THE RAPE OF EUROPA IN ANCIENT LITERATURE

By
BRIDGET T. REEVES

B.A. (PSYCHOLOGY), B.A. (ARCHAEOLOGY), -
MA. (ARCHAEOLOGY), M.A. (PHILOLOGY)

A Thesis
Submitted to the School of Graduate Studies
in Partial Fulfilment of the Requirements
for the Degree

Doctor of Philosophy

McMaster University

© Copyright by Bridget T. Reeves, October 2003



THE RAPE OF EUROPA IN ANCIENT LITERATURE



DOCTOR OF PHILOSOPHY (2003) McMaster University
(Classics) ' Hamilton, Ontario

TITLE: The Rape of Europa in Ancient Literature
AUTHOR:  Bridget T. Reeves, B.A., B.A.,, M.A., M.A. (McMaster University)
SUPERVISOR: Professor P. Murgatroyd

NUMBER OF PAGES: viii, 319

i



ABSTRACT

This thesis considers how ancient authors narrate the story of Europa's rape in such
a way as to "place their own mark" on the myth. In chapter one, I explore aspects of the
Europa myth that often do not appear in the larger extant works such as Europa's function
in religion, the archaeological representations of her rape, and the rationalisation of the myth
etc. Chapter two provides the audience with the basic outline of the story so that it will be
equipped to appreciate the changes each writer makes to the story. As well, the development
of the Europa myth over time is considered here. Outlined in chapter three is the approach
(i.e. the use of traditional and new tools of literary criticism) I take to investigate the works
offered by the ancient writers, beginning first with Moschus' account. An appreciation of the
techniques Moschus incorporates is presented in chapter three while in chapter four the poet's
elaboration of the ekphrasis and the inclusion of an embedded narrative are examined. The
next three chapters (5, 6 and 7) look at Horace's and Ovid's (two) treatments of the rape of
Europa, and chapter eight focusses on the versions of later Greek writers, Achilles Tatius,
Lucian and Nonnos. Finally, in chapter nine conclusions are made about the various rape
narratives of Europa, especially about trends in the myth's treatments, links and contrasts
between versions, and the variety which each writer adds with regard to form, description,
tone and characterisation. This investigation sheds new light on how ancient authors, when

faced with a long tradition of myth telling, go about creating a fresh and entertaining story.
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Chapter 1
Introduction to Furopa

This chapter is a survey of different aspects of Europa which cannot be examined
exhaustively in this thesis as the primary aim of my work is to consider the literary treatment
of the myth by ancient authors. A review of elements such as the genealogy of the heroine,
the etymology of Europa's name, the rationalisation of the story, and the naming of the
continent after the heroine should provide a useful background for the literary study.

Europa Defined

There were several Europas in antiquity. In his lexicon, Roscher maintains that the
name Europa was applied to ten different individuals. These are 1) Demeter at Lebadeia,
who has the name as an epithet, 2) the daughter of Tityos and mother of Euphemos by
Poseidon, 3) the daughter of Oceanos and Thetys or of Oceanos and Parthenope, 4) an
Oceanid after whom a part of the Earth was named, 5) a Thracian woman after whom the
northern part of the Earth was named, 6) the wife of Phoroneus and mother of Niobe, on
whom Zeus fathered Argos and Pelasgos, 7) the daughter of Neilos, wife of Danaos, 8)
Atreus' wife whom Thyestes seduced, 9) the bacchante from a relief in the Villa Albani, and
10) the daughter of Phoenix or Agenor.' Escher notes most of the same Europas as Réscher,

except that he omits Roscher's #9 and he places Roscher's #5 in a distinct section devoted

' ROSCHER, 1409-10. Each entry, with the exception of #9, is supported by
ancient sources. In my opinion, the bacchante from a relief in the Villa Albani was
identified incorrectly.



solely to the naming of the land Europe.” Escher distinguishes the daughter of Oceanos and
Thethys from the daughter of Oceanos and Parthenope, unlike Rascher, who thinks this
Europa was one individual. When he refers to the Europas who are the wives of Argive
heroes (the wives of Atreus, Danaos, and Phoroneus), Escher adds two other Europas to this
list, the wife of Aigyptos and the wife of Pelops. He, furthermore, describes what he terms
the "Europe-Sage", a saga which describes the life of Phoenician Europa.” Accordingly, this
saga appears in the local traditions of many places including Corinth, Teumessos, Argos,*
and at Lebadeia where Demeter has the epithet Europa. Roscher makes a clear distinction
between Demeter (#1) and Phoenician Europa (#10), whereas Escher hypothetically
maintains that the epithet Europa given to Demeter at Lebadeia is one aspect of the larger
saga; that 1s, Europa journeyed to Boeotia and was identified with Demeter at Lebadeia.
Europa and Demeter are one and the same person at Lebadeia.’

Each Europa in the extant sources appeared at different times in literature. One of

the earliest cited Europas is the daughter of Oceanos and Tethys whom Hesiod (late 8%/early

2 ESCHER, RE cols. 1287-99. In column 1298, the section on Europe begins and
does refer to some of the Europas which ROSCHER mentions (e.g. #3, #7, and #10).

) > The term "E.(urope)-Sage" first surfaces in column 1289. ESCHER, like
ROSCHER, spends a significant amount of time on Phoenician Europa.

- * At Corinth, Europa has the epithet Hellotis, at Teumessos, Europa was hidden by
Zeus in a cave, and at Argos, Europa appears as the wife of many Argive heroes.

> ESCHER, therefore, records ten different Europas.
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7% century B.C.E.) mentions in his Theogony.® The daughter of Oceanos and Parthenope,
on the other hand, does not surface in the extant sources until the middle to late 1* century
B.C.E.” The epinician poet Pindar, who wrote in the first half of the 5" century B.C.E., refers
to Europa, the daughter of Tityos, in his fourth Pythian ode.® Europa, the Thracian woman
after whom the northern part of the Earth was named, appears in literature in the last quarter
of the 4™ century B.C.E. while Europa, the Oceanid after whom a part of the Earth was
named, does not materialize before the late 1% century B.C.E./early 1st century A.C.E
Because Europa, the wife of Phoroneus, is cited only in a scholion on Euripides' Orestes, the
date of her first appearance in ancient literature cannot be ascertained.!® The wife of Danaos

and the wife of Atreus emerge in the late 1% century A.C.E."" Finally, the 2™ century A.C.E.

8 Hes. Theog. 357.

" In the schol. on Aesch. Pers. 185, the scholiast states that Andronicus writes
about Europa, the daughter of Oceanos and Parthenope.

¥ Pind. P. 4.46.

? The scholiast of Eur. Rhes. 29 writes that Hegesippos in the Palleniaca (last
quarter of the 4™ century B.C.E.) wrote that the northern part of the Earth was named after
a Thracian woman called Europa. The same scholiast claims that Apion (1* century
A.C.E.) and Aristokles (1% century B.C.E./ 1* century A.C.E.) wrote that the Oceanid
Europa gave her name to a part of the Earth.

10 Schol. on Eur. Orest. 932.

' Danaos' wife is introduced in Apollod. 2.1.5. Atreus' wife is discussed in
Lactantius Placidus' commentary (5™ or 6™ century A.C.E.) on Statius’ Theb. 3.306
(according to ROSCHER) or 4.306 (according to ESCHER).

3



writer Pausanias is the first person to mention Demeter Europa at Lebadeia.'

The Europa relevant to us is the Phoenician Europa. This young woman abducted
from the Phoenician coastline by a bull (or Zeus in the disguise of a bull) was impregnated
once she had been taken to Crete where afterwards she gave birth to three children. The first
extant reference to this Europa in literature appears in Homer's /iad 14.321f. (mid 8" century
B.C.E.), although she is not mentioned by name there.”® In Hesiod fr.141 (OCT, West) her
name is provided." In each reference Europa's father is Phoenix. Later sources, however,
offer variations of the myth revealing that she not only had a different father (Agenor) but
also different mothers, siblings, and children.

Genealogy
Due to variant traditions and perhaps reworking by ancient authors, Europa’s

genealogy differed widely. According to which author is consulted, Europa’s father was

2 Paus. 9.39.4.5.

1 The fact that the woman is described as the daughter of Phoenix and as the
mother of Minos and Rhadamanthys ensures her identity as Europa.

' The scholiast of JI. 12.292 states that the story of Europa is told by Hesiod.

4



either Phoenix'® or Agenor.'® Several women are attested as her mother, including Telephe,"’
Telephag,'® Perimede, " Tyro,” Telephaassa,” Kassiepeia,” and Argiope.” Her siblings are
recorded as Kilix, Phoinix, Phineus, Peiros, Astypale, Astypalaia, Cadmos, Thasos, Syros,
and K’epheus,24 but no author records all of them as her siblings at one time. Most versions

of the myth maintain that Cadmos, Thasos, Kilix, and Phoenix* (when he is not cited as her

15 For instance, Hom. 7I. 14.321f., Mosch. 2.7, Eust. Comm. ad Hom.Il. 14.321.
BUHLER (1968), 7f., provides substantial lists of ancient sources which cite Phoenix and
Agenor as Europa's father.

16 For instance, Hdt. Hist. 4.147, Schol. on Eur. Phoen. 217, Diod.Sic. 5.48, Var.
L. 5.32, and Ov. Met. 3.8.

17 Schol. on Eur. Phoen. 5. BUHLER (1968), 8f., records the sources which list
the different mothers of Europa.

18 Schol. on Eur. Rhes. 29.
9 Paus. 7.4.1.
20 Bust. ad Dion. Per. 912.

' Mos. 2.42, Apollod. 3.1.1. Telephe, Telephaé and Telephaassa seem to be
variants of the same name.

2 Bust. Comm. ad Hom.Il. 14.321.
2 Schol. on AR. 3.1186, Hyg. Fab. 178.

?* For Kilix, Phineus, Cadmos, Thasos, and Kepheus, see Nonn. D. 2.679-98 and
3.266-319, for Phoenix, see Apollod. 3.1.1 and Eur. Phrix. fr. 819 TGF (Nauck), for
Astypale, see the scholiast of Eur. Phoen. 5, for Astypalaia, see Paus. 7.4.1, and for Syros
see Eust. ad Dion. Per. 899 and 912.

2

% Eur. Phrix. fr. 819 TGF (Nauck), Apollod. 3.1.1ff,, and Hyg. Fab. 178.
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father) are Europa’s brothers, whereas the other siblings are anomalous variants.”® There is
no preference for one genealogy over another at any particular time, but rather the variants
are present concurrently. Because there are so many possible and even contradictory
relationships between Europa and the rest of her family, I have arranged below in table form

the different genealogical trees of Europa according to several authors.”’

8" century B.C.E.

Hesiod fr. 138 (Schol. on A.R. 2.178), fr. 140 (Schol. AB Hom 1. 12.292), and fr.
141 (P.Oxy. 1358 fr.Li, West.).”®

Agenor = Kassiepeia

Phoenix

Europa

%% Variants appear in the schol. on Eur. Phoen. 5, schol. on Eur. Phoen 217, Paus.
7.4.1, Nomn. D. 2.679-98 and 3.266-319, Eust. ad Dion. Per. 270, 899, and 912.

?7 My use of family trees follows EDWARDS’ use of them in her discussion of
Cadmos’ genealogy on pages 24-28.

* These fragments are in the OCT (West). Note that all genealogical trees are
incomplete in that each author has his own starting point and ending point in the trees.
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Late 5" century B.C.E.

Euripides Schol. on Phoen. 5%

Epaphos
|
Neilos Libya = Poseidon
AN
Epimedousa Argiope = Agenor  Belos
| TN T
Telephe = Phoenix Cadmos Kilix
Peiros Astypale Europeia
1* century A.C.E.
Apollodorus  3.1.1f£.*
Libya = Poseidon
/
Belos Agenor = Telephassa
N~
Europa Cadmos Phoenix Kilix

% There are different spellings of Europa in the genealogical trees which are
governed by the texts of the authors. The name Europa appears also as Europeia.

3% Apollod. 3.2.11f. records that some say that Europa’s father is not Agenor but
Phoenix.



2 ™ century A.C.E.

Hyginus Fab. 155 () and 178

Agenor = Argiope

N>

Cadmos Europa Phoenix Cilix

Pausanias 7.4.1ff3

Oineos

Phoenix = Perimede

N

Astypalaia Europa

3! Note that Kilix is transliterated from Greek, whereas Cilix is transliterated from
Latin,

3 Pausanias records what Asios of Samios wrote.
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5% century A.C.E.

Nonnos D. 2.679-98 and 3.266-319"

Inachus

lIo = Zeus

Epaphos

/

Libya = Poseidon

//\\

Agenor Phoenix Phineus (acc. to 3.295f) Aigyptos Danaos

N —

Europa Kilix Kepheus Thasos Cadmos Phineus (acc. to 2.686)

Belos

33 See also EDWARDS, 27.



12" century A.C.E.

Eusthathius  ad Dion. Per. 270, 899, and 912

Io

Libya = Poseidon

Europa Phoenix Syros Kilix Cadmos Side Aigyptos Danaos

Etvinology of the Name Europa

According to several ancient authors, Europa comes from Phoenicia, either from Tyre
or Sidon.** Consequently, many scholars of the last century, particularly the early part of the

1900's, asserted that the myth is of Eastern origin.”> To support their arguments, they tried

** For Tyre, see Hdt. Hist. 1.2, Palaeph. 15, and Ov. Fast. 5.605, Eust. ad Dion.
Per. 270. For Sidon, see Ov. Fast. 5.617, Ov. Met. 2.840, Hyg. Fab. 178, and Nonn. D.
1.46. See BUHLER (1968), 91., for an extensive account of ancient sources for both
cities as her place of origin.

3> BUHLER (1968), 24f., provides a brief summary of various views.
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to decipher the meaning of the name Europa in the hope of connecting it with several
languages, particularly those of the East. Two schools of thought have arisen: that the origin
of the name "Europa" is (1) Indo-European or (2) Semitic.*

One proponent of the former view is Escher who believed that "Europa" was derived
from the Greek words £Jous meaning 'broad’ or 'wide' and the root 7~ meaning 'eye' or
'face'.’’” Aly claimed that the name came from £Jpwi and i which translate as 'dank decay’
and 'face’, respectively.®® Finally, Cook argued that the derivation of Europa's name was &0
meaning 'well' and i meaning 'willow' on the basis of an imaginative theory that Europa
was once a willow goddess.” The ancient lexicographers Hesychius, Stephanus Byzantius,
and the Suida are not helpful.*’

The arguments made by those who advocated a Semitic origin for the name Europa

3 EDWARDS, 79 footnote 73, and more recently GRANAROLQ, 76-80, and
MILANI, 3-11, offer surveys of the etymology of Europa's name.

7 ESCHER, s.v. Europe (1) 1287-98.

® ALY, 63-74, but he does not comment on the significance of 'dank decay' nor
'face’. In a substantial article, DERQOY, 5-10, supports ALY and others who advocate an
Indo-European origin.

¥ COOK, 531.

“ In his entry on Europa Hesychius briefly writes ywjoa 7i¢ duoews 1
oxotervij. The Suida is equally abrupt only recording dvoua kptov. kai 6 rémog. kai
Edpwmiov kATua, s Edpdmng. Stephanus has the largest entry which states 7§ yujpa,
éx Thg Qolvixog Buyatpds [f] 100 ‘Ayrvopos. Aéyetar kai Edodineia, kai Siad
700 T Fdpwmia mapd ZopoxAeT AlyuaddTior "kai vnoidtas kal paxpds Fdpwmiag”.
kai Edptmidng év Onoet "oyedov map * autols kpaonédoic Flpwriac". 6 ofxkav
Edpwmaiog, kai Oniukov kal 0U5ETepov, kal Flpwric.

11



are no longer accepted today as Luciani has noted.”! The idea was that "Europa" derives
from the Semitic root 76 which means "to enter' or 'to set' (of the sun) and hence the Hebrew
word ereb which means 'evening' or 'west'. Both Astour and Andrews* prefer this theory,
but Luciani points out that "un' origine di Edpuimm dalla radice semitica 7b/ ¥b/grb non &
ammissibile, neppure per ipotesi, perché non ¢ fondata su concrete basi linguistiche e

43 Prior to Luciani, Dombrowski (1984) published a book on the origins of

storiche.
Europa's name. In this considerable work, he closely analysed the previous scholarship on
the subject and numerous linguistic possibilities for the name only to conclude that Europa's

name did not stem from Phoenician, Semitic, Aramaic, Assyrian, or Babylonian languages.*

Archaeology and Art

The tale of Europa appeared in the ancient art of Greece and Rome alongside its
literary counterparts.®’ In the 1926 excavation of a tholos tomb at Midea (modern Dendra)
which was published in 1931, A.W. Persson found what may be the earliest representation

of the tale about Europa.*® Eight blue and green plaques, each with two holes for fastening

' LUCIANI, 12, provides a detailed survey of the Semitic origins of Europa's
name.

% ASTOUR, 131-9 and ANDREWS, 60.
“ LUCIANL, 26.
*“ DOMBROWSK]I, 1-40.

* This myth in art is a topic unto itself that has been examined by BUHLER
(1968) and more recently by ZAHN and by WATTEL-DE CROIZANT (1982 and 1997).

% PERSSON, 10.
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them to a leather helmet, were discovered in the excavation and were dated to approximately
the middle of the 14" century B.C.E. One of the plaques depicts a female figure with both
arms raised high sitting side-saddle on an animal. According to Persson this image recalls
later illustrations of Europa on the bull such as the mid 6™ century B.C.E. metope from
Temple Y at Selinus. Because of this similarity he suggests that the 14™ century B.C.E.
plaque is actually the first representation of the Europa tale, proving that the myth existed as
carly as the Mycenaean period.”’ Webster recognised Persson's claim that the plaque
depicted Europa and the bull.** Nilsson likewise agrees with Persson in his identification of
Europa and writes that if the object were dated to the Classical period then we would accept
it whole-heartedly as a depiction of her, therefore we should do the same for this object even
if it is a Mycenaean piece.”

But there are some art historians who disagree with Persson, namely D. Levi, who
sees the plaque rather as containing an image of the 'Dragon of Babylon', a mythical serpent-
griffin creature.”® Levi argues that Persson’s plaque is very similar to the seal impressions
which he himself found at Hagia Triada in Crete. The creature is portrayed as a quadruped
animal with the head of a snake with two horns protruding out from the top of the head. The

body is thick and tubular ending with the tail of a scorpion, and the hind-legs are those of an

47 PERSSON, 64-65.

4 WEBSTER, 49.

4 NILSSON (1906), 36.
0 LEVI, 270.

13



eagle while the forelegs are those of a lion. Frequently, upon these animals sits a female
figure (a divine female) with her hands raised high. Because this image of a 'fantastical’
creature upon whom a divine female sits is common in the East, Levi asserts that Greek
artisans of the Archaic period drew their motifs of Europa from the iconography of the
Mycenaean period, rather than that the motifs of Europa developed in the Mycenaean period
and continued in an unbroken succession into the Archaic period as Persson maintains.”
Robertson, who dates the plaque to 1200 B.C.E., states in his contribution to the LIMC
catalogue that the image is "hardly a representation of E.(uropa) on the bull, but the idea must
be present” and in his commentary says "whether the woman riding on a bull on a
Mycenaean glass pendant can properly be called E.[uropa] must remain in doubt: the polos
points rather to the "goddess on a bull"."*

However, during the Archaic period the representation of Europa on the bull appears
without a doubt in the Greek world in many different mediums. The earliest portrayal of
Europa riding on a galloping bull is seen on a clay relief pithos fragment dating to the early
7" century B.C.E., an image which remarkably resembles a mid 6" century B.C.E. depiction
of her on a metope from the Sicyonian Treasury at Delphi. On a variety of vase types from

the 6™ century B.C.E., artists painted Europa riding on the bull, often in a chiton but

' LEVI, 270-77.

2 ROBERTSON, 82 and 90, respectively. Robertson seems to suggest that since
the female figure is a goddess, she cannot be Europa; however, the next section
demonstrates that, at one time, Europa was regarded as a goddess

14



occasionally in a peplos, looking either ahead or behind.>

Festivals, cults and worship of Europa as a soddess

In the early to mid 20" century a popular meaﬂs of studying the characters of myths
was to examine their religious associations. Europa was identified with various deities
including moon and earth goddesses. Frazer postulated that Europa was a moon goddess,
a belief that gained credibility in light of the reference made to Europa in Lucian's De Syria
Dea’* On a visit to a temple in Phoenicia, Lucian records that the Sidonians believe that the
temple belonged to the moon goddess Astarte, but that some priest claimed that it belonged
to Europa, the sister of Cadmos and daughter of Agenor.” Cook agreed with Frazer but
doubted that Europa stood for the moon originally. Instead, he believed that Europa was first
an earth-mother goddess, mainly because of Europa's connection with the cult of Demeter
at Lebadeia in Boeotia.’® Moreover, Cook argued that the chthonian nature of Europa was
exemplified in Crete where she was worshipped in the festival Hellotia in which a garland
of myrtle was carried in a procession (see below for a lengthier discussion concerning the
Hellotia). The garland, because of its association with vegetation, convinced Cook of

Europa's earth-goddess identification.

3 ROBERTSON, 78-81.
FRAZER, 73.
55 Lucian Syr.D. 4.

6 COOK, 524. MACKENZIE, 186, and MEYER, 147-53, likewise thought that
Europa was a chthonian goddess. BUHLER (1968), 45, briefly mentions Europa's role as
fertility goddess.
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Cook maintained not only that Europa was an earth-goddess, but also that she was
a willow goddess. His evidence came from some 5" century B.C.E. coins found at Gortyn.
On the obverse of some of the coins, a female figure was depicted sitting in a tree, while on
the reverse a bull was portrayed.”” Although the tradition of the myth indicates that Zeus
consummated his relationship with Europa under a plane-tree,”™ Cook hypothesised that the
union may have taken place beneath a willow tree because Zeus already had a connection
with that tree. According to Cook, "on Mount Ide he [Zeus] had been nursed by Helike,
whose name denoted 'Willow'. And a nurseling of the willow might naturally be mated with
awillow-bride". Then, by showing that the name Europa derived from £0and gaimec which
mean 'willow-withies', Cook concluded that Europa must be the willow goddess on the
Gortynian coins.”® Pointing out ancient and modern scholars who suggest that her name
referred to the moon, Cook claimed that Europa was regarded as a moon goddess.*

Nilsson effectively countered Cook's position with regards to the coins by showing

that numismatists have wrongly identified the female figure in the tree as Europa.®’ His own

ST COOK, 527-32.
5 Theophr. H.P. 1.9.5.7ff. and later Plin. Naz. 12.11 and Var. R.1.7.6.
% COOK, 529ff.

% COOK, 537f. Cook only cites ancient authors (failing to offer any authors after
the 12 century A.C.E.) who view Europa's name as a reference to the 'broad-eyed' moon.

®! First, some of the coins portrayed a female figure with an eagle in her lap which
recalled Leda and the swan while other coins portrayed a female figure on a bull which
recalled Europa and the bull. When it came time to identify the female figure in the tree
on the obverse of the coins, she was wrongly identified as Europa simply because of the
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identification of the female, however, is non-committal: "For my part I should not care to
call the goddess, or it may be a nymph, seated in the tree Europa, but on the other hand 1
should not venture to deny that she was so called". He adds that the female ﬁgure could be
Helen or Artemis as both goddesses were connected with tree cults in Minoan Crete.®

In the mid 1960's, when the chthonic nature of Europa's divinity had been well
established among scholars and her lunar role seemed to have been put to rest, Astour
published one of the most convoluted hypotheses about Europa's divine identity. He
suggested that Europa was a derivation of the West Semitic goddess of night, sunset, and the
evening star. By manipulating various myths from West Semitic, Babylonian and Ugaritic
sources, Astour developed an elaborate theory whereby the West Semitic goddess I/ was
equated to the Babylonian goddess Ishtar who in turn was identified with the Ugaritic
goddess Shalim. Since Shalim in Accadian means "dusk", Astour surmised that Europa,
herself a moon goddess associated with dusk, was a combination of all three goddesses.®
Edwards provides compelling evidence which neatly discredits Astour's theory and which
also refutes the belief that Europa was a lunar divinity.*

Although John Malalas writes about a Tyrian festival which re-enacts annually the

bull on the reverse. See NILSSON (1906), 551f.
82 NILSSON (1906), 551f.
8 ASTOUR, 131-39.

“ EDWARDS, 141-45.
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abduction of Europa,® a more renowned festival devoted to Europa called the Hellotia took
place as mentioned before at Gortyn, in Crete.®® Little is known about the festival which was
celebrated in Crete except that it culminated in a procession in which the bones of Hellotis
were carried surrounded by a garland of myrtle twenty yards in length.®” Some scholars
argue that instead of bones, a large puppet was used to represent Hellotis, but there is no
literary evidence to substantiate such a theory.®®

How the term Hellotis arrived in Crete and became associated with Europa is not
entirely clear. Stephanus Byzantius writes that Gortyn was once called Hellotis, then Larissa,
then Kremnia, and then, finally, Gortyn.” He, along with Hesychius, believes that Hellotis

was another name for Europa.” Finally, the Etymologicum Magnum records that Europa was

% John Malalas Chron. 2.8.31

66 LARSON, 139, WILLETTS, 11, NILSSON (1968), 95f., and LESKY, 169ff.
See also BUHLER (1968), 44-45.

§7 Athen. Deipn. 678a, and Hesych. s.v. ‘FAAdT1a.

8% WILLETTS, 16-18, suggests that the bones may originally have been the
sacrificial remains of small animals before Europa was identified with Hellotis and that
after the association was made, the bones of a sacrificed cow were displayed in the
garland to promote prosperous crops in the upcoming year. His argument stems from the
part of the story of Cadmos' search for his sister namely at the point at which Cadmos
sees a cow near the future site of Thebes. Willetts believes that the cow was actually
Europa and continues by saying that the scholiast of Eur. Phoen. 638 states that Cadmos
was instructed to sacrifice the cow, and it is for this reason that WILLETTS maintains
that the bones of a sacrificed cow are used in the festival Hellotia.

® WILLETTS, 6-8, through much literary evidence and supposition, demonstrates
that what Stephanus states may be true.

" Hesych. s.v. ‘FAAJTicrand Steph. Byz. s.v. [ doTuv.
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called Hellotia (not Hellotis) because Hellotia was the Phoenician equivalent of map0¢vog.”
On the basis of these lexicographers, especially the last one, 1 believe that Hellotis and/or
Hellotia were epithets of Europa.

Scholars of today have offered their opinions about the relationship between Europa
and the term Hellotis and about the festival Hellotia. Although Willetts insists that Europa
and Hellotis are individuals who have distinct characteristics, that their nomenclature and
cult practices are different, he fails to show exactly what the distinctions are, especially in
the description of their cults. He also believes that Europa was a later arrival on Crete and
that she was fused to Hellotis, an indigenous goddess.”” In his mid 1920's article, Lesky
suggested that Europa was an earth goddess who was originally called Hellotis and who
married the sky-god Zeus, a god who in pre-Greek times had the form of a bull.”? More
recently, Larson has stated that festivals that celebrate heroines are "more likely to be
devoted to figures who have a past history as goddesses, such as Helen, Ariadne, Semele, and
Europa".”* According to Larson, these heroines, who previously as goddesses had husbands,

were worshipped independently from their husbands in their cults. It is for this reason that

TEMsv. ‘FAAddTia: “H Edodmn 10 nadaiov éxadeito if 61t of doivikes
Tijv map@évov EAdwTiav kadobotv- if mapad 16 EAcTv: 811 Umd Tadpou Eddw, kard
7ov uofov. MILANI, 8, likewise assumes that ‘FAAwic is probably Phoenician.

2 WILLETTS, 11f

P LESKY, 152ff.

" LARSON, 15. On page 91, Larson indicates that Hellotis was perhaps a pre-
Olympian goddess.
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Europa was revered as Hellotis apart from any male figures.”

What complicates the issue concerning Europa's identity as Hellotis is that the
goddess Athena had a temple at Gortyn where she too was honoured as Athena Hellotis.”®
Moreover, there is evidence to suggest that both Europa Hellotis and Athena Hellotis were
worshipped at Corinth in the Peloponnese.” The evidence for Europa Hellotis at Corinth
is scarce and only comes from Seleukos who writes that Europa was called Hellotis in the
city.”® Contrarily, evidence for the cult of Athena Hellotis at Corinth is revealed in
abundance. Archaeological finds and literary evidence point to a cult of Athena Hellotis
whose participants celebrated the goddess by means of a festival, expiatory and propitiatory
rites, and races. In 1942, Broneer documented the excavations of the Corinthian agora and
argued that the temple of Athena Chalinitis was the place where Athena Hellotis was also
worshipped.” Broneer admitted that he did not know how nor why the cult of Athena
Hellotis came to Corinth (stating that Hellotis was clearly a foreign goddess from Crete and

was perhaps attached to an existing indigenous cult), but did hypothesise that at some time

 LARSON, 91.

" LARSON, 203, footnote 47. For the excavations of the temple of Athena
Hellotis at Gortyn, see RIZZA and SANTA MARIA SCRINARI

77 Athena Hellotis was worshipped at Marathon as well (EM s.v. “FAAu/Tiq).
® Athen. Deipn. 678a.

” BRONEER, 141, also suggested that Athena had the epithet Hippia at Corinth
and that all three epithets (Chalinitis, Hippia and Hellotis) were identical although the
cults may have differed slightly.
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in the city's history, when the physical objects of the cult had for the most part disappeared,
an aetiological myth developed to explain the cult's existence.*® This myth, or rather two
versions of the aetion, survives in a scholion on Pindar's thirteenth Olympian ode. The
scholiast begins by introducing Timandros who had four daughters, Hellotis, Eurytione,
Chryse, and Kotyto,*' and then proceeds with the aetia. In the first version, Hellotis seizes
Chryse and runs to the temple of Athena in the midst of a siege on Corinth. Once she arrives
and sees the temple in flames, she leaps into the fire dragging her sister along, thus saving
them both from rape by the invaders. In the second version, Dorians invade Corinth but
before Hellotis, another sister Eurytione, and a boy can be captured, all three perish in the
flames of the burning temple of Athena. After this devastating attack, a plague followed but
was averted by Apollo who advised the city people to institute rites for the sisters, to build
a shrine to Athena Hellotis, and to establish a festival called the Hellotia.®

The same scholiast mentions a Aaumradodpouikdg, a torch-race, which took place at
the festival in Corinth. In his excavations, Broneer did locate arace track and postulated that
it was here that the torch-races of the Hellotia occurred. Moreover, he found a water channel

near-by in which burnt terracotta figurines were discovered, figurines which may have been

% BRONEER, 156-61.

81 LARSON, 110, claims that the four sisters were originally minor goddesses

(recognising that Kotyto was a Thracian goddess) in pre-Olympian times who assimilated
into the familiar pattern of sisters in the later period.

82 Schol. on Pind. O. 13.56.
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used to re-enact the self-sacrifice of Hellotis.®

In his attempts to demonstrate a harmonious relationship between Europa Hellotis
and Athena Hellotis, Broneer suggested that the two cults were similar in their worship of
the dead; however, even Broneer recognised that many scholars would disagree with such
an explanation advocating rather a festival consisting of fertility rites. This may be the only
way to understand the connection between Europa and Athena and to some extent the
Etymologicum Magnum indicates such a connection. If Hellotis is the Phoenician equivalent
of mapBévog, then Hellotis is likely an epithet for Athena.®> One may then infer that the
epithet Hellotis was attached to Europa prior to her rape.

Rationalisation of the Myth as History

Edwards claims that by the 5% century B.C.E. people of the Greek world no longer
accepted the mythology of their forefathers at "face-value™.® They still believed that the
stories were relatively true versions of historical events, but that the myths themselves were
too extraordinary. As a result, some authors began to explain the tales of gods and men by
describing either the historical origins of the myth or by offering alternative reasons for

certain parts of the story. In the extant material, the tale of Europa underwent such

% BRONEER, 149f.

% BRONEER, 159.

% See footnote 71 above.
% EDWARDS, 39.
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rationalisation first in Herodotus who connects the myth with the Persian Wars.*” He records
a Persian claimed that in retaliation for the abduction of Io by some Phoenician sailors, some
Greeks stole away Europa from Tyre. Whether or not Herodotus himself believed this to be
an historical event remains uncertain, but later authors continue his tradition of rationalising
the myth of Europa.®®

In the (? late) 4™ century B.C.E., Palaephatos in his Peri Apiston 15 claimed that the
kidnapping of Europa by a bull would have been ridiculous as a girl such as Europa would
not dare to mount a bull and a bull could not glide on water from Phoenicia to Crete; what
actually happened was that a man from Knossos by the name of Tauros abducted Europa
from Tyre while her father and brothers were away from the city.¥ This version of the tale
is picked up by later authors who prefer to see a man as responsible for Europa's kidnapping
rather than a bull or even a god.”® John Malalas, writing in the 6® century A.C.E., describes
how he witnessed the annual re-enactment at Tyre of the invasion by King Tauros of Crete
who abducted Europa, the Tyrian king's danghter. Each year the people of Tyre perform this

re-enactment or memorial rite which they call the "xkakxrjv dyivifv ", the "accursed

¥ Hdt. Hist. 1.1-2. See also BUHLER (1968), 35f., who provides a detailed list of
various ancient authors who rationalised the myth of Europa.

8 EDWARDS, 39.
% Palaeph. 15.
% Lycoph. Alex. 1299 and Eust. ad Dion. Per. 270.
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evening".”!

One other explanation grew from rationalism, namely, that the bull was not aman but
rather a figurehead or ornament of a ship on which Europa was placed when she was
abducted.”> Lycophron makes an obscure reference to a barbarian ship in the form of a bull
which snatched Europa.”

Europe the Continent

The first extant reference to the continent Europe appears in the Homeric Hymn to
Apollo which dates to the 6™ century B.C.E.** The hymn does not indicate the origins of the
continent's name but several later authors write that Europa was the girl from whom the
continent received its name.” Although it is not apparent when this notion arose, by the 5®

century B.C.E. authors mention this belief in their writings.”® Herodotus records that he does

°! John Malalas Chron. 2.8.31. See also JEFFREYS, CROKE and SCOTT, 5,
who translate the phrase as the "accursed evening", and GRAVES, 197 footnote 4, who
translates it as the "evil evening".

%2 BUHLER (1968), 36, records many of the later sources of this theory.
% Lycoph. Alex. 1299.

% [Hom.] Hymn.Apoll. 251 and 291. DEROY, 11-22, offers a thorough
examination of the origins of the continent's name from the 8* century B.C.E. well into
modern times.

% ROSCHER, 1416, lists the authors who write that Europe is derived from the
girl Europa. See also BUHLER (1968), 39-41.

% The 5™ century works, on which the scholia comment, derive Europe from
Europa. See the scholion on Eust. ad Dion. Peri. 270, the scholion on Lycoph. Alex.
1283, and particularly the scholion on Eur. Rhes. 29.
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not know from where the name Europe came, and claims that it may have derived from
Europa who was from Tyre but that in earlier times the land was nameless.”” Later in the
middle of the 2™ century B.C.E., the poet Moschus implies that there is a connection between
Europe and Europa when he writes that a foreign land, in the guise of a woman, fights for
Europa in a tug of war with Europa's homeland.”® By the 1* century B.C.E., the belief that
Europe was named after Phoenician Europa is dominant. At the end of an ode written by
Horace, Venus tells a whimpering Europa that she should be of good cheer as she glides on
the back of the bull for she will have great fortune, namely, that a part of the world will bear
her name.” Ovid similarly refers to a third part of the world which is named after Europa

in his Fasti.'®

7 Hdt. Hist. 4.45.

% Mosch. 2.8f. See GRANAROLOQ, 69-72, who investigates whether or not these
lines imply Europa's involvement in the naming of Europe.

% Hor. Carm. 3.27.75f.
10 Ov. Fast. 5.618. See also Var. L. 5.5.
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Chapter 2
The Mvth of Europa: An overview from the 8" century B.C.E. - 5" centurv A.C.E.

This survey will provide background for the works of the major authors (Moschus,
Horace, Ovid, Lucian, Achilles Tatius, and Nonnos) who will be considered individually in
the chapters to follow. It will also facilitate an appreciation of significant changes to the
myth (e.g. in Europa's parentage) by the ancient writers. Here, new and unusual
developments of the story which do not appear in the versions of the major authors can be
observed (e.g. the occasion when Europa receives Talos or the dog for her protection).

Not only does this examination illustrate the abundance of references made to
Europa,' but it also highlights, particularly in the early period, how much material has been
lost. For example, no longer do the Europia of Eumelos or the Europa of Simonides survive,
poems which not only focussed on Europa, but which may well have influenced the works
of later authors (if the poems were available to them — there is no reason to think that they
were not available). So much has been lost that when there is talk in this thesis of novelty
or rarity in discussing later authors it is always with the implicit proviso "so far as one can
tell from what has survived".

Because the focus of later chapters is on the poetic works of the major authors this

' The number of references to Europa in ancient literature is large. ROSCHER,
ESCHER, and, more recently, GRIMAL offer only partial lists of ancient sources. This
survey, therefore, highlights the more important sources which indicate a change or
innovation in the development of the myth.
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survey, furthermore, provides an opportunity to see how the myth was incorporated into other
literary genres by authors not examined in detail in this thesis. For instance, Europa is
mentioned in the orations of Cicero and Libanius, and the historical accounts of Herodotus
and Diodorus Siculus.

Finally, this investigation allows us to observe in a broader context what parts of the
Europa story are repeatedly picked up by ancient authors, and similarly which parts are
frequently down-played. By viewing these patterns, a greater appreciation of the uniqueness
and/or the commonality of various authors' literary works can be had.

Before this survey can begin, a stripped-down version of the Europa myth must be
presented. From this one can observe in the second part of this survey and, even more so,
in the poems which are analysed in subsequent chapters how far beyond the skeletal frame
the story grew.

QOutline of the Myth

Europa, a Phoenician princess,” is the daughter of King Phoenix® and Queen

? The tradition has it that Europa came from either Tyre or Sidon. These cities are
used interchangeably. For Tyre, see e.g. Hdt. 1.2, Apollod. Bibi. 3.2; for Sidon, see e.g.
Hellan. and Apollod. in Schol. 1l. 2.494, Hyg. Fab. 178 , and Nonn. D. 1.46.

3 See e.g. Hom. /1. 14.321, Hes. fr. 140 (West), Hellan. in the Schol. on 7. 2.494,
Bacchyl. Epinik. 17.31f., Mosch. 2.7, Apollod. 3.1.1, Antimach. in Steph. Byz. s.v.
Teyunoods, and Palaeph. 15. For a closer examination of Europa’s genealogy, see
chapter 1.
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Kassiepeia, Perimede, Telephaassa, or Telephe,* or she is the daughter of King Agenor® and
a queen whose name is usually recorded as Telephag, Argiope, Telephassa, or Tyro.® One
morning, BEuropa goes with her companions to a meadow by the shore, but once there she
soon attracts the attention of the god Zeus. He, immediately, falls in love with her. Zeus
then either sends a real bull to her or, more commonly, transforms himself into a bull and
approaches Europa in this new form.” Europa becomes attracted to the bull and climbs on
to it. At this point, the bull heads towards the sea and soon travels across it, leaving the shore
and Europa’s companions behind. Europa is taken to Gortyn, Ida or Dicte® on the island of

Crete, where Zeus, in most versions, transforms himself back into a god and then has

* For Kassiepeia, see e.g. Eust. Comm. ad Hom.Il. 14.321, Hes. fr. 138 (West),
Hes. fr. 140 (West); for Perimede, see e.g. Asios of Samos in Paus. 7.4.1, Antimach. in
Steph. Byz. s.v. Teuunoodg; for Telephaassa, see e.g. Mosch. 2.42; for Telephe, see e.g.
Schol. on Eur. Phoen. 5, and Steph. Byz. s.v. O@doog.

> See e.g. Schol. on I1. 14.321, Hdt. 4.147, A. R. 3.1179-86, Diod. Sic. 5.78,
Lucian DMar. 15.1, Lucian Syr.D. 4, Steph. Byz. s.v. Fdowrn, Nonn. D. 8.183ff.,
40.356ff., 47.697, Varro L.L. 5.31, Ov. Met. 2.858, and Hyg. Fab. <155> and 178.

6 For Telephag, see e.g. Hegesippos in the Schol. on Eur. Rhes. 29, and Steph.
Byz. s.v. Adpdavog; for Argiope, see e.g. Hyg. Fab. 178, and Schol. on A. R. 3.1186; for
Telephassa, see e.g. Apollod. Bibl. 3.1.1; for Tyro, see Ioann. Antioch. fr. 15 FHG vol .4
page 544 (Miiller).

7 For a bull sent by Zeus, see e.g. Acusil. in Apollod. Bibl. 2.7.1, Diod. Sic.
5.78.1ff and Eur. fr. 820 Phrix. TGF (Nauck). It is not specified in any of the sources
how the real bull brings Europa to Zeus, but presumably the bull meets Zeus at Crete and
gives Europa to him there. For Zeus as the bull, see e.g. Mosch. 2.79, Var. R. 2.5.1f,, Ov.
Am. 1.3.231,, Ov. Fast. 5.605f., Ov. Met. 2.850, and Germ. Arat. 1.2.23f.

® For Gortyn, see e.g. Theophr. H.P. 1.9.5, Pliny Nat. 12.5, Var. R.R. 1.7.6 ; for
Mount Ida, see e.g. Bacchyl. Epinik. 17.30; for Mount Dicte, see e.g. Lucian DMar.
15.4.4 and Nonn. D. 1.322.
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intercourse with her. In many accounts Europa subsequently bears three children to the god
(Minos, Rhadamanthys, and Sarpedon);’ and after the birth of Europa’s sons, Zeus entrusts
her and the children to the king of Crete, Asterios, who marries Europa and rears the boys

as his own.'®

According to several authors, when those at home in Phoenicia leamn of
Europa’s abduction, her father sends out his sons in search of their sister with a threat that
if they are unable to find her, then they are not to return to their homeland; they do not find

her and do not return to Phoenicia, but rather they found cities of their own."!

Survey of the Ancient Literary References to Europa

8" century B.C.E.- end of 6" century B.C.E.

For this period one is reduced to filling in the pieces of the story from scanty remarks
and brief allusions, primarily about Europa's lineage. The earliest surviving reference to
Europa is in Homer's Iliad 14.321, where Zeus explains to Hera that his heart has never been

so captivated by any woman (either by o, Danag, or Europa etc.) as it is by her now. That

? For Minos and Rhadamanthys, see e.g. Hom. II. 14.321, Plat. Min. 318, Eust.
Comm. ad Hom.1l. 14.321, Ael. Arist. 7.75; Sarpedon first appears in Homer (ZI. 6.198f))
as the son of Zeus and Laodameia, not of Zeus and Europa. Later versions including
Aesch. fr. 99 TrGF vol. 3 (Radt), Diod. Sic. 4.60, and 5.78, Hes. fr. 140 (West), Lycophr.
1301, Apollod. Bibl. 3.1.1, Nonn. D. 1.3441f.; 2.693ff; 35.3851f., Eust. ad Dion. Per. 270,
Hyg. Fab. <155>; 178, and Lact. Plac. on Stat. Theb. 4.530 and 7.187, make Sarpedon a
child of Zeus and Europa.

1% See e.g Diod. Sic. 4.60.1ff,, 5.80.1ff,, Nonn. D.1.353ff. and Apollod. Bibl.
3.1.5.

' See, for instance, Hdt. 2.44, 4.147, and A.R. 3.1179ff,, Ov. Met. 3.3, Apollod.
Bibl. 3.1.1, Hyg. Fab. 178, Paus. 5.25.12, Nonn. D. 1.38.
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Europa is the daughter of Phoenix and the mother of Minos and Rhadamanthys is seen, but
no mention is made of her third son, Sarpedon. What sets Homer apart from later
generations of poets who refer to Europa's children is that he ascribes the parentage of
Sarpedon rather to Zeus and Laodameia.”” Why Homer chose to record two children as
opposed to three may be because he was following a tradition which is not only lost to us but
had been lost even to ancient writers after Homer. Neither later poets nor scholiasts
comment on an earlier story about Europa.

Several ancient sources reveal that Eumelos (c. 730 B.C.E.) wrote a poem entitled
the Europia, which is no longer extant.” Very little is known about this work apart from the
fact that it dealt with the legends of Thebes and with Europa.'

In his Catalogue of Women, Hesiod narrates the story of Europa. Although what
survives of the Catalogue is incomplete, to judge by the surviving fragments and scholia,"
it seems that the story was told in full by him as early as the end of the 8" century B.C.E.

One particular fragment (141) mentions how Europa was taken away from her father (called

2Hom. /1. 6.198f,

3 Schol. on Hom. 1. 6.131, Paus. 9.5.8, Clem. Al. St». 1.151, and Eus. Ol 4.4.
There is considerable debate whether this work and others ascribed to Eumelos were in

fact written by him and some discussion exists as to whether Eumelos was a real person
(OCD s.v. "Eumelus").

' OCD s.v. "Eumelos". Pausanias (9.5.8) states that the poem's subject was
Europa.

' Hes. fr. 141, P.Oxy. 1358 fr. Li (West) and Schol. AB Hom. 71. 12.292,
respectively.
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Phoenix) by Zeus, and although only one son's name, Rhadamanthys, survives in the
fragment, Sarpedon may have appeared originally in the text, and perhaps Minos did as
well.!® In a scholion on Apollonius’ Argonautica, another clue to Europa's parentage is
uncovered.!” Commenting on a phrase regarding the parentage of Phineus,'® the scholiast
remarks that Phineus is the son of Agenor according to Hellanikos and that, according to
Hesiod, Phoenix is the son of Agenor and Kassiepeia. Not only does Hesiod reaffirm that
Phoenix is the father of Europa, but, according to this scholiast, Hesiod also provides us with
the first reference to Europa's grandmother, Kassiepeia.

The myth of Europa was popular among the lyric poets of the 7* and 6™ centuries
B.C.E., some of whom wrote entire poems based solely on her story. In the 6™ century
B.C.E. only pieces of Europa's tale survive. Stesichorus composed a poem entitled Furopa
of which only a fragment exists.” Asios of Samos (? 6™ century) offers an alternative

genealogy for Europa.”’ He still maintains that the heroine is the child of Phoenix, but he

'® Hes. fr. 141, P.Oxy. 1358 fr. Li (West). The fragment has the phrase "[Auking
edpleine dvaooe", which is commonly applied to Sarpedon, (e.g. by Arrian according to
Eust. ad Dion. Per. 270.) The scholion indicates that all three sons were noted in
Hesiod's version of the myth.

" Hes. fr. 138 (West).

18 The scholiast comments on A.R. 2.178, where Phineus is said to be the son of
Agenor. It may be that the scholiast brings in his remarks about the parentage of Phoenix
to imply that Kassiepeia is Phineus’ mother as well.

19 Stesich. fr. 195 PMG.
0 Asios of Samos according to Paus. 7.4.1.
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introduces a different mother, Perimede, the daughter of Oineus. Moreover, he suggests for
the first time that Astypalaia is Europa's sole sibling. Europa is also mentioned in the
anonymous Batrachomyomachia. At the beginning of the mock epic poem, a mouse is
carried on the back of a frog so that he can cross over some water. When the ride becomes
rough, the mouse cries out that Zeus did not offer Europa as treacherous a ride when he, in
the form of a bull, led his ¢doTov ZowToc across the waves to Crete.?! Finally, at the end
of the century, the poet Simonides wrote about the heroine — Aristophanes of Byzantium,
when discussing ufjdov and mpdfarov used unusually of a bull, says that the terms were
used in Simonides' poem Europa.?

The Classical Period at Athens

In the classical period, the narration of the myth continued in poetry. Aeschylus
wrote a play called the Kares or Europa, a drama which survives in three fragments, but just
one of the three gives any detail about the storyline.” What is particularly noteworthy about
the longer fragment and, indeed, about the play itself is that for the first time in extant

literature an author considers Europa's concern over the possible death of Sarpedon in the

2! Batrach. 78f. The same phrase appeared in Anacreon according to Servius
(Anacr. fr. 460 PMG). Servius does not specify that Anacreon applies the phrase to
Europa but in light of the reference in the Batrachomyomachia, it is a distinct possibility.

2 Ar. Byz. 430 (Miller) = fr. 562 PMG.

2 Aesch. fr. 99, 100, and 101 7+GF vol. 3 (Radt). Fragment 99 (23 lines) is the
largest of the three fragments. Fragment 100 is merely 1.5 lines long whereas fragment
101 is one word.
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Trojan War in a soliloquy. Although what survives is incomplete, the fragment reveals a
woman who explains how she was kidnapped by Zeus, how she bore three children to him,
and how as a mother she is now distraught that Sarpedon may be killed by one of the Greeks
at Troy. Here Europa is presented as a woman not seen before, one in the grips of great
emotion, who speaks, and one who stands apart from the Europas depicted in previous
treatments of the tale that are extant.**

The myth now appears in prose works for the first time in the works of Herodotus and
Acusilaus. Herodotus tells the tale about Europa and claims, for the first time in surviving
literature, that Europa's father is not Phoenix, but Agenor.”® He is also the earliest extant
author to include the rationalisation of the myth as an event in earlier Greek history.
Including this incident among the possible causes of the Persian Wars, Herodotus cites a
Persian claim that in retaliation for the kidnapping of Io by some Phoenician sailors, the
Greeks stole away Europa from Tyre. This tendency to explain the tale as an historic event
continues throughout antiquity.?®

The mythographer Apollodorus (1¥/ 2™ century A.C.E.) provides us with a variation

of the myth which he attributes to Acusilaus, an author dated to the early 5" century B.C.E.”

2 That Europa speaks at all is due in part to the nature of drama (i.e. performance
on stage).

2 Hdt. 1.1ff.
%6 See also the scholion on Lycophr. 1299 for a similar explanation of the myth.

7 Apollod. Bibl. 2.7.1. At Bibl. 3.1.1ff., Apollodorus provides a detailed account
of the abduction of Europa.
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According to Acusilaus, the bull was sent by Zeus and this bull may have been the one with
which Heracles wrestled in his seventh labour. If Apollodorus is correct, Acusilaus is the
first author to suggest that the bull was not Zeus in disguise. Furthermore, neither prose nor
verse writers before or after Acusilaus ever make such a connection between Heracles'
seventh labour and Europa's abduction.

The comic poets Plato and Hermippus, both dated to the last half of the 5® century
B.C.E., each wrote a play called Europa.”® Euripides refers to Europa and alludes to her
story in a few of his plays.” At the beginning of the Hypsipyle, after Hypsipyle laments over
her desire to see Jason again, the chorus tries to console her by telling her stories about other
heroines. The chorus begins with the tale of Europa, singing about Europa's abduction and
her subsequent introduction to motherhood.*® Elsewhere, Euripides mentions the heroine
only in passing.

In the 4" century B.C.E., some writers examine the story from different perspectives.

2 Plat. fr. 43ff. CAF vol. 1, p. 610ff. (Kock) and Herm. fr. 52 CAF vol. 1, p. 230
(Kock).

» Eur. Rhes. 29; Cret. fr. 472 TGF (Nauck). In Rhes. 29, Europa is mentioned as
the mother of Sarpedon, whereas in Cret. fr. 472, she along with Zeus are described as the
parents of the inhabitants of Crete. In five scholia on the Phoenissae ( Phoen. 5, 7,216-
217, 638, and 670) there is much discussion about Europa's genealogy and, to a lesser
extent, about the search for the girl by her brother Cadmos. Similarly, in the scholion on
Rhes. 29, the scholiast records at length a variety of authors' opinions concerning Europa's
family tree, including the opinion of Euripides, who states that Europa was the daughter
of Phoenix, the son of Agenor.

% Bur. Hyps. fr. 1, iii lines 21f. (Bond).
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The mythographer Palaephatus offers his own rationalisation of the myth, that an actual
princess of Tyre was abducted by a king of Crete.” In his study of plants, Theophrastus
mentions that Zeus raped Europa at Crete under a plane-tree near a stream.*

The Hellenistic Period in Greece

The myth of Europa experienced new life among the writers of the Hellenistic period.
Callimachus adds an unparalleled element to the story of Europa. In a fragment, he states
that after her union with the god, Europa washed herself by a small stream.*® In another
fragment, one learns that Europa was bathed in warm waters by the daughters of Kokalos.**
This new detail in the aftermath of Europa's rape may have been borrowed from another
unknown author; however, it may be that Callimachus himself introduced it into the myth.
Apollonius Rhodius inserts a seemingly novel twist into the tale when he writes that Zeus
bestowed on Europa the giant bronze man Talos for her protection.*> Accordingly, this
protector runs around the island of Crete three times per day keeping watch in order to
prevent strangers from landing there.

In the middle of the 2™ century B.C.E., Moschus composed the Europa. This poem

is the first which I will examine (in the following chapter) in much greater detail, but for

3! See chapter 1, regarding writers who rationalise the tale of Europa.
32 Theophr. H.P. 1.9.5.

3 Callim. fr. 407, 132-35 (Pfeiffer).

¥ Callim. Ader. fr. 43.48f. (Pfeiffer).

3 AR. 4.1638ff. On Talos, see also Eust. ad Hom.Od. 20.302.
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now, I will highlight some of its more striking features. The poem is the longest of the
surviving works (166 lines) which narrate the tale of the abduction of the heroine. The poem
is an epyllion and has an inner and outer story. The outer story is that of Europa, whereas
the inner story is that of Io. Like Europa, lo was ravaged by a lustful Zeus - hence, Moschus'
narratives are thematically linked.*  InMoschus' version Europa actually speaks before and
during her abduction.”’ In earlier extant accounts (the exception being Aeschylus' play), the
heroine was mute and unable to express her emotions apart from facial expressions and hand
gestures. In Moschus' poem, Europa's speech reveals her excitement, curiosity, and fear.
Similarly, Zeus' speech while in the form of the bull is novel. Moschus delves into the myth
with enthusiasm, in a way that the earlier sources do not.

Republican Period

Some of the earliest surviving pieces of Latin literature dealing with the myth of
Europa date to the end of the Republican period. Varro, Manlius and Cicero each make
references to Europa and her voyage from Phoenicia.®® Diodorus Siculus included the

abduction of Europa in his history of the Greeks. He, like many authors of the Republican

3 According to Moschus (2.39-42) Europa, in fact, is Io's great-great-
granddaughter.

3 Mosch. 2.21ff., 103ff. and 135ff.

* Varro, R.R. 2.5, cites how Europa was carried away by Jupiter; for Manlius, see
Var. L.L. 5.5 as well as BAEHRENS p. 284 and FUNAIOLI p. 85. According to Varro,
Manlius wrote that the bull transported Europa form Phoenicia. In Cicero, Nat.D. 1.28
and Verr. 4.135.3, Europa is described as the girl whom the bull loved and carried across
the sea.
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period, states that Europa was the daughter of Agenor.”” Subsequently, in this period and
even well into the Imperial period, Agenor takes precedence as Europa's father. In fact, when
authors record the heroine's father — something which at this time they rarely do — the name
mentioned is invariably Agenor.*’

The Age of Augustus

The elegist Propertius is the first extant author to list Europa among the dead in the
underworld. In 2.28c¢, the poet records several Trojan, Greek and Roman beauties now with
Persephone including Europa.*!

In Odes 3.27, after he expresses concern about a voyage that his beloved Galatea will
take, Horace narrates the abduction of Europa, pointing out the perils of the heroine's
journey.* In an extensive soliloquy, Europa laments her situation and regrets the pain which
she inflicts upon her family, especially, upon her father.® This solemn portrayal of the girl
is new. Europa's father is given a more prominent role than in any earlier authors. The god
Jupiter, in spite of being mentioned at the end by Venus (3.27.73ff.), is not as dominant a

character in this poem as he was in earlier versions of the story. Venus herself actually

¥ Diod. Sic. 5.48.5, 5.58.2, and 5.78.1.
“E.g Ov. Met. 2.859 and 3.8, Stat. Ach. 2.72ff., and Paus. 5.25.7.

! Prop. 2.28¢ (Barber). Scholars, generally, take 2.28a, b, and ¢ together as one
poem.

“2 This poem will be considered fully in chapter 5. Here, I only list the innovative
additions made by Horace.

“ Hor. Carm. 3.27.34-66.
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makes an appearance at the end of the ode and for the first time in the extant sources berates
Europa for complaining so much about her situation.

Europa appears briefly in a number of poems by Ovid.* In the Fasti (5.603-20) and
the Metamorphoses (2.833-3.9) Ovid recounts Europa's story in its entirety. In the Fasti,”
Ovid describes the tale of Europa, how she is deceived by Jupiter in the guise of a bull, how
he transports her across the waves, and, how a third part of the world receives its name from
her. Here, for the first time Europa is furnished with blond hair (5.609). What is also novel
is that this version of the story is the most succinct of the surviving full accounts. Ovid's
treatment of the story is unparalleled. Nowhere else is there so little attention given to the
courtship between Europa and the bull — in fact, only two lines (5.605f.). Instead, Ovid
highlights the journey (5.607-15) and offers a fresh point of view from the perspective of
Jupiter, both as the god and as the bull. Jupiter's playful and sly nature is revealed when he
(as the bull) deliberately dips himself further into the water in order to draw Europa closer

to him.

# Ovid refers to the heroine in the Amores (1.3.23ff.), Heroides (4.55f.), and Ars
Amatoria (1.323), often presenting her in a list of females who have succumbed to the
seductive ways of Jupiter. Europa is described in the Amores as the girl who, while being
conveyed over the sea, held on to the bull's homns. In the Heroides, Ovid claims that
Jupiter turned himself into a bull in order to catch Europa. In the Ars Amatoria, when the
story of Pasiphag is told, one learns how she desired to have intercourse with a bull, and
hears Pasiphaé say that she wishes she were Europa because Europa was carried off by
the bull.

* This poem will be discussed in chapter 7.
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At Metamorphoses 2.833ff. Ovid tells the same tale.** He adds some new details,
including the messenger god, Mercury, as an accomplice in Jupiter's plan to seduce Europa
(833ff.). New emphasis is placed on the courtship between Jupiter and Europa. Finally, the
poet includes a piece of the myth which is often overlooked — Agenor's instructions to his son
Cadmus when he sends him out to find Europa (3.3ff.). Many earlier authors, particularly
the historians, recorded how Europa's father sent out a search party, but very few authors,
least of all the poets,*” include Agenor's threat that should Europa's brother not find her, then
he should not return home.

The Imperial Period after Augustus

The myth of Europa continued to interest many authors.”® The poet Martial writes
about Europa in his epigrams. He describes in his Liber de Spectaculis (16b) how one bull
carried Europa over the water and how another (Caesar's) carried (i.e. tossed) to the stars an
animal-fighter dressed as Hercules, and in a twist he then compares these bulls, noting that

Caesar's carried his load higher. This is the use of the Europa myth as a tool for adulation.

4 This section of the Met. will be examined closely in chapter 6.
7 The exception being A. R. 3.1179ff.

8 See e.g. Manilius, 2.485ff., who writes how Europa was carried across the sea.
Mela, in his account of Crete at 2.112ff., lists Europa as one of the inhabitants of the
island. In two tragedies, Sen. Her.F. 9 and [Sen.] Oct. 766f., Europa is described as being
conveyed by Jupiter as the bull in one, and as being carried by the bull in the other. Pliny
the Elder refers to Europa at Naz. 12.11.1ff. where he seemingly bases his account of the
plane-tree closely on Theophrastus' account. At Nat. 35.114.6, he only mentions Europa
by name.
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In another epigram (Ep. 14.180), Martial refers to Jupiter's metamorphosis and states with
a fresh witty touch that it would have been better for the god to be transformed into a bull
when Io was a cow.

The Pseudo-Eratosthenic Catasterismoi examines the constellations, describing their
mythological origins. In two entries, one on the constellation Tadpog, the other on that of
Kuwv, the author reiterates that Europa was kidnapped by the bull and brought to Crete.*
In the entry on KUwv, however, the author records a part of the story which had not been
previously recorded in the extant sources.”® Evidently, after Zeus' and Europa's mating, Zeus
gave the heroine a dog to act as her protector, a hound which eventually was handed down
to Minos when he became king of Crete. Later the dog became a constellation.

The mythographer Apollodorus provides us with a thorough, yet concise, account of
the tale. At Bibliotheca 3.1.1ff., Apollodorus offers a standard version and notes that
variants existed. For instance, he states that Agenor is Europa's father, but also indicates that
some people believe that Phoenix was her father.’® Similarly, when he lists Europa's
children, he cites Minos, Rhadamanthys and Sarpédon, but further adds the contradictory

claim by Homer that Sarpedon was Zeus' and Laodameia's son.”

# Ps.-Erat. Cat. 14.
%0 Ps.-Erat. Cat. 33.
3! Apollod. Bibl. 3.1.11f.
32 Apollod. Bibl. 3.1.1fF.
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By the middle of the 2™ century A.C.E., the myth of Europa had undergone some
changes. In one of the lost works of Arrian called the Bithyniaca, a woman named Tyro was
identified as the mother of Europa while Agenor was still cited as her father.” Besides
recording a different mother for Europa, Arrian also states that Europa's sons were Sarpedon,
Minos and Aeacus.>® As far as can be told, Arrian is the first to cite Aeacus as Europa's
son.”® At the beginning of Lucian's Dialogi Marini (15.1.1ff)), when the west and south
winds discuss how Zeus carried Europa to Crete, Zephyr claims that Zeus took Europa to the
Dictaean cave to make love to her.’® Unlike previous versions of the tale, Lucian locates the
nuptials at a cave. The mythographer Hyginus recounts the Europa story in his Fabulae.
About the heroine (178), Hyginus claims for the first time in the extant sources that Europa's
mother is Argiope.

In Leucippe and Kleitophon 1.1-2, Achilles Tatius presents a picture (ypagsj )

3 Bust. ad Dion. Per. #911. Eustathius refers to many authors including Arrian.

> Bust. ad Dion. Per. #270. Rhadamanthys, who later becomes a judge of the

underworld, 1s replaced by Aeacus, who, likewise, passes judgement on the souls of the
underworld.

5 Later, Servius (4. 6.566) mentions that the children were Rhadamanthys, Minos
and Aeacus. From this account, it seems that there was some confusion in the late period
regarding the children of Europa and Zeus (Sarpedon appears to have been removed and
Aeacus, the third judge of the underworld, was added, presumably to coincide with the
other two judges of the underworld, Minos and Rhadamanthys).

*® Lucian DMar. 15.4. The Dictaean cave was the cave in which Rhea gave birth
to Zeus. Lucian, fupp.Trag. 2.10ff., also lists Europa among the women with whom Zeus
has fallen in love. In the De Syria Dea 4, Lucian discusses Europa's religious
associations with the goddess Astarte.
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depicting the abduction of Europa. One scene portrays Europa's companions in the meadow,
another the bull approaching Crete with Europa clinging to him on his back. The detail with
which Achilles Tatius describes each scene is exceptional and his descriptions are far more
extensive than those of his predecessors (he writes about the variety of flowers, trees, and
streams in the meadow, and the foaming water, colour of the sea, and rocks along the water's
edge in the scene of the bull travelling on the sea). This is the first instance in literature in
which the abduction of Europa is told by means of a picture.

Late Greek and Latin Literature

The myth of Europa continues to be recounted in the literature of the late Greek and
Latin period, although not so extensively as it had been in the past.’’ In the Liber
Memorialis, Ampelius (34" century A.C.E.) briefly states that the bull was sent by Jupiter
after he had received it from his brother Neptune (Neptune's gift is a new feature of the
story). As a result, Jupiter bestowed on the bull immortal fame by placing it among the
stars.®

In the Dionysiaca, after a short appeal to the Muses to tell the tale of Bacchus (1.1£f),

Nonnos begins to describe how Cadmos wandered over many lands in search of his sister,

°7 Europa is briefly mentioned in the works of Libanius. In Decl. 4.30-32, vol. 5,
p. 240ff. (Foerster), Libanius actually retells Herodotus' own version of the myth. In Or.
16.19, vol. 2, p. 167 (Foerster) and Or. 37.7, vol. 3, p. 242 (Foerster), when he discusses
justice, Libanius refers to the children of Europa and Zeus (Minos and Rhadamanthys).
In Enc. 960, vol. 8, p. 269 (Foerster), Eth. 1097, vol. 8, p. 436 (Foerster), and Ep. 192,
vol. 10, p. 176 (Foerster), he summarises the story.

¥ Amp. 2.2.
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Europa (1.451f.). But first, he revisits the abduction of the heroine. Many more gods appear
in this version, making the scene more lively with their actions. Triton observes the journey,
as do Nereus, Poseidon, and Doris.” Nonnos, furthermore, adds a human who sees this
outrageous sight as he sails in his ships and the poet even has the sailor voice his disbelief.”
Europa is compared to several beautiful nymphs and goddesses, including Aphrodite,
Galatea, Thetis, and Demeter.®' Never before had Europa been compared to such beauties
nor to so many of them.®

Nonnos' introduction of Hera at 1.324ff. is new to the story of Europa. Her feelings
of rage and hopeless defeat regarding her husband's adultery add some liveliness to an
already animated narrative. At 1.344ff., the union between Zeus and Europa occurs in a
manner untold by earlier authors — it is a very tender and romantic scene. The treatment of
the rape is a particularly noteworthy part of this version. When earlier authors mentioned the
rape, they did so in an offhand way, often stating in a word or two that the deed was done
(e.g. Apollodorus). After he impregnates her, Zeus passes Europa over to the care of
Asterios, the king of Crete.

Elsewhere, the poet develops an elaborate genealogy for the family of Europa, one

% Nonn. D. 1.61ff,
¢ Nonn. D. 1.90fF,
8 Nonn. D. 1.57ff. and 1.104fF,

62 Propertius 2.28¢ (Barber) lists Europa among heroines, not nymphs and
goddesses.
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which is contrary to previous versions.* One significant change is that he makes Belos the
father of Agenor where other writers have made Belos Agenor's brother.

With Nonnos, this survey on the myth of Europa comes to an end. What brings all
the countless versions of the tale together is the creative treatments of the myth by both prose
and verse authors alike. Some writers skimmed over the story slightly, but others delved into
the story with a genuine zeal. How each of these writers makes the Europa myth their own

is worth a study of greater depth.

6 Nonn. D. 2.679-98 and 3.266-319.
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Chapter 3: Moschus' Europa'

Moschus' Europa is an elegant and erudite treatment of the myth, full of humour and
narrative creativity. Some scholarship deals with various issues including structure,” the
poem's literary allusions to earlier poetry,’ and text,* and having been adequately addressed
these areas will not be considered in this thesis. Attention, instead, is paid to aspects of the
Europa which have not been properly explored or have been totally ignored.

Although scholars have briefly touched on the ekphrasis,” more can be said about it.

! The text is Gow's OCT, with the exception of the term £/ at 2.14 which should
read £/var. Despite the fact that manuscripts read £/vat, Ahrens made the change and
failed to explain why. ARNOTT (1986), 7, states that the manuscripts are unanimous in
reading elvat.

2 The poem's structure has been examined by BUHLER (1960), SCHMIEL,
CAMPBELL and HOPKINSON (1988). Each scholar has developed his own structural
scheme, but all agree that the poem is symmetrical in design and full of ring composition.
Where the authors differ is in their division of scenes; whereas both CAMPBELL and
HOPKINSON see 4 tableaux, BUHLER divides the poem into 8 scenes and bases a major
event within the lines of that scene. SCHMIEL envisions a tripartite structure (three
longer sections which are further subdivided into three sections) and axial symmetry,
which focusses on the central tableaux where Europa and Zeus fall in love.

3 Particularly literary allusions to Apollonius' Medea and Homer's Nausicaa. As
well, there is etymological and geographical doctrina; see SCHMIEL, BUHLER (1960),
CAMPBELL, HOPKINSON (1988), MERRIAM and RAMINELLA.

* For instance, BERNARDINELLO, ARNOTT (1971) and GIANGRANDE.

> Such as LAIRD's, FOWLER's (1991), and THOMAS' articles on ekphraseis.
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Some effort has been put into the appreciation of the poem's humour, but again not much.®
The treatment of Europa's character has been considered, but in such a misguided way that
most scholars have failed to notice key features of her characterisation.” The same is true of
Zeus' role, and the often ignored characterisation of Cypris is also worth investigating.

Not yet explored is Moschus' treatment of the opening of the poem as well as its
closure, his use of foreshadowing and his treatment of the Io myth and its function as an
interpolated narrative. Because the poet devotes a significant portion of the poem to the Io
story, the role of this myth in the Europa will be explored separately in the next chapter (4).
Chapter 3, then, will consider aspects of the poem concerned solely with Europa's myth. But
before I examine individual parts of the poem, I intend first to apply the analytic tool
supplied by V. Propp to elucidate the poet's treatment of the Europa in its entirety.®

I shall examine Moschus' poem by using traditional techniques of literary criticism
and by approaching it from a narratological angle, which sheds new light on the treatment
ofnarratives and fosters a fresh approach to interpreting myths. Moreover, the narratological
approach has recently been employed for investigating mythological rape narratives in Ovid.’
Whereas the term 'rape’ has been defined more broadly elsewhere in scholarly studies, for the

purposes of this thesis, by 'rape' I mean a successful enactment of sexual intercourse with a

¢ See GUTZWILLER and also GIANGRANDE.
" CAMPBELL and SCHMIEL in particular.

* PROPP, 20ff.

 MURGATROYD (2000), 75-92.
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person by means of persuasion but without the aforesaid person's consent.

Such a narratological analysis allows one to understand better the individual
components of the myth and, subsequently, the simplicity/or complexity of the narrative.
The focal point is the plot, something which has been sorely in need of discussion in
connection with Moschus' poem. In his critical study on folktales, V. Propp divided
narratives into 'functions',' that is, actions crucial to the movement of the narrative. Through
an analysis of these functions a thorough investigation of the plot can be made. More
recently, Murgatroyd has refined the approach by breaking down the functions into three
stages (prelude, contact and aftermath).!' In his article, in which he examined thirty-one
Ovidian rapes, Murgatroyd found twenty-six functions which could appear in any one rape
narrative, noting, however, that no rape narrative contained all twenty-six functions. Below
are the functions divided into the three stages which Murgatroyd applied to his analysis,
functions and stages which I shall use in my investigation of rape narratives involving
Europa,'? beginning first with Moschus' poem:

STAGE 1: PRELUDE (events immediately before the rape which bear directly on the rape)
ARRIVAL (Victim and/or Rapist comes to the scene of the abduction and/ or rape)**

19 For a discussion of "functions' see PROPP, 20ff.
" MURGATROYD (2000), 75-77.

"2 Some functions (i.e. DEATH, FLIGHT, SUBSTITUTE UNION, REVENGE
etc.) do not appear in any of the Europa narratives, but are included in them to show the
full array of functions determined by Murgatroyd.

¥ Although MURGATROYD's schema is generally sound, he failed to recognise
that in Ovid's versions of the Europa myth (which he discusses at least 5 times in his
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ATTRACTION (Rapist is attracted to Victim)

VULNERABILITY (Victim becomes vulnerable, through weariness, going to sleep,
discarding weapons, losing fear of Rapist)

PREPARATIONS (planning of rape, luring of Victim, assistance from Helper, disguising/
composing/ urging on of Rapist)

STAGE 2: CONTACT (actual implementation of the rape)

PHYSICAL APPROACH (Rapist goes to Victim, Victim goes to Rapist)
VULNERABILITY (Victim becomes vulnerable, through weariness, going to sleep,
discarding weapons, losing fear of Rapist)"

OVERTURES (Rapist makes overtures, Victim rejects overtures)

SEIZURE (Rapist seizes Victim)

ABDUCTION (Rapist abducts Victim)

FLIGHT (Victim flees, Rapist pursues, Victim escapes, Victim captured)

APPEAL (Victim appeals for pity/ help, Rapist appeals for help, appeal is successful/
unsuccessful)

RESISTANCE (Victim resists, Victim does not resist, resistance successful, resistance
overcome or abandoned)

CALMING (Rapist/ or another character tries to calm Victim successfully, unsuccessfully)'?
ARRIVAL (Victim and/ or Rapist comes to the scene of the abduction and/ or rape)
RAPE (rape takes place, rape is foiled)

STAGE 3: AFTERMATH (subsequent events directly linked to the rape)
DISCOMFITURE (Rapist repents or is ridiculed, Victim is persecuted or rejected by others/

article), the rapist does not arrive at the scene of the rape in Stage 1 but at the scene of the
abduction. Only in Stage 2 does the rapist and victim arrive at the scene of the rape.

Such an oversight significantly affects one's interpretation and understanding of the use of
functions in this myth. Thus I have made a much needed modification to
MURGATROYD's schema in regards to the function ARRIVAL. ARRIVAL is now
redefined as "victim and/or rapist comes to the scene of the abduction and/or rape” and
more importantly, ARRIVAL must now appear in Stage 2 with the same definition.

" VULNERABILITY can appear in the first and second stages.

" MURGATROYD (2000) has based his discussion on the rape narratives in
Ovid; however, when one goes to other rape narratives of Europa (e.g. Horace Od.
3.27.2511) one notes that someone other than the rapist can perform the CALMING and,
what is more, the CALMING can also occur in Stage 3.
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or by himself/ herself)'®

DEPARTURE (Victim departs, Rapist just leaves scene of rape (under no pressure) or flees
or escapes those who would stop him)

CALMING (Rapist/ or another character tries to calm Victim successfully, unsuccessﬁilly)
SEARCH (abducted Victim is searched for, Searcher receives help, search is successful/
unsuccessful)

DETECTION (rape is (temporarily) concealed, exposure of rape is threatened/ attempted,
rape is revealed/ detected)

REVENGE (revenge is taken on Rapist or Victim, revenge ends)

PREGNANCY (Victim becomes pregnant, gives birth)

RECONCILIATION (Victim becomes reconciled to Rapist)

RECOMPENSE (Victim is recompensed, with marriage and/or a gift)'®

SUBSTITUTE UNION (in place of sexual intercourse there is some other form of union
between the Victim and Rapist)

DEATH (Rapist tries to kill himself/ is killed, Victim commits suicide/ is killed)

NEW LIFE (Victim/ Rapist is metamorphosed and has new life in new form)"

A breakdown of Moschus' rape narrative of Europa into its stages and functions
shows the key events leading up to and following her rape.®® STAGE 1: PRELUDE:

PREPARATIONS (1) (Cypris sends Europa an unsettling dream which lures the girl to the

'* The Victim can also be persecuted by himself/ herself, a fact which does not
occur in the rape narratives in Ovid but does in other authors (e.g. Horace Od. 3.27.341f)).

17 See footnote 15.

' MURGATROYD (2000) suggests one or the other, but the victim can be
recompensed with both marriage and a gift (e.g. Hor. Od. 3.27.73ff).

¥ MURGATROYD (2000), 77 (footnote 13), has noted after surveying numerous
rape narratives (in Latin and Greek), that the above schema with some changes can be
applied to all rape narratives. This is certainly true of the rape narratives concerning
Europa with the exception of the function ARRIVAL (see footnote 12, above).

% This breakdown ignores the ekphrasis at lines 2.37ff. which deals with the rape
of lo by Zeus. The ekphrasis will be considered separately in the next chapter.
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meadow, 2.1-27),2) ARRIVAL (1) (Europa arrives at the meadow, the scene of her
abduction, 2.34-36), ARRIVAL (2) (Europa arrives at the scene of her abduction, 2.63),
ATTRACTION (Zeus becomes attracted to Europa, 2.74-76) PREPARATIONS (2) (Zeus
disguises himself as a bull, 2.77-88), ARRIVAL (3) (Zeus arrives at the scene of the
abduction, 2.89-92); STAGE 2: CONTACT: PHYSICAL APPROACH (Zeus approaches
Europa, 2.93), OVERTURES (1) (Zeus makes overtures to Europa, 94) VULNERABILITY
(Europa loses her fear of the bull, 2.95f.), OVERTURES (2) (Zeus makes overtures to
Europa, 2.97-100), ABDUCTION (Zeus abducts Europa, 2.109-62), APPEAL (1) (Europa
unsuccessfully appeals to her friends for assistance, 2.111f), APPEAL (2) (Europa
unsuccessfully appeals to Poseidon for pity, 2.149-52), CALMING (Zeus tries to calm
Europa, 2.154-61), ARRIVAL (4) (Zeus and Europa arrive at Crete, the scene of the rape,
2.162f)), RAPE (Zeus successfully rapes Europa, 2.164f); STAGE 3: AFTERMATH:

PREGNANCY (Europa becomes pregnant and gives birth, 2.166).

21 A case can be made that lines 2.1-27 are PREPARATIONS (1) performed by
Cypris: 1) if these lines are not the PREPARATIONS then the reader may not understand
why the dream is at the beginning of the poem, 2) with the exception of these first 27
lines and of the ekphrasis (see below), the functions take up most of the lines of the
poem; thus, it only makes sense that the first 27 lines are also a function, 3) Stage 1
would be somewhat boring if the narrative only began at lines 2.34ff. when the
ARRIVAL (1) of Europa occurs, 4) seeing Cypris as the instigator of Europa's arrival at
the scene of the abduction looks forward to her involvement in making Zeus fall in love
with the girl at 2.75£.,, 5) it is within Cypris' character to set the stage for love-affairs, 6)
there has to be a reason why Europa goes to the scene of the abduction; by sending an
unsettling dream, Cypris motivates Europa to leave her room to seek comfort elsewhere,
and, finally, 7) in Homer Od. 6.15ff. the preparations by Athena (a dream brought to
Nausicaa) lead Nausicaa to the shore where Athena wanted her to meet Odysseus.
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What this analysis allows for is an investigation of any skimming or omissions of
functions and/or stages. Moreover, it permits an analysis of any emphasis which is placed
on the functions and/or stages, abnormalities or norms in connection with the functions
and/or stages, and any relevant patterning of functions and/or stages. How the author fills
out the narrative with other literary tools including characterisation, structure, the use of
similes, etc., can also be examined. Finally, the breakdown of functions and stages facilitates
the analysis of the plot.

Skimming and Omissions of Functions

Several functions and one stage are skimmed over. The final stage (3),
AFTERMATH, is handled succinctly, containing only one function (PREGNANCY) which
is dismissed in a simple line (2.166). Such brevity highlights Zeus' efficiency in raping
Europa and his speediness; now that the god is sated, he is done with Europa — there is no
need to tell more of the tale.

The second ARRIVAL of Europa at 2.63 is short as are the ATTRACTION and
ARRIVAL of the rapist at 2.74ff. and 2.891f., respectively. Although the first ARRIVAL of
Europa is handled in three lines at 2.34fFf., the second one is considerably shorter (one line).
Zeus' ATTRACTION to Europa is dealt with in three lines, pointing to Zeus' immediate
arousal and abrupt decision to rape the girl. Similarly, the ARRIVAL of Zeus is short. Many
lines have already been devoted to the PREPARATIONS of Zeus at 2.77ff. (see below), and
so a speedy skimming of this next function adds some variety. As well, Zeus' anticipation

at meeting Europa and the delights he will receive from her may well be on the mind of the
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eager rapist; thus, speed is of the utmost importance. Finally, because this is the last function
to appear in Stage 1, and Stage 2 is about to begin, Moschus may be quickly gliding over this
last function in order to focus on the more interesting stage which is about to come.

In Stage 2 (CONTACT), six functions are briefly considered (PHYSICAL
APPROACH, OVERTURES (1), VULNERABILITY, APPEAL (1), ARRIVAL (4) and
RAPE). The PHYSICAL APPROACH of Zeus to Europa is summarised in one line at 2.93
illustrating Zeus' impatience and his excitement, just as his OVERTURES at 2.94 do. But,
the brevity of his tactics may allude to Zeus' own inflated ego (which is implied in the earlier
description of him as a bull at 2.80ff.) — perhaps he believes a little coaxing on his part is all
that is necessary to win Europa over.”> Zeus' ways are winning, and at 2.95f. Europa's
VULNERABILITY is summarily indicated (she shows no fear of the bull). Europa's first
APPEAL to her friends at 2.111f. is handled quickly, perhaps because there is a second
APPEAL,” a lengthier one, made by the girl during her ABDUCTION. The last ARRIVAL
(4) at the scene of the rape (2.163f.) is also brief. The quick arrival points to Zeus' increased
excitement (note this arrival is by far the shortest).

In view of the story's light tone it is not surprising that the RAPE (2.164f.) is the most
glossed over of the functions in Stage 2, followed in the next line with the third Stage

(AFTERMATH). Overlooking the RAPE is easy, especially because of the language used

% Contrast his OVERTURES (2.97ff.) that he suggest may be doubling his efforts.
B See below in the discussion on the repetition of functions.
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by Moschus to describe it — Adoe 8¢ of uiTpnv (2.164). The language is non-violent in
keeping with the cheerful mood of the story, but, moreover, "loosed her girdle" is deceptively
uncharacteristic of a rape description, but a phrase used to describe the consummation of
marriage.** |

The anticipation of RAPE has been building since Zeus first saw Europa and after the
long ABDUCTION in which two APPEALS have occurred, one might expect a momentous
RAPE scene. That the event is briefly mentioned is anti-climatic; the pursuit of the girl
seems more important. Moschus delves into Zeus' efforts in wooing Europa but once Zeus
wins her (i.e. she climbs on the bull), the chase is over, and the RAPE is accomplished
shortly after the arrival on Crete. The brevity of the RAPE also indicates the power of the
god as well as his proficiency.

Significant Expansions

In Stage 1, two functions are lengthened: PREPARATIONS (1) by Cypris and
PREPARATIONS (2) by Zeus. PREPARATIONS (1) by Cypris are under way in the first
line of the poem and continue until line 27. Cypris sends Europa a dream which so upsets
her that she decides to go to the meadow. The PREPARATIONS are intriguing and
unsettling to the reader who has not been told the reason why Cypris sent the dream. Tension
as well as anticipation is established neatly. Lastly, the length of the PREPARATIONS may

hint at the work that is involved in driving Europa to the meadow, because the dream is

# L8J9 s.v. Aw 1. Moschus fosters this matrimonial portrayal by using the noun
vuugn to describe Europa after the rape, a word frequently used of a wife.
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disturbing, these PREPARATIONS add much drama.

The PREPARATIONS (2) by Zeus at 2.771f. are expanded to lighten the tone of the
story. Twelve lines are devoted to Zeus' transformation, one line (2.79) on the
transformation, 11 verses on the creature's beauty. These PREPARATIONS (2) create a
cheerful mood by highlighting Zeus' absurdity. He becomes a bull in order to have sex with
amortal. Little action has gone on up to this point and just when Zeus has finally noticed
Europa and has instantly become attracted to her, the reader anticipates an equally swift
APPROACH. But, Moschus delays the encounter with these lengthy PREPARATIONS,
misleading the reader and so creating humour. Finally, Moschus may have embellished this
function to contrast it with the upcoming functions which are quickly skimmed over to add
variety to his narrative style.

The ABDUCTION takes up a considerable fifty-three lines. While one might expect
that the RAPE was the central function of the tale (the reward obtained), in fact, the
ABDUCTION is the key event — its success assures the RAPE later.® The key reason for
such an elaborate scene is to fool the reader. Now that Zeus has Europa, the reader might
expect a quick coupling, but is surprisingly teased by this drawn-out function. The
embellished ABDUCTION also contrasts effectively with the fast functions prior to

(providing a much need rest) and after it - RAPE and PREGNANCY take place quickly and

» MURGATROYD (2000), 78, notes that PREPARATIONS always lead to a
successful RAPE, but while even this is true in the case of Europa's rape, what is more
important is that the PREPARATIONS rather lead to a successful ABDUCTION.,
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the poem comes to an abrupt end. The ABDUCTION, therefore, ill-prepares the reader for
(and, consequently, teases him with) the swift ending.

The CALMING done by Zeus (one of the various other functions incorporated into
the ABDUCTION)? covers eight lines of the text beginning at line 2.154. Its expansion
highlights Zeus' concern for Europa — he spends time calming the girl, since he wants to have
sex with her. The long CALMING furthermore checks Europa's APPEAL to Poseidon.

Patterning of Functions

Patterning of functions occurs throughout the course of Moschus' narrative. As
previously mentioned, there is a repetition of functions (ARRIVAL, PREPARATIONS,
OVERTURES and APPEAL). The doubling of Europa's ARRIVAL (at 2.34{f. and 2.63)
points to its use as a frame for the Io narrative, the third ARRIVAL signals Zeus' entrance
on to the scene, and the fourth ARRIVAL (at 2.162f.) denotes the arrival of Zeus and Europa
at the scene of the rape. The second PREPARATIONS (at 2.77ff.) occur while Zeus is
ignorant of the first PREPARATIONS (at 2.11f.), adding a touch of humour to the passage
(the omniscient god is unaware of situations pertaining to himself). The OVERTURES (at
2.94 and 2.971f.) are repeated to arouse interest in Europa and perhaps even to show Zeus'
eagerness. Finally, the two APPEALS (at2.111f. and 2.149ff.) signal Europa's fear over her
abduction and makes the scene more dramatic because each APPEAL may result in Europa's

rescue. So much repetition, however, places emphasis on Moschus' manipulation of his

26 1t is not unusual to find functions within functions, both APPEALS and the
CALMING occur in the ABDUCTION, and so, re-emphasising its prominence.
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reader. Prolonging and delaying functions tease the reader who waits for the RAPE.

There are some examples of parallelism among the functions. For instance, words
in the second ARRIVAL recall those of the first ARRIVAL, and so create a frame for the
description. In Europa's first ARRIVAL the audience sees £fatvov at 2.34 as well as
Aetudvag and Teprduevar at 2.36, and in her second ARRIVAL at 2.63 it observes (kavov
and Aciudvag at 2.63 and Erepmov at 2.64. More striking is yet another ARRIVAL at
2.74ff. but this one is of Zeus. The number of actions (3) which occur in OVERTURES (1)
is parallel to the number of actions which happen in OVERTURES (2), and each
OVERTURE takes up two full lines. The APPEALS of Europa show some signs of
parallelism in that they both fail.

Antithesis of functions, likewise, appears. So, PREPARATIONS (1) and (2) are
made by Cypris and by Zeus, respectively. The first PREPARATIONS are longer and
involve the dream's characters and Europa, while the second PREPARATIONS are shorter
and focus solely on Zeus. APPEAL (1) is unvoiced by Europa, brief, and addressed to
several people, mortal women who try to help her; conversely, APPEAL (2) is voiced by
Europa, longer, and spoken to one individual, an immortal god who ignores her pleas.

Finally, there is foreshadowing. Within the PREPARATIONS of Cypris the dream
about the two foreign lands fighting over Europa foreshadows her RAPE in Stage 2 —
mention of the foreign land refers to the actiology of Europe's name, which comes about only
after Europa 1s raped by Zeus. The successful PREPARATIONS by the two gods likewise
anticipate the successful ABDUCTION and RAPE of Europa.
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Fleshing OQut of Functions

The functions work as the essential elements required to move the narrative forward
towards its outcome. Stripped down, they mark the main events of the story. The author,
however, often fleshes certain functions out, embellishing them by adding vivid details and
striking expression. So, as part of Cypris' PREPARATIONS the two lands in the dream
which take the form of women and battle for Europa is a striking image.”” One is dressed in
clothing native to Europa's homeland and the other in an outfit belonging to the land opposite
to Asia. The tension and drama awaken Europa who now alert still sees the vision before
her. The strange imagery is maintained when she says that her dreams dverroinoav (flew
above) her while she slept.

By far the most visually appealing function is the ABDUCTION, a function full of
vivid descriptions and remarkable features. In itself, Europa's journey on the bull over the
sea is a striking and unusual image. In this bizarre scene, the bull runs over the surface of
the water with his hooves, instead of swimming. Stranger still is the entourage escorting the
girl to Crete — dolphins, sea-monsters, Nereids, Tritons, and even Poseidon, the Earth-\
Shaker, attend Europa on her voyage. The scene is further made memorable because it
appeals to one's sense of the visual; the ABDUCTION, however, entices other senses too and
make the image come alive. The reader imagines hearing the Tritons' marriage song at

2.123f. and the voices of Europa and Zeus at 2.135ff. and 2.154ff., respectively. At2.129ff.

¥ The dream may be a novel and startling addition. Nowhere in the surviving
previous literature has an author referred to a dream in his treatment of the Europa myth.
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Europa's dress and the wind blowing around her appeal to one's tactile sense.

Moschus imprints on the reader's mind other graphic features of this function. When
he describes Europa on the bull lifting up her dress and narrates how her peplos billows in
the wind like a sail, it is with such detail that the picture recalls popular scenes from metopes,
paintings and mosaics of the story which were common throughout the ancient world.”®

Maznipulation of Dramatis Personae

Moschus is fairly deliberate in his manipulation of the dramatis personae in this
poem, maintaining quite a tight focus on his protagonists, particularly on the heroine. The
title of the piece is probably Furopa, named after its central figure who is introduced
immediately in the first line as the first word of the poem.”” Moschus fleshes Europa out
with quite a poignant description of the girl, and when he has Europa speak her character

comes alive. The fact that Zeus does not even appear until line 2.74, also provides ample

28 For images of Europa in art, see ZAHN and WATTEL-DE CROIZANT (1982)
and (1997).

» There is no ancient evidence to support that Europa was the title of this poem;
however, BUHLER (1960) provides three pieces of evidence which strongly supports the
argument that Moschus' poem was called FUpwmn. He writes that 1) almost all of the
manuscripts record as the title of the piece Mdayou ZikediTouv Flpwrn (but I must
stress that the poet still may not have called it Furopa) 2) other authors who wrote their
own poems about the heroine entitled them FUowmn (i.e. Biihler suggests Simonides'
piece, Ar. Byz. 430 (Miller) = fr. 562 PMG, as an example and to this I add Stesichorus'’
poem, fr. 195 PMG, and Eumelos' piece; on Eumelos see Paus. 9.5.8) and 3) other poems
which focus on a female and which are dated to the Hellenistic period have as their title
the heroine's name. See also HOPKINSON (1988), 203 and, in particular, CAMPBELL,
26, who have noted that often the first word/ name presented at the beginning of a piece
was the individual after whom the poem was called.
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opportunity to embellish the girl's character. This is not to say, however, that a fair amount
of time is not spent on Zeus; 15 lines are devoted solely to him, but much more of the story
is centred on Europa (45 lines). Moreover, when the protagonists are together, the emphasis
is placed more on Europa than on Zeus (consider, for instance, the abduction).

Repeatedly, new characters emerge, some to push the narrative forward (e.g. Cypris),
others to add variety and create a striking image (e.g. sea-creatures); but interestingly, each
time Moschus introduces either an individual or a group, he intentionally makes the reader’s
attention revert to Europa. For instance, at lines 2.28ff., after Europa's companions have
been introduced, Moschus zooms in on Europa and the basket she carries. Similarly, after
Zeus emerges in his bullish disguise at lines 2.89ff. attention is shifted to Europa. Moschus
begins and ends his poem with Europa, stressing her prominent role once more.
Opening’’

The standard elements (background information, setting, introduction of characters,
etc.) which authors commonly add at the start of their narratives appear in Moschus' opening,
but so too do many other elements creating a start which holds appeal, has variety and leaves
a lasting impression. At 2.1 Cypris sends the dream to Europa, and consideration of it

extends to line 2.32 just before Europa and her friends head for the meadow.*' Immediately

3% On openings, see BONHEIM, various authors in Yale Classical Studies 29
(1992), NUTTALL and SAID, which I found to be helpful.

3! Although identification of an opening is subjective, I believe that the first
episode (the dream's onset and Europa's reaction to it) which concludes at line 2.32 makes
this point in the poem a neat close for the opening,.
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in the first line, two of the poem's characters are introduced, the goddess Cypris and Europa,
and by the end of the passage Zeus appears, although he is alluded to in the speech of the
personified foreign land.*> From this opening, very little is revealed about the characters,
thus the reader's curiosity is piqued. Initially, Europa is described but briefly — she is a
maiden, living under her father's roof and she appears to be a pawn in Cypris' plan. But soon,
Moschus has Europa speak, creating an eavesdropping effect for the reader. Europa's speech
brings across her fear (2.21ft), desire (2.25), and optimism (2.27), fleshing out her character
and endearing her to the reader immediately.

Less is revealed about Cypris. The fact that Moschus quickly handles Cypris' role
intrigues the reader. Questions about her involvement in this story arise; Cypris has never
before played a role in the union between Europa and Zeus.”® That Moschus mentions her
at all is interesting, but that he deals with her so briefly is also arresting and engaging (why
bring her in and then dismiss her in a line?). The quick handling of her role also points to
Cypris' brisk efficiency. She skilfully sends the dream and then disappears having set in
motion her plan to bring Zeus and Europa together. Moschus discloses nothing about Zeus.

The importance of these characters is clearly revealed in the first line of the poem,

*2 Important characters of a story often appear in the opening of a story. See the
scholars cited above.

* Cypris is not in the surviving earlier versions of the myth. Her involvement
with the heroine is not fully understood until lines 2.28ff. when Europa heads to the
meadow. By 2.74ff., at which point Zeus becomes attracted to Europa, Cypris' entire role
in the affair is clear. Cypris' role, however, is clear by virtue of her being who she is.
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where often elements of the narrative are placed for emphasis. Europa is particularly stressed
as her name appears as the first word of the line, and thus the first word of the poem.
Because the focus of the narrative is on Europa, the emphatic placement of her name is
appropriate.* Cypris appears next, signalling her role as the instigator of Zeus' and Europa's
love-affair. In addition, the dream, with its prominent placement at the end of the line, points
to the highly significant preparations Cypris initiates in order to provoke the rape.

An author can make his openings alluring by adding startling elements. In the
surviving previous versions of the myth, the dream does not appear, which seems to suggest
that Moschus is adding a new twist to the tale of Europa — to arouse the curiosity of and raise
anticipation within the reader. The dream, however, also hooks the reader with its strange
imagery of the contest of lands and the arguments made by each to win over Europa.*

To highlight the opening of a story, an author may use rare words and various stylistic
techniques. Although 770w is used often, its compound dvenrroinoav(2.23) appears first
in the opening of Moschus' poem.”* Some scholars have argued perhaps rightly that

dverroinoavwith its added prefix dvd refers to Europa's sexual desire;*” however, they fail

34 See above on the 'Manipulation of Dramatis Personae'.

% Although personified lands occur elsewhere in dreams (see Aesch. Pers. 181ff),
they are infrequent; hence their rarity adds to the strangeness of Europa's dream.

6 CAMPBELL, 43.

7 HOPKINSON (1988), 204, and CAMPBELL, 43 who both recognise that
mroéw frequently is used with this meaning in mind. LSJ9 s.v. mroéw 1L
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to comment on a slight nuance of the verb — with the addition of dvd, the dreams are actually
flying 'upwards' and one may then assume 'over' Europa creating a striking and vivid picture
for both the heroine and reader.*®

Moschus is attentive to thythm and sound to emphasise certain aspects of the
opening. Immediately, he opens with a spondaic word EUpu/my, signalling her importance
in this story. The leisurely introductory syllables are quickly replaced by the fast pace of the
rest of the line, which is highlighted by the hard, staccato sounding repetition of 77 and «.
The dactylic pace suggests the swiftness with which Cypris sends the dream and her stealth
illustrates her power. Lastly, the fast pace may hint at the light tone the story will take.

The persistent use of both false and genuine foreshadowing in the opening captures
the reader's attention. False foreshadowing misleads the reader by hinting at an event which
one expects will take place later but which does not. Its use creates humour and in this way
lightens the tone of the story. Genuine foreshadowing, on the contrary, alludes to an event
which will in fact occur in the future. Moschus includes an aetiological component in the
opening of his story, the dream. The woman dressed in different clothes hints at the
aetiological explanation of the naming of the continent Europe, which according to tradition
received its name from Europa.”® By introducing the aetiological allusion to the naming of

Europe, Moschus deceives the reader who may think that the poet will go on to develop the

3% L8J9 s.v. dvaméTouar 1. They may excite her and appear right above her.

¥ See Hdt. Hist. 4.45, the scholion on Eust. ad Dion.Peri. 270, the scholion on
Lycoph. Alex. 1283, and particularly the scholion on Eur. Rhes. 29.
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altiov at length. This does not happen and the reader realises his error.*’

Other instances of false foreshadowing reside in the dream. The threat indicated in
the dream is by two females but the real danger, which is not clarified until later, comes from
a male, Zeus. The phrase xpatepfjor frwouévn maidunorv (2.13) used to describe the
actions of the personified foreign land is frequently adopted in the context of violent rapes.*'
That it is employed in the opening may well look forward incorrectly to a violent abduction
of Europa later.” Because Moschus hides this false allusion within some true foreshadowing
(i.e. that a foreign land will receive Europa), he seems to give it some credibility and as a
result he deceives the reader.

There are many more examples of real foreshadowing in the opening. For example,
the theme of love is a predominant motif in this tale as indicated by the reference to Cypris,
the goddess of love at 2.1. Another important theme which is foreshadowed early is
deception. The dream itselfis an illusion and so too are the women in the dream — each land

takes on a woman's appearance. Certain words highlight the deceptive nature of the piece.

“ HOPKINSON (1988), 200, merely notes the false a/7/ov but does not discuss
it. CAMPBELL, 21-25, addresses the dream at length pointing out its significance to the
Europa myth as well as Europa's reaction to it. He fails, however, to comment on why it
is not addressed later in the poem.

* CAMPBELL, 24. The authors of LSJ9 (s.v. maAdun 2) suggests that the
maAdun is used in deeds of violence. The noun does not specify rape.

“2 However, a reader familiar with the non-violent nature of the myth (in no
surviving version of the myth does Zeus ever clearly injure Europa) may not be tricked by
this incorrect use of foreshadowing.
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"Ovepov (i.e. 'visions' that are not real) is used five times (2.1,2.5,2.17,2.23 and 2.27) in
the opening and each time Moschus places it as the last word of a line to make it stand out.
Other words which anticipate the motif of deception are gurjv and popgrjv at lines 2.9 and
2.10, respectively. Each word hints at the change of form by Zeus' transformation at 2.791f.
The two themes are significant as both imply that the mood of the story will be a happy one.
The promise of love quite naturally lightens the tone, but so too does the use of deception
because it is not only directed at Europa, but also at the reader who is assuredly in for a tease.

Moschus employs some words which occur later. At 2.4 the poet describes the sleep
as AvoiueAnc (limb-loosening) which foreshadows the loosening of Europa's ui7onv
(2.164) by Zeus. TTapbBevog at 2.7 points to Europa's innocence, virginity, and naivety which
are highlighted later in the function VULNERABILITY.*® The noun 7dfoc (2.25) which
Europa uses to describe her feelings for the personified land looks forward to Zeus' desire
for her (2.741f.) — at line 2.157, Zeus even tells Europa that it was 7d6o¢ for her that led him
to abduct her. Similarly, the verb 7/x 7w used at line 2.12 by the personified land of Europa's
native country hints at Europa's pregnancy and childbirth in line 2.166. Although it is a bit

overstated,* I agree with Campbell's argument that the dream and, particularly, Europa's

* The term is picked up again at lines 2.20, 2.41, 2.73, 2.78 and 2.154.

“ CAMPBELL, 24f. To suggest that Europa heads for the meadow to engage in
the provocative activity of flower-picking (i.e. her desire sends her to the scene of the
abduction), that she wants to be dominated, wants to accept and even desires her fate
overlooks her initial fear of and eagerness to rid herself of the dream by heading for the
meadow (a simpler and more rational interpretation for why she goes to the meadow, one
which helps to explain Cypris' enigmatic role in this version of the myth).
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reaction to it foreshadows the heroine's reaction to her abduction. Phrases like oux
déxovoav (2.14) and Jg p’ Edafe kpadinv keivne méBoc (2.25) illustrate Europa's
arousal by the personified foreign land. Her curiosity (and naivety) plays a key role in
motivating her to climb on the bull later. Moreover, the questions (2.21ff.) which she asks
about the dream and the fear she feels likewise anticipate the questions (2.135ff.) she will
pose and fear she has once she is carried away by the disguised Zeus.

Through this section, l have commented on the opening's mood, a key element of the
beginning used to indicate what kind of a story the author has chosen to create. To that
discussion more thoughts can be added. For instance, Moschus creates a calm atmosphere
with his lengthy description of the night (2.2f.). The sleep is limb-relaxing and sweeter than
honey, expressions which build a pleasurable mood, and the verb mowuaiverar with its
pastoral connotation furthers the relaxing atmosphere.* By misleading the reader (acommon
feature of openings) by way of the aetiological allusion, and the fact that the opening lines
are full of dactyls which keep the pace light, Moschus keeps the mood cheerful.

The tone of the story does change, however, when a trembling Europa jumps out of
her bed at 2.16 and expresses her fear over the dream at lines 2.21ff. Some tension is created
when she repeatedly asks questions about the significance of the dream (2.21-24). The first
question is quickly said in a line comprising mostly dactyls, perhaps indicating the

breathlessness she feels as aresult of her fear (note also the dactylic lines (2.17-19) preceding

* L8J9 s.v. mowuaivw 1. HOPKINSON (1988), 203 and CAMPBELL, 31, agree
that the verb is an apt choice considering the many references to bulls/ cows in this story.
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these verses which may highlight her fear). Immediately, the reader is mindful of the fact
that Furopa is abducted and raped in the myth, and so here the story takes on ominous
overtones. She tries td dismiss the disturbing dream and distract herself by going with her
friends to the meadow.

Just as Moschus is quick to imply a darker atmosphere with Europa's reactions, so
too is he quick to dispel the bleak mood with her final actions before the opening closes,
illustrating once more how the poet likes to tease the reader. At lines 2.30ff., the reader gets
a glimpse of Europa with her handmaidens as they head for the shore where they have danced
(2.30), washed themselves (2.31) and picked flowers (2.32) before. It is with these
favourable thoughts that the reader leaves the opening of the poem,; the tone is significantly
lighter than it had been just moments ago, but it is one which Moschus is going to carry over
through the remainder of the piece.

Moschus dwells on his opening, a technique often used to emphasise the beginning
of a story. Out of 166 lines of the poem, 32 lines are devoted to the opening of the poem
(approximately 1/5), and while this number may not seem substantial, the content within
them is significant. That the initial lines are a part of the first function of the narrative
(PREPARATIONS) heightens the relevance of the opening, pushes the narrative forward and
makes the rape possible; indeed, it is an integral element of the story. In this opening the

poet centres on the protagonist*® and this intensive focus is made clear because of the point

% By characterising her in greater detail than either Cypris and Zeus, by
mentioning her first, etc.
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at which Moschus chooses to begin his tale. By starting where the first hint of significant
action in this whole rape episode takes place, he signals to the reader the character upon
whom his version will concentrate, the heroine Europa.

Closure*’

Just as the opening of a poem bears directly on the plot, so too does the conclusion
at2.162-66.* Through the course of the conclusion, the prophecy which Zeus indicated only
moments ago (2.154ff.) bears fruition; the two protagonists reach Crete, Zeus changes back
into a god and bromptly rapes the heroine. A lasting impression is made in the final line of
the poem where the reader learns that Europa gives birth to children and becomes a mother.
The Debate

As early as the beginning of the 19" century, questions arose about the authenticity
of the concluding two lines, 2.165f,:*

1} O¢ mdpog kodpn Znvog yEveT™ autika vdugn,
kai Kpovidy 1éxe 1éxva kal adtixa yivero urjrnp.

Four objections to the verses' legitimacy have been raised over the years: 1) Wilamowitz
rejected the second half of line 2.166 (2.166b) believing that the poem concluded with the

naming of Europa's children and with reference to the a/7/ov of Europe; 2) another argued

*7 For useful discussion of closure see especially, ROBERTS-DUNN-FOWLER
(1997), SMITH, TORGOVNICH, FOWLER (2000b) , LOWE and BONHEIM.

“® The poem's close is clearly marked — line 2.162 is the start of the fulfilment of
Zeus' prophecy which was given to soothe Europa in the lines before the close.

¥ GOW and GALLAVOTTI believe that the text is legitimate.
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that the lines were lacking in style, with their repeated use of aU7ika at lines 2.165 and
2.166, and with the illogical doTepov mpdTepov inline 2.166, and concluded that the verses
could not possibly have been written by Moschus; 3) some critics thought that yéver’
avtika....altixa yivero was unlikely; and finally 4) still others argued that the ending as
it appeared was too abrupt. An examination of these scholarly objections will demonstrate
that many of these arguments are considerably flawed, and, more importantly, that the two
lines in question (verses 2.165f.) are sound and original.

Wilamowitz was one of the first to argue that 2.166 was corrupt,” suggesting "daf
der zweiter Vers Unsinn enthilt, liegt auf der Hand, dreifachen Unsinn" and that the second
half of the line (2.166b) ought to be disregarded (xai aUtixa yiveTo pritnp).” He did not
provide a reason for his rejection of 2.166b; instead, he replaced it with a gap and by
conjecture he supplied what presumably he believed was a more appropriate ending.
Because Zeus proclaimed that Europa's sons would be future kings of men at lines 2.160f,,
Wilamowitz argued that the conclusion of the poem ought to contain the names of the
famous children. He also felt that since there was a reference to the naming of the continent
after Europa in the opening of the piece (2.8ff.), then the conclusion should contain a similar

reference. In 1960, Biihler wrote a comprehensive commentary on the Europa, in which he

3% Following WILAMOWITZ (1906), PASQUALIL 287, dismissed all of 2.166.

>! Even though it appears in manuscripts F, M and S, a fact of which
WILAMOWITZ is fully cognizant — see WILAMOWITZ (1906), 100.
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investigated the charges of corruption in lines 2.165f., and argued in favour of a sound text.”®
Unconvinced by Wilamowitz's claims Biihler points out quite correctly that there was no
need to indicate who the sons born to Europa were, as this fact was already well established
in the mythographic tradition. Similarly, because the naming of the continent was only
indirectly alluded to in the dream, Biihler astutely writes that it was not necessary to mention
it at the poem's end.”

In recent years, Wilamowitz' objection has been rightly dismissed. Campbell believes
that although the lines are problematic, they are sound. He states that Zeus shows little
interest in the children, so one does not anticipate the children playing a significant role at
the poem's end, and claims that the a/7iov (about Europe) never held much appeal for
Moschus, who mentioned it briefly in the opening.>

To pick up Biihler's point, namely that there was no need for Moschus to write who
the children were, I think that the same is true of the a/7iov, that perhaps the poet felt no
compulsion to mention that the continent will eventually get its name from Europa. This fact

was well-known in antiquity.”® But there is, I believe, another more appealing reason for the

52 BUHLER (1960), 201ff.

3 A notion shared by the earlier critic MAAS, 311.

** CAMPBELL, 129.

 Hdt. Hist. 4.45 and other 5" century works derive Europe from Europa. See the
scholion on Eust. ad Dion.Peri. 270, the scholion on Lycoph. Alex. 1283, and particularly
the scholion on Eur. RAes. 29.
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aitiov's exclusion at the end — the reader expects the a/7iov to be there, since it has not
been addressed fully (or even at all) in the body of the poem. Wilamowitz himself fell into
this trap and hence proceeded with little or no justification to delete verse 2.166. Moschus
withholds what is expected (the a/7/0v) and thereby teases the reader one last time. So I
disagree with Campbell that the a/7/ov never held much interest for Moschus; on the
contrary, it held great appeal for him — it is the final laugh.

Some scholars have based their objections of the ending on stylistic grounds, namely
that the lines were stylistically poor in quality. In 1920, Maas suggested that lines 2.165f.
were suspect. Indefensibly, he deleted both verses from the poem on the grounds that they
were "stilistisch unmdglich" and concluded the poem at 2.164 where a full stop was
present.’® To Maas' suggestion that line 2.165 be deleted, however, Biihler argued that
stylistic grounds were unacceptable, stating that "der Vers is vielleicht nicht besonders gut,
er ist u.(nter) U.(mstinden) auch entbehrlich, aber das allein berechtigt noch nicht
Athetese".”” He perceptively adds that the willingness to reject line 2.165 is due to the
suspicions held by critics about the purity of line 2.166.

Biihler was the first to express specifically what the stylistic arguments were.”®

¥ MAAS, 311. VALCKENAER, 359, claimed line 2.166 was unworthy of the
poet (conditore indignus), and deleted it from the text on this basis.

7 BUHLER (1960), 202.

5% Both WILAMOWITZ and MAAS did not indicate their reasons for rejecting the
lines (aside from personal dislike of them). BUHLER states what the problems are and
we must assume that these are the reasons for why the critics deleted the lines.
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According to him, one problem was how to justify the use of adrika twice with two
different meanings: "at once" (with a present sense) in line 2.165 and "presently" (with a
slightly future sense) in line 2.166.”° There was no question that adrika was employed at
line 2.165 to indicate that Europa became the "wife" of Zeus at the same time that he raped
her, but scholars argue that it cannot have the same meaning at line 2.166 — as Biihler notes,
there are no parallels in literature for a woman giving birth as soon as intercourse is
complete. Moreover, adrika used as "at once" at line 2.166 would also imply that Europa
gave birth to either twins (Minos and Rhadmanthus) or triplets (Minos, Rhadamathus and
Sarpedon);*® however, there are no references in the surviving literature before Moschus
which suggest that Europa bore either twins or triplets.®' AdJ7ika cannot mean "at once” in
2.166b if we are to accept 2.166a. Biihler does offer an alternate meaning for ad7ika in
2.166 which he borrows from Meineke, i.e. "immediately/ presently” (with a future sense),

citing examples in which this meaning is implied.** Using this different sense of aUrixa

9 LSJ9 s.v. altixa 1 and 3, respectively.

5 A fact which WILAMOWITZ (1906), 100, loosely points out. The idea behind
this notion is that 7é€xva appears in 2.166 which suggests that if ad7ixa means "at once",
then more than one child had to have been born "at once".

6t BUHLER (1960), 202, provides the sole reference to Europa's birth of twins
(Nonn., D. 1.352); however, he recognises that the poet is a later writer (5™ century
A.CEE).

2 MEINEKE argued aU7ika was like the German "alsbald"; see BUHLER
(1960), 202.
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does clear up the confusion in line 2.166 ("and presently she became a mother");* sadly,
Biihler can find no examples in which aUTixais used twice with each use having a different
meaning; he suggests rather that the Greeks would have chosen two different words to
indicate the two meanings.*

In his recent commentary on the Europa, Hopkinson translates adrika at line 2.166
as "presently".® Campbell, on the other hand, rejects this notion, opting rather to translate
the adverb in both 2.165 and 2.166 as "directly". In the final pages of his commentary, he
writes that "Crete will receive her [Europa] imminently; there her ‘wedding' will take place...;
and by him [Zeus] she will bear sons (no sign of 'as the years went by’ [as e.g. Scutum 87]
or even 'inside a year' [cf. Alcaeus PLF 42.12f....] or 'in the tenth month' [e.g. Herm. 11,
Bacch. 1.125f]), all of whom will be sovereigns (i.e. a single act of impregnation will
produce them all)", and later he states "Europa became the bride of Zeus there and then: 'and
to Cronides she was the bearer of children, and there and then she was being turned into a
mother'. [2.]165 describes the consummation of the marriage, [2.]166 emphatically states its
consequence: Europa became a bride there and then, and a mother there and then, but the
bearing of children, /iteral motherhood, still lies in the future".®® Campbell's statements are

confusing and contradictory. What he seems to imply in his first statement is that Europa

3 HOPKINSON (1988), 214 but CAMPBELL, 129f.
¢ BUHLER (1960), 202f.

5 HOPKINSON (1988), 214f.

5 CAMPBELL, 129-30.
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conceived and gave birth at the moment of intercourse, but in his second statement, he
contradicts himself by suggesting that she does not literally give birth until much later. He
can offer no parallel for the extraordinary notion of birth at the moment of intercourse. What
is more, I do not understand why he offers examples in which time is specifically indicated
only to conclude that in the absence of temporal indicators (e.g. "in the tenth month") in
Moschus' ending the conception and birth may have occurred simultaneously. Moreover, his
loose paraphrases do not show how he takes adTiKg, (is it used with a present sense (i.e. at
once) or a future sense (i.e. presently) in each line?) because the two renderings that he
suggests are not consistent in their use of ad7ika. But, Campbell's case is weak for another
reason. He provides no parallels for the use of 7/k7w as "be the bearer of children" which
would make his position stronger (and nor can I find any use of the verb with this sense).
To acertain extent both Biihler and Hopkinson are correct in their belief that adtika
could have one meaning in verse 2.165 ("at once" with a present sense) and a different
meaning ("presently” with a future sense) in last line of the poem. But where their arguments
fall apart is that Hopkinson does not offer any parallels for the repeated use of a word with
two different senses and Biihler, not being able to find any similar instances, chooses to give
up on this idea and suggests instead that the Greeks would have preferred a different word
in verse 2.166. But this is not the case. In fact, Aristotle, citing specifically Isocrates,

comments on the effective word play of authors who employ one word twice, each time with
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a different meaning intended.®’ Isocrates employs doyfto mean "beginning” in one line but
"dominion" in the next.®® Similarly, although much later, Ovid uses the term /umen to mean
"light" but lumina (the plural of lumen) to mean "eyes" in the same line. He even juxtaposes
the words (lumina lumen) perhaps to emphasise his creative use of the term.” Aristotle
further states that such plays on words exemplify the wittiness of an author. So, the
rhetorical device was well-established by Moschus' time and (according to Aristotle)
Moschus' use of adrikawould illustrate his cleverness which is entirely in keeping with his
poetry. It is more than reasonable to conclude that ad7ika at line 2.165 means "at once"
whereas in verse 2.166 it means "presently".

The second problem from a stylistic point of view is the supposed Joregpov
mpdTepov in line 2.166 whereby Europa gives birth to sons and becomes a mother. While

the order is suspect to some critics,”® Biihler notes that several poets prior to Moschus

67 Arist. Rhet. 1412b. According to WILLS, 4691., ancient rhetoricians referred to
the technique of repetition with a change in meaning by many names including dtagopd,
avTiueTdbeots, distinctio and traductio. WILLS provides several examples of the
technique, noting that its use is not restricted to any author.

8 Isoc. Ep. 8.101: &/ gpain 707 Trjv doynjv/ adroig yeyeviobar T@v
ouuopdv, OTe Tijv dpxnjv Ti¢ / 8cddrrne mapeAdufavov. See also Ep. 3.28, Ep.
4.119 and Ep. 5.61. Both usages of dpoyrf are noted in LSJ9 s.v. doyrf 1.1a and I1.2,
respectively.

% Ov. Met. 1.720f.: Arge, iaces, quodque in tot lumina lumen habebas, /
exstinctum est, centumque oculos nox occupat una.

0 Although neither WILAMOWITZ nor MAAS claimed that the order of the line
was one of the reasons for rejecting verse 2.166, BUHLER's discussion implies that it
may have been. HOPKINSON (1988), 214, clearly indicates that the dorgoov mpdrepov
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characterised the changing role of a heroine from "Jungfrau — Frau — Mutter".”" In fact, the
formula of virgin/wife/mother was so common that it became a topos of literature. That
Europa is portrayed in 2.165 as first a kodpr and then a viugn, and finally as a urjrrp in the
whole course of line 2.166 is not unusual. Europa's role as p7j7rp is significant as it brings
to fulfilment what was mentioned at line 2.7 (that at the beginning of the poem she was €71
map@évoc).” Biihler thus concludes his argument by stating that lines 2.165f. must be the
proper close of the poem as it is only with these lines that the piece comes together.”
Hopkinson, likewise, adds that the doTgpov mpdTepov is not much harsher than the one
appearing in line 2.164 where the sequence of events is also in reverse order — Zeus rapes
Europa and then the Hours prepare the marriage bed.™

Biihler is discerning in his evaluation of Europa's changing role. What furthers this
notion is the fact that the poem begins with Fdowmy (while she is a virgin) and concludes
with urjTnp (her new role); thus the poem comes full circle with respect to Europa's status.
Where I differ from Biihler and Hopkinson is in not viewing verse 2.166 as a Jorepov

mpdTepov—there is no reason to accept it as such. Isee this line more as Moschus repeating

was one of the reasons for rejecting line 2.166 (he does fail to state by whom).
7' B.g. BUHLER (1960), 203, records Theocr. 27.65f. and later Ov. Met. 6.711f.
™ A fact which CAMPBELL, 129, likewise recognises.
3 BUHLER (1960), 203f.
" HOPKINSON (1988), 215.
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himself much in the manner of Homer, who often writes the same thing twice in one line,
especially at the opening and closings of paragraphs.” In other words, the two events in line
2.166 are simultaneous. Ifthis is what Moschus is doing, then the line can be translated "and
presently to Cronides she bore children and became a mother"; that is, she became a mother
as a result of bearing the children. Both events occur at the same time in the future. With
regard to the problems indicated by critics about the style of the poem's last two lines, [ argue
that if we allow for the skilful and playful manner in which the Alexandrian poets wrote, and
re-examine the ending of Moschus' poem, one can see that lines 2.165f. are in keeping with
the poetry of the time. They are not "unbearable" nor are they "stylistically impossible", but
lines exemplifying the writing of an amusing yet very adept poet.

Hopkinson has noted other problems bringing us to the third and fourth arguments
raised by critics’ against the legitimacy of the text. The third problem is that ad7ika yiveTo
in 2.166 may seem to be cobbled together from y£ver’ adrika at verse 2.165. Hopkinson
rightly defends these lines stating that "M.[oschus] may havé considered the variation of
tense and word-order [chiasmus] between yéver” altixa and alrika yiveTo particularly
elegant". Moreover, in his attempt to prove that the last line is sound, he adds that the play

on words between aUtixa and 7€ke in 2.166 reinforces the swiftness of Europa becoming

™ For example, dmauetfoucvoc moooépn in Hom. II. 1.130, 1.215; Arot
"A@nvain dxéwv 1 oUSe i elme at Il. 4.22 and 8.459 and variations of this phrase at /1.
1.511f. and Od. 20.182f.; ij AdBsT ’ 1f ok évonoev at Il. 9.537 or variations of this
phrase at Od. 16.160.

76 Unfortunately, HOPKINSON fails to indicate which critics.
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amother.”” Iwould also add that the play on words extends to 7€k va (a derivative of 7ikTw
in the same line. Furthermore, if one accepts that aUTikais used in each line with a different
sense, then it is more than likely that the lines are not cobbled together but made to look like
they are in order to startle the reader and so fool him once more.

The final criticism of the ending is that it is abrupt (and presumably such critics
believe that there must be more to the conclusion than exists). Hopkinson offers a
convincing defence for the close's brevity when he writes "the epyllion specialized in surprise
and disproportion...immediacy, suddenness and lack of delay are a mark of the divine...and
M.[oschus] may be attempting somewhat heavy-handedly to stress this aspect...".”®

I do agree that the poem has a sudden close but it seems to me that it is deliberate.
Because of the quick conclusion, the ending certainly rivets one's attention, making it fairly
memorable. In addition, it also contrasts markedly with the leisurely atmosphere stressed
throughout the piece, a contrast which adds not only some variety but surprise too. It is not
at all shocking that there is a swift closing to the poem — after Europa gives birth to her
children, she no longer figures in the story.” So, Moschus concludes his version at an apt
moment in the myth, closing at the time when the role of the heroine comes to an end.

The teasing manner in which Moschus ends the poem is also connected with this

"THOPKINSON (1988), 214f.
® HOPKINSON (1988), 214f.

 The myth continues with the search for Europa by her brothers; however, the
individual searches deal more with the men's adventures rather than on the search.
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suddenness. With regard to the airiov, if one accepts that Moschus intended to mislead
the reader so as to add some humour to the tale, then there is no need to recall the a/riov
at the close of the story. In a similar fashion Moschus almost cheats the reader out of the
rape. For all the build-up to the rape, it is brief. True to Zeus' character, he is quick to rape
Europa, doing so in half a line (2.164), showing perhaps his concern over Hera finding out,
his irresistible power as a god, his impatience, and his excitement over the long-awaited
coupling. Zeus' portrayal here thus adds an element of humour. But it may simply be that
Moschus is teasing the reader by denying him the coup-de-grace. The ending of the poem
is clearly abrupt, but not because lines are missing, but because Moschus meant it to be so.
Effectiveness of the Ending

The poem's conclusion at line 2.166 is actually an effective close to the Europa.
Although abrupt, the ending of the poem does provide the reader with a sense of closure to
the story. In addition to Campbell's remarks on a natural close present in the ending, namely
that line 2.165 looks back to &7t map8&vog (2.7) in the opening and urfTnpe (2.166) recalls
the foreign personified land whom held Europa like she was her child (2.26),* one notes that
other closing motifs occur in the Europa to further the idea of a natural end. These motifs
include the end of Zeus' seduction and rape adventure (2.164), the end of Europa's virginity
(2.164), the end of Zeus' disguise (2.163), and the journey's end (2.163). Moreover, the story

reaches its logical end in that the rape takes place and the children are born. As well, the

% CAMPBELL, 129.
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fulfilment of Zeus' prophecy in these lines suggests a natural close.?’ The ending in many
ways is a mirror of the prophetic lines and should perhaps be examined (although not
entirely) in terms of how it fulfils Zeus' revelations. The conclusion shares some common
elements with the prophetic speech, but it also contains some features which are unique.
Both have references to the disguise of Zeus (2.155f. and 2.163), Crete (2.158 and 2.163),
the rape (2.159 and 2.164) and the children born from the union (2.160f. and 2.166), and the
similarities are presented in the same order suggesting that the prophecy came true exactly
as it was made. As well, there is some verbal repetition with“(2¢ ¢dro (2.153 and 2.162),
Kpritn (2.158 and 2.163), vuugriia/ viugn (2.15‘9 and 2.165) and Zeug (2.155,2.163 and
2.165).% Zeus predicted three things: that Crete would receive Europa, that she would
become his wife and that she would bear him sons. The conclusion fulfills all three
predictions, suggesting that the story has ended.

The themes which figured so prominently in the opening are featured in the closing,
creating a ring-structure which also gives a sense of closure. There is a reminder of

deception (originally introduced with the a/riov at line 2.8ff.) when Zeus transforms

81 The prophecy was predicted in lines 158fF.

82 There are intriguing differences too which indicate that Moschus is not simply
repeating Zeus' revelation but really providing the reader with something new in the
close. 1) there is direct speech in the revelation but not in the conclusion; 2) the stress,
earlier on Zeus, is now properly on Europa, the chief character of this story; 3) unlike the
prophecy, which is only a part of a single major event (CALMING), the conclusion
contains 3 functions (ARRIVAL (4), RAPE and PREGNANCY); and 4) the revelation
scene concentrates on soothing the girl but the closing is action-packed (and full of
dactyls), but not gripping or intense because the reader now knows what will take place.
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himself from the bull back into his normal form (2.163). At lines 2.164f., the theme of love
(first intimated by the presence of Cypris at line 1) is alluded to in the "marriage” of Europa
and Zeus. Cypris, who is introduced in the first line of the poem is indirectly hinted at in the
ending when Moschus writes that the “(Joa: &vruov the marriage bed for Europa (2.164).%
The verb 7/xTw which is mentioned at line 12 is picked up at the end in line 2.166. As well,
places other than mainland Greece (i.e. Europe and Asia) are alluded to in the introduction
of the poem (2.9ff.) and in the conclusion of it (Crete at 2.163). Notably, the tale begins and
ends with Europa, indicating again that the focus is on the heroine.

There are also contrasts between the opening and ending, which also contribute to a
sense of closure. At the beginning Europa is the daughter of Phoenix (2.7), but by the end
she is a mother of children (2.160f. and 2.166). Similarly, the role of Europa as map0évog
at 2.8 is recalled by her new role as vuugn at 2.165 (and even this role is soon modified to
u1itnp). These differences are significant and change the status of Europa — she has reached
the peak of womanhood here, so it is appropriate that the poem close here.** In the opening
of the story Europa speaks but at the end of the poem she is voiceless. The reader may
interpret Europa's silence as acquiescence and thus a reasonable resolution to the story.

What furthers the hypothesis that the poem concludes at 166 is the stylishness with

8 The"(Qpat are Cypris' companions (e.g. Ar. Pax 456 and Hymn Hom. Ven. 5ff).

8 Note also that the poem begins with FJowrrp and ends with urfTnp, which
further highlights the importance of her role as a mother at the close of line 2.166.

80



which Moschus ends and the impact of such a conclusion.*® Moschus wants the reader to
remember the Europa, so he ends with a stylistic flourish at lines 2.162-166. Line 2.162,
for instance, is full of dactyls, which create a fast pace, and may hint at how quickly the
prophecy which Zeus predicted is fulfilled. The sound in this line is equally noticeable —
there is repetition of the letters ¢ and 7and there are many short vowel sounds (@ and €), both
of which add to the sense of urgency in the line. Finally, line 162 illustrates balance with the
phrase ""(% ¢dro...Ta ¢cdro". There is also considerable use of juxtaposition within these
lines. KprjTnbeside ZeJs at verse 2.163 recalls the close association between Zeus and the
place where he was raised. Similarly, there is purpose in juxtaposing xodpn and Znvog
in line 2.165 as it reminds the reader how the rape physically brought the two together.
Repetition is clearly observed in the word ¢dto at 2.162 (used twice) and the name of the
god at 2.163 (Zeug) and 2.165 (Znvog). The repetition of adrika and the verb yiyvouat
(2.165f.) in a chiastic arrangement are rather difficult to ignore, and so too is the emphatic

placement of yi/veTo uriTnp at the end 0f 2.166.* Moschus also seems to play with the first

% On stylishness as an effective means of ending a poem see especially
MURGATROYD (2000), 86.

% This phrase and its position is reminiscent of Homer's formulaic phrase yei/varo
uritne, and one may assume that Moschus here plays with this slightly different meaning.
CAMPBELL, 131, cites /1. 1.280 as an example, but there are far more examples in
Homer which reinforces the idea that there is a definite play of words in 166b (i.e. /1.
3.238, 5.896, 6.24, 13.777, 19.293 and 21.109). This deliberate play on words may offer
some credence to the notion that line 166 belongs to the original poem; it would be
typical for a poet of the Hellenistic period to recall Homer in his poetry, but change the
Homeric reference slightly and thereby make it his own.
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half of verse 1.166 where he writes 7éxe 1éxva...altixa. Téxeis derived from 7ikTw, the
root of which is 7tx and its presence in aUtika is perhaps intentional.®” The alliteration of
kand 7and the many occurrences of these letters in line 2.166 is quite noticeable. The fast
pace brought out by the short staccato vowels in verse 2.166 heightens the quickness in
which Europa becomes a mother. What is more, the change of status to wife (2.165) and
mother (2.166) are stressed by the noticeable position of vijugn and urjTnp at the end of their
lines. Most conspicuous is the change at 2.165 where both xodpn and vdugn appear with
Znvac, the cause of the change, situated pointedly between the two. Similarly, in 2.166, the
réxvaare placed between Kpovidn and urfTnp, hinting at the obvious bond created between
the god and the heroine by the children's birth. In these last lines, Moschus pulls out all the

stops. If this is not the ending, one is hard-pressed to explain why Moschus chooses to be

so flashy here.

Stealth, Deception, Humour and Gullibility in Moschus’ Characters

In the Europa there are both primary and secondary characters. The Tritons, Nereids,
and Poseidon etc. play minor roles, are not described in detail and have no effect on the plot,
and as such are auxiliary characters. In contrast, the characters of Cypris, Zeus and Europa
are developed more extensively through speech, description and action, and all three play an

important function in moving the plot forward; thus, I shall examine how Moschus

characterises each of them.

¥ The word-play was also noted by HOPKINSON (1988), 215.
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The poet does not dwell on his characterisation of the major characters, choosing
instead to highlight one or two traits in each character, for a variety of reasons. For one
thing, exploring the characters at length is difficult because the poem is 166 lines long. In
addition, the poet has chosen to narrate the entire story, so he is restricted in the number of
lines he can devote to any one thing. Moreover, Cypris, Zeus and Europa function as
narrative devices to advance the plot, and so Moschus avoids lingering on aspects like
characterisation which do not further the plot. Finally, a major function of the characters is
to inject humour, and the poem is more concerned with this aspect than with an exploration
of the characters' psyches.

Cypris

Although having a small role, Cypris has a vital function in the Europa, setting in
motion Europa's rape.®® Cypris' manipulative ways are introduced at 2.1f. when she sends
to Europa the yAukuv yet disturbing dream which frightens Europa, who, in turn, escapes
to the meadow. Once the girl is at the shore, Zeus' succumbs to the sly goddess whose love-
arrows, described as dvwioroiotv (2.75), are used to overpower him. Cypris is a powerful
goddess who alone can subdue the king of gods.® Not once but twice Moschus signals

Cypris' influence over Zeus (2.75f.).

8 Aphrodite sends the dream to Europa and shoots Zeus with love-inducing
arrows. MERRIAWM, 57, acknowledges Cypris' role as architect of this love affair.

¥ Moschus ignores Eros' ability to subdue Zeus perhaps to reinforce the idea of
Cypris' singular role in this match-making scenario.
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After line 2.76, Moschus does not mention Cypris again, illustrating once more how
powerful the goddess is (i.e. once she completes her tasks, she leaves). Moreover, as a
meddling provocateur, Cypris works stealthily.”® In addition, Cypris' actions point to the
mystery which surrounds her as it does all gods. The reader does not understand why the
goddess sends the dream, she just does, leaving the reader baffled.

For all the intrigue surrounding her role, Cypris plays a familiar role, one readily
recognisable to the reader.”’ As the laughter-loving goddess,’” she is making sport out of
Zeus who, to the reader, is demeaned by his transformation into a bull. Zeus is further
humiliated in the eyes of the reader by all his subsequent antics in his attempt to rape Europa.
Zeus

Moschus portrays Zeus as a love-sick, clever suitor, and as a figure of fun. While
Zeus is alluded to in Europa's dream (2.15) and described briefly in the ekphrasis (2.50ff.),
he is not introduced until line 2.74 and does not approach the girls before line 89. By
delaying the god's appearance Moschus builds up anticipation of Zeus' arrival.

Words and phrases reveal much about the god's character. For instance, Zeus is

depicted as lustful and vulnerable when Cypris' arrows strike him (2.79ff.). His loss of

% Even with the dream's erotic overtones, Europa is oblivious of the sender (2.21).

°! Aphrodite plays a vital function in making Medea fall in love with Jason (A.R.
3.25ff.) and she cruelly makes sport of Hippolytus in Euripides' Hipp. 1ff.

2 Homeric examples of ¢tAouetdrnc "AgpodiTn: I. 3.424, 5.375 and 14.211,
The epithet appears with Aphrodite's name in a variety of contexts in the Iliad, some of
which demonstrate her manipulative side (3.424 and 14.211).
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dignity is particularly highlighted by his desire to avoid his wife's wrath. His cunning 1s
evident too —in disguise he will approach Europa and cleverly execute his plan to seduce her.

Zeus is attractive. Once transformed into a bull, he is described as handsome with
a yellow hide (2.84), a silver spot in the middle of his forehead (2.85), two perfectly crescent
horns (2.87f.), eyes which sparkle with his desire (2.86), and he smells good too (91f.). As
a suitor, he knows that with bovine good looks he can attract and not frighten a woman.

During his encounter with Europa Zeus' excitement is evident as are his seductive
skills. He licks her neck, enchants her (2.94), and moos amusingly (2.96ff.) — a special,
sweet moo for the king of the gods. His lust continues unabated when he offers Europa his
back (2.99f.) and as soon as she accepts (2.108), he immediately heads for the sea (2.110).
Words like dvemrjdaro (2.109), dordéag (2.110) and wkdg (2.110) point to the speed with
which the bull travels.”” That he acts so quickly and craftily stresses how rash and
undignified the god has become and makes him an object of much fun. Again Zeus' ability
as a crafty suitor is seen in Europa's appeal to her friends. At lines 2.104f. she insists that the
bull is £vnric, mpnus and peidiyoc with a mind like that of a man suggesting that the god
has effectively portrayed himself as a docile creature.

Zeus' tender side is indicated towards the end of the poem, showing that he is not a
brutal rapist, but an eager and even considerate lover. So, his concern is evident when he

tells Europa not to fear (2.154) and explains who he is. In revealing his identity, Zeus may

% Also, the rapid rhythm of these lines reinforces the idea of the god's fervour.

85



hope to reassure the girl, but he may also hope to explain how a bull was able to travel on the
water.”® The god expresses his thoughtfulness further by telling Europa the future; that is, that
she will arrive at Crete and bear famous children (he conveniently omits the rape).

Zeus also tries to flatter and impress Europa, perhaps to make her a willing partner.
So, he says who he is in a grand statement which perhaps is meant to flatter the girl (i.e. a
king of gods is attracted to you), but by revealing himself Zeus also makes sure that Poseidon
does not get the credit for Europa's abduction (at line 149ff. Europa appeals to Poseidon who,
she believes may be the cause of it). In addition, he insists that desire for Europa forced him
to act as he has (2.155ff.). That Zeus tries to convince Europa to be a willing partner is
amusing — her permission is unnecessary. The god's lust is also evident. Once on Crete Zeus
quickly changes back into his divine form and rapes Europa. Here, the coup-de-grace is
handled briskly, which points to the god's lack of control but also amounts to a final tease.
The reader expects the rape to be the focal point of the story and it has been built up even
right to the very end. But in the end, the rape itself is mentioned only briefly and vaguely.
Europa

Over the years many scholars have rightly claimed that Europa's character is

reminiscent of both Homer's Nausicaa and Apollonius' Medea, placing her characterisation

% And even talks as he is now doing. The one image of a bull on water was
strange, but now one that talks creates additional humour.
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in the middle of the two.”* Many scholars (to varying degrees) have viewed her as a sexually
aggressive individual who willingly participates in her abduction and subsequent rape. 1
disagree with this conclusion, and, because it is now firmly entrenched, I will address below
these scholars' arguments®® and then offer my own interpretation of Europa's characterisation.
In their attempts to see Europa as a sexually aggressive person, both Schmiel and
Campbell maintain that Europa has some characteristics which more closely resemble those
of Medea” than those of Nausicaa, and some traits which are quite different from those of
both heroines, and that Europa is a willing victim. Schmiel argues that Nausicaa would not
have an affair, whereas Medea succumbs fully (p. 267). Europa, he erroneously believes,
recognises the desire (2.25) inspired in her by the dream after some initial fright. Campbell,
asserting that in being raped Europa gets what she wants (p. 10), insists that the dream is a
sign of Europa's psychological readiness to submit to violence and her desire to be dominated
(p. 24£.),”® and that her misinterpretation of the dream, namely that the continent opposite

Asia in its female form looked upon her like a child, is due to the arousal of her sexual

% Moschus' use of these models is discussed by BUHLER (1960), MERRIAM,
CAMPBELL, SCHMIEL, GUTZWILLER, WEBSTER and RAMINELLA.

% I examine in depth SCHMIEL's (266ff.) and CAMPBELL's (7ff.) cases alone
because their arguments encompass all previous scholars' opinions.

7 Verbal links between the Argonautica and Moschus' poem demonstrate the
similarities between Apollonius' and Moschus' heroines; for instance compare A.R. 3.809
with Moschus 2.146 and A R. 3.633 with Moschus 2.16f.

% CAMPBELL insists (p. 24) that it was the foreign "woman's declaration...to the
effect that it was preordained by Zeus that she should be a y£oag...that draws her to the
prospect of violent abduction".
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appetites (p. 7).

This interpretation is unconvincing. The dream neither awakens desire in Europa nor
prepares her for a violent sexual encounter. A violent rape is not a part of the myth's
tradition, and when Moschus describes the rape, the description is brief, vague, but certainly
not overtly violent.”” Furthermore, I find it hard to accept the comments about Europa's
psychological state — what they offer is pure speculation. It is possible that what Europa
reveals in her speech is a part of the dream that occurred but was not described earlier.

Europa's reaction demonstrates that she is genuinely frightened by the dream;'® she
leaps from her bed (2.16), she is described as deipaivovoa (2.16), her heart skips a beat
(2.17), the dream is so vivid it seems to still be before her eyes when she is already awake
(2.18f.), when she speaks it is with a timid voice (2.20), and she asks three questions
(2.211f). The cumulative response to the dream is the reaction of a fear-stricken girl, not an
amorous one.

If one wants to see a misinterpretation, Europa's naivety can take responsibility for
this distortion. In her innocence Europa misinterprets the dream's contents, believing that
the land opposite Asia received her and looked upon her like a child (2.25f.). Even Campbell
contradicts himself at first suggesting that the misinterpretation emerges because of sexual

appetites, but then writing that it stems from Europa's inability to allow "the dream to subvert

% The questions which Europa asks at 2.135ff. show that she is not submissive.

1% A fact also recognised by MERRIAM, 55¢,, although she too believes that
Europa gladly accepts the dream as foreshadowing some future adventure.
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her sense of normality and respectability".!”" I find Campbell's statements unclear and it
difficult to comprehend that Europa's sexual appetites are aroused out of her sense of
respectability. Rather, I see Europa's possible misinterpretation as a way of explaining to
herself the strange land's actions in terms that she can understand, naturally assuming that
it is a mother's yearning for her daughter that is expressed.'” The desire that Europa feels
(2.25) is not a sexual act. This is why she is pulled odk déxougav (2.14).'® The dream is
still disturbing to Europa (the content is violent, one of the personified lands is strange etc.),
so much so that she goes with her friends to the meadow.

After she has accepted the dream, Schmiel states that Europa, basket in hand, heads
for the shore, the usual scene for abductions (p. 267). In addition, he writes that since flower
picking is closely associated with the loss of virginity (an association which is picked up at
lines 2.72f.), Europa is signalling her willingness to engage in erotic activity (p. 268).
Campbell (p. 7), likewise, argues that Europa "picks roses, standing out provocatively, an
incarnation of the love goddess herself", instead of engaging in activities that she commonly

does (i.e. dance and bathe).

"l CAMPBELL, 7, writes "her sexual appetites have been aroused, so much so
that she misinterprets the events enacted in her sleep”, and, 25, insists " when in verse 26
she attempts to account for her newly experienced desire...she blatantly twists the
facts...by masking her readiness to submit to an act of violent domination she does not
allow the dream to subvert her sense of normality and respectability".

192 1.8J9 s.v. méBoc 1.1.

19 Moreover, she is pulled not unwillingly because there is some reassurance in
the personified land's speech — it claims that it was fated by Zeus that Europa be a prize.
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Schmiel's inference is flawed and far too general — not all abductions occur at the
shore.'® More likely Europa goes to the meadow for comfort. Moschus refers to dancing
and bathing (2.30f.), and says that the meadow is the place Europa goes to omo7’ éx
Acipdvog dmvoa Agipt “duépyor (2.32). Clearly, she has picked flowers here before and
not been abducted so there is no reason to think that she is hoping for anything else this time.
That both Schmiel and Campbell think Europa stands out provocatively as she picks flowers
is absurd — the resemblance between Europa and Aphrodite at lines 2.69ff. is indeed meant
to arouse Zeus, but Europa is unaware of the similarities or its effect.

These scholars also put much stock in the basket. Schmiel states that while the
basket depicting Io's rape cannot be taken as an indication of Europa advertising herself, the
basket is a symbolic anticipation of what is to follow (p. 268). Surely he cannot mean that
Europa consciously anticipated rape. Europa seems unaware of the image depicted on the
basket, and if she has taken it on previous occasions, then there is no reason why she would
pay any attention to the scene now. Any expectations are those of the reader, who is meant
to see the irony of the basket's decoration and to laugh at Europa's naivety in not seeing it.

Pointing to Europa's actions with the bull, Schmiel claims that it is a form of love-
play (p. 268). Campbell states that the girls do not fear the bull, whose desire for sex is clear
(p. 89), and he insists that Europa does not need lessons from her seducer as she caresses and

kisses him (p. 7), suggesting that there is a double entendre implied when Europa kisses the

1% Consider the abduction of Ganymede, of Hippolyta, of the Lapith women etc.
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bull (p. 93). Moreover, Campbell suggests that when Europa wipes the dgpov away from
the bull's mouth ideas of ejaculation come to the reader's mind, and particularly fellatio, and
he writes "Moschus is undoubtedly teasing the reader with dgpov...here: and gently with her
hands the semen [so we must wonder at any rate] in abundance from — the mouth! Whose
mouth? The bull's, on the face of it...".!” 'In addition, he argues that Europa's excitement at
sitting on the bull is couched in terms suggestive of a desire for sexual gratification (e.g.
Erdpat (2.102), Tepmiueba (2.103), and omooropéoag (2.104).

Europa's reaction to the bull has raised eyebrows, but it need not — the bull's desire
is not evident to Europa; he is docile, affectionate (2.89ff.), and has a calm demeanour
(2.104f). Because Zeus' intentions are not pure, Schmiel and, to a much greater extent,
Campbell have wrongly assumed that Europa's caresses and kisses are carnal. Schmiel's
suggestion that Europa participates in love-play would mean first, that Europa is openly
courting a bull (she is no Pasiphag), or second, that she even knows that the bull is Zeus
(which she clearly does not — see 2.135ff.)!

Although Campbell admits that Europa treats the animal as any pet (p.92), he is quick
to suggest fancifully that there is a double entendre in lines 2.95f. brought out by word-
choice. It perhaps is there — it is not clear whose mouth is involved, but, notions of fellatio

are absurd as the foam comes from the bull's mouth and not from Europa's, as one might

19 CAMPBELL, 92f., writes that droudpyvuut in its middle verb form means to
"wipe off from oneself" which allows him to argue the idea about from whose mouth the
foam comes. He, however, notes that "the active and middle are interchanged often

enough" (p. 93).
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expect. Rather, wiping foam from a bull is no different than wiping drool from a dog, and
as with a pet, one is apt to hug and kiss it from time to time. Moreover, Europa as a
mapBévoc has no knowledge about sex,'® her actions are not so promiscuous. That she is
excited about enjoying a ride on the bull is an appropriate reaction from a young girl. Terms
like érdpar (2.102), Tepmiueda (2.103), and Omooropéoag (2.104) are not always or

even primarily used in a sexual context'”’

as Campbell suggests, and should not be
interpreted as consciously having such meanings when they come from Europa.

Finally, when Europa is abducted, Schmiel argues that at lines 2.135ff. she comments
on the bull's behaviour with bemused curiosity (p. 267). Although he recognises Europa's
remorse over leaving her home at 2.146ff., Schmiel, recalling the dream, suggests that this
remorse has more to do with the inner conflict Europa experiences about leaving her home
and mother'® for a man than about the abduction itself since she played such an active role
in it (p. 268). Campbell, on the other hand, dismisses Europa's appeal as part of a literary
tradition claiming instead that her brief outburst at 2.146ff. is only skin-deep (p. 114f).
Schmiel (p. 268) insists that Europa's fear is of the sea, not of the bull and that Zeus responds

to that fear (2.1541f.). Conversely Campbell maintains that, although Zeus reassures Europa,

Europa does not need it or want it because of her lack of fear (p. 123).

19 She is described as a mapfévoc (7, 20, 73, 78, 90 and 154); this role is
significant as it is the change in Europa's status that is stressed only at the poem's end.

Y7 L8J9 s.v. éraipog (Etaipa) M1, tépmw I 1 & 2, and Umroordpvuut 1.
1% Based on ok dékovoay at line 2.14.
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With regard to Europa's curiosity, Schmiel ignores Europa's frightened appeal to her
friends at line 2.111f. and the six questions she fearfully puts to the bull at lines 2.135f£.'"
In fact, that she is silent for a full 23 lines beforehand may well be indicative of her stunned
reaction. He also overlooks the second appeal she makes to Poseidon (2.149ff.), a god far
more powerful than her young friends. That she expresses wonderment and curiosity has
more to do with the extraordinary situation — she is on a bull that is swimming over the water
taking her away from her friends! Curiosity is bound to be piqued, but not before fear.
Schmiel's suggestions that Europa feels remorse because she is leaving home for a man
assumes that Europa knows who the bull is, which is clearly not the case as her second
question at line 2.135 indicates. Campbell's attempts to dismiss Europa's fear as only skin-
deep and as a traditional literary technique, insignificant in comparison to Persephone's cries
in the Hymn to Demeter (2.20f.) are weak and shortsighted.!'® How would he know that her
fear is only skin-deep? And although he offers examples of heroines (Helen and Medea)
who have each gone off with a lover, one cannot assume because a topos of remorseful
heroines is employed at 2.146f. that the feelings expressed within it are not real. What is
more, Europa's case is different from Helen's or Medea's situations in that Europa is

kidnapped for reasons unknown to her; thus any fear she expresses is genuine.

1% At 146, she cries Wor &yw péya 8if Tt Suoduuopog, illustrating further her
fear and distress by means of strong expression.

""" CAMPBELL claims that the language at 2.146f. is conventionally employed by
anguished heroines, citing heroines such as Helen, 71.3.174, and Medea, A R. 4.360f., etc.
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Most damaging to both scholars' cases is that each misinterprets Zeus' reassurances
at lines 2.154ff. That Zeus needs to assure Europa that all will turn out well indicates that
she is frightened, not of the sea but for her future. Schmiel claims that Europa only mentions
her fear of the water and Zeus addresses it briefly (p. 268). Europa's fear of the water is a
legitimate concern — she may drown, but her fear may also stem from being on a bull which
miraculously abducts her. In her innocence Europa is ignorant of the rape and as a result she
does not mention it; this is not a sign of her willingness as Campbell maintains.

Europa's silence after Zeus' admission has been seen by Schmiel as a reversion to a

traditional passive role.'"!

On the contrary, if one views Europa as an innocent girl, then her
silence is consistent with Moschus' portrayal of her all along. She is shocked. Abducted
under exceptional circumstances, soon to be raped in a different land and to bear children
there, Europa's numbed silence seems reasonable and certainly warranted.

Schmiel and Campbell view Europa as a sexual aggressor and therefore place her as
a character conveniently in between Nausicaa and Medea. In this way, they argue Moschus
creates a fresh character. Actually, Moschus' portrayal of Europa is of a girl even more naive
than Nausicaa. Nausicaa, for instance, is cognizant of her need for a husband and recognises
a suitable candidate in Odysseus (Hom. Od. 6.244f.). Schmiel's and Campbell's arguments

concerning Europa's characterisation are unconvincing. She is not a willing participant but

a frightened young woman. If one looks elsewhere in the text, further proof points to the

" SCHMIEL, 269, suggests that Europa herself recognises this change and
indicates such in mid-speech, but he fails to indicate where this happens in the speech.
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heroine's naivety and even her simpleness, traits which Moschus exploits as a means of
creating additional humour.

Moschus often comments on the attractiveness of the heroine. Europa is compared
to Aphrodite at lines 2.69ff. which immediately suggests that she is as lovely as the goddess
of love. The comparison is picked up again later at line 2.108 when Europa is described as
peid1owoa, a term commonly applied to Cypris.!”? The heroine is attractive, young and
virginal (indicated by the repeated use of map6évog,2.7,2.20,2.73,2.78,2.90 and 2.154 as
well as by Zeus' assessment of her mind as d7adov),'” girlish (she picks flowers and plays
with her friends at lines 2.64{f.); in short, a suitable victim for Zeus.

Europa's naivety is particularly apparent when she recognises the bull is like no other
(2.105f)). She admits that he has a mind like a man and yet she does not suspect anything
out of the ordinary — she fails to notice his eyes which flash his desire (2.86) and even his
divine smell (2.91f.), aspects which clearly mark him as no ordinary bull. After she is
abducted, her slow-wittedness reveals itself when, once Europa realises that she is on a
divine bull (2.135), she does not comprehend how it is able to glide over the water, and she
repeatedly expresses wonder over the bull's extraordinary capabilities (2.135ff.). Even

though the readers feel sympathy for Europa on account of the fear she expresses in the

"2In AR. 3.51 and 3.150 Aphrodite is described as pe1d1dwoa, so there may be a
reminiscence of Cypris at line 2.108 especially in light of the earlier comparison between

Europa and Aphrodite (2.691f.).

3 1.8J9 s.v. draAds mean "tender, delicate and young", an apt word for Europa.
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speech, they cannot help but find the heroine's confusion amusing.

The heroine is a quaint figure whose bizarre actions are equally quaint and make for
humour. At line 2.111 Europa's futile appeal to her friends with her hands is amusing.
Similarly, when Europa pulls her dress up to prevent it from getting wet (2.129f.), she
appears fanciful, as though her dress is of immediate concern. Peculiar too are some of the
things she says to the bull; namely that his hooves are like oars and that soon he will be
flying in the sky (2.143ff.). Europa's quaint reactions create humour, and, consequently,
diminish the calamity of her abduction from the reader's point of view.

Europa’s gullibility and passiveness make her a perfect foil and victim for Zeus. She
does not hesitate when offered a ride on the bull, even though her friends do — by climbing
on the bull she makes herself an easy victim for Zeus. For all the manipulating that Zeus
does to deceive the heroine, very little is needed in the end. His attempts and Europa's
obliviousness to them are humorous.

Even more comical are the many examples of irony displayed throughout the poem.
At the end of Europa's speech at line 2.27, she hopes that the gods may make the dream turn
out well, but Cypris sends it to bring about the girl's rape.'” When the god arrives at the
meadow in his bull's disguise (2.89ff.) his divine scent which marks him as a {ugo o070 fodc

does not frighten the girls, although it should.

11 Although in being raped Europa ultimately gets what any ancient or
mythological woman wants (i.e. famous children), the means do not justify the end. I say
this, not because of any modern moral considerations, but because Europa is presented as
a frightened girl. She could have had famous children without such a frightening rape.
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The encounter between Zeus and Europa in particular contains a great deal of irony.
So, Europa kisses the bull (2.96) who wants her to do more than kiss him. More ironic is her
suggestion to her friends that they take delight in the bull (2.102f.) — Zeus, without a doubt,
wants this too! Moreover, when Europa says that the bovine creature has a mind of a man
(2.106f.), she does not know how truly she speaks, and similarly when she claims the bull
lacks only a voice (2.1006), little does she know that he has one and will soon make use ofit.
At line 2.108, Moschus describes Europa as petStdwoa— soon she will not be smiling!

After Europa is abducted, further examples of irony create additional humour. Inthe
midst of her kidnapping, she asks at line 2.139 what a bull of the sea could possibly eat and
drink. Such questions are the least of her concerns; this bull yearns for sex. When she asks
if the bull is 7i¢ feog (2.140), she is unaware that she is speaking to the king of the gods,
and later, when she appeals for help from Poseidon (2.1491f.), she is ignorant of the fact that
he is aiding his brother in the abduction. Europa's forlorn speech is also crammed with irony:
in the end she will neither be duvoduuopog nor alone. The effect created by Moschus' use
of irony is to provide another element of humour in this poem.

Europa is not the tragic figure of Medea; she does not experience a guilty conscience
to the same extent as Apollonius' heroine. Her fear is genuine and does create sympathy in
the reader, but it is not meant to overshadow the lighter aspects of the poem. Europa's
naivety and slow-wittedness are equally stressed and, as a result, what could have been a

sorrowful piece is instead a humorous one.
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Chapter 4

This chapter explores the inset about the myth of Io which appears at lines 2.37-62
of Moschus' Europa. Two aspects are considered: 1) the description of Europa's basket
detailing certain scenes about Io' rape and 2) Moschus' treatment of the story of Io, especially
in relation to the treatment of Europa's tale.

Ekphrasis'

The term ekphrasis (descriptio) has been defined by today's scholars as a description
of an imaginary work of art, although many, if not all, academics recognise that the word was
more broadly defined in antiquity to include all detailed descriptions in literature. The
ancient meaning of the term developed quite late, in the Second Sophistic (2™- 4™ century
A.C.E.), even though the term appeared as early as the late 1* century B.C.E./ early 1*
century A.C.E.? Its definition and usage survives in school textbooks called Progymnasmata,
which taught various techniques in rhetorical writing. Of the extant progymnasmata, four
discuss ekphraseis, providing definitions, explaining functions and suggesting possible

subject matter. In the early 2™ century A.C.E., Theon records that Zkgpacic ort Adyoc

! Helpful material on ekphraseis can be found in FOWLER (1991), LAIRD,
RACE, PUTNAM, RICHARDSON, MURGATROYD (1997), DUBOIS, THOMAS and
BARTSCH.

2 BARTSCH, 8 and PUTNAM, 215. Earlier reference is made to ekphrasis in
Dionysus of Halicarnassus /m. r.6.3.2 and RA. 10.17.
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mEpLynpaTIkOg évapyds Om’ Spiv dywy T6 SnAoduevov.?

According to Bartsch, there existed five general topics for ekphraseis; four of them
were most frequently used: people, circumstances, places and periods of time.* The fifth
topic varies from author to author so that Theon adds customs, Hermogenes crises,
Aphthonius plants and animals, and Nicolaus festivals. Later, Nicolaus further supplemented
the list with statues and paintings.’

Ancient writers have attributed numerous functions to the ekphrasis. The rhetorical
device for Theon offers a vivid image, so that one almost sees what is narrated.® According
to Hermogenes (late 2™ century A.C.E.) the ekphrasis should affect the reader's hearing, and
similarly Nicolaus (5" century A.C.E.) believes that the exercise tries to make spectators out
of listeners.” All agree the ekphrasis' primary role is to draw the audience in, and it also tries
to arouse emotions which in turn persuade the audience to a particular way of thinking.®

This rudimentary synopsis merely "scratches the surface" of the vast amount of

* Theon Prog. (Spengel 2. 118). Similarly see Hermogenes (Spengel 2.16),
Aphthonius (Spengel 2.46) and Nicolaus (Spengel 3.491).

*BARTSCH, 10. RACE, 56, lists "people, actions, places and seasons (including
festivals)". LAIRD, 18, includes landscapes, buildings, battles and storms.

5 According to BARTCH, 10.
6 Theon Prog. (Spengel 2.119).
7 Hermog. Prog. (Spengel 2.16) Nicol. Prog. (Spengel 2.491).

$ BARTSCH, 15 and 111f. On the necessity of emotions suitable to the topic of
the ekphrasis, see Nicol. Prog. (Spengel 3.493). Modern scholars have suggested
additional functions of the ekphrasis; these will be considered later.
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literature which deals with ekphraseis, but it provides sufficient background for an analysis
of Moschus' use of the rhetorical device in the Europa. As for its meaning, I choose to
combine the ancient and modern definitions. An ekphrasis for me is any detailed description
in a narrative. It does not move the narrative along but often is connected with and bears
significantly on the narrative. Lastly, it is a description which because of its attention to
detail creates much realism. In Moschus' poem there are four ekphraseis: Europa's basket
(2.37-62); the flower picking scene (2.63-71); the metamorphosis of Zeus (2.77-86); and the
abduction of Europa (115-30). By far the most important of the ekphraseis is the basket
scene, and consequently, I shall concentrate on that (representative) ekphrasis alone.’

The Basket of Europa (2.37-62)

Europa sets off for the shore carrying a basket (7ddapov).!° Once at the meadow she
starts picking flowers and it is at this moment that the narrative breaks off and Europa's
basket is described. The ancestral ownership of the basket is revealed first (2.38-42); it was
owned by Libya, then by Telephaassa and now by Europa. It is an ornate basket of gold,

silver and bronze. Next a description of three scenes on the container is provided.!' The first

? Because of the limited space of this thesis, I will only examine this ekphrasis,
using techniques which can be applied to all of the ekphraseis in this poem.

19 On possible literary influences on the basket, see BUHLER (1960), 86f.

" 'Where exactly the scenes appear on the basket is not clear. The last scene
indicates that the peacock’s tail is growing and is starting to encircle the edge of the
basket and so one might expect that scene 3 appears immediately below the rim and all
around it. CAMPBELL, 53f., believes that this is the case and further that each of the
remaining two scenes covers an entire half of the vessel.
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vignette depicts the wanderings of Io in the form of a cow (2.43-49). Next, Io's rape is
viewed (2.50-54): it is alluded to in the phrase éragujuevos rfpéua yepoi ' The final scene
illustrates Hermes' murder of Argus (2.55-61). From the blood of the giant, a peacock
emerges whose feathers are in the process of spanning the rim of the basket. The concluding
line (2.62) of the ekphrasis recalls the first line (2.37) (see further below), demonstrating how
the ekphrasis is a self-contained segment within the narrative.

This set-piece description is well integrated within the narrative of Europa. As was
noted above, the ekphrasis appears on a basket belonging to the heroine at a time when she
is likely to require the basket — when she is plucking flowers. Moreover, the inclusion of this
descriptive pause is reinforced by Moschus' gradual transition both into and out of it. Setting
plays a significant role in creating this effect. The girls make for the meadow, a locus
amoenus filled with flowers. Mention is made of all the women's baskets at line 2.34,
allowing for a leisurely progression into the ekphrasis which describes a certain basket.
Likewise, when the set-piece description comes to a close, Moschus lists the flowers

(2.65£tf.), most notably the rose which Europa herself picks (2.69f.).

12 1 believe this is the moment of Io's rape. Although the chronology of Io's rape
in myth in general is difficult to follow at times (i.e. it is not always clear whether or not
she was raped prior to her wanderings), Aeschylus in Pr. (834f. and 846ff.) with similar
phraseology in 849 clearly places the rape after her wanderings. During the encounter
between Prometheus and Io, neither person refers to Io's rape, something which Io surely
would have mentioned when she listed the hardships she had experienced prior to her
meeting with Prometheus. In the Supplices, frequent mention is made of Epaphos'
conception when Zeus émagupevog "touched" To (191f., 45ff. and 312ff.), which further
convinces me that the phrase at line 2.50 refers to Io's rape.
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Other thematic and verbal links between the ekphrasis and its immediate surrounds
help smooth the integration. Journey is a key theme prior to, during and after the set-piece
deécription — Moschus describes the girls as they venture to the meadow (2.34 and 2.63) and
he also details Io's journey over the sea (2.46f.). Similarly, the motif of water appears in the
fringes as well as in the ekphrasis. For instance, prior to the description reference is made
to streams (2.31) and the sound of the waves (2.36), and immediately following this
description, Aphrodite is called "Agpoyveta(2.71), an epithet signalling the goddess' birth
from the sea. Within the set-piece description itself water is repeatedly referred to at lines
2.46f., 2.49, 2.51, 2.53 and 2.60. Colour is integrated in the surrounds as it is in the
ekphrasis too — gold, silver, blue, dark red, bronze (2.37, 2.44, 2.47, 2.53f. and 2.58) and an
additional assortment of colours (as moAuavO<r at line 2.59 implies) appear in the
description. Finally, certain words (or close variations of them) are present at the fringes of
the ekphrasis and within it. So at lines 2.33, 2.50 and 2.70 the noun y&ip occurs in the dative
plural form. Moreover, the root "dv8 " which denotes flowers is present in the immediate
surrounds and in the set-piece description (2.34, 2.59 and 2.63f.). In addition, duiAadov at
2.35 looks forward to doAArjonv at 2.49. By the use of verbal and thematic links Moschus
effectively smooths the transition into and out of the description.

Structure

The great intricacy of the ekphrasis’ structure is worthy of comment.”® First a

' CUSSET, 62ff, structures the poem according to comparisons between the
events in the ekphrasis and those in the main narrative.
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breakdown of it is necessary:

Introduction of Europa's basket (2.37) (1 line)
a Ancestral Ownership of the basket (2.38-42) (5 lines)
Scene 1 - Io's journey (2.43-49) (7 lines)
c Scene 2 - Io's rape by Zeus (2.50-54) (5 lines)
& her metamorphosis
d Scene 3 - Death of Argus (2.55-61) (7 lines)
Conclusion of Europa's basket (2.62) (1 line)

There are six sections, three of which centre on the story of lo; nineteen out of the
twenty-six lines are about to her. First, a few words should be said about the structure as a
whole. There is obvious patterning in the section's length: sections a and ¢ each comprise
5 lines, sections b and d cover 7 lines each. Both the introduction and conclusion consist of
one line. By means of ring-composition, Moschus indicates where the ekphrasis begins and
ends — the nouns rddapog and Edpwmera appear at lines 2.37 and 2.62, respectively, neatly
separating the descriptive pause from the narrative. Ring structure is also evident in the lines
surrounding the description — words appearing before and after the ekphrasis include
epikadiéos (2.40 and 2.62), Acwudvag (2.34 and 2.63) and 7éprmw (2.36 and 2.64).
While £ZBaivovis used at 2.34, and fxavov (a close synonym)* is employed at line 2.63.

In addition, unity between the four central sections (excluding 2.37 and 2.62) is
shown through the use of common words or themes. In the initial segment the theme of
parentage is stressed by the phrase 7j7e of aiuaroc éoxev (2.41) and the word prftnoe

(2.42), and it is picked up in the second section by fvayic (2.44), in the third part by

¥ L8J9 s.v. faivw 1.4 and Ixavw 1.1, respectively.
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Kpovisnc (2.50) and possibly éragaiuevos (2.50)," and obliquely in the last segment by
Sovig (2.59), which was born from Argus. A clearer example of unity is Moschus' use of
colour in all four parts. Section d recalls section a with the term afuarog (2.58 and 2.41,
respectively), a word which denotes the colour red.'® Similarly, colour is seen in segments
a, b and ¢ — kudvou (2.47), ypdoeos (2.37, 2.44, 2.54 and 2.61), dpydpeos (2.53) and
yadkein (2.54), though all colours are not present in each part. Moschus, furthermore,
makes direct and indirect references to water in all four sections. In a Poseidon is mentioned
(2.39) and in b the sea is described (2.46). The Nile river is explicitly detailed in part ¢ (2.51
and 2.53) while the sea is implied by the swift ship in segment d (2.60).

There are contrasts between the four segments, which add life and variety to the piece
and furthermore demonstrate Moschus' stylishness. For instance, section a focuses upon
mothers whereas b, ¢, and d stress fathers. Io dominates the second segment, Zeus the third,
and finally, the bird is prominent in the last. There is contrast in the number of characters
portrayed in each segment too — five in part a, more than one in section b, two in ¢ and three
in part d.

Links and contrasts exist between the three scenes (i.€. b, ¢ and d). In addition to the
comparisons already observed in the four segments, these three scenes share references to

animals (70pTi5 (2.45) and Bodv (2.49) in scene 1, mdo7ig (2.51) and fod¢ (2.52) in scene

' On the etymological word play here see below.

'8 Of course, gotvrfevroc in section d plainly indicates the colour red. Note too
that the link between section a and d is an example of internal ring-composition.
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2, and Jovig (2.59) in scene 3) and transformations (2.45, 2.52 and 2.581., respectively), and,
while colour appears in all four parts, gold is especially highlighted in all three scenes (2.44,
2.54 and 2.61, respectively).

Similarly, contrast between the three scenes is in evidence. There is zooming in and
out in the three episodes. Although Moschus begins with Io in the first scene, he pans out by
the end of it to the ¢aiTeg (2.49). In the second episode, however, the focus is clearly on Io
and Zeus. There is a shift of attention in the third scene where Moschus zooms out from the
two characters to include Hermes, Argus and the peacock. The result is a ring structure,
whereby panning out appears in scenes 1 and 3 and zooming in is present in episode 2.
Style

The stylishness with which Moschus describes the basket goes hand in hand with the
stylishness of the basket itself. The sheer wonder of the basket is repeatedly highlighted in
the ekphrasis, primarily because of the rich metals which are used to fashion the basket. For
instance, even before Moschus records the types of metals, he stresses the basket's awesome
appearance in a tricolon crescendo at line 2.38 — the basket is a nn7dv, peya Badua,
péyav movov ‘Hpaiororo. In addition there is a repetition of the idea of the marvellous
in these lines with nn7dv and Gadua, as well as an anaphora of péyag, both of which
emphatically highlight the basket's wondrous nature."”” The twofold adjectival use of uéyag

in conjunction with other descriptive words such as pggpuaipovra and mepixaiiéoc adds

" CAMPBELL, 57, likewise notes the significance of the anaphora here.
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to the spectacular picture.

When Moschus records that it was a movdv for Hephaistos (2.38), one thinks of the
meanings "work (of art)"and "toil", and I believe both meanings are intended.'® The basket
is a work of art as Onpnprov and Badua imply, but it may have been a hardship for
Hephaistos as well (i.e. he put a lot of work into its creation). The vessel is awesome, as the
following description will indicate, and it is a basket which was a wedding present to a
woman who married a powerful god. Thus, that the basket is a "toil"(and especially peydv)
for the forging god really drives home the point of how very special it is and consequently
how exceptional Europa, the owner of the basket, is.

Moving into the description of the scenes, the images themselves are extraordinary
and heighten the magnitude of the basket's opulence. For example, a woman metamorphosed
into a cow and then transformed back into her original form is striking especially because the
second change is in the process of happening (note the imperfect puerdueife at line 2.52).
Moreover there is a rape, albeit not in so many words. The most vivid and awesome image
is the last scene which ends in the climactic birth of the peacock. Its tail is full of colour and
one cannot help but wonder if Moschus wants the reader to imagine that the metal basket is
inlaid with jewels in order to create the colourful effect. If so, a glittering basket surely
increases the astonishment felt by the reader.

Word order within the lines illustrates the style with which Moschus writes (in

'8 L8J9 s.v. movog 1.2 and I11.1, respectively.
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addition to the structural intricacy), one which enhances the basket's own stylishness. In
lines 2.37-41, for instance, the names of individuals are stressed by their position at the end
of lines (Europa, 2.37, Hephaistos, 2.38, Earthshaker, 2.39, Telephaassa, 2.40 and Europa,
2.41). Europa's name is particularly highlighted appearing as the first and last name at the
end of these lines. At lines 2.53f. the three metals silver, bronze and gold are intricately
woven into the text as the first word, last word and first word of phrases, respectively.”
There is a double chiasmus here whereby a metal is listed followed by a noun, then a noun
precedes a metal, and then once more a metal is followed by a noun. Moreover, in line 2.54
Moschus places yadkein beside ypuood to intimate the close proximity existing between
Zeus and Io at the time of the rape. Contrast between the first and last words of a line is also
seen in line 2.49 where the ¢aiTeg at the beginning of the line contrast with the fodv at the
end of it, and the actions of each are different too.

Finally, Moschus' stylishness is revealed at 61f. where attention is drawn to the sound
of these lines. In line 2.61, for example, the hard sounding y and 7 appear as the first letters
of words before and after the verb, creating a neat balance of sound — ypuoeiouv and
TaAdpoto are present before mepioxeme, and yeidea and Tapooic appear after it. As well,
there is a repetition of oin the two lines causing a sssssss..... sound which may allude to the
whispering of those who look on such a wondrous basket. In the last line of the ekphrasis,

there are three words which end in o¢ which, in combination with the 4 in rddapog and

¥ Kudvou likewise appears as the first word of a phrase (2.47).
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mepixkadAéog, make for a melodious line and a unforgettable end to the descriptive piece.
Vividness

Moschus presents the basket's vignettes with great vividness. All three scenes appeal
to the senses, especially to sight. The basket itself is described at line 2.43 as sparkling
(uapuaipovrta), which means that it dazzles the eyes of all those who look upon it. Equally
attractive are the many colours used in the images. Io is fashioned out of gold at line 2.44
and bronze at lines 2.53f., whereas at line 2.54 Zeus appears in gold; the rich metals make
the characters stand out and at the same time illustrate the elaborateness of the basket.”’
Xpuogog is repeated no less than four times (at lines 2.37, 2.44, 2.54 and 2.61) which really
drives home the basket's opulence. Silver is saved for the Nile (2.53) and a blue laquer
(kudvou) is applied to the sea (2.47).

Colour is especially important as it is used to highlight key features of each scene.
So Moschus employs xudvou to denote the sea and thus focus one's attention to Io's
harrowing journey. Already noted above, the colour gold is used to draw attention to the
main character of each scene, Jo in scene 1 and Zeus in scene 2 (2.44 and 2.54, respectively).
Interestingly, this colour is applied to figures who are moving -- a golden Io travels across
the water and a golden Zeus rapes her. Where the reader observes the most colour is in the

last scene. In fact, it is full of colour, brilliantly highlighting the birth of the peacock from

?® The metals are also used to signify the most important character is any one
scene. So Io appears in gold when she is the focus at 2.44 but then she is reduced to
bronze at 2.53f. when the all powerful Zeus appears at 2.54 (now in gold).
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the dark red blood of Argus at 2.58f. (gotvijevroc d¢’ aiuarog).*' This is the only scene
in which characters (Argus and Hermes) are not specified in metals; their appearance is
downplayed significantly by this indistinctness.”” Instead attention is drawn towards the
colourful peacock. The bird's bloody origins begin in line 2.58 and in the very next line the
bird glories in the moluavBét ypoufj of its wings. The prefix "moAu " implies a multitude
of colour. Here as in the two previous scenes, colour is used to mark an object which moves
(the tail mepiokeme over the basket's rim). Without a doubt the picturesque image is brought
right before the eyes of the reader and leaves a lasting impression in his mind, placing stress
on the extraordinary origins of the peacock.”® But Moschus' use of colour also acts as a
foreshadowing device, looking forward to the colourful flowers which the girls will pick.
To a lesser degree, the olfactory, gustatory and tactile senses are appealed to. The
reader may conjure up the salty smell and taste of the sea with the phrase dAuupa xkéAevba
(2.46). Similarly, one's sense of touch may be affected at line 2.50 when Zeus émagaujusvos
rpéua yepoi. Interestingly, Moschus does not make an appeal to the reader's auditory
sense. This notable absence contrasts with numerous sounds heard in the outer story. For

instance, Io's silence differs from Europa's own speech (2.21ff,, 2.102ff. and 2.135ff.), and

2! Evident is the technique of chiaroscuro; the contrast between the dark blood and
the brightness of the metals depicting Zeus, Io and the Nile is startling.

22 CAMPBELL, 54, notes how colour is applied to some characters and not to
others but he does not comment on its significance.

3 On the significance of the peacock's origins as the final scene in this ekphrasis,
see below.
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the men who observe Io's travels remain quiet (2.49) unlike the observers (i.e. Tritons at
2.123f) of Europa's journey. The inaudibility of the scenes has point in the ekphrasis — it
creates an eerie effect, one which compliments the unusual scenes depicted on the basket.
But, this lack of appeal to the auditory sense also distances the reader from Io's rape.”
Moschus does not allow Io to speak and thus the readers are unable to assess her emotional
state, and subsequently, unable to sympathize with her in the same way that they can with
Europa.

The use of similes adds to the vividness of the ekphrasis. In the short phrase at the
beginning of line 2.47, the cow Io is described as one swimming over the sea. The
cbmparison enables the reader to envision how Io appears, not gliding over the water, but
immersed in it and struggling somewhat as any "person” swimming in the sea would seem.
That she is compared to a swimmer is humorous as well — she is not a cow but a woman
transformed into one. The simile at the end of the last scene is powerful. Moschus describes
the peacock's feathers like the sail of a swift ship (2.59f.). Immediately, the vastness of the
feathers comes to mind as one imagines the feathers billowing in the wind.

Endin

Moschus' final vignette is quite vivid and is full of impact. A considerable number

2* Moschus distances the reader by a variety of means: besides not allowing the
characters to speak, he uses few adjectives which might help a reader understand the
scenes better, he does not describe the entire story, he rearranges the chronological order
of the events and he uses some form of the verb reJyw five times, breaking the rape scene
up and subsequently detaching the reader from the ekphrasis and lessening the reader's
involvement in the Io story.
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of lines (seven in total, equal in number to the 1* scene) are devoted to the death of Argus
and the birth of the peacock from the giant's blood. The length of this scene 1s unexpected,
shifting focus away from the rape in scene 2 (only five lines itself) and redirecting it upon
the birth of the peacock, an event which receives the most attention (i.e. four lines) in this
section. What is more, that the ekphrasis concludes with the peacock’s birth is surprising;
all three scenes are concerned with the rape of lo, yet this last one moves right away from the
heroine in whom the reader has been led to believe Moschus' interest lies. Indeed, Hermes'
murder of Argus, Io's guardian, is minimized and dismissed in two lines (2.56f.), and
superseded by the bird's creation. This may be due to the fact that Moschus introduces
something entirely new to the story of Io, the birth of the peacock from Argus. Nowhere in
the surviving literature prior to Moschus is there a connection made between the bird's birth
and Argus. While it is likely that Moschus based his version on an earlier model (as most
authors do), the fact remains that later writers do not refer to any such model. Subsequent
versions of Io's myth either follow Moschus' account (e.g. Nonn. D. 12.70ff.) or another more
frequent tradition in which the eyes of Argus are transferred by the goddess Hera into the
peacock's tail (e.g. Ov. Mer. 1.583ff.). It is not clear whether Nonnos is following a model
which predates Moschus' story or Moschus himself.

Depictions of Argus' death in ancient art are minimal and offer little help. Both

Biihler and Campbell point to a possible tradition in art which may have influenced the story
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about the origins of the peacock.” Each scholar refers to Réscher's article (2.275) on Io in
which he mentions a gem which depicts Hermes' murder of Argus. On a tree in the
background of the oval gem sits a peacock. In my opinion the scene on the gem need not
allude to a new tradition at all (the peacock may be present because it receives Argus' eyes
in its tail). Moreover, the gem has not been dated (its provenance is unknown); therefore
there is uncertainty as to whether Moschus was influenced by it.

It is quite possible that Moschus introduces a new or rare detail into the myth of Io
with the birth of the peacock. In addition, although by the Hellenistic period the colourful
bird was familiar to the Greek people, its affiliation with the cult of Hera at Samos was
relatively new (not appearing until after 200 B.C.E.).*® The peacock became closely
associated with the goddess (it is unclear why). Thus what Moschus, a poet of the middle of
the 2™ century B.C.E., may in fact be doing is playing up this new and scarcely known
relationship since Hera was the one who ordered Argus to guard Io in the first place.

The inclusion of the peacock’s birth creates impact in the final vignette. Because it
may be new to the Io myth, the reader is startled. By its placement at the end of the three
vignettes greater stress is given to the scene as well. The images are graphic too. That

mepiokeme is an imperfect form of the verb suggests that the peacock is still growing from

25 BUHLER (1960), 104f. and CAMPBELL, 55. CAMPBELL, 66, believes that
the bird's birth from Argus' blood is new (like BUHLER (1960), 104) and perhaps
follows a popular tradition in the Hellenistic period in which birds are born from the
blood of creatures.

2% W.S. ANDERSON (1997), 218 and BOMER, v.1.214.
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the blood. In addition, the simile (2.60f.) and the use of adjectives, especially gotvijevrog
and moduavBsi, make the scene come alive. The apparent novelty of the birth in
combination with the graphic and colourful descriptions and the unexpected turn away from
To in this last image seems to indicate the ekphrasis' climax. Yet, the reader is not told why.

This unexpected a/7iov is meant perhaps to catch the reader off guard, especially
because it is apparently a new addition to the myth, but only momentarily — Moschus has
surprised his reader already with the unexpected dream; here again he plays with the reader.
The airiov of the peacock also provides a link with the outside narrative of Europa — an
aitiov has already been alluded to at lines 2.8ff. Similarly, the peacock's birth looks
forwards and creates an additional link to the birth of Europa's children. Likewise, the simile
of the tail's expansion like the sails of a ship (2.60) foreshadows the billowing of Europa's
peplos like a ship's sail (2.129f)).

Moschus may in fact include this a/7:dv to mislead the reader. He has "set up" the
reader at lines 2.8ff. for an a/7:Jv about how the continent Europe received its name, and
now in the ekphrasis he offers a different a/7iov (one which he explains outright). The
second a/Tiov hints that the first one will eventually be explained in full — when it is not,
the reader learns of Moschus' latest trick. Finally, it may be that Moschus created this new
twist to unsettle the reader — he leaves unanswered why there is a change in the story of To.

Finally, within the narrative of Europa the ekphrasis' appearance is unanticipated too.

While there is a smooth transition into the description from the narrative, the reader does not
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expect it nor such a lengthy one. This is perhaps the first surprise regarding the ekphrasis,
but surely not the last.

Possible Point of the Ekphrasis

Moschus includes this ekphrasis in the Europa for anumber of reasons. The lengthy
ekphrasis comes as a surprise; thus one function of this exphrasis is to surprise the reader,
a frequent occurrence in Moschus' poem. In terms of the myth of Europa a descriptive pause
about the heroine's basket adds some variety since it has never appeared in the literary
tradition on Europa before. What is more, Moschus' addition of Io's rape to Europa's story
is new and broadens the scope of the poem — Europa's tale looks to the mythological past in
the narrative about Io.

This descriptive episode highlights aspects of Zeus' and Europa's characters. By
reciting the ancestral ownership of the basket, mentioning gods (Hephaistos, Poseidon) and
heroines (Libya and Telephaassa), Moschus increases the importance of his heroine.”” What
the ekphrasis does for Zeus' characterisation is quite different. Here is his first appearance,
as a philanderer; this is who waits for Europa.

The ekphrasis is employed to tease the reader. Moschus adds the description at the
moment when Europa has arrived at the shore. Just when the reader anticipates the arrival
of Zeus, Moschus digresses, denying the reader for twenty-six lines the continuation of

Europa's story. He furthermore describes a tale which repeatedly foreshadows Europa's rape;

*” Mentioning gods and heroes/heroines is a topos within descriptions of objects.
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as a result, the reader is teased both by the unexpected diversion and by the unfulfilled
allusions to Europa's fate.

Narrative Embedding®®

Narrative embedding is the placement of a story within a story. A common feature
in both Greek and Latin literature, it occurs as early as Homer,” and here we see the
interpolated narrative of Io is related at lines 2.44-61 within the ekphrasis of Europa's basket.
Placement

Soon after Moschus begins the story of Europa, he introduces a new story, about lo.
He misleads the reader, who does not expect a change, especially when events in the Europa
story are not entirely clear. Europa's dream, for instance, is odd and the reason for its
appearance is not revealed before Io's story begins. The inclusion of the inner narrative at
this early point in the story also builds up suspense. Just when Europa arrives at the meadow
Moschus breaks away from the outer story, and so adds suspense. There is a witty touch here
in that Moschus holds briefly the possible rape of one victim, replacing it with the rape of

another victim. Finally, relating Io's story before any significant action occurs in the outer

28 On interpolated narratives most useful are MURGATROYD (2001a),
MURGATROYD (2001b), FOWLER (2000a), SHUMATE, BERENDSEN, BAL (1981),
JEFFERSON, SANDY, and TATUM. There is a distinction between ekphrasis and
embedded narrative. While an ekphrasis is a description (of a work of art, which need
not depict a story), an embedded narrative is the narration of one story usually not
depicted on an artefact. In the Europa the interpolated narrative is implied in the
ekphrasis and it is this interpolation to which I refer as narrative embedding.

 For example, Od. 7.19ff. when Odysseus tells King Alcinous and Queen Arete
about his adventures before landing on Phaeacia.
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narrative allows Moschus to foreshadow events in the Europa story.
Chronology

A closer examination of the three scenes depicted on the basket allows for more
analysis of chronology. According to the tradition in Aeschylus (from which most of the
early evidence on the Io story comes), Hera has Argus guard the bovine lo. Shortly
afterwards, Hermes kills the giant (A) and at once Hera sends a gadfly to sting Io which
causes her to wander mad from one land to the next (B). When she arrives in Egypt Io is
raped by Zeus (C). Moschus describes the scenes out of chronological order (her wanderings
(B), then rape (C), and lastly the death of Argus (A)).>* Moschus' version certainly adds
variety, but more importantly, the non-chronological sequence of events places emphasis on
the rape as it now appears as the central image. The rape is further stressed as it occurs
exactly at the halfway point of the ekphrasis, 13 lines into the descriptive pause, at line
2.50.3" There is much point in putting stress on the rape because it is the main theme of this
myth and that of the outer narrative; hence, it acts as a link between the two stories.*?

The events in the second vignette are curiously arranged. In lines 2.50-53, Moschus

** FOWLER (1991), 30 n. 32, recognises Moschus' rearrangement of events.
RACE, 69, suggests that spatial and chronological order were not adhered to by the
Hellenistic poets.

3! The rape is described in a line and a half &v 8" fv Zeug Kpovidne
Emaguiuevos ripéua yepoi / méptioc Tvaying.

%2 The rape's central position also draws attention to how it foreshadows the rape
of Europa in the narrative.
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writes that Zeus rapes Io and changes her back into a woman. The poet leaves it to the reader
to interpret what exactly is taking place. Do the events occur in the order in which they
appear, or is this an instance of a dJorgpov mpdtepov (like line 2.164)? The
ramifications are substantial. If Zeus rapes Io first and then transforms her back into her
human form, then Moschus may be alluding to an instance of bestiality by the god.** Istress
that this type of sexual union is only a possibility as an earlier version in one of Aeschylus'
plays (Supp. 301£.) indicates that Zeus first transformed himself into a bull prior to his rape
ofthe bovine lo. However, the fact remains that Moschus does not express clearly what Zeus
does with regard to his own form. Perhaps Moschus relies on the reader's knowledge of
Zeus' transformation and omits overt mention of it, but he still conjures up the possibility that
an act of bestiality is taking place.

But the scene may actually be an example of a Jorepov mpdTepov, whereby Zeus
first changes Io back into a woman and then rapes her. Ifthis is what is really occurring, then
there is yet another chronological dislocation but this time within a chronological dislocation.
Again, the first arose from the rearrangement of all events in the story of Io (see above), the
second from a rearrangement of events within one instance of the narrative (the rape). The
complexity of the ekphrasis’ structure would be truly brought to the forefront in these lines.
Now a chiasmus in chronology would be present in the description — if one organises the

events in the ekphrasis in order of how they are supposed to occur (lines 2.55-61 — the death

\

33 Or at least semi-bestiality depending on what part of Io is in the process of
being transformed — perduefe at 2.52 is imperfect.
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of Argus, followed by lines 2.44-49 — the wandering of Io, followed next by lines 2.51b-54
— the transformation of Io, and then followed by 2.50-51a — the rape of lo).

Without a doubt the Jorepov mpdTepov would place greater emphasis on a hitherto
heavily spotlighted rape. The fact is however that these lines are ambiguous; either
interpretation is equally plausible and this vagueness may be done deliberately on the part
of the poet to once more play with the reader.

Narrative Technique

In terms of style the o narrative is very different from the narrative of Europa, and
although the differences illustrate the poet's skill in telling two very similar stories in two
completely distinct ways, there is point for the style of the inner narrative. The interpolated
narrative is fragmented and temporally dislocated and many parts of the story are omitted,
because it appears in an ekphrasis, in fact only in three scenes, and consequently seems
choppy. This discontinuity is compounded by the dislocation of the temporal sequence of
events in the story. The embedded story's jerkiness takes the attention of the reader, who
struggles to grasp what is taking place in the inner narrative.

The story's disjointedness is also emphasised by glaring omissions. Much of the story
is ignored — like the dream Io has revealing Zeus' desire for her, Inachus' visit to the oracle,
Hera's request for the cow as a gift from Zeus and Io's lengthier wanderings. I believe that
the omissions are a deliberate attempt to highlight the events in the Io story which are similar
to events in the Europa narrative. By focussing on the common elements, Moschus uses the

interpolated narrative as a foreshadowing device for future events in the outer narrative.
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Impact

The passage on Io has recherché appeal. For example, here is the first instance in
surviving literature in which Io's tale is associated with the story of Europa. What is more,
it is the earliest surviving case of the use of the ekphrasis as the means of relating lo's story.
As well, this is the first time in the extant literature that a character in the outer story
(Europa) is unaware that a story appears in the ekphrasis. Finally, this passage is the earliest
surviving account of the association between Argus and the peacock, and the first ever report
of the peacock's birth from Argus' blood. It may be that these elements are innovations
created by Moschus.

Besides its recherché appeal, the narrative about Io has impact in its own right. There
is a rape, a metamorphosis, a murder of a watch-guard and the birth of the peacock, events
which leave a lasting impression. Impact exists in the embedded narrative's ability to intrigue
the reader who is perhaps wondering why the Io story is related in the Europa story, and why
a peacock not only is present in the Io myth but is given such a prominent position at the end
of it. Further appeal resides in the bizarre images and in their uncertain location on the
basket. The way in which the two stories contrast with one another yields greater impact.
So, the numerous actions of the inner narrative make it stand out and is augmented further
when placed alongside the few actions which have occurred up to this point in the outer
narrative. Similarly, the contrast in subject matter between the inner story and what has
preceded it in the outer story adds impact. Io journeys a great distance, experiences two

metamorphoses, is raped and it is implied that she will bear a child whereas in the outer
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story, Europa has a dream, arrives at the meadow and begins to pick flowers.
Tone

The cheerful atmosphere owes much to what has preceded it in the outer story.
Despite Europa's fear about her dream in the opening of the poem, she remains optimistic,
stating in the last line of her speech (2.27) that she hopes things work out, and when she and
her comrades arrive at the shore, they devote themselves to picking flowers (2.35f).
Prejudiced by the light atmosphere developed earlier, the readers may be influenced to
interpret the events of the embedded narrative as less grave than they might without their
newly acquired bias.

What helps establish the light atmosphere is the way in which Moschus avoids
putting emphasis on the less appealing and graver aspects of Io's story, such as Io's journey,
her rape and Argus' death.>* Moschus glosses over these events. So, Io's hardships are not
revealed as Moschus does not have her go from one land to the next, but move straight to
Egypt. That her voyage is summed up in line 2.46 and is only alluded to again briefly at the
end of line 2.49 lessens the heroine's toils. Similarly, the rape is dismissed in a line and a
half (2.50f.), summarily alluded to with émaguuevos ripéua yepoi /ndptioc “Ivaying®

And while the death of Argus might be a gruesome one, the reader is left in the dark as to

3 For example, Aesch. Pr. 561 and Supp. 306. Argus' murder is in the earlier
versions but not the peacock's birth.

> A closer examination however reveals the rape's importance (for example see

my comments on the ekphrasis’ structure) and herein lies a joke — Moschus leaves it up to
the reader to come to this realisation.
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how it happened; instead, the peacock’s birth is described at length. Thus Moschus develops
a light atmosphere by downplaying events which may be interpreted as harsh.

Yet the light tone is established more by the poet's subtle use of humour. First of all,
it is amusing that Europa is oblivious to the interpolated narrative and the implications it has
for her own future. Additional humour is observed later when the reader realises that Europa
standing with her basket in hand is the image which Zeus first sees (2.74). Europa
unknowingly appears to be advertising her availability.*® Certain phrases are meant to elicit
a smile from the reader. For instance, in line 2.45 Moschus records that Io had the form of
a cow but then writes that she gurjv 8’ oUk elye yuvainv — aredundant and, consequently,
amusing statement. With the phrase viyouévn ixéAn (2.47) the joke of course is that Io is
(or rather was) a person and so in her bovine form she swims the only way she knows how
(like a woman). Likewise, movromdpov Bolv (2.49), is a clear play on the Homeric
novrondpos vnds.”’ The unexpected Sodv is saved until the end of the line, providing
additional humour.

That Zeus' patronymic epithet Kpovidns (2.50) is used perhaps to suggest some
dignity in the god is amusing.’® Here is the dignified son of a powerful god having

intercourse with a woman. "Woman" is used here loosely because Moschus leaves it up to

3% A fact noted by SCHMIEL, 268.
7 Movrondpog vnic is a familiar Homeric phrase; Od. 13.95, 161 and 14.339.

** The epithet creates solemnity in Homer's poems. E.g. /1. 1.498, 2.375, Od. 1.45
and 9.552.
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the reader to decide if Zeus performs bestiality or semi-bestiality (humorous in itself and
contradictory to the dignity which his epithet implies) or not; however, the ambiguity is in
itself a joke. Moschus is furthermore playful in his depiction of Io. No doubt what attracted
Zeus to the heroine was her beauty, a feature which is humorously carried over to her
transformation which is described as ebkgodoro (2.52). There is also an etymological play
on words with the phrase émagduevos rjpéua yepoi (2.50), which hints at Epaphos' birth.

Moschus jests further in his description of Argus' eyes. He writes that the numerous
eyes of the giant are dxowurjTotot (2.57); however, he is not forthcoming over what he
means. True, Argus has always had "sleepless" eyes, but when in fact Moschus refers to
them, Argus is already dead; no longer are his eyes sleepless. I believe that the adjective is
used primarily to trick the reader but I cannot ignore the twist Campbell offers, namely that
the eyes continue their wakeful vigil in the tail of the peacock.”® Another tease occurs in the
bird's birth. If the a/7iov is the poet's invention, then Moschus "throws out of kilter" the
story and so too the reader.

Links and Contrasts between the Inner and Quter Narratives

Beyond the immediate transition from the outer story into the inner story (discussed
above), more parallels exist between the two narratives. For instance, the embedded
narrative deals with the great-grandmother of Europa (Io), so there is an ancestral bond

between the heroines. Moreover, Zeus appears as the chief antagonist in each narrative; his

¥ CAMPBELL, 67.
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presence in the inner story (2.50ff.) is appropriate because of the central role he plays in the
outer story (2.74{f.).

The themes (mentioned above) which helped to smooth the transition occur elsewhere
well outside of the immediate surrounds of the embedded narrative, and there are also other
themes which are present in both stories. For example, in the main narrative Moschus writes
how the continents Asia and a land opposite to it (Europe) appear in Europa's dréam in the
guise of women (2.8£.), a manifestation which is picked up in the inner story with Io's bovine
appearance. This particular association is stressed further by parallel phraseology; at line 9
guijv 8 &ov ola yuvaikeg and at line 45 gurjv 8 odk elye yuvainv. Disguise is
developed later in the outer story when Zeus disguises himself as the bull (2.79ff). In
addition, transformations into cows or bulls link the two narratives further. Atthe beginning
of the poem the theme of the journey is introduced and carried over into the interpolated
story. That the foreign land wants Europa (2.13ff.) suggests implicitly that the girl may
travel soon (and indeed she does at 2.110ff.); Io's journey is explicitly indicated in the first
scene of the inner story (2.46f.). Cypris' appearance in the outer narrative (1) early on as well
as mention of Zeus (2.15) point to ene of the major themes of the story, the erotic. Zeus' rape
of Io in the inner narrative (2.50f.) likewise signals this intrinsic theme. Rape is once more
picked up at the poem's end when Zeus rapes Europa (2.164). In each instance, the rapes are
similarly described briefly by the poet.

The inner narrative's light tone is partly brought out by the outer story's light

atmosphere. The setting of each narrative is significant; both rapes take place away from the

123



heroine's homeland — Io is raped in Egypt (2.51f.) and Europa on Crete (2.163f.). Offspring
are also born of the raped women in these lands.** In both narratives, an a/7iov appears; in
the outer story the a/7iov of the name of the continent Europe is hinted at (2.8ff.) and in the
embedded story the a/1iov of the peacock is inserted (2.58ff.). As well, Moschus closely
parallels the structures of the two narratives. By means of the chronological dislocation of
the Io story, (the journey (2.46ff.) then the rape (2.50f.) and then the creation of the peacock
from Argus' blood (58ff.), Moschus presents a narrative which corresponds with the key
events of the outer story (journey (2.110ff.), rape (2.164) and birth (2.166)).

The two narratives also abound in verbal links. In the outer and inner stories, for
example, Zeus is referred to by his patronymic title Kpovidnc (2.50 and 2.74). There are
other verbal reminiscences: wkuadog vnog (2.60) with vndoiv.../ drkudAiog (2.137f),
kédevBa (2.46 and 2.135), Bdiacoa (2.47), OdAaooav (2.136) and Odiacoa (2.137),
uappaipovra(2.43) and pdpuaipe (2.85), rfpsua yeipoi in 2.50 and rpgua yeipsotv in
2.95, ’Evvootyaiou in 2.39, Evvooiyaiog 2.120 and Evvooiyaie in 2.149, and finally
Bods eUkepdoto (2.52) and rfukepwe Bods (2.153)."' Almost entire lines in the two
narratives recall each other. For instance line 2.46 of the inner story (with the exception of

potTal€n) looks forward to line 2.114 of the outer story, and likewise line 2.52 anticipates

“ Europa's children are explicitly referred to at 2.166, whereas Io's son Epaphos is
alluded to at 2.50f. For this allusion see above on the section of the ekphrasis.

* Some of these verbal links, but not all of them, are noted by BUHLER (1960),
95-102, and CAMPBELL, 55.
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line 2.163. Aswell, the comparison of Europa's peplos to that of a ship's sail recalls the same
comparison of the peacock's tail. Similarly, Zeus' traversing the sea like a dolphin in his
bovine form (2.113) picks up the earlier description of the bovine Io as she travels across the
sea like someone swimming (2.47).

Although the narratives resemble each other, there are many noteworthy contrasts
which add variety to the poem, intrigue the reader and create impact.*> So the rapist Zeus
turns into a bull and then a god in the outer story while the rape victim Io becomes a cow and
then a woman in the inner narrative. Accompanied by numerous sea creatures (2.118ff.),
Europa travels to Crete whereas Io journeys to Egypt, alone. Moreover, each girl travels in
different directions — Europa, East to West, Io West to East. The actual unions between Zeus
and his conquests are different — in the interpolated story it takes place in isolation whereas
in the outer narrative, with the presence of the Horae, the nuptials between Zeus and Europa
are public. In the outer narrative, the main characters speak (Europa at 2.21ff,, 2.102ff. and
2.135ff., and Zeus at 2.154ff.) and in doing so reveal much about their character. Speech,
on the other hand, is entirely lacking in the Io story because it appears as a description and
as a result, less sympathy is felt for this particular heroine. Finally, the outer story's a/7iov
hinted at at lines 2.8ff. is not described further, but at the end of the interpolated narrative,

the aftiov about the peacock is detailed.

Antitheses exist in the style of the narratives too. The inner story is unlike the outer

2 MERRIAM, 69f., comments on some of the more noticeable contrasts.
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narrative (which is told sequentially) because of its chronological dislocation. In fact,
depending on how one reads lines 2.50-53 of the interpolated narrative,” there may be a
twofold dislocation in chronology which further demonstrates the complexity of the inner
story's structure. The story about Europa is a loose narrative told over an expanse of 140
lines; Io's story is tighter, taking up only 18 lines. In contrast to the slow pace with which
the main actions are dispersed at intervals throughout the outer narrative, the embedded story
is action-packed (but static). In addition, Io's story is fragmented and partial. Almost all of
Europa's story by contrast is related in this work. The narrative technique employed for the
To story is far removed from the complete and sequential rendition of the Europa story in the
outer narrative and as such it enables one to appreciate the continuity of the outer narrative,
its satisfying clarity, detail and order, and the extensiveness with which it is told.

Mise en Abyme

A feature, often referred to as mise en abyme, occurs when an interpolated narrative
describing in a nutshell the outer story is recounted. In the inner story as in the outer story
Zeus falls in love with a female human, then there is a bovine metamorphosis, followed by
a sea-journey, rape and the production of offspring. In addition, in both cases there are
helpers, onlookers, divine help for Zeus and Hera is foiled. Io is transformed into a cow in
the interpolated story, but Zeus into a bull in the outer narrative. Io and Europa both travel

over the sea and are raped by Zeus in different lands, and each female human gives birth.

“ Whether or not the line is taken as a JoTgoov npdrepov.
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Hermes is the helper of the inner narrative while Poseidon aids Zeus in the outer story.
Within the embedded story the onlookers are the men who watch Io travel but in the outer
narrative the onlookers are Europa's companions. Finally, Argus' death in the inner story
alludes to Hera's failure to prevent her husband's infidelity just as her ignorance of Zeus'
plans in the outer narrative does not give her an opportunity to prevent it.

Foreshadowing

The embedded story foreshadows later events in the outer narrative.* Cases of true
foreshadowing exist and so too does an instance of false foreshadowing.* Each affects the
reader differently: the latter teases him while the former heightens his expectations. With
regard to true foreshadowing, the fact that the inner story described on the wondrous basket
is extraordinary looks forward to the equally exceptional tale about Europa. More obvious
examples include the rape of Io which anticipates that of Europa (2.164) and Io's
metamorphosis specifically into a cow portends Zeus' own metamorphosis into a bull
(2.791f.). The reason for lo's transformation, to avoid Hera's anger, is picked up in the outer
narrative at line 2.77. Moreover the successful disguise of Io in the inner narrative suggests
that the disguise used in Europa's story will have the same effect. In each story the

metamorphosis back into the original form occurs only after the characters arrive at scene of

% Similarly recognised by MERRIAM, 68.

* For instance, the a/7iov of the peacock (2.58ff.) may hint at the possible
fulfilment of the a/7/ov about Europe, an ai/tiov which is addressed earlier in the outer
narrative (2.8ff.). Moschus however does not come back to this issue in the remaining
course of Europa's story.
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the rape. The implied birth of Epaphos (2.50) foreshadows the actual birth of Europa's
children (2.166). Io's journey to Egypt looks forward to Europa's travels to Crete (2.110f1.).

Because Zeus appears first in the embedded narrative, one can see the inner story as
a means of fleshing out his character but also of anticipating his role in the outer story.
Although only given a small glimpse into Zeus' character in the interpolated narrative, the
reader learns that the god is outrageous and knows no bounds when it comes to satisfying his
lust. As a case in point, he is so lustful for Io that he transforms her into a cow. What is
further intriguing is Zeus' successful rape of Io, a rape which looks forward to an equally

successful rape of Europa.
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Chapter 5: Horace OQdes 3.27

According to some critics Horace's Odes 3.27 is problematic and lacking unity’. In
more recent times, scholars have interpreted the ode as a propemptikon® within which the
exemplum of Europa's story is narrated; however, when it comes to the person to whom the
propemptikon is addressed, the point of the narrative, and the ode's overall tone, several
interpretations have been suggested, and many of them seem implausible and incredibyle.

The most convincing explanation of Odes 3.27 is that in his attempt to deter his lover
or ex-lover, Galatea, from going on a sea-journey with a new man,* Horace uses the Europa
myth as an exemplum in order to dissuade her from leaving. The strongest proponent of this
interpretation is Quinn’ and several scholars subsequently have agreed with him to varying

degrees.® Quinn's arguments are convincing, but there is more that can be said about the

! The text used is the OCT.

? For the poem's problematic nature see CLAY, 167; on its lack of unity see
FRAENKEL,196, WILKINSON (1968), 134 and to a lesser degree MENDELL, 290.

3 A propemptikon is a poem in which a poet offers good wishes to a person about
to set out on a journey. See further, KILPATRICK 192, CAIRNS, 192 and MACLEOD
(1974), 188.

41 shall argue later that the new man is suggested by Jupiter's role.
> QUINN, 253-66.

% See CONNOR, 106ff. and HARRISON, 428. CAIRNS, 191f., admits that the
exemplum is to deter Galatea but claims that the comparison between Europa and Galatea
falters. For CAIRNS Horace wishes Galatea well but blends doubt with good will.
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propemptikon with respect to its addressee, point and tone, and it is upon these aspects that
I will focus my attention in this chapter.

Who is Galatea?

Horace leaves it up to the reader to work out who Galatea is;’ however, there are

sound reasons for assuming that the addressee in Odes 3.27 is Horace's lover or ex-lover.?

" QUINN, 256, addressing the question of whether Galatea is a fictitious person,
concludes that the addressee may be the reader and, therefore, Galatea does not have to be
real. I do not think it matters if she is real or not; for the purpose of the poem she is "real"
enough.

8 Some scholars (CLAY, 170ff., WILSON, 44 and BRADSHAW, 171f.) argue
that Galatea is a virgin about to embark on a journey into womanhood and that the
exemplum of Europa is Horace's attempt to allay fears which Galatea may experience.
Several problems arise from this interpretation: 1) right from the start of the myth (25-32)
frightening details are present and subsequently they dominate the narrative (e.g. 34-66);
thus, these scholars hardly prove that Horace is allaying fears; 2) their rejection of Galatea
as an ex-lover is based on the false assumption that Europa has not had sex in the
narrative; virginum culpae (38) and turpe commissum (39) imply otherwise; see in
addition, OLD s.v. culpa 3b; 3) the purported happy ending which assures Galatea that all
will be well is not a glorious climax at all (see below in the discussion on the myth).
Moreover, BRADSHAW's argument, 171f,, that the purpose of the myth is to allay
Galatea's fears and that it succeeds in doing so, that it is "therapeutic", cannot be proven
with the text - the poem ends before Galatea's reaction can be gauged. Three other
variants are also unconvincing. MACLEOD (1974), 89f., argues that Horace is warning a
woman, whom he looks on as a daughter (but see my discussion below where I argue that
there is an erotic attachment between Horace and Galatea) or wife (odd that he cannot
decide) not to betray her pietas by running off with an adulterer, but MACLEOD's
interpretation is based on a bewildering conclusion that verse 21 points to the husbandly
or fatherly relationship which Horace has with Galatea. MINADEQ, 96, suggests that
Galatea is a would-be lover of Horace whom the poet wants to initiate into lovemaking
and that he tries to deter her from going to a different lover. Although quite an
imaginative theory, MINADEOQO's cyclical argumentation (e.g. p. 99) and fanciful use of
Freudian psychoanalytical jargon (e.g."the ship which will transport Galatea suggests the
phallus and the sea the vagina”, p. 98) makes this interpretation difficult to accept.
KILPATRICK, 195ff., argues that the addressee is the goddess Galatea whom Horace
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The text itself offers clues to a love-affair between the poet and his addressee. At 18 memor
nostri, Galatea, vivas, suggests a relationship, if not an erotic one. In addition, Horace
compares Galatea to Europa, who in this poem has already begun an entanglement with
Jupiter, equating Europa's actions and feelings with those of Galatea. The heavily erotic aura
of the Europa story fits with a relationship between Horace and Galatea.

There is further cause to believe Galatea is the poet's lover or ex-lover. For one thing,
the name Galatea appears as the name of a girlfriend in poetry (e.g. Corydon's mistress in
Verg. Ecl. 7.37).° In many other odes Horace portrays himself as a lover (of Chloe, Lydia
and Leucono€ to name a few), and even in the poem right before this one (3.26) Horace

claims that he has given up on love but before he dismisses love he prays to Venus to make

asks to protect his odes (exemplified by Europa) from his enemies. Problems with this
interpretation are numerous: 1) the request to protect Horace's odes is not present in the
text; 2) KILPATRICK suggests that at verse 1 the impios and at verse 21 hostium refer to
his poetic rivals, yet verse 21 reads hostium uxores puerique; surely he cannot mean
women and children are a serious threat to Horace's poetic achievements; 3)
KILPATRICK argues that many ancient people cast themselves in the role of a prophet in
order to prophesy one's future greatness and that this is precisely what Horace is doing at
lines 1-24 when he appears like a prophet; however, in these lines Horace does not
prophesy his greatness at all, but instead warns Galatea of her future; 4) KILPATRICK
does not demonstrate how the myth of Europa or Europa herself is like Horace's book of
odes or why she should stand symbolically for the poetry or how Horace clarifies to
Galatea or his reader that Europa does stand for the poetry; his allegorical use of myth is
not demonstrated; and finally, 5) KILPATRICK does not explain why Horace has great
concern for his odes; indeed, such concern so soon before Odes 3.30.1 where the poet
insists that exegi monumentum aere perennius seems strange.

? The name appears also in Prop. 1.8A.17, Verg. Ecl. 1.28, and in Ov. 4m 2.11.13.
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Chloe love him. So it is not unexpected to see him in the role of the lover in Odes 3.27."

The myth of Galatea, Polyphemus and Acis may have been in the back of Horace's
mind when he chose the name for his lover.!! In this myth, Galatea is won over by Acis even
though Polyphemus has professed his love for her (illustrating erotic associations between
Galatea and Polyphemus even without Acis’ involvement). The myth of Galatea, and hence
her name, fits nicely with a similar love triangle in this poem, whereby Horace's rejection is
acutely reflected in Polyphemus' own.
Point of the Propemptikon

In establishing the primary purpose of the poem, some critics have argued that the
first 24 lines (the farewell to Galatea) are a thin pretext for simply retelling the myth of
Europa.”? However, this sort of narrow thinking leaves the poem without purpose and point,
something which would be very strange for a poet like Horace. As Quinn has rightly shown
and I, in this chapter, have promoted with more evidence, the author tries to dissuade a lover

or ex-lover from going on a sea-voyage and leaving him for another man. Horace attempts

12 Odes to Chloe (1.23), Lydia (1.12 and 1.25) and Leuconoé (1.11).

' Although this version of the tale is from Ovid (Metz. 13.738ff.) and may be a late
treatment of the myth, it may have been in existence beforehand. HOPKINSON (2000),
40 n. 140, remarks that Acis may be detected in Theocr. Id. 11.57 when Polyphemus
describes the river as ¢uypov J6wp. HOPKINSON argues that the river was famous for
its coldness and therefore we can conclude that there is a covert allusion to Acis in Id. 11.

2 FRAENKEL, 192ff., suggests that Horace wrote the ode not to dissuade Galatea
from going but to retell the Europa myth in a new light. Similarly, WILKINSON (1968),
134. COMMAGER, 172, sees Europa as adornment and the poem as unfocused.
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to achieve this by warning Galatea that there is great danger in her departure (lines 1-24) and
by providing an exemplum with the myth of Europa (as a parallel to Galatea) to demonstrate
the likelihood of bad fortune once she left with the bull, her lover (25-76)."

There are several twists in this version of the myth which promote such an
interpretation of Od. 3.27. First and foremost is the noticeable absence of the bull in this
poem. Because he is not present for very long and is only described in a negative light by
Europa and later Venus, the bull appears to be a character having no appealing traits.
Furthermore, his treatment of Europa is callous. Horace's negative treatment of the bull may
hint at the poet's desire to persuade Galatea not to go with her lover — if this is how Europa's
lover treated her, then Galatea's lover may equally be callous. Similarly, Europa's remorse,
about leaving her home willingly with the bull and having intercourse with him, is so great
that she thinks of suicide. Her condemnation of herself in addition to her hateful words
about the bull after he has abandoned her likewise seem to be for Galatea's benefit. Venus'
contemptible treatment of Europa and the inglorious presentation of Europa's future may be
used to warn off Galatea from her journey. In spite of the honour of having a continent
named after her, Europa's future looks bleak. A final warning to Galatea who may be
assumed to know about Europa's fame and fortune — you may think you are going to be

happy but even Europa's future turned out to be grim. As one can see, such an interpretation

13 There are clear allusions, in my opinion, in the exemplum that point to Galatea's
new lover such as Europa's willingness to go with the bull (25f.), that she has sex with
him (37£f.), and that she admits she loved him (35f. and 47f.).
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remedies the problems previously believed about the first 24 lines and, more importantly,
explains convincingly what is going on throughout the poem.

Horace introduces the ode by wishing bad omens on impii (1-7) and good omens for
ego cui timebo (7-12). The poet leaves it unclear to whom he is referring in each case.
Indeed, Horace puts such stress on the impii — it is the poem's first word and there are several
bad omens for and lines devoted to the impii (5 omens delivered in 6.5 lines) — that one infers
that there is a veiled threat for Galatea (i.e. you may be impia for leaving me; cf. 35f)." 1
believe this negativity continues, for once Horace has expressed his good wishes to Galatea
(13f)) to offset any possible complaints (e.g. of intimidation),’* he immediately returns to
ominous signs (more augury and warnings about the weather and sea at 15-20). If Galatea
insists on going, she is forewarned by these bad omens and dangers (and I would add,
perhaps even conjured up by Horace, her rejected lover).

Although Quinn did not examine the language used by Horace in depth, it is my
opinion that the poet reinforces the menace by means of strong language (trepidet tumultu
(17), caecos...motus (21£.) and trementis...ripas (23f.) in conjunction with ater at 18 and
nigri at 23, and the emphatic placement of words (tumultu, ater, peccet, caecos, trementis
and verbere appear at the end of their lines).

Horace offers a parallel for Galatea, an exemplum which recounts Europa's terrifying

14 QUINN, 258 and CONNOR, 108f., have noted this too.
1> CAIRNS, 191f.,, comments on these negative good wishes.
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experience when she travelled on a voyage to Crete.'® The transition from the farewell to the
myth (25-28) hints at the pessimistic rendition of the Europa story with its word choice
(doloso, scatentem, beluis, fraudes, palluit and audax) and their placement (the words appear
either as the first or last word of their lines). Horace treats the myth in a negative light so
that by the end of his ode,'” Galatea, if she were real, might change her mind.

Is the propemptikon serious or not?

For all the doom and gloom, this is not a serious poem and, one may argue, not even
a sincere propemptikon.'® There is simply too much humour for it to be taken seriously."
The onslaught of the nasty weather and roaring sea (17-25) in addition to the multitude of
negative omens (1-16) points to Horace's use of hyperbole (7 portents in total).?’ That he is

elusive in stating who the real impii and ego cui timebo are is amusing. Horace's stance as

1¢ T shall illuminate further Horace's manipulation of the exemplum for Galatea's
benefit in subsequent sections of this chapter.

'7 The naming of the continent Europe is overshadowed by the contemptuous
manner in which Venus reveals Europa's future.

'8 A view which contradicts such critics as FRAENKEL, 194, NISBET, 201,
MACLEOD (1974), 88f., KILPATRICK, 191ff., MENDELL, 291ff. and MINADEO,
95ff., all of whom either find no humour in this ode or fail to discuss it, if they do find it.

' The humorous side of this poem has been argued effectively by
BRIND'AMOUR (73£f.), QUINN (257ff.), CAIRNS (190f.), CLAY (173{f)),
HARRISON (9311f.), CONNOR (108ff.), and OKSALA (182ff.). 1too shall discuss
humour especially in connection with Europa later in this chapter.

%0 A similar view held by CLAY, 175, CONNOR, 108ff.,, and QUINN, 258ff.
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an austere providus auspex is laughable too:*' for all his reverent pontificating, Horace is
simply trying to keep a girl in his bed (as I shall argue in subsequent sections). Lines 13f.
are delicious in their deceptiveness. One cannot imagine that Horace is sincere with his best
wishes especially when they are so brief (verse 13 alone).”? So, the poet concludes his
farewell to Galatea, having set the stage for his dark version of the Europa myth.

Functions: Expansion with a Purpose

Using the scheme provided by Propp which breaks down a narrative into stages and
functions, one can see how Horace's rape narrative of Europa (lines 25ff.) treats the key
events of the abduction and its aftermath.”? STAGE 1: PRELUDE does not exist. STAGE
2: CONTACT: VULNERABILITY (the Victim, Europa, becomes vulnerable to the Rapist,
Jupiter in the disguise of abull, 25f.), ABDUCTION (1) (Europa is abducted by the bull, 26-
28), ABDUCTION (2) (Europa is abducted by the bull, 31-32), ARRIVAL (Europa and the
bull arrive at the scene of the rape, 33f). STAGE 3: AFTERMATH: DISCOMFITURE
(Europa persecutes herself, 34-66), CALMING (Venus speaks to Europa, 66-76), and
RECOMPENSE (Venus tells Europa her future rewards, 73-76).

Skimming and Omissions of Functions

There are several functions which are skimmed and one stage which is omitted

21 OKSALA, 182, also comments on Horace's humorous role as providus auspex.

22 Further arch humour is detected in the numerous changes Horace makes to the
myth in order to make his case more convincing to Galatea (see further below).

2 The stages and functions are outlined and described at length in chapter 3.
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altogether, suggesting that Horace downplays and stresses functions and stages to suit his
purposes. Stage 1 does not occur. The poet starts with VULNERABILITY (alluded to with
credidit tauro, 25f.), OVERTURES (hinted at with doloso, 25, as the bull's dolosus implies
that his overtures were successful), and ABDUCTION in Stage 2, creating much impact with
each function because they are so early and sudden.” The omission is noteworthy, as is the
likely reason for it. For the benefit of Galatea Stage 1 would not appear because Horace
would want to get to the relevant material (VULNERABILITY, ABDUCTION, etc.) straight
away to frighten her offher voyage. ARRIVAL (at the scene of the rape) is similarly handled
briefly at line 33f., emphasising the speediness with which Europa arrives and is abandoned
on Crete, for the edification of Galatea.

Within Stages 2 and 3 there are evident omissions of functions which commonly
occur in the myth: PHYSICAL APPROACH, APPEAL, RAPE and PREGNANCY. The
first function does not take place for the same reason that Stage 1 does not exist. If Galatea
actually existed, then an APPEAL from Europa is unnecessary since Galatea would not seek
help to avoid her new lover's advances. Surprisingly, the RAPE is not specified, although
it is implied at lines 38ff. with virginum culpae, turpe commissum, and vitiis, as well as with
the many recriminations Europa makes to herself at 491f., for Galatea's benefit. Finally, the

poet ignores Europa's PREGNANCY, illustrating further Europa’s isolation after her rape

2 By disregarding Stage 1, Horace is able to quickly move into the more
foreboding (VULNERABILITY and OVERTURES) and terrifying (ABDUCTION)
aspects of the story, perhaps with the hope of frightening Galatea into staying with him.
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and also how no long lasting relationship awaits her with Jupiter.”

A few functions are expanded in this version of the rape narrative. In Stage 2,
ABDUCTIONS (1) and (2) spread over 6 lines (27-32), although there is a break between
the two at lines 29f. Such patterning of events is eye-catching, drawing the attention of the
reader to Europa's ABDUCTION. Moreover, because it is the first expanded function, the
ABDUCTION stands out rather conspicuously. The (unexpected) return to this function is
also emphatic. The event itself is gripping — Europa is portrayed as trusting a deceitful bull
and travelling at night on a sea full of monsters with only the sea and stars to look at. With
the interruption at 29f,, the description of happier times when Europa was playing in
meadows contrasts pointedly with what took place right after it, stressing the horror of the
ABDUCTION further. Just as the reader notes these features of ABDUCTION, Galatea
would be meant to see them and be terrified about leaving.

DISCOMFITURE is the longest function in this ode (34-66), making it clear that it
is the main stress of Horace's argument. This is admittedly a new form of DISCOMFITURE

in that here instead of others persecuting the victim, Europa persecutes herself (for her

» According to various traditions, Europa bears either two (Hom. II. 14.321f) or
three children (e.g. Aesch. fr. 99 TGF vol. 3 (Radt)) to Jupiter. These are neither twins
nor triplets, so Europa’s pregnancies occurred over time which suggests that she and
Jupiter had a lengthy relationship; something denied to her in this version.
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conduct).?® This novel twist is both striking and amusing. Europa expresses anger at herself
for falling in love with the bull (35f. and 45ff.), regret at leaving her home (34f. and 49), but
most of all, anger at the bull for abandoning her on Crete (45£.), so much so that she imagines
various ways of committing suicide (50ff.) and even considers her father's disapproving
reaction to her libidinous behaviour (58ff.). This would amount to a pointed demonstration
to Galatea of what would await her if she were to leave Horace for a new lover.

Another expanded function with a twist occurs at lines 66-76 where the CALMING
of the Victim is done not by the Rapist but by a third party, Venus, and appears in Stage 3

t.” Venus informs Europa that

after the rape rather than in its usual place in Stage 2 before i
the bull will return so that Europa can hurt him as he has hurt her. Within the CALMING,
Venus also offers a RECOMPENSE, explaining that Europa has become the wife of Jupiter
and that Europe will be named after her.”® One might think that these functions would

persuade Galatea (if she were real) to leave Horace, but the poet portrays Venus as having

such a contemptuous manner (see below) that it is difficult to see the silver-lining in her

26 In his study of Ovidian rape narratives, MURGATROYD (2000), 77, described
DISCOMFITURE only as "the Rapist repents or is ridiculed, Victim is persecuted or
rejected by others". Europa rape narratives, however, require MURGATROYD's limited
explanation of DISCOMFITURE to be developed further to include "Victim persecuted
by herself".

27 This twist in CALMING and its alternate position in Stage 3 is not recorded in
MURGATROYD's (2000) survey of rape narratives in Ovid's Met. and Fasti.

B MURGATROYD (2000), 77 (see chapter 3), suggests the Victim can be
recompensed with either a marriage or a gift, but, as is the case here, the Victim is
recompensed with both.
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explanation. Europa's future looks grim and, presumably if she goes, so does Galatea's.

Fleshine out of Functions

Horace fleshes out the functions by adding to them striking expressions and vivid
details.”? The poet presents a picturesque image of Europa riding on the bull in
ABDUCTIONS (1) and (2). Surrounded by monsters with which the sea is packed, she
travels in the dimly lit night. The contrast between Europa's pale skin and the dark night
adds colour to the tableau. This sight is reminiscent of the artwork of antiquity in various
media,*® and Horace may have had a similar image in mind when he wrote these lines. The
vividness with which the ABDUCTION is described stresses this function yet again, for the
benefit of Galatea and to draw the reader further into Horace's rendition of the rape narrative.

Descriptive details can also be seen in Europa's DISCOMFITURE, especially in the
types of suicide that she mentions. Europa claims that she will walk nuda amidst lions and
although a beauty she would be food for tigers (51f. and 55f., respectively). While the
pictures are meant to illustrate Europa's sincere consternation over her situation, that she
presents herself as a nude beauty among the wildlife is humorous. Still more ridiculous are

the third and fourth kinds of suicide suggested by Europa's father (what she thinks he might

¥ There are numerous examples of each means of fleshing out the function, but I
am focussing on the most salient ones.

% For example, a limestone relief of a metope from Selinus of Europa on the bull
(c. mid. 6" century B.C.E.), a painting from the House of Jason at Pompeii depicting
Europa on the bull (c. 1* quarter of the 1* century A.C.E.), and a mosaic from Cannes of
Europa on the bull (c. 50 B.C.E. - 50 A.C.E.).
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say). At lines 58ff., he offers her a graphic means of ending her life: hanging herself from
a tree or throwing herself over a cliff onto acuta leto/ saxa (as though acuta leto matter).
Each type of suicide is gruesome and certainly appeals to one's sense of the visual, but there
is still further point to them, as their cumulative effect and exaggerated presentation stress
Europa's DISCOMFITURE for Galatea’s benefit.

Horace adds striking expression to the functions to further emphasise their
importance. So in ABDUCTION (1) scatentem/ beluis pontum mediasque fraudes (26f.) is
arresting for a couple of reasons. Scateo conveys the idea that the sea both swarms with the
sea creatures and is alive with them.*' Fraudes is a loaded word full of numerous meanings
(‘danger’, 'a crime', 'deceit', and 'treachery), all of which apply to the situation.’> Europa is
indeed in danger and is the victim of crimes (abduction and certainly rape). Moreover, that
she sees a bull and not a god points to Jupiter's deceit. Such economic use of words and eye-
catching expression make for an interesting ABDUCTION which leaves a lasting impression.

Also engaging is the elusive meaning of line 73, which can either be taken as "you
do not know that you are the wife of Jupiter" or more menacingly as "you do not know how

to be the wife of Jupiter".® That Horace fails to state clearly what he means is rather playful

3'OLD s.v. scateo 1b and 2a.

32 Fraus can mean malum, iniuria, acta dolosa, deceptio, scelesta, actio improba
(TLL VI, 1.1267.201f) and perfidia (TLL V1, 1270.671f.).

33 Horace uses the Nom. & Inf. construction instead of the Acc. & Inf,
construction. See SHOREY and LAING, 402, who likewise note this usage of the Greek
construction.
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and reminds the reader that the poet is having fun with this piece. The first interpretation
may simply indicate that Venus sincerely wishes to alleviate Europa's guilt, but the second
interpretation may hint at her contemptuous feelings towards Europa. Such a nasty remark
is consistent with the earlier characterisation of Venus — perfidum ridens (67) and ubi lusit
satis (69). Venus'perhaps venomous declaration acts as a final warning to Galatea not to go.

Manipulation of Dramatis Personae: emphasis on Europa

Horace maintains a tight focus on the protagonist; in fact, 41.5 of the 52 lines devoted
to the myth's narrative centre on Europa. Her name appears in the first line of the narrative
(25), making it plain that she is the subject of the story. The importance placed on the
heroine is necessary for a story about her rape, but Horace makes her the key focal point
because he is going to demonstrate how Galatea has much in common with Europa. To
effectively show the similarities, the poet zooms in and remains focussed on Europa. At the
same time, such attention to Europa would likely maintain Galatea's interest in Horace's
story. Both of these reasons explain why little attention is given to the bull. Another
explanation, however, is plausible —just as Galatea would see an association between herself
and Buropa, so she might recognise a similar connection between the bull and her new lover.
Horace would not want Galatea to think about her new boyfriend and therefore would
minimise the bull's role except when he portrays the bull in a negative light (e.g. 45f).
Moreover, the bull's absence from the text hints at his abandonment of Europa, a fact which

would not be lost on Galatea.

At the end of the narrative Horace adds variety by panning out and including two
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other characters, Venus and Cupid (66ff.). Placed at the story's conclusion, the climax of
Horace's narrative, the goddess and her son provide impact with their sudden appearance.
The poet does not inform his audience how nor when the deities arrived, which creates an
aura of mystery about the gods. Their powerful presence makes Europa, a single human
beside two divinities, seem quite insignificant especially when Venus' sarcastic address
shows clearly the goddess' disdain.** That Cupid holds his slackened bow in hand (67f.)
subtly implies that he played a role in the rape (and perhaps Venus did as well),” reinforcing
the idea that Europa is just a toy to the gods. By centering on Venus' speech Horace adds a
final motivation for Europa not to go with the bull, and Venus' speech would convey a
similar message to Galatea. Moreover, the cold treatment by Venus would caution Galatea
about how love was responsible for her new affair.
Opening

Lines 25-32 open the rape narrative, rivetting the attention of the reader (and Galatea)
with their dark and menacing mood, dramatic and lively action, and descriptive setting.
Horace captures the reader's interest straight away beginning in mediis rebus at a critical

moment in the story — Europa's abduction by the bull. This start to the narrative creates

3* Similarty, QUINN (74f). Regardless of how line 73 is taken (I take it as "you
do not know how to be the wife of Jupiter", i.e. you should be glad, you will be the
mother of his children, etc.), the contempt with which Venus holds Europa is observed
throughout the goddess' speech.

3 Ubi lusit satis at 69 hints at Venus' participation, or at the very least her
enjoyment of Europa's experience right from the start.
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impact as the terrifying kidnapping occurs immediately at the onset before the reader has a
chance to grasp what is happening. Horace would want Galatea's attention for the tale he is
about to tell; the dramatic opening is both arresting and engaging.

What further engages Horace's audience is the graphic picture he presents of Europa
and the bull as they travel. The scene seems frozen in time and the vivid details (particularly
the use of colour at 25, 28, and 31)* add to the description, making the abduction come
alive.’” So one imagines Europa in the dark sitting on the bull seeing nothing but sea-
monsters, waves and stars. The reader and perhaps Galatea may realise Europa's isolation,
and feel horror and sympathy for her plight, and such feelings may cause Galatea to question
the loneliness of her own voyage.

Horace's word selection and placement likewise grabs one's attention right from the
start. Placed in the prominent position at the end of line 25, doloso piques the interest of the
reader as does fraudes (with all its subtle meanings)*® at the end of 27; distrust and treachery
coax the reader into reading on. The juxtaposition of doloso and credidit (26) is an amusing
play on words. In addition, Europa's faith in the untrustworthy bull heightens the tension and

creates even more pathos (for Galatea's benefit); it shows a character flaw of enormous

36 One may also imagine several colours at 29 with florum.

3" HARDIE, 123, suggests that Europa's depiction in this ode is one of the most
popular examples of the art of a victimised heroine, and that her portrayal as a character
first begins with the image Horace presents and then with the description of her
psychological state.

38 See note 32.
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consequence — as a result of her misguided trust she experiences a horrific event, one which
would act as a clear warning to Galatea. The oxymoron palluit audax (28)* reinforces the
notion of Europa's shortsightedness and, simultaneously, presents her as a sympathetic
character since Europa's fear, the only feeling which Horace mentions in the opening surely
for Galatea's benefit, is quite pronounced especially as reference to it stands conspicuously
on its own in the line.** Finally, the use of the term niveum would be for Galatea's benefit
— niveum is used to describe the skin of a woman; the paler the skin, the more attractive the
woman to the ancients.”!

Doloso fraudes and credidit highlight two major themes in this narrative — deception
and misguided trust. Placed early in the story, they create impact on the reader (and would
presumably on Galatea). These words also bias the audience in favour of Europa and
prejudice it against the bull, since deceptiveness is the only trait given to him in the opening.

As one of the many ways in which he attempts to dissuade Galatea from departing,

Horace presents the exemplum in a negative light, establishing a dark and menacing mood.

¥ An accusative after palleo is rare and further takes the audience's attention; for
palleo see TLL X, 1.123.194f.

“ MACLEOD (1974), 88, BRADSHAW, 168, BUSCAROLI, 36, MINADEO,
100, and BERRES, 61f. and 80ff. also see the oxymoron as an expression of lost courage.

1 Although niveum is described as snow-white, snowy (OLD s.v. niveus 2a),
candidus is equated with beauty (7LL 11, 241.10f.). In his commentary on Vergil's den.
5.571, RD.WILLIAMS (435) points out that candida is synonymous with pulchra;
hence, white skin (e.g. niveum.../...latus) was a physical trait denoting beauty.
MCKEOWN (82) also claims that candida is a common epithet for heroines and
mistresses.
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Already doloso and fraudes set the tone, but other words contribute to the negative mood,
causing apprehension in Horace's audience and enticing it to discover the outcome of the
story. At the end of line 26, scatentem creates impact as one envisions the sea swarming
beluis (purposely plural and the first word of line 27). Moreover, scatentem suggests the sea
is alive with these sea-monsters.” The threatening scene weighs heavily on the general
reader and, presumably would, on Galatea as well.

What Horace is negative about specifically accentuates the ominous mood of the
narrative. So, he is clearly antagonistic towards the bull (i.e. the lover) who is described as
doloso, but he is equally pessimistic about the voyage, as 26-28 and 31-32 suggest. A sense
of unease is further achieved in the placement of certain words. For instance, beluis (27) and
nocte (31) at the beginning of their lines highlights the unease of the scene. Similarly,
medias seems to imply that the treachery which surrounds Europa is inescapable; its position
in the middle of line 27 reinforces this idea and also bolsters Horace's warning to Galatea.

The flashback at 29f. enhances the negative mood by its apparent contrast to the
heroine's current situation.*® Happier times when Europa nuper” was innocent, safe and

enjoying herself are a far cry from the dark and foreboding circumstance she finds herself in

“ OLD s.v. scateo 1b and 2a, respectively.

4 Similarly, KILPATRICK (200), BUSCAROLI (38), WILSON (45) and
SYNDIKUS (234).

* The placement of nuper at the beginning of line 29 stresses how not too long
ago Europa experienced happiness. Her current situation is anything but enjoyable.
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now. Further contrast is evident. Whereas before Europa was actively making a crown, now
she just sits on the bull. And, while she was in former times among colourful flowers in a
meadow, currently she is surrounded by darkness on the sea. For greater impact, Horace
places this enjoyable scene out of the chronological order of the myth in order to accentuate
the contrast between the better and now worse times. In addition, the fact that Horace
sandwiches the flashback between the two references to the abduction swamps such happier
times with this bad event in the heroine's life. She is overwhelmed by the terrible situation
as Horace's audience is. The opening ends with a stark image of Europa's isolation which
would presumably affect Galatea if she were real.

Characterisation: Pity, Callousness and a touch of Humour #

Europa

By presenting Europa with such a mix of emotions, Horace offers a variously
appealing character, easily embraced by the audience. Europa's characterisation causes some
chuckles, but it does not take away from the pathos so clearly sought by Horace's sorrowful
treatment of the girl. Europa is wronged by all the gods in this story, not the least of whom
is Jupiter. The reader commiserates with her, and so too would Galatea.

Europa is a character deserving first and foremost the reader's sympathy for the
unfortunate circumstances in which she finds herself, and it is this depiction of the pathetic

heroine which would act as a poignant warning for Galatea. To a certain extent, however,

% Venus' characterisation is covered in the section on Closure.
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Europa is also a character of fun (like Theocritus' Polyphemus at 11.19ff. or Vergil's Corydon
at Ecl. 2.6ff, both of whom are presented in a pathetic and humorous manner
simultaneously), one meant to amuse the general reader who is able to stand back and
observe that Horace may in fact be simply writing a witty exercise.*

Linking Galatea to Europa right from the start of the narrative, Horace is quick to
compliment his addressee by describing Europa as niveum (25), and later Europa herself says
sheis speciosa (55, cf. also 53f.). Asacharacter invoking pathos,*” however, Europa's initial
appearance in the narrative depicts her as a misguidedly (for impact on Galatea) trusting
figure (26) at first bold and then frightened by her abduction (palluit audax, 28). Soon, fear
is replaced first by disorientation (37) and then by deep remorse when she is abandoned
unceremoniously by the bull. Europa regrets leaving her father and abandoning her duty
because of furor (34ff.). She laments her sexual transgression immediately at 37ff. and once
more at 47f. (indeed culpa and turpe commissum imply that she has had sex and the remorse
she expresses adds "fuel to the fire"), after she announces that she had some choice over
whether or not to go with the bull at 42ff. (a debatable notion since Venus seems to be

responsible for Europa's experience at 67ff,, i.e. Europa may not have had as much choice

“ However, if Galatea was real and Horace was serious, then by providing a
comical side to his portrayal of Europa, the poet may appeal to Galatea all the more
because she would appreciate his humorous side.

47 See further MENDELL, 289-301, who compares Europa to Catullus' pathetic
Ariadne; scholars who have viewed Europa as a somewhat tragic heroine include CLAY,
175, HARRISON, 433, MACLEOD (1974), 90, BRADSHAW, 169, and QUINN, 263.
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as she believes here).* Although there is a suggestion that she was willing to go (36, 38 and
47),* Europa appears to be blaming herself, even though there is no clear indication that her
consent to having intercoﬁrse was given (a standard detail in the myth), nor that Jupiter
allowed for consent (his speedy departure suggests that he may even have raped her while
still in bull form, a fact which may explain Europa's violent feelings later).

Europa's remorse is so great that after citing herself as impudens (i.e. shameless, but
perhaps the term picks up audax from 28; Europa may be mocking herself here for her earlier
boldness)™ twice (for stress the first word of lines 49 and 50), Europa imagines two violent
means of suicide, one by lions (50ff.), the other by tigers (55f.), illustrating further her
feelings of shame. Full of guilt, she even speculates about what her father might say to her
— suggesting two more gruesome methods of suicide (illustrating how she is really dwelling
on suicide), hanging or throwing herself over a cliff onto sharp rocks (58ff.). Europa's sad
state is all the more pathetic because she is unaware of what is happening to her or why (as
her desperate speech at 37ff. indicates), and indeed even when Venus provides a pitiless
explanation at the end of the narrative (69ff.), Europa's fate is still uncertain because the

goddess does not reveal all of Europa's future. The audience (and perhaps Galatea) may

“® Europa's portrayal by Horace in this ode points to a more sensual and emotional
character than had been previously developed in the surviving literature of earlier poets
(compare Mosch. 2 and Aesch. fr. 99 TGF vol. 3 (Radt)).

* Europa's willingness reflects Horace's manipulation of the myth in order to
show relevance to his message for Galatea.

% Impudens can mean both shameless and bold; see TLL VI, 1.707.401%,
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sympathise with the heroine long after the story is over.

Besides regret and shame, Europa is consumed with rage. She is abandoned by the
bull whom she recently loved (47), but this affection is quickly overshadowed by rage
(mihi.../iratae, 45£.) and bitterness, highlighted by her choice description of the bull as
infamem (45) and monstri (48) as well as by her wish frangere.../cornua (471). Venus
likewise picks up on Europa's rage telling the girl to desist from her irarum calidaeque rixae
(70) and informing her that #ibi invisus laceranda reddet/cornua taurus (711.). The last
image the reader has of Europa is of a girl now bitter, desperate, ashamed, guilt-ridden, and
most of all full of hatred for the bull on account of his treatment of her, a fact which would
not be lost on Galatea.

As a figure of fun, Europa does provide some smiles. So, when she says in a
disoriented manner "unde quo veni?" (37) one laughs at her odd remark — of course, she
knows from where she came.”’ Similarly, she questions whether she is dreaming her
abduction right before she makes it clear that she made the choice to go with the bull
(39ff.).* Odder still is Europa's insistence on appearing before the lions nuda (51), as though
going fully clothed or even armed would make her less vulnerable, and her intention of

feeding herself to tigers before she gets old and while she is still young and beautiful (53ff.),

5! CONNOR (112) likewise comments on the strangeness of her statement,
referring to her odd behaviour as a parody of tragedy. There is much humour in Europa's
speech but like QUINN (263) I do not believe that the parody takes away from the
sadness of Europa's situation; she is deserving of sympathy.

52 The dream may be a reference to the dream in Moschus' version (2.71f).
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believing perhaps that her appearance matters to them! At various moments in her
melodramatic speech, Europa is rather quaint, bringing some much needed humour (and
relief) to Horace's otherwise dismal portrayal of the heroine.” Indeed, this Europa is
memorable for her mental state as much as the reason for it.
The bull

Horace provides little characterisation of the bull (i.e. Jupiter), presenting the creature
without exception in a negative light for the benefit of Galatea. Just as Horace compares
Galatea to Europa, so too he compares the new lover to the bull. The first word used to
describe the bull is doloso/ credidit (25f.). Immediately, the reader is prejudiced against the
bull, but Horace is clever enough not to overdo his bad treatment of the bull. He subtly drops
a word here and a word there to facilitate his negative characterisation of the animal. So, the
poet does not indicate whether or not Jupiter took Europa's feelings into consideration before
having sex with her™ (as quickly as he arrives at Crete he rapes her (very likely from the text)
and leaves abruptly), nor if he ever revealed to her who he was -- indeed 33f., 39, 45ff.,, and
71f. suggest that Europa is ignorant of the bull's true identity. It may well be that Jupiter had
sex with Europa while still in bull form, an act which must have been frightening and
shaming for Europa. Horace leaves it to the reader to conclude that the bull was callous, a

conclusion which is cemented by Europa and Venus' characterisation of him.

33 A fact recognised by OKSALA, 183f.

> Sex is implied by victa furore (36) cuipa (38), turpe commissum (39) and the
remorse which Europa expresses.
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Horace uses a number of epithets (all of which are negative) to describe the bull. The
animal is depicted as infamem (45) by Europa and, then, as a monstri (48) by her. Monstrum
is an apt term applied to monsters but also to persons of extreme wickedness.” That this
description comes out of the mouth of Europa creates impact since she so recently loved the
creature. Venus, perhaps using a word which Europa herself would employ, describes the
bull as hateful, invisus.® An alternative meaning of invisus is appropriate here as well — the
bull is "unseen" at the end of the narrative,”’ a final reminder to Europa that she is
abandoned, one which would act as a warning to Galatea about her new lover. Finally, and
perhaps more alarming, is Venus' description of the bull (i.e. Jupiter) as invicti —if a goddess
sees him as invincible, what chance has Europa, a human, against him? Invicti suggests that
Europa has no other option than to accept the bleak situation. The poet manipulates his
audience into disliking the bull from start to finish, creating a villain who would be
unforgettable for both Galatea and the general reader.

Closure

The close of Ode 3.27 occurs at lines 66-76, when Venus and Cupid appear and the

goddess speaks to a distressed Europa as a bizarre sort of deus ex machina. A typical deus

ex machina explains earlier events, incomprehensible to a human, as well future happenings,

% TLL VI, 1446.79f. and 1449.56ff.

%6 A number of meanings are attached to invisus (see further 7LL VII, 2.197.12ff.).

T TLL VT, 2.224.62fF.
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ties up the loose ends, resolves controversial issues etc. Here, on the contrary, the deus ex
machina is an inadequate closing device. While Venus does announce that the bull will
return (71£.), that Europa is the wife of Jupiter (depending on how what follows esse at 73
is taken) and that Europe will receive its name from Europa (744f.), the goddess neglects
other key issues which a deus ex machina would reveal. Unrevealed is where the bull went
and why he left, and what will happen to Europa (e.g. where will she live and will she really
be an uxor to Jupiter?),’® and will she have children (as other versions of the myth indicate,
e.g. Mosch. 2.166).” Horace neglects the search for Europa by her brothers (a popular
feature of the myth; e.g. Ovid Met. 3.11f.) probably because to include this aspect of the myth
would cause a breakdown in the comparison between Galatea and Europa. For this reason,
the birth of Europa's children is also excluded. What comfort Venus provides for Europa is
truly cold. To the amusement of his audience, Horace presents a twist on the deus ex
machina motif which is surely meant to leave a lasting impression, but it also raises the
question as to its effectiveness as a closing device for the poem. Far more about Europa's
future is left unknown than answered, and the few positive aspects which have been revealed

are undermined by Venus' presentation (e.g. magnam/...fortunam, 74£.); these details are

58 Although Horace uses uxor for "wife" (OLD s.v. uxor 1), with the bull's
abandonment of Europa, he may be extending the sense, as happens with coniunx, also
used of a wife (TLL IV, 342.55 yauerrj) but also applied to a concubine (OLD s.v.
coniunx 1c).

% Although the reader would know Europa's future from the myth, the fact that
Horace's Europa does not know makes for a disturbing conclusion.
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unsettling and would not be lost on Galatea. With the uncertainty of Europa's fate, Galatea's
own future would be brought into question.

Other aspects of the ending also demonstrate how this close would be for Galatea
unsatisfactory and, consequently, unsettling. Although there are clear examples of closing
devices including an inversion of the opening® and the way in which the story of Europa is
set in a wider perspective (i.e. the naming of Europe), many more devices which Horace does
not use (e.g. terminal motifs)® point to how unsatisfying a close the ending of 3.27 really is.
For instance, Horace withholds from the reader not only Europa's response to Venus'
announcement, but also Galatea's reaction to his treatment of the myth. The close is indeed
memorable with the sudden appearance of two divinities (a novel and so startling twist to the
myth),% its unsettling portrayal of Venus (even though not atypical, e.g. Eur. Hipp.) and its
unsatisfactory conclusion to the myth (another innovation of the 