieure (Paris 17-19 décembre
1987). Paris: Presses de I'Ecole Normale Supérieure, 33-42.

Young, F.M. (1971) ‘A Reconsideration of Alexandrian Christology,” Journal of
Egyptian History 22: 103-14.

Ypsilanti, M. & Franco, L. (2018) ‘Characterization of Persons and Groups and
Persons in the Metabole,” in H. Bannert & N. Kréll (eds.) Nonnus of Panopolis in
Context Il: Poetry, Religion, and Society. Leiden and Boston: Brill, 166-83.

Ypsilanti, M. (2014), ‘iImage-Making and the Art of Paraphrasing: Aspects of
Darkness and Light in the Metabole,’ in K. Spanoudakis (ed.) Nonnus of Panopolis in
Context: Poetry and Cultural Milieu in Late Antiquity with a Section on Nonnus and
the Modern World. Berlin and Boston: De Gruyter, 123-137.



278
Zgoll, C. (2004) Phénomenologie der Metamorphose: Verwandlungen und
Verwandtes in der Augusteischen Dichtung. Tlibingen: Glinter Narr Verlag.

Zwollo, L. (2018) St. Augustine and Plotinus: The Human Mind as Image of the
Divine. Leiden and Boston: Brill.



