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Preface

1 Generalities

This work on Pindar’s Pythian Twelve is conceived both as a linguistic com-

mentary and a comparative study. A small part of the material presented in

the book was originally covered in the final chapter of my Ph.D. dissertation,

Phraseologie und indogermanische Dichtersprache in der Sprache der griechi-

schen Chorlyrik: Pindar und Bakchylides, defended on July 22, 2016 at the Uni-

versity of Cologne. However, the chapter was not included in the version of
my doctoral thesis published online (Massetti 2019). The redaction of the book
was possible thanks to my work on the project The Lords of the Rings: A Com-
parative Lens on Ring-Compositions of Greek Lyric Poetry (acronym LORACOLA,
project nr. MSCA_0000083), carried out at University of Naples “L'Orientale”

(December 2022—-December 2025), and financed through the program “NEXT

Generation EU, funds NRRP (Italian PNRR) M4C2".

Pindar’s Pythian Twelve, which honours the aulete Midas of Acragas, stands
out as the only choral lyric epinicion in our possession composed for the
winner of a non-athletic competition. Over the years, various aspects of the
ode have been subject to thorough study, including its myth (e.g. Dolin 1965,
Ko6hnken 1971, Bernardini in Gentili 2006%), performance, and musical dimen-
sion (Phillips 2013 and 2016). Often regarded as an ode of relatively straight-
forward interpretation (Radt 1974), close analysis of the text reveals that the
epinicion presents several challenges to modern readers.

The main goals of the book are:

(i) to provide an updated translation and linguistic commentary of the text;

(if) to investigate the main interpretative issues of the epinicion with the aid
of historical linguistics;

(iif) to provide insights into the thematic aspects of the ode as well as on
Pindar’s compositional technique, through the identification of devices,
which Pindar might have inherited from earlier periods of poetic lan-
guage.

The work is divided into two parts. Part 1, “Pindar’s Pythian Twelve: Text and

Linguistic Commentary”, comprises a short introduction, a structural analysis

of the poem and a series of remarks concerning the language of the ode, with

particular reference to its dialectal colour. The aim of the introduction is to
provide an ‘orientational’ overview on the ode as a prelude to both the com-
mentary and the comparative mythological study. Pindar’s text is then presen-
ted with a critical apparatus and my own translation. Besides concentrating
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on the textual and interpretative issues of the poem, the commentary includes
etymological notes and remarks on possible phraseological parallels for single
Pindaric expressions, both ex Pindaro ipso, i.e. drawn from Pindar’s corpus, and
ex Graeco ipso, i.e. drawn from other Greek literary sources. Part 1 concludes
with an analysis of Pythian Twelve’s echoes in Nonnus of Panopolis’ Dionysiaca,
the only literary source in our possession that preserves any reference to the
same mythological tradition as that found in Pythian Twelve.

Part 2, “A Melody with Multiple Heads: A Vedic Parallel to Pindar’s Pythian
Twelve’, is a thematic, structural and phraseological comparison of features of
Pythian Twelve with those of an Old Indic religious hymn, Rigveda (RV) 10.67.
Part 2 starts by presenting the Old Indic text that is juxtaposed to Pythian
Twelve. The Vedic hymn, taken from van Nooten and Holland’s (1994) edi-
tion, is accompanied by Jamison and Brereton’s (2014) English translation
and my own commentary, which highlights the aspects of Rv 10.67 that are
most relevant to the comparative study. The purely contrastive section of the
book focuses on possible common elements between episodes from the Greek
Perseus myth and the Old Indic myths of Vala and Vrtra. My hypothesis is
that Pythian Twelve’s mythological narrative is constructed on inherited them-
atic and phraseological material, which Pindar employs to fashion his own
work.

I concentrate on remarkable structural and stylistic similarities between
my two comparanda as well as on similar compositional purposes and cri-
teria or ‘states of things, which underlie the Pindaric and Rigvedic texts. The
Rigveda is a collection of sacred texts written in Vedic Sanskrit comprising
1028 hymns mostly dedicated to deities who were the subjects of Vedic rituals.
Since the very first Indo-European studies, scholars have recognized impress-
ive word-by-word (or even phoneme-by-phoneme) correspondences between
short syntagms attested in Greek texts of the Archaic and Classical Ages and
those attested in Vedic poetry. Over the years, the identification of multiple
aequabilia has demonstrated the fruitfulness of a comparison between Vedic
and Greek Archaic poetry, even for studies of what we know about Greek phras-
eology and compositional technique within Greek, and Vedic phraseology and
compositional technique within Vedic. Indeed, the comparative approach
enhances our understanding of the history behind the use of the constituents
of ancient poetic texts, such as combinations of words, motifs and themes.
A comparative lens on these devices highlights the conservative character of
inherited compositional techniques, which possessed sufficient flexibility to
guarantee semantic integrity as well as historical continuity of the inherited
themes through time and space. Ultimately this allowed their poetic expres-
sions and structures to survive within diverse cognate traditions.
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I argue that comparative focus on Pindar’s Pythian Twelve yields new results.
The study carried out in Part 2 of this book sheds light on a variety of aspects
of Pindar’s language and style, which escape any merely synchronic analysis.
The study shows that some poetic devices employed by Pindar, namely: lex-
ical, semantic and phraseological repetitions, which shape ‘rings’ within the
ode, precisely parallel those found in the Old Indic tradition at both structural
and semantic levels. The quantity and quality of these correspondences suggest
that they should not be regarded as independent manifestations of universals,
i.e. parallel creations of human creativity. Conversely, they are best explained
as a common poetic inheritance. This insight invites us to reflect on (i) Pindar’s
style in relation to his Greek literary ancestors (hexameter poetry, other melic
poets etc.), (i) Pindar’s style in relation to Pindar, i.e. on original and novel
aspects of his poetry, (iii) the prehistory of choral lyric as a poetic genre, a prob-
lem which this study does not attempt to discuss at length. Finally, the attention
paid to analogous systems of images, documented in Pindar and the Rigvedic
hymns, allows us to reconstruct shared systems of concepts, all of which ulti-
mately pivot on the idea of glory and reward to be achieved in and through
poetry. The comparative phraseological reconstruction thus paves the way for
the reconstruction of common ‘states of things'"

2 Methodological Limits of Comparative Philology

Before expanding on how this study considers macro-structures, I must touch
upon a few methodological matters. As partly anticipated, Comparative Philo-
logy applies the linguistic comparative method to expressions found in two or
more Indo-European languages in order to reconstruct previous stages, which
may be called ‘descriptively pre-historic’ and ‘descriptively Indo-European’, of
the artistic usage of language peculiar to two historically attested traditions.
The methodological premise of this reconstruction is that the artistic usages
of cognate languages are just as strongly related as their grammatical aspects.
Hence, the comparative method is primarily concerned with genetic linguistic
reconstruction. That is, it aims at explaining how and to what extent two lin-
guistic traditions are connected and where they stand in relation to each other,
as well as to their possible common ancestor. By borrowing simplified schemes
and examples from Watkins (1995:5-6, including SCHEMEs 1-2, below), it is
possible to visualize the simplest model of linguistic reconstruction as a case
in which two languages A (e.g. Greek) and B (e.g. Vedic Sanskrit) exhibit sys-
tematic similarities on every level of grammar (phonetics, morphology, syntax,
and lexicon) “which cannot be attributed to borrowing nor to universals nor



XIT PREFACE

to chance” (Watkins 1995:5). By comparing A and B we are able to tell zow and
why A resembles B and vice versa. Furthermore, we are able to account for the
systematic similarities of the two languages by postulating a (proto-)language
stage O from which both A and B derived.

o)

/\ SCHEME 1

A = B Sample linguistic reconstruction

It is often the case that languages A and B came to be used for artistic purposes,
i.e. for poetics. If we designate the poetic language of A as Al and the poetic lan-
guage of B as B!, we can visualize the relation between A! and B! as analogous
to that between A and B. In the same way as comparing A and B allows us to
reconstruct a proto-language stage O, comparing A! and B! allows us to recon-
struct a proto-poetic-language stage O the relation of A! to B, and both to O!
will resemble that of A to B, and both to O, cf.

/O,
Q /\ SCHEME 2
A = B’ inguisti i i
/ Sample linguistic reconstruction and the reconstruction

A =B of poetic language

Obviously, these are simplifications and, as such, they do not give a well-
rounded idea of the complexity of the comparative work applied to poetic
language. In an attempt to anticipate possible responses to sceptical criticism,
I would like to address two problems in the following paragraphs: (i) what we
are reconstructing and why, (ii) how the comparative work applied to poetics
deals with universals.

Words like ‘philology’ (e.g. in ‘Comparative Philology’) and ‘reconstruction’
may create erroneous expectations for the reader. First of all, because the aim
of Comparative Philology differs from that of general philology, the questions
comparative philologists ask in their research are in some ways different than
those of mainstream philologists. ‘Reconstructing’ implies setting up a theor-
etical model on the basis of linguistic elements (A and B derive from O, see
above), i.e. not on the basis of continuously documented facts. The theoretical
model followed here assumes that there was some (pre-)historical continu-
ity between O! and Al, and O! and Bl However, being able to reconstruct a
relationship between two poetic languages does not mean that we are able
to parse the details of the historical transmission (from O! to A! and O! to
BY). It is, therefore, crucial to clarify that the purpose of Comparative Philo-
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logy differs from that of other philologies, like Classical Philology, contrarily to
what itis often (erroneously) believed. Although both disciplines are ultimately
concerned with ~ow expressions manifesting themselves in a linguistic form
are preserved and/or transmitted, the methodological strength of Comparative
Philology has a counterbalance in its structural limits. We are detecting formal
correspondences among expressions occurring in traditions separated by Auge
chronological and geographical gaps: a ‘perfect match’ (see below, ‘Phraseolo-
gical and Linguistic Conventions, Definitions’) between an expression attested
in the corpus of a 5th century BCE Greek poet, like Pindar, and an Old Indic text
which began to be composed in the 2nd half of the 2nd millennium BCE, like
the Rigveda, is to be considered a ‘safe’ piece of linguistic inheritance. We can
exclude that the Greek-Vedic match in question

(a) isa coincidence: it is anti-economic to think that two cognate traditions
innovated in the same way independently, i.e. they used the same lin-
guistic means to create the same poetic expression independently;

(b) isdue tolinguistic contact: we can exclude that Pindar took a certain com-
bination of lexemes from Vedic, because he had no contact with Vedic
Sanskrit.

However, the reconstruction model of Comparative Philology does not go

much further than this. Not only is there no way of telling ~ow and why a spe-

cific expression survived in specific Greek and Vedic corpora, but it would also
be unrealistic to wish to determine these things. The data in our possession
being what they currently are, it is impossible to say precisely how that trans-
mission happened. Certainly, Greek and Vedic poets must have learned how
to be poets from their contemporaries but there is no way whatsoever to find
out how aware poets (and their audiences) were of any IE poetic inheritance.

Although, in some fortunate cases, we can identify a Greek model for Pindar or

a model that is similar to a Vedic text, the data in our possession do not allow

us to reconstruct how IE poetic inheritance came to be transmitted, so to say,

step by step. Such a level of reconstructive detail is well beyond the scope of

Comparative Philology. Nonetheless, renouncing reconstruction of the single

steps of this historical transmission does not mean that they did not exist at

all, but only acknowledges the limits of the comparative method as it stands.
On the contrary, the objectives of comparative philologists are to find out (1)
to what extent analogous linguistic expressions of cognate traditions resemble
each other; (2) how a previous (undated) stage of these cognate linguistic
expressions which in most cases, would come from a combination of two or
more IE roots, might have looked. Things like fixed combinations of terms
are likely to have been passed through generations and generations of poets.
On this basis we posit that they guaranteed semantic integrity and historical



XIV PREFACE

continuity with inherited thematic material within the individual 1E daugh-
ter languages after they diverged from the proto-language. Since the compar-
ative method allows us to reconstruct a part of the stylistic and phraseolo-
gical toolbox at the disposal of IE poets, we conclude that the character of
IE compositional technique was highly conservative. On this aspect, although
reconstructing how exactly this compositional technique worked is more than
Comparative Philology can undertake, we can still focus on similarities and
dissimilarities between comparanda with respect to their content and their
individual compositional techniques.

3 Going beyond Atomic Comparisons and the Problem of the
Universals

I stated above that “systematic similarities on every level of grammar (phon-
etics, morphology, syntax) which cannot be attributed to borrowing nor to
universals nor to chance” guarantee that two languages A and B are related
and derive from a common ancestor O (SCHEME 1). I also affirmed that the
relationships between the poetic languages A! (of language A) and B! (of lan-
guage B) with respect to O! (proto-poetic language stage of A! and B!) are
analogous to those of A and B to O (cf. SCHEME 2). We may now consider
the implications of this for the reconstruction of the proto-artistic language
stage in connection to the question of universals, i.e. independent creations
of linguistic creativity found in any time and space. If we extend the three
criteria ‘no borrowing, no universal, no chance’ to the study of poetic phras-
eology and myth, without any other specification, even the Indo-Europeaness
of Indo-European poetic scaffoldings (e.g. the phraseme ‘unperishable glory”:
Greek xAéog dgbitov, Vedic srdvo dksitam), may turn out to be compromised.
Indeed, we may ask how we can be sure that a concept occurring in two Indo-
European traditions is not found anywhere else in the world. The truth is, we
cannot. As a matter of fact, a variety of poetic concepts and structural devices
occur, in different linguistic forms, in non-Indo-European traditions as well.
This does not automatically make concepts or structural devices non-Indo-
European, less Indo-European or trivial correspondences. The level of ‘concept’
or ‘structure’ and the level of their linguistic manifestations must be kept apart.
Despite the frequency of expressions like Indo-European idea/ideology’ (and
the like) in scientific literature, it is often not correct to expect that something
like ‘an Indo-European concept/idea’ exists in the first place. Conversely, it is
more correct to say that a concept or even a compositional structure, which is
virtually universal, is declined, i.e. expressed in a certain way within sister Indo-
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European traditions. ‘Declining a concept/structure’ and even a ‘myth’ within
cognate traditions means that a certain concept/structure will take on a pre-
cise formal, i.e. linguistic, aspect or that we will be able to frame synonymous
expressions/significant narrative details within a system of images, metaphors,
similes as they combine together in a systematic way. In conclusion, we deal
with macro-structures (e.g. themes, myths, compositional structures etc.), i.e.
with what we may call ‘poetic grammar’, in a different way than we deal with
formal grammar.

How the comparative method works when applied to macro-structures (e.g.
themes, myths, compositional structures etc.) deserves further clarification.
As already anticipated, the comparative method makes the reconstruction of
common linguistic ancestors between two or more elements (sounds, words,
phrases etc.) rely on systematic correspondences, allowing one to recognize
a given phenomenon as ‘regular. This way of proceeding, however, is not
well-suited to the comparative study of phraseology and themes. The further
the comparison detaches from the atomic dimensions of two linguistic cog-
nates (sounds, single words etc.), the more difficult it becomes to claim that
something is inherited. Paradoxically, phraseological and thematic similarities
are often perceptible to the naked eye or to the ear of a modern scholarly
audience. However, most similarities turn out to be vague, inconsistent, unsys-
tematic and consequently not as convincing as those evidenced at the levels of
phonetics, morphology and word-structure (cf. the critics to Watkins 1995 by
Ogden 2013:21). They appear diluted and faded because they lack any phonetic
precision to tether them. The comparative study carried out in the second part
of the book targets this very limbo, trying to cope with the issues a comparativ-
ist has to face in reconstructing inherited themes and phraseology. To address
this, my investigation attempts to follow the methodological path opened by
seminal studies such as those by Toporov [publ. post. Toporovna 2012], Durante
(1962,1976), Schmitt (1967), and fully developed by Campanile (e.g. 1977, 1990),
Watkins (representatively, 1995) and Garcia Ramén (2000). Not only does the
scientific work of these scholars prove that historical linguistics, and in par-
ticular, the comparative approach, offers powerful means to elucidate various
aspects of Archaic Greek poetry in general, and Pindar in particular (see Garcia
Ramon 2000, Watkins 2001, 2002a, 2002b), but it also lays out the basis for new
work in the field of Comparative Philology. The forementioned studies show
that comparative phraseological analysis actually allows us to reach plausible
conclusions on inherited poetic stock, even when it operates with non-perfect
word-/collocation-correspondences, while the phenomenon of lexical renewal
is regulated by a variety of patterns that can be studied and described in detail.
Furthermore, the combinatory phraseological approach allows us to frame
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single phraseological tokens within wider systems of concepts and images as
well as within inherited ‘states of things. According to this method, isolated
features attested in different linguistic contexts may be combined together on
the strength of their complementarity. Such complementarity, in turn, allows
us to recompose the puzzle of complex metaphors or associations which have
their ‘limbs’ ‘scattered’ in diverse but related traditions. This methodological
legacy is particularly dear to me as a scholar of Indo-European poetics, as I am
seeking to pursue it further and to contribute to demonstrating its soundness
and effectiveness with this new study.

Contrasting entire myths or entire compositions attested in two different
though related traditions is, undeniably, a particularly challenging task. An ini-
tial problem is how it is possible to select two very different texts, such as, in this
specific case, a victory ode composed by Pindar in the early sth century BCE
and a religious hymn to a Vedic god allegedly composed around the end of the
2nd millennium BCE. It is clear that these two works were created within differ-
ent cultural frameworks. Moreover, they responded to the demands of different
occasions. Lastly, they were ‘internally governed’ by the rules of their respect-
ive literary genres, which thrived and developed independently, each within
its own tradition. Hence, the choice of this unusual and, one may say, hybrid
format ‘Text, Linguistic Commentary + Comparative Essay’ may be considered
an attempt to cope with the complex interaction between the synchronic and
diachronic aspects of texts that are extremely complicated and profoundly dif-
ferent.

Since synchronic dimensions are such fundamental constituents of these
texts, they must be the starting point for a sound diachronic analysis. In con-
nection to Pindar, I must start by drawing attention to the occasion for which
the ode was composed, then examine the text and its ‘shape’ Such a critical
analysis is necessary if one is to provide the reader with as much information
as possible about the philological problems of the text. Once the synchronic
issues are outlined, it becomes necessary to deal with the diachronic ques-
tions, hence the problem of the selection of possible comparanda for Pindar’s
myth.

In my previous and current comparative mythology work, I set two funda-
mental criteria for the selection of potential comparanda: discrepancy and iso-
lation within synchrony. That is, if a narrative or phraseological detail is appar-
ently inexplicable and rare within its own context, but conserved in another
context by a certain author, this detail has potential for a diachronic com-
parison. In the case of the present study, the criterion of isolation played a
major role in the selection of my comparandum for the Pindaric phraseological
structure and myth. My choice of the Old Indic comparandum fell on rRv 10.67
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because this hymn preserves a unique phraseological structure, namely: “deity
invents a seven-headed poetic thought” that strikingly resembles the unique
Greek collocation “the goddess invented ... tune of many heads”, found at 22—
23 of Pindar’s Pythian Twelve. With my phraseological investigation I try to show
that Pindar and Rv 10.67, apparently dealing with completely different myths,
inherited the same thematic material.

Overall, with this work I endeavour to respond to what I imagine might be
the different demands of its potential readers, which I hope shall be a wide,
non-necessarily highly specialized audience, ranging from students and schol-
ars in the field of Indo-European studies and comparative philology with an
interest in the reconstruction of inherited structures, motifs, phraseology and
myth, to students and scholars of Classical literature with an interest in the
comparative aspects of Greek poeticlanguage. Indeed, it is possible to state that
the two parts of the book have different but complementary ‘concerns’, which
may be pertinent to such a heterogeneous audience. While Part 1 mainly deals
with the problems of the Pindaric texts, between synchrony and diachrony, i.e.
with workings of a system within a given time and place and the transforma-
tion of a system through time (Nagy 1990a:4—5), Part 2 is more about diachronic
concerns. Although this book will not solve the issues it addresses once and for
all, my personal goal is to show what comparative philology can do to enlighten
us on Pindar’s poetic language or, at least, open a debate about it. I will thus
consider myself satisfied if this study provides new inputs for reflection and
discussion on the dynamics underlying Pindaric language.
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Ancient Authors and Works

Greek
AR. Apollonius of Rhodes, Argonautica (Race 2009)
Ael. Dion. Aelius Dionysus, Attic Lexicon (Erbse 1950)
Aeschl. Ag. Aeschylus, Agamemnon (Sommerstein 2009a)
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Sept. Aeschylus, Seven against Thebes (Sommerstein
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[Aeschl.] PV Aeschylus, Prometheus Bound (Sommerstein 2009b)
Alc. Alcaeus, fragments (Voigt 1971)
Alcm. Alcman, fragments (PMG or Calame 1983, abbr. C)
Anacr. Anacreontea (West 1993%)
Ant. Antimachus, fragments (Matthews 1996)
AP The Greek Anthology (Paton-Tueller 2014, Gow—Page
1965)
[Apollod.] Pseudo-Apollodorus, The Library (Frazer 1921)
Archil. Archilochus, fragments (1EG)
Aristoph.  Aw. Aristophanes, Birds (Henderson 2000)
Acharn. Aristophanes, Acharnanians (Henderson 1998a)
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Pax Aristophanes, Peace (Henderson 1998b)
Thesm. Aristophanes, Women at the Thesmophoria (Henderson
2000)
Vesp. Aristophanes, Wasps (Henderson 1998b)
Aristot. Pol. Aristotle, Politics (Rackham 1932)
Aristox. Aristoxenus, fragments (Huffman 2019)
Athen. Athenaeus, The Learned Banqueters (Olson 2007-2012,
DA)
Ba. Bacchylides (Maehler 1997)
Call. Aet. Callimachus, Aetia (Pfeiffer 1949-1953)
H Callimachus, Hymns (Mair-Mair 1921, Pfeiffer 1949)

Calli. Callinus, fragments (1EG)
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carm.
conv.
Cor.
Crit.

Cypr.
D.S.

Diag.
EM
Epich.
[Erat.]
Et. Gud.
Eur.

Hdt.
Hdn.

Hes.

[Hes.]

HH
Hipp.

Hom.

Cat.

Andpr.
EL
Hel.
Herc.
HF
Hipp.
IA
Ion
Med.
Phaeth.
TrGF

De Pros.

Od.
Op.
Th.

fr.
Sc.

Il
Od.

ABBREVIATIONS
Carmina convivialia (PMG)

Corinna, fragments (PMG)

Critias, fragments (Diels—Kranz 1951-1952)

Cypria, fragments (Bernabé 1996—2007)

Diodorus Siculus, The Library of History (Oldfather 1939,
1946)

Diagoras, fragments (Winiarczyk 1981)

Etymologicum Magnum (Gaisford 1848)

Epicharmus, fragments (Kaibel 1899)
Pseudo-Eratosthenes, Catasterismi (Olivieri 1897)
Etymologicum Gudianum (de Stefani 1965)

Euripides, Andromache (Diggle 1984)

Euripides, Electra (Diggle 1981)

Euripides, Helen (Diggle 1994)

Euripides, Children of Heracles (Diggle 1984)
Euripides, Heracles (Diggle 1981)

Euripides, Hippolytus (Diggle 1984)

Euripides, Iphigenia in Aulis (Diggle 1994)

Euripides, Ion (Diggle 1981)

Euripides, Medea (Diggle 1984)

Euripides, Phaethon (Diggle 1970)

Euripides, fragments (TrGF v)

Herodotus, The Persian Wars (Godley 1920-1925)
Herodianus and Pseudo-Herodianus, On Prosody (Lentz
1870)

Herodianus and Pseudo-Herodianus, On the Odyssey’s
Prosody (Lentz 1870)

Hesiod, Works and Days (Merkelbach—Solmsen—-West
1990%)

Hesiod, Theogony (Merkelbach—Solmsen-West 1990%)
Hesiod, fragments (Merkelbach-West 1999)
Pseudo-Hesiod, Shield (Merkelbach—Solmsen—-West
1990%)

Homeric Hymns (Allen-Monro 1922)

Hippocrates and Corpus Hippocraticum (Anastassiou—
Irmer 1997—2012)

Homer (van Thiel 1991, 1996)

Iliad (van Thiel 1996)

Odyssey (van Thiel 1991)"
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Hsch.
Ib.
Ion
Isocr. Hel.
Luc. Mar.
Phal.
Lyc.
Lyr. adesp.
Melan.
Men. Leuk.
Mimn.
Nonn. D.
I 2389
Paus.
Phan.
Pher.
Phil.
Pi. 0.
P.
N.
L
fr.
Dith.
Pae.
Pl Crat.
Leg.
Rep.
Plut. De cohib. ir.
De def: or.
Pelop.
Quaest.
[Plut.] Mus.
Pol.
Poll.

Polyaen.

Strat.

XXIII

Hesychius, Lexicon (Latte—Cunningham 2018—2020, abbr.
L¢, Hansen—Cunningham 2009, abbr. HC)

Ibycus, fragments (Davies [PMGF] 1991)

Ion, fragments (Leurini 2000)

Isocrates, Helen (van Hook 1945)

Lucian, Dialogues of the Sea-Gods (MacLeod 1961)
Lucian, Phalaris (Harmon 1913)

Lycophron, Alexandra (Hornblower 2022)

Lyric Adespota, fragments (PMG)

Melanippides, fragments (PMG)

Menander, Leukadia (Blanchard 2016)

Mimnermus, fragments (IEG)

Nonnus of Panopolis Dionysiaca (Vian 1976—2003)
Oxyrinchus Papyrus 24, 2389 (Lobel 1957)

Pausanias, Description of Greece (Rocha-Pereira 2013)
Phanocles, fragments (Alexander 1988)

Pherecydes, fragments (Dolcetti 2004)

Philoxenus, fragments (Theodoridis 1976)

Pindar, Olympian Odes (Snell-Maehler 1987)

Pindar, Pythian Odes (Snell-Maehler 1987)

Pindar, Nemean Odes (Snell-Maehler 1987)

Pindar, Isthmian Odes (Snell-Maehler 1987)

Pindar, fragments (Snell-Maehler 1987)

Pindar, Dithyrambs (Van der Weiden 1991, Lavecchia
2000)

Pindar, Paeans (Rutherford 2008)

Plato, Cratylus (Duke—Hicken—Nicoll-Robinson-
Strachan 1995)

Plato, Laws (Diés—des Places 1951-1956)

Plato, The Republic (Shorey 1982-1987)

Plutarch, On the Control of Anger (Helmbold 1939)
Plutarch, On the Obsolescence of Oracles (Cole Babbitt
1936)

Plutarch, Pelopidas (Perrin 1917)

Plutarch, Table-Talk (Clement-Hoffeit 1969)
Pseudo-Plutarch, On Music (Einarson—de Lacy 1967)
Polybius, The Histories (Paton-Walbank—Habicht 2010—
2012)

Pollux, Onomastikon (Bethe 1967)

Polyaenus, Stratagems of War (Krentz—Wheeler 1994)
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Pos.
Pra.

Q..
Sapph.

Simon.

Sol.
Soph.

Steph. Byz.

Stes.
Strabo
Suid.

Tel.
Theocr.
Theogn.
Theon
Theophr.

[Thess.]
Thuc.
Tim.
Trag.
adesp.
Tyrt.
Tzet.

Vita Ambr.

IL.
Od.

Ant.
EL
ocC
TrGF
Ethn.

P. Oxy. 2536
Hist. PL.

X Lyc

ABBREVIATIONS

Posidippus, Epigrams (Austin—-Bastianini 2002)
Pratinas, fragments (PMG)

Quintus Smyrnaeus, Posthomerica (Hopkinson 2018)
Sappho, fragments (Lobel-Page 1955, Voigt 1971, abbr. V)
Scholia D in lliad (van Thiel 2014 [20001])

Scholia in Odyssey (Dindorf 1855, Pontani 2007)

Scholia in Pindar’s Olympian Odes (Mommsen 1867, Abel
1891, Drachmann 1903-1927)

Scholia in Pindar’s Pythian Odes (Mommsen 1867, Abel
1891, Drachmann 1903-1927)

Scholia in Pindar’s Isthmian Odes (Mommsen 1867, Abel
1891, Drachmann 1903-1927)

Simonides, fragments (FrGH, PMmG, Poltera 2008, abbr.
Po)

Solon, fragments (IEG)

Sophocles, Antigone (Lloyd-Jones 1994)

Sophocles, Electra (Finglass 2007)

Sophocles, Oedipus at Colonus (Lloyd-Jones 1994)
Sophocles, fragments (TrGF 1v)

Stephanus of Byzantium, Ethnica (Meineke 1849)
Stesichorus, fragments (Finglass 2014)

Strabo, Geography (Jones 1917-1927)

Suidae Lexicon (Adler 1928-1935)

Telestes, fragments (PMG)

Theocritus, Idylls (Hopkinson 2015)

Theognis (1EG)

Theon, Hypomnema (Turner 1968)

Theophrastus, De Causis Plantarum (Einarson-Link
1976-1990)

Thessalus, fragments apud Hipp.

Thucydides, Histories (Piccirilli 1985, Stuart-Jones 1902)
Timaeus, fragments (DFHG)

Tragic Adespota, fragments (TrGF 1 or 1)

Tyrtaeus (IEG)
Tzetzes, Scholia in Lycophronem (Tzetzes 1811)
Vita Ambrosiana (Drachmann 1903-1927, vol. 1)
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Inscriptions
CEG Carmina Epigraphica Graeca (Hansen 1983-1989)
IG Inscriptiones Graecae (various editors)
Marm. Par. The Parian Marble (16 X11.5.44, DFHG)
Latin
Apul. Florid.  Apuleius, Florida (Jones 2017)
Cic. Cael.  Cicero, Pro Caelio (Gardner 1958)
Verr. Cicero, Verrine Orations (Greenwood 1928-1935)
Front. Strat.  Frontinus, Stratagems (Bennett—-McElwain 1925)
Hor. Ars Horace, Ars poetica (Garrod 1901)
Hyg. Astr. Hyginus, Astronomica (Viré 1992)
Fab. Hyginus, Fabulae (Rose 1933)
Myth. Vat. Vatican Mythographer (Kulcsar 1987)
Ov. F. Ovid, Fasti (Frazer-Goold 1931)
Met. Ovid, Metamorphoses (Miller-Goold 1915-1916)
Pli. HN Plinius the Elder, Natural History (Rackham 1938-1952, Eich-
holz 1962)
Serv. Aen. Servius on Virgil's Aeneid (Thilo 1878-1884)
Verg. Aen. Virgil, Aeneid (Rushton Fairclough—Goold 1916-1918)
Old Indic
AVS Atharvaveda-Saunakiya (Orlandi 1991)
MBh. Mahabharata (Sukthankar et al. 1937-1964)
MS Maitrayani Samhita (von Schroeder 1881-1886)
Nigh. Nighantu (Sarup 1920-1929)
RV Rigveda (van Nooten—Holland 1994)
TS Taittirtya Samhita (Keith 1914)
Avestan
Vr. Visperat (Darmesteter 1892—-1893, Geldner 1896, Dhabhar 1949)
Y Yasna (Humbach-Faiss 2010)
Yt Yast (Darmesteter 1892, Geldner 1896, Pirart 2010; [Yt 14] Pirart

2006)
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Old English
Beow. Beowulf (Klaebe—Fulk-Bjork—Niles 2008+)
Cyn. EL Cynewulf, Elene (Gradon 1977)
Old Norse
Bdr. Baldrs draumar (Neckel-Kuhn 1962)
Eil bdr Eilifr Godrtnarson, Pdrsdrdpa (Marold 2017a)
EVald borr Eysteinn Valdason, Poem about Pérr (Clunies Ross 2017)
Gylf. Snorri Sturluson, Gylfaginning (Faulkes 1982)
Ht. Snorri Stuluson, Hattatal (Faulkes 1982, Gade 2017)
Hym. Snorri Sturluson, Hymiskvida (Neckel-Kuhn 1962)
Ls. Lokasenna (Neckel-Kuhn 1962)
Steinn Oldr Steinn Herdisarson, Oldfsdrdpa (Gade 2009)
VSt Erf Volu-Steinn, Qgmundardrdpa (Marold 2017b)
Old Irish
Amr. Col. Ch. Amra Coluim Chille (Stokes 1899)
Tocharian
I0L Indian Office Library (mss. collection, ed. CEToMm)
Sumerian
Huwawa A Gilgames$ and Huwawa, version A (Otto 1990, Otto 1991,
George 1999, cf. ETCSL)
Huwawa B Gilgames and Huwawa version B (Otto 1993, George 1999, cf.
ETCSL)

Other Abbreviations, Definitions, and Conventions

Other Abbreviations
1CL first compensatory acc. accusative
lengthening act. active
abl. ablative adj. adjective

abstr. abstract adv. adverb or adverbial
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Aeol. Aeolic

Alph. Gk.  Alphabetic Greek
aor. aorist

Arm. Armenian

athem. athematic

Att. Attic

Att.-Ion. Attic-Ionic

Arc. Arcadian
Arc.-Cypr. Arcadian-Cyprian
Arg. Argolic

attr. attributive

Av. Avestan

Bactr. Bactrian

Balto-SI. Balto-Slavic
B(H)S Buddhist hybrid

Sanskrit
Boeot. Boeotic
C. century
Car. Carian
Celt. Celtic
conj. conjunction
Corinth.  Corinthian
Cret. Cretan
Cypr. Cypriote
Cyr. Cyrenaen
dat. dative
Delph. Delphic
denom. denominative
dial(1). dialect(s)
Dor. Doric
Egyp. Egyptian
EL Elean
encl. enclitic
Etr. Etruscan
FCM(S) first compound

member(s)
fem. feminine
Fr. French
fr(r). fragment(s)

gen. genitive

Gk.
Gmec.
GN
Heracl.
hexam.
Hitt.
id.

IE
impv.
ind.
Indo.-Ir.
inf.
inscr.
inscr.
instr.
intr.
Ion.
Lac.
Lat.
Latv.
Lesb.
Lith.
loc.
Locr.
masc.

nom.
nr.

ntr.
ocs
OE
OHG
Olr.
ON
ORuss.
ord.
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Greek

Germanic

god’s name
Heraclean
hexameter poetry
Hittite

identical
Indo-European
imperative
indicative
Indo-Iranian
infinitive
inscription
inscriptio
instrumental
intransitive
Ionic

Laconian

Latin

Latvian

Lesbian
Lithuanian
locative

Locrian
masculine
Megarian

man’s name(s)
manuscripts
Mycenaean
Modern English
nominative
number

neutral or neuter
Old Church Slavonic
Old English

Old High German
Old Irish

Old Norse

Old Russian
ordinal
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Oss.
pass.
Pamph.
pte.
PGmc.
p(p)-
pL

PN

pr.
pred.
prep.
pron.
Rhod.
scM(s)

SCr.
sg.
sigm.

Skr.

x>y

y<x

ABBREVIATIONS
Ossetic Span. Spanish
passive st(t). stanza(s)
Pamphylian subst. substantive
participle superl. superlative
Proto-Germanic Syrac. Syracusan
page(s) TA Tocharian A
plural TB Tocharian B
place name them. thematic
present Thess. Thessalian
predicative transl. translation/translated by
preposition Troez. Troezenian
pronoun Umbr. Umbrian
Rhodian V., VV. verse, verses
second compound Ved. Vedic
member(s) voc. vocative
Serbo-Croatian YAv. Young Avestan
singular WGk. West Greek
sigmatic WN woman’s name
Sanskrit

Phraseological and Linguistic Conventions, Definitions

“and elsewhere”: the sign {+) usually follows the abbreviation of an author’s
name, a work/text passage/textual corpus.

reconstructed form/root: a nominal or verbal stem or root is reconstructed
on the basis of the comparison between two or more linguistic cognates. This
does not necessarily mean that reconstructed forms existed as such in Proto-
Indo-European, but that they might have existed as such at a certain stage of
Indo-European.

‘x becomes y’ (i.e. ‘y derives from x’)

‘y derives from x’ (i.e. x becomes y’): the sign marks the passage from a lin-
guistic shape that existed or might have existed to a following linguistic stage,
which may or may not be historically attested.

unattested form: a certain form is not attested in a certain case or ending,
but might have existed as such within the synchrony of a language. The con-
vention often applies to the first singular of rare verbs or to the nominative
case of hapax eiremena.

first compound member (FCM)

second compound member (scM): a compound form consists of two or
more compound members that are ‘counted’ left to right. The first compound
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member (FCM) is thus the part of compound from the left, the second com-
pound member (SCM) is the next member, which most of the times contains
the word ending.

Xy minimal pair or set: two (minimal pair) or more forms are part of one and
the same pattern, e.g. a distribution pattern, the same inflectional paradigm
(suppletivism) or the same derivational pattern.

[x] concept: the convention is used here to refer to a lexeme, to a hyperonym of
a group of synonymic terms, or their semantic field.

[x=Y]  collocation: a collocation is the frequent co-occurrence of two (or more)
individual lexical items, in a sort of semantic or phraseological connection.!
The combination of the term is not fixed, but relatively free. Furthermore, the
lexemes may combine in different structures: [SUBSTANTIVE-ADJECTIVE],
[SUBSTANTIVE-SUBSTANTIVE], [SUBSTANTIVE-VERB] etc. For purely styl-
istic purposes the following terms are sporadically used in this study as syn-
onyms of ‘collocation’: iunctura (pl. iuncturae), phraseme.

In collocations of the type [SUBSTANTIVE-ADJECTIVE], featuring Greek,
Vedic or Avestan forms, I conventionally provide the nominative singular
(Greek) or the stem-form (Vedic/Avestan) even if they occur in a different
case in the texts. In collocations of the type [SUBSTANTIVE-SUBSTANTIVE]
too, substantives are indicated in nominative singular or plural (pluralia
tantum) (Greek), stem-form (Vedic/Avestan), different cases are subscribed
to the second substantive, e.g. [ABODE-DEITY,,, | means ‘abode of a deity".
In collocations of the type [SUBSTANTIVE-VERB], the substantives are indic-
ated in nominative (Greek), stem-forms (Vedic/Avestan); different cases are
subscribed to the substantives; verbs are indicated in the 1.sg.ind.pr. (Greek)
or their root in guna (Vedic and Avestan) is provided, e.g. [to FIND-WORDs]
will appear as Gk. [ebpioxw—Em0g, . (p1,)] and Ved. [ved—véc-,.. ]

Through phraseological comparison different types of matches can be iden-
tified, namely:

Perfect match (aequatio) = the constituive members of a collocation go back
to the same root and display identical formations, e.g. Gk. tepov pévog (1L.+)
‘holy energy’ : Ved. isiréna mdnasa ‘with the holy (mental) energy’.

Partial match (aequabile) = the constitutive members of a collocation go
back to the same root and display non-identical formations, these include:

1 “Eine der Bedeutungen von Nacht ist die Kollokabilitéit mit dunkel und von Dunkel natiirlich
mit Nacht” (Crystal 1993, referring to Firth 1951). Cf. also the following definitions: “[...] char-
acteristic word combinations which have developed an idiomatic relation based on their fre-
quent co-occurrence” (Bufmann 2008, s.v. Kollokation, translated in English by the author),
“the habitual co-occurrence of individual lexical items” (Crystal 20159, s.v. collocation).
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(x]-[¥]

[x+Y]

ABBREVIATIONS

(i) cases of collocations in which both members go back to the same root, but
are formally non-identical, e.g. Ved. dksiti- sravas-, Gk. xA€og dpOitov ‘unper-
ishable fame’; (ii) cases of collocations in which one member of the colloc-
ation is a perfect or partial match and another/others is/are expressed by
means of a different lexeme, as a consequence of lexical renewal, e.g. Gk.
"Eteo-xAijg ‘having authentic fame’ cf. Ved. Satyd-sravas- ‘having authentic
fame

association: a phraseological connection between two concepts that are
attested in a text, although it is not reflected by a collocation of the type
[SUBSTANTIVE-ADJECTIVE/SUBSTANTIVE/VERB]. That is, two concepts/
ideas or images are attested in the same context, at close distance, but they
are not part of the same collocation. Take, for instance, the following passage:
Pi. fr. 205 dpya peydiag dpetds, wvaae’ Ardfeia “Beginning of great excellence,
queen Truth!” The verse does not reflect a collocation [&petd—dAdBeict gen 2]
or [6AdBela—ApeTd gen )] Yet the ideas of dpetd and dAdbeia are associated in
the passage: the two concepts occur at a close distance from one another and
are somehow linked together.

joining of two concepts: two concepts are connected together in a single
unity, such as a compound word, or a merism, i.e. a structure whose com-
ponents are joined together to signify a different notion (cf. Nordquist

2020).

Philological Abbreviations

Ancient and Medieval Manuscripts of Pindar Referred to in the
Apparatus

For a complete list of the medieval manuscripts and possible stemmata codi-

cum cf. Snell-Maehler 1987: vii—x, Gentili 2006: Ixxxiii—xc. See also Turyn 1932,
Irigoin 1952. On emendations of Pindar’s ode cf. Gerber 1976, 1985.
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P. Oxy. 31, 2536, saec. ii

Vaticanus gr. 1312, saec. xii ex.
Laurentianus 32.52, saec. xiv in.
Laurentianus 32.37, ca. 1300
Laurentianus 32.33, saec. xiii ex.
Gottingensis phil. 29, saec. xiii med.
Vaticanus gr. 41, saec. xiv in.
Marcianus gr.465, saec. xiv in.
Parisinus gr. 2403, saec. xiii ex.

Athous Iberorum 161, ca. 1300
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CHAPTER 1

Pindar’s Pythian Twelve: Date, Performance, and
Myth

1 The Ode

Pindar’s Pythian Twelve celebrates Midas of Acragas, who won the auletic agon!
at Delphi in 490 BCE (cf. section 2 below). The content of the ode may be sum-
marized as follows:

The city of Acragas is entreated to welcome the victory ode of Midas and the
aulete himself, who has triumphed over his competitors in Delphi (1-6). The
art championed by the victor was invented by Athena. The goddess re-enacted
the Gorgons’ lament over their sister Medusa, whom Perseus had killed. It
was thanks to this victory that Perseus managed to free his mother Danae.
He showed Medusa’s head to Polydectes and the inhabitants of Seriphus and
turned them all into stone. Athena named the melody ‘tune of many heads’
and gifted it to the mortals, so that it may be a ‘memento of contests which
stir people’ (7—24). The ode ends with a series of gnomai about the relationship
between success, effort, and fate: happiness does not come without toil; if, for a
man, something is meant to be, a god or Time will bring him his allotted destiny
(25-32).

The poem is the only ‘Acragantine ode’? not written for a member of the
Emmenid family and the only epinicion in our possession celebrating the win-
ner of a musical competition. Musical contests were a primary component
of the Pythian games as they were connected with the foundation myth of

1 On the aulos’ iconography of Greek vase-paintings cf. Paquette 1984:24-67. On the musical
instrument cf. also Mathiesen 1999, Wilson 1999, and Hagel 2009, 2020.

2 Thucydides (6.4.4) reports that Acragas was founded in 580BCE by Gelian colonists, while
Polybius (9.27) argues that some of its founders were Rhodians. Soon after its foundation,
the tyrant Phalaris rose to power (Pi. P. 1.96, Tim. 28, Call. frr. 45—47, Pol. 12.25, Cic. Verr.
I1 4.33.73, D.S. 918-19, Luc. Phal. 1 2—4; cf. Bianchetti 1987, Murray 1992, Luraghi 1994:21—49).
After his reign, the city was governed by an oligarchy until 488BCE, when Theron (of the
Emmenid family) became tyrant (Polyaen. Strat. 6.51+, D.S. 11.53.1). Five Pindaric odes celeb-
rate the Acragantine winners: P.12 (Midas, 490 BCE), P. 6 (Xenokrates, 490 BCE), O. 2 (Theron,
476 BCE), 0. 3 (Theron, 476 BCE), I. 2 (Xenocrates, 470 BCE). Only Midas is not known to be an
Emmenid.
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this Panhellenic event.2 The myth would have Apollo killing Python, the ser-
pent that guarded the chthonian oracle of Pytho, and then establishing an
agon to honour his enemy’s death. On that first occasion, the god performed
a six-part citharoedic nomos that reproduced the different moments of his
fight against the monster.# Hence, in their most ancient phase, the agones
consisted in a citharoedic contest,> which took place every eight years,® this
being the same amount of time that it took Apollo to atone for Python’s
death.” With the reorganization of the Pythian games on a four-year basis (see
below), further auletic (performance with the aulos) and aulodic (sung per-
formance accompanied with the aulos) contests® were introduced together
with sports competitions, on the model of the Olympic games. Other illustri-
ous auletes who triumphed at Delphi are recorded in literary sources in our
possession, namely: Sacadas of Argos, who is credited with invention of the
nomos Pythikos,® and Pythocritus of Sicyon who won six times at the Pythian
games. However, Midas stands out as the only winner celebrated by Pindar, the
supreme lyric poet.

3 Cf. Della Bona 2017:13—-75.

4 X P. hypoth. a Dr.

5 Paus. 10.7.2 dpyatétatov 8¢ dywviopa yevéabat pynpovedouat xal ép’ @ mpdtov dBAa Ebeoary,
Goou Bvov &g tdv Bedv: xal foe al dvixnoey ddwv Xpuaddeuis éx Kpyymg, o0 81y 6 morp Aéyetat
Kappdvwp xabfjpat AméMwva. Cf. also Strabo 9.3.10, X P. hypoth. b Dr.

X P. hypoth. c Dr. éteheito 3¢ 6 drywv xatapyds pev did éwaetypidos.

According to Paus. 2.7.7 Apollo went to Crete for cleansing from the dragon’s blood,
whereas Plutarch (De def. or. 421¢) states that Apollo was exiled in Tempe. Parker 1996:378
proposes that “the Tempe tradition derives from an aetiological connection of uncertain
date with the Septerion”.

Aulodic contests were suppressed in 582 BCE, cf. Paus. 10.7.6.

Additionally, Sacadas is identified by [Plut.] Mus. n134a as the inventor of the three-part
nomos, in which the chorus sung in three different modes (Dorian, Phrygian, and Lycian).
According to Paus. 10.7.4-5 he won at Delphi in 586 BCE (on this date see below). Pollux
(4.4, vol. 1.224) records him as the inventor of the vépog ITuBixés. On Sacadas of Argos cf.
Gentili-Prato 1985:43—45 and Bowie 2014, the latter proposing that Sacadas composed an
elegiac poem about the Sack of Troy, which may be referred to, among others, by Eur. Andr.
and Call. H 5.
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2 Date

According to ancient commentaries, Midas of Acragas!® won in the Pythian
games of 490 BCE and 486 BCE,!! as well as in the Panathenaean games, cf. £ P.
12 inscr. Dr. yéypamtal 1 @31 Mida Axpayavtive. odtog évixnoe v %' ITubidda
xal xe" gaat 3¢ adtov xal Moavalyvaia vevuaeéval. Since Pindar does not men-
tion any other success obtained by the laudandus, we infer that Pythian Twelve
celebrates Midas’ earliest victory.

The proposed correspondence (490BCE = 24th Pythiad) implies that the
scholion’s count of the numbered quadriennial Pythiads starts from 582 BCE.
Ancient sources, however, preserve contradictory data about the date of the
first Pythiad. Pausanias (10.7.4—5) identifies it as 586 BCE (i.e. the third year of
the 48th Olympiad), specifying that the agones were ‘chrematitic, i.e. competi-
tions in which winners were awarded &6\o (‘prizes of value’), whereas ‘stephan-
itic’ agones, i.e. competitions in which winners were awarded a crown, began
in 582 BCE.I12

Conversely, the Marmor Parium and the three hypotheseis a, b and d of the
Pindaric scholia connect the institution of the Pythiads with the end of the First
Sacred War. The use of this event as a chronological reference is itself not ideal,
since doubts have been cast on the veracity of the late sources!® preserving
memory of the conflict.* What is relevant for the Pythiads’ dating system is

10  Cf Wilamowitz 1922:143, according to whom the absence of references to the winner’s
genealogical data suggests that Midas did not belong to an illustrious genos. Moreover,
Clay1992:519 and Martin 2003:169, fn. 69 argue that Midas is a stage name. Midag is recalled
by several ancient sources as a Phrygian name (cf. Hdt. 1.14.12+) and the aulos is a musical
instrument of Phrygian origin (Alcm. 126+). In the 5th c. BCE the name is only attested
three times, namely: in Pantikapaion, in Athens (490—480 BCE), and in Acragas (: Pindar’s
dedicatee), cf. LGPN 11 313 (ARVZ2 1535, nir. 25), 111a.300, IV 236. Morrison 2007:42, fn. 5 states
thatitis impossible to reconstruct a sure tie between Midas and the Emmenid family. Con-
versely, Pavlou 2012:83-87, supports Gentili’s (in Gentili-Luisi 1995:7) suggestion that the
ode was commissioned by the Emmenids.

11 Cummins 2010:325, fn. 14 states that “it is prudent to acknowledge the dispute and a four-
year margin of error in the scholiasts’ Pythian dates”.

12 Paus. 10.7.4-5 Tic 8¢ tegoapaxoathis ‘Olupmiddos xai yd6n ... Tadmng étet Tpitw GOAo £0e-
aav of Apguxrvoves xibopwdiog uév xadd xai &€ dpyfis, Tpoaébeaay 8¢ xal adAwdiag dydvioua
xal aOAQV" ... Seutépa 3¢ TuBLadt olx Emt &BAotg ExdAeaay ETt dywvileabal, atepavitny 3¢ Tov
dy@va 4o TovTou xateaThoavto. Boeckh (1821) argues that the date of the first Pythiad was
586 BCE. This claim received further support by Miller 1978 and Brodersen 1990.

13 [Thess.] apud Hipp. 9.404—426, Front. Strat. 3.7.6, Polyaen. Strat. 3.5, 6.13, £ P. hypoth. Dr.+.

14  The First Sacred War is a conflict between the Amphictyonic League and the polis of
Crisa/Cirrha. Robertson 1978 (cf. also Davies 1994) claims that the war is a propagand-
istic invention of Philip of Macedon. Cassola 1980 contests this hypothesis by bringing
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that the Marmor Parium and the scholia agree on (a) placing the conclusion
of the First Sacred War in 591/590 BCE and (b) referring to this event for dating
the first stephanitic agon. According to the Marmor Parium, the chrematitic
agon was established after the Amphictyons defeated Crisa, when Simon was
archon in Athens (591/590 BCE); the stephanitic agon was established under the
Athenian archon Damasias (582 BCE).!> The scholia also agree on 591/590 BCE
as the date of the chrematitic agones,'® but appear to disagree on the date of
the first stephanitic games. This event, they state, happened six years after the
end of the First Sacred War, in 586 BCE.'” However, X P. iypoth. b Dr. seems to
miscalculate the years between the first chrematitic and the first stephanitic
agon, claiming that it happened six years after the end of the First Sacred War,
but also in 582 BCE (Damasias being archon in Athens).18

The complicated puzzle has received plausible solutions. Della Bona
(2017:28) argues that the date from which the scholia counted the six years
which preceded the stephanitic agon (582BCE) is 588 BCE. X P. iypoth. b Dr.
states that six years passed from when Hippias defeated the Criseans on Mount
Cirphis, an event that might have happened one or two years after Crisa’s
fall.’® As Mosshammer (1982) points out, Pausanias, the scholia and the Mar-
mor Parium rely on two different sources.2? However, the agreement of diverse
sources on the first stephanitic agon happening in 582 BCE speaks in favour of
the authenticity of this date. Knowing that the first chrematitic competition
had taken place before the stephanitic one, Pausanias may have backdated it

out historical sources about the existence of the polis of Crisa. The historicity of the event
is further defended by Antonelli 1994 and Della Bona 2015.

15  Marm. Par. (16 X1L5/1 444, with 16 X1Lsuppl. p. 10 = FrGH 2B) 239 A37f-38a d¢’ od
Alp[eet]0]oveg €8]v[gav x]atamo[ Anpnoa]vres Kbppav, xal 6 dyawv 6 yuuvixds £tédy xpnpa-
ting dmd A Aagplpwy, ETY) HH[H]AA T, dpyovtog ABwa Siuw[v]os. ¢’ ob [¢&v Aekgol]s [6
aTe]pavityg dywv mdAw tedy), ETv) HHHATIIIL, dpyovtog Abvvat Aapaaiov tod Sevtépov.

16 X P. hypoth. b Dr. Tepteyéveto & adtév (sc. Ebpidoyog) émti dpxovtog AbYwnat uév Zipwvidou.
Cf. also X P. hypoth. d and a, only providing a relative chronological reference (: the chre-
matitic agon preceded the stephanitic one).

17 X P hypoth. d Dr. ov ITubucdv dy@va S1ébnxev Edplhdoyog 6 Oaaadds abv Toig Auguetioat Todg
Kippalovg xatamohepnoag [...] €mt dpyovtog AeAgois pév TuAida, AdYvnat 3¢ ipwvos.|...] xal
gtet &t petd ™y s Kippag dhwaoty dvexnpubay @ 8e) Tov atepavityy.

18  For Miller (1978:148) the discrepancy reflects “a compression of the source”.

19 X P hypoth.b Dr. petd 8¢ xpbvov EEaeti) xatorywvicapévay Tav petd tod Trmio todg broleAety-
uévoug tév Kippaiwy, émtt pév Abhwnatv dpxovtog Aapaaiov, [...] otepov xal atepavityy €devto
xotopBwoaVTeS.

20  Cf. Mosshammer 1982:26 and Christensen 2007:189, who proposes that this source is the
Pythionikon Anagraphé (or Pythionikai) by Aristotle and Callisthenes (cf. also Wilamowitz
1893 I13—24 on the Pythionikai as the source of the Pindaric scholia).
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counting four years from 582 BCE, i.e. calculating the same number of years
that regularly passed between one later Pythian game and the next. As Finglass
(2007:23—27) shows, cross-referencing examples of winners, who triumphed in
Pythian and other Panhellenic games at a short chronological distance, sup-
ports the notion that the first stephanitic agon (582 BCE) was the reference date
for numbering the Pythiads in antiquity.

So, starting the count from the first stephanitic agon of 582 BCE, Midas’ vic-
tory happened in 490 BCE.

3 Midas’ Victory and Performance

Ancient commentaries record that Midas experienced an unpleasant accident:
his instrument’s reed broke and adhered to his palate, but the aulete carried on,
beautifully executing his performance and thus earning a well deserved vic-
tory.2! The veracity of this anecdote is doubtful: the scholion may preserve the
memory of an extraordinary event; or it could reflect a later tradition, perhaps
inspired by the epinicion’s concluding gnome, which stresses how success is
achieved through effort.

It is unclear whether the ode was composed for a performance at Delphi
(Gentili 2006: xxxvi) or at Acragas (Riafio Rufilanchas 2001:68-69).22 It is dif-
ficult to tell whether Pindar would have had enough time to compose Pythian
Twelve and at least one other poem, namely: Pythian Six for Xenocrates of Acra-
gas, performed in 490 BCE at Delphi. Musical agones were the first competitions
of the Pythian games,?® which lasted six/seven days overall.2* Depending on
the day the winner was to be celebrated, Pindar would have had six days at
most for composing his epinicia for their associated performances.

Over the years, different criteria have been used to identify the place in
which single choral odes were first performed. In a renowned article of 1985,
Gelzer proposes that five Pindaric odes (O. 4, O. 11, P. 6, P. 7, N. 2) exhibit a
number of common traits that could allow us to recognize extemporary choral
lyric creations. As well as some scepticism about the efficiency of these cri-

21 X P.12inscr. Dr. dywvilopévou yap adtod dvanhacbeiong ths yAwooidog dxovaiwg xal Tpooxoh-
nbeiong @ odpaviorw, uévoig Toig xodduors Tpdme alptyyos adfjoat, Tods 8¢ Bsarrdg Eeviadév-
Tag T yw Tep@Bijva, xal oltw vixfjoat adtév. Cf. also X P. 12.52, 54b Dr.

22 Cf. also Spelman 2018:30—31. For Maslov 2015:112 P. 12 is a ‘civic epinikion’.

23  Plut. Quaest. 638b.

24  Cf. Gentili 2006: xxvii, who refers to Soph. El. 684—700.
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teria,?5 an attempt at applying them to Pindar’s Pythian Twelve does not yield
any revealing result. The poem only partly exhibits the peculiar traits Gelzer
identifies, namely: shortness, monostrophic structure, and compact informat-
ive character about the victory’s main facts. However, it does not comply with
other alleged ‘extempore-features’: the image of the ode as a messenger/herald
is absent. Furthermore, the ode comprises quite elaborate mythological and
gnomic sections.

While the reference to a series of deduced principles fails to plausibly answer
the question of the performance’s location, internal textual details might pro-
vide a more solid basis to infer this information. There are a few ambiguous, but
not decisive elements to examine. The adverb adpepov (29) does not necessar-
ily hint at the time of victory at Delphi, but rather may indicate the time of the
celebration, while the general tone of the final gnomai does not automatically
imply a reference to Midas’ accident.

It is actually in the light of the first six verses of the poem that I argue that
Pythian Twelve is a short ode for the celebration of Midas at Acragas. Pythian
Twelve’s beginning contains analogous expressions to those of at least three
Pindaric odes performed in the winners’ homelands, namely: O. 5.1-3, P. 9.56—
57, N. 411-12,%6 cf.

Pi. 0.51-3

VYN dpetdv xal oTEQAvVWY dwTov YAuxLY
@V OvAvumia, Qxeavod Fyatep, xapdio yeavel
dxauavtomodés T’ dmivas Séwev Faidutds e ddpa

25  Lomiento 2013c:276, fn. 2 criticizes Gelzer’s criteria and agrees with Bundy 19864 on
Olympian Eleven not containing any clues to a performance at Olympia.

26  Ileave out 0. 4.6-8 because the location of the ode’s performance is debated. Fernandez-
Galiano 1942 and Barrett 2007 surmise that the ode was performed in Olympia for Psaumis’
victory with the apéné in 456 BCE (contra Snell-Maehler who favour 460 BCE as a date), the
same celebrated in O. 5 (on which cf. Lomiento 2013b). Lomiento 2013a, following Gerber
1987, argues that the ode was performed in Camarina for Psaumis’ victory in 452 BCE. In
favour of a performance in Camarina speak verses 6—9, where Zeus Aetnaeus is invoked to
‘receive the winner’, cf. [3éxoual-WINNER,,.. |. The case of Pi. O. 8 also stands out. Verses 9—
10, in which Pisa’s sacred woods invoked to welcome (3éxopat) the Panhellenic winner, are
interpreted by Boeckh 18111821 as a reference to a performance in Olympia. But Hartung
(1855-1856), following X O. 8.66 Dr., proposes that the ode was executed in Aegina. Further
internal textual references led other scholars to propose that the ode was written for a per-
formance at the site of victory and later adapted to the requirements of a performance in
Aegina (cf. Giannini 2013:197-198). On the performance and reperformance of Pindar’s
odes cf. Carey 1989, 2007, Currie 2004, 2017, Budelmann 2017.
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Daughter of Ocean, with a smiling heart receive the finest sweet reward
for lofty deeds and crowns, those at Olympia, gifts of the mule car of tire-
less feet and Psaumis

Pi. P. 9.56—57
viv 8" edpuAeiuwy métvid oot ABia
SéEeta edxdéo vopupav SOpaaty &v xpuaols mpdppwy

But as for now, Libya, mistress whose meadows are broad, will welcome
your glory-making bride in her golden palace with benevolence

Pi. N. g11—12
[...] S¢Eouto & Aloni88v
Nimupyov €dog

And may it find welcome in the Aeacidae’s well-towered domain.

One may add Nemean Eleven to these examples, it being a poem written for

the installation of Aristagoras as prytanis of Tenedos?” and placed among the

Nemeans by early editors because of the emphasis given on Aristagoras’ athletic

achievements:

Pi. N. 111-3

ol Péag, & te mputavela Aédoyyas, ‘Eotia,
Zyvog tiatov xaaryvijta xai ouoSpdvov "Hpas,
€0 pév Apratarydpoy SéEat tedv &g Bdhapiov

Daughter of Rhea, to whom city halls are allotted, Hestia, sister of highest
Zeus and of Hera who shares his throne, welcome well Aristagoras into
your chamber.

The four above-mentioned comparanda have features in common with the
beginning of Pythian Twelve (see chapter 4, section 3, chapter 5, section 1, 1-

6):

(1)

27

Alocal protector deity (‘Qxeavod 6dyatep, O. 5.2, ol ‘Péag | ...] ‘Eotia, N.11.1)
or the laudandus’ homeland (edpvAeipwy wétvia ... Aipoa, P. 9.56, Aicwidav
|| nimupyov €30g, N. 4.11-12) is mentioned or entreated as the entity

Henry 2005:119-133, Cannata Fera 2020:xxxii, 243, 570.
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(i) who will/should graciously (xapdia yehavei, O. 5.2, Tpdppwv, P. 9.57, €0, N.
11.3) ‘welcome/receive’ the honouree.

(iii) The exhortation contains a form of déxouot (3.sg.ind.fut., dé&etat, opt.
d¢kauto, 2.sg.impv. 3éxev, dékat) and,

(iv) asadirect object, the winner's victory (O. 5, P. 9: Telesicrates and his glory)
or his name (N. n).

Pythian Twelve's opening is analogously structured: Acragas is addressed

through a series of vocatives (1-3), to benevolently (4) welcome (3¢£at, 5) Midas

and his crown (i.e. the hymn) ‘from Pytho’ (5). Such a set of resemblances sug-

gests that the ode was performed at Acragas.

4 The Myth

Pindar’s decision to introduce the story concerning the origin of the ‘tune of
many heads’ raises the question of the possible link between Midas’ victory
and the mythological narrative. The ‘tune of many heads’ is generally identi-
fied with the vépog moAuxéparos. Ancient sources preserve little information
about this composition. The nomos was imitative,?8 but several crucial aspects
of the tune, such as, among others, its musical character, are opaque. Above all,
it is unclear whether a nomos, whose mythical origin Pindar connects with the
figure of Athena, would have been a suitable piece to perform in the auletic
Pythian competition and, consequently, whether it was the nomos executed
by Midas at Delphi. Despite the general inclination to assume this to be the
case,?9 P6hlmann (2010—2011:45, but cf. already Wilamowitz 1922:144) proposes
that the vépog moAvxéparog was a suitable piece as a prelude to the agon, and
that Midas is most likely to have won at Delphi for his performance of the
nomos Pythikos in honour of Apollo, the divine dedicatee of the Pythian games.
This claim is not supported by any textual element. Conversely, it is reasonable
to imagine that Pindar introduces the aetiological myth of the ‘tune of many
heads’ into the ode because Midas won by performing it. At 6-8 the poet spe-
cifies that Midas triumphed in the art (téyva) ‘once invented by Pallas Athena’.
The term téyva is here understood as ‘art) i.e. ‘the auletic art. However, Pindar
stresses that this is the art or work of art invented by Athena concurrently with
her braiding of a thrénos. If we assume that here téyva stands for ‘auletic art’ in
general, we should suppose that Pindar is referring to a mythological tradition

28  Cf. 21 pypoart’ épucdryxtay yéov, on which see chapter 5, section 2, 21.
29  Asrecent references cf. Martin 2003, Steiner 2013, and Phillips 2013, 2016.
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according to which Athena discovered the aulos and how to play it along with
the ‘tune of many heads’ While several literary sources tell us a version of the
story according to which Athena is the primus inventor of the aulos, none of
them, except Nonnus of Panopolis, mentions the vopog ToAvxépatog as a con-
comitant discovery by the goddess. But Nonnus'’ text, in a dangerously circular
way, is based on Pindar’s ode (cf. chapter 6). Therefore, it is likely that the
Dionysiaca provide an interpretation of Pythian Twelve, while there is no guar-
antee that the work preserves a mythological tradition of both the aulos and the
vopog moAvxéparog being invented by Athena on the same occasion. Contrar-
ily, internal textual elements of Pythian Twelve seem to suggest that Athena’s
invention is, actually, the véuog moAvxéparog. In particular, from verses 22—24,
paralleling 6-8, we learn that this is the tune that the goddess discovered by
reproducing the Gorgons’ lament. The verses thus indirectly support téxva (6)
standing for ‘tune (of many heads)’ and that Pindar chose an aetiological myth
in connection with the piece performed by the winner at Delphi.

Although we have no record concerning the musical accompaniment of
Pythian Twelve, “aulos accompaniment would obviously be appropriate for a
celebration of an aulete; indeed, it is hard to imagine the aulos not being used
for this poem, whether accompanied by other instruments or not” (Phillips
2013:38).39 If so, the poem would celebrate a victory obtained in the art of the
aulos with the sound of the aulos, by recalling the origin of a distinctive musical
piece dedicated to the aulos. The poem would thus acquire a remarkable meta-
musical character:3! the mythical past (Athena’s discovery), the historical past
(Midas’ victory at Delphi) and the musical performance connect, touch, and
possibly overlap within the lyric performance thanks to the power of the aulos
and its musical relevance.32

30  Cf. also Henry 2007131, fn. 1.

31 To this Phillips (2013) adds that P. 12 is written in the tune invented by Athena.

32 Morrison 2007:82—84 sustains that the ode may have not been reperformed outside Midas’
immediate circle and that Midas might himself played the solo aulos accompaniment.



CHAPTER 2

Pythian Twelve’s Ring-Composition

1 Ring-Composition and Ring-Compositions

In this section, I draw attention to a structural device in Pindar’s ode, namely:
ring-composition.! Ring-composition (or circular structure) is a scheme?
underlying passages of several ancient and modern literary texts. A ring (or
circle) is a “framing device” (Douglas 2007:1): a central section is enclosed by an
element and its repetition at a later part of the text, the element and repetition
forming a ring. It is clear that the concept lying at the basis of ring-composition
responds to universal needs belonging to all the possible audiences or recipi-
ents of a text/verbal message. Beginning and concluding a speech or a narrative
with analogous concepts contributes to providing definiteness and unity to its
narration. Furthermore, it adds to the cohesion of a discourse. Despite the fact
that ring-compositions may be recognized as such on the basis of one stand-
ard feature, i.e. the ring, and may thus appear to the modern reader as relatively
simple, circular structures entail considerable freedom and, potentially, great
complexity.

The basic means allowing an audience to recognize the ring’s ‘extremities’
is the employment of reiterations and cross-references. However, repetitions
may be organized in various ways. The standard pattern consists of replicating
an element or a set of elements, like entire verses or lines, at the beginning and
at the end of a section. As a result, a basic circular structure is shaped as A-B—
A,. However, the poet/narrator may also operate with ‘cross-references’, a term
I employ here as a hypernym for ‘non-identical repetitions’, namely:

1 Milestone Pindaric commentaries, such as those by Mezger (1880), Young (1964, 1970), and
Privitera (2001%), emphasize the importance of circular structures for the interpretation of
the Pindaric odes.

On the notion of Ringkomposition cf. Frankel 1924 and van Otterlo 1944.

For typological comparisons between Greek ring-compositions and those of other traditions
cf. Parks 1988 (Homer and Beowulf') and Reece 1995 (Odyssey 17—22 and the Serbo-Croatian
tradition). For studies on ring-composition within other traditions than Greek cf. e.g. Lord
1991 on the Anglo-Saxon tradition; Foley 1983 and Lord 1986 on South Slavic epics; Niles 1979
on Old French epics; Fox 1977 on Austronesian, Rotinese and Indonesian traditions; Douglas
2007 on Old Testament; Okpewho 1979:196-197 and Mulokozi 2002:120 on African epics; Prior
2002:97-114 on Kyrgyz epics.
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— allusions: an element, such as a word or a collocation, located at the begin-
ning of the (poetic) discourse, is reprised by a similar element, i.e. a syn-
onymous word or collocation occurring at the end of the ring;

— complementary traits: a word or a collocation occurring in the beginning of
a ring is reprised by a complementary element, i.e. an antonym, or a com-
plementary word/collocation, which occurs in the end of the ring.

A poet can also combine different circles within one poem and/or section. One

possibility consists of forming chains of repetitions/cross-references, i.e. struc-

tures that may be exemplified as

A-B-C-B,~C,~X~Cy-B,~Cy-Bs—A,

Alternatively, rings can be layered. In these cases, a central element is nested
between more concentric circles. This pattern, which is also defined as ‘chi-
astic’, may be described as

A-B—(C)-X~(C,)-B-A,

It has long been pointed out that Pindar makes abundant use of ring-compos-
ition and patterned repetitions at different levels.* The recognition and the
description of such devices cast light on factors that conditioned the author’s
word-choice. Depending on the standpoint from which they are considered,
repetitions are both a mnemonic device and an interpretative clue. According
to Mezger (1880:33—41) and Gildersleeve (1885: L—LI), recurring words “were all
intended as cues to aid the memory of the chorus and to guide the thoughts
of the hearers. It is a mnemonic device, but more than a mnemonic device, for
it lets us into the poet’s construction of his own poem, and settles forever the
disputed meanings of the odes”. Indeed, in some fortunate cases, reference to
patterns of internal repetitions provides us with ‘missing links’ for understand-
ing how the beginning of a composition joins with its end.>

4 Cf. Lauer 1959:71-77 on chiastic structures in P. 10, N. 1, P. 8; Sulzer 1961 on different types
of chiasms in Pindar’s odes; Greengard 1980:23—25 on Pindar’s ring-composition and chiastic
structures in Pythian Twelve. Watkins 2002b further discusses cases in which syntactic con-
stituents of the Pindaric verses are deployed in chiastic patterns.

5 See e.g. Young 1968:62 on the lexical repetition of the term téxtwv ‘craftsman’ in P. 3. On the
same passages and on the expression téxtwy vwduviag ‘craftsman of the painless-ness’ cf. Mas-
setti [in press].
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2 Inherited Rings: Pindar and the Rigveda

A ‘comparative look’ at Pindaric ring-compositions may enrich our understand-
ing of any inherited compositional tools that lived on in the corpus of the
choral lyric poet. Comparative analysis shows that Pindaric ring-compositions
resemble those attested in other Indo-European traditions.® In particular, the
comparison between ring-compositions attested in Pindar’s odes and in the

Rigveda shows that not only are circular structures recognizable as an Indo-

European phenomenon, but they are also built into two cognate traditions that

use the same words in relation to the same themes.

In previous studies,” I pointed out a series of striking similarities between
the repetitions attested in the incipit and ‘excipit’ of Nemean Three (113, 76—
84) and RV 10.144, a hymn to Indra, which centres on the Soma ritual. The two
poetic compositions make use of
(a) the theme of inebriating drink: in Nemen Three poetry is compared to

a mou’ doidipov ‘a drink to sing on), whereas the Vedic hymn builds a
ring-composition with the repetitions of the term induh, the “immortal
(dmartiya, 1a) drop [sc. of Soma]” (stt. 1, 6);

(b) the phraseology ‘poetic craftsman, cf. N. 3.4—5 ueAryaptwy Téxtoves xwpwy
“builders of honey-sounding revels’, Rv 10.144.2ab, (cf. d) kaviya rbhith “a
craftsman in poetic art”;8

(c) the image of the ‘drink’s foam), cf. N. 3.78 wipvauéva 8 €epa’ dugémet
“[this mixture of honey], which stirred foam crowns”, cf. RV 10.144.2c
urdhvdakrsanam mddam “exhilarating drink with pearls on the top [i.e.
foam]”;

(d) the image of the bird of prey that ‘comes from afar, carrying its prey in its
claws), cf. N. 3.80—-81 aietds || 8 EAafev alpa, TASOE peTapatdpevos dapotvov
dypav moatv “the eagle, which suddenly seizes, as it searches from afar, the

bloodied prey in its talons’, RV 10.144.5a ydm te syends carum avrkdm pada
abharat “whom the falcon brought here for you with his talon”. While in
the Rigveda Soma is identified with the falcon’s prey, Pindar’s text does not
allow an immediate identification ‘poetry’/‘poetic drink’ : ‘falcon’s prey".
However, the analysis of internal repetitions between the beginning and
the ending of Nemean Three suggests that the search for the ‘drink to sing

6 On ring-composition as an IE inherited compositional tool cf. Forte—Smith 2014, Forte 2016.
On ways of ring-composition (wheel/omphalos-structures and riddles) in Vedic poetry cf.
Jamison 2004, 2006.

7 Massetti 2019:163-168, (forthc./b).

8 Here and everywhere in the book, the provided Rigvedic translations are quoted verbatim or
adapted from Jamison—Brereton 2014.
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on’ correlates with the eagle’s search for prey. The expression gébev dma
paduevor “(men) who seek your (i.e. of the Muse) voice” (5) correlates with
™AS0e uetaparduevos “(the eagle) searches it from afar” (81).
The identification of this parallel invites us to look for other parallels for Pin-
daric ring-compositions in the Rigveda. As the present study will make clear,
Pythian Twelve and the proposed Vedic comparandum, Rv 10.67, offer a further
example of ring-compositions that resemble each other and contain repeti-
tions of analogous concepts/terms.

3 Ring-Composition in Pythian Twelve

An in-depth comparative structural analysis is provided in chapter 8, section 2,
chapter 9, sections 5-6, but for the moment I shall still focus on Pythian Twelve.
It is good to start by presenting the ‘distribution’ of the rhetorical and narrat-
ive material within the Pythian, as has been sketched by Mezger (1880:201—
202):9

FIGURE 1
Structure of Pythian Twelve, according to
Mezger 1880:201. Unabbreviated: 6 (dpxd) +
6 (&) + 2 (x. )+1 6 (6)-'-3 (y.) + 5 (6) 2 (xatatpomd) + 16 (8uparog) + 3 (HeTaxata-
S — I

Tpomd) + 5 (apparyic)

The beginning (dpyd) mentions the winner’s name, the winner’s homeland,
and the place of victory; the xatatpornd marks the passage to the mytholo-
gical excursus featured in the dugaiog. This itself is organized in a circular
order, since it begins and ends with a reference to the Gorgons’ lament and
Athena’s invention: (i) the goddess hears the Gorgons’ lament when Perseus
kills Medusa; (ii) by taking her head to Seriphus, the hero manages to petrify
Polydectes as well as his people and, consequently, to free his mother Danae;
(iii) Athena re-enacts the Gorgons’ vocalisations and calls it ‘tune of many
heads’!° The petaxatatpomd connects Athena’s invention with the Boeotian

9 For an analysis of the ‘ways of speaking’ in the ode cf. Wells 2010:314. Accordingly, 1-27
comprise the eukhesthai (broadest way of speech) section, while 28—32 the gnéma. Within
the eukhesthai section, Wells isolates 6—27 which comprise the mythological part (i.e. “a
mythological framework of events which do not share the same framework of interaction
between speech subject and addressee’, p. 113) and 17-18 as ‘lyric’ (speech characterized as
self-reflecting).

10  Cf. chapter 5, section 2.
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landscape, where the best aulos’ reeds grow. Finally, the oppayic consists of
three interwoven gnomai about happiness, hard work, and fate: “men’s happi-
ness can be achieved through toil”, “destiny cannot be avoided”, “a god or Time
allots to men their share of fate unexpectedly”.

The ode displays a variety of lexical, semantic, and phraseological repeti-
tions.!! Lexical repetitions consist of reiterations of the same word or the same
lexeme within the ode. For instance, the pair moAiwv ‘of (the) cities’ (1) :: oA
‘city’ (26) constitutes a lexical repetition of the same word in different cases;
the pair mopbeviog ‘of the maiden(s)’ (9) :: mapBévog ‘the virgin’ (19) is a lexemic
repetition since the same lexeme underlies diverse derivatives of the same root
(adj. mapBeviorg, subst. mapdévog), cf. TABLE 1.

Among non-lexical repetitions I distinguish between the semantic and the
phraseological. Semantic repetitions consist of parallel expressions denoting
the same being or object in different ways, by means of synonyms: take, for in-
stance, the pair ITepoets ‘Perseus’ (11) :: viog Aavdag Danae’s son’ (17), cf. TABLE 2.

Phraseological repetitions are matches between analogous phraseological
structures in which the same notions are expressed by means of synonyms. For
example, the structure of both ®epoepdvag £dog (2) and moAw Xapitwy (26) may
be described as a collocation of the type [PLACE-GODDESSeS,,, |, cf. TABLE 3.

TABLE 1 Pythian Twelve, lexical repetitions

KOMTTA ... TOAIWY (1) = XaMA(®)opov ... oA (26)

vaiels (3) = vaiotat (26)

avdp@v (4) = dvdpa (18) :: avdpaat (22)
a°Bavdtwy (4) = Bvarois (22)

¢ edpe (7) = eDpev ... ebpole’(a) (22)
mapdeviolg (9) = mapdévog (19)

xepaais (9) n xEQOAAY (23)

XOUAT (10) i xopdtov (28)

MéPog (11), polpav (12) = pdpatpov (30)

Aaolat (12) n o Aoo®coowy (24)

Bywv (12) n dywvey (24)2

a Some of these repetitions have been identified by Newman—
Newman 1984:87—90.

11 On sound- and word-repetitions in the Pindaric odes cf. Schiirch 1971, who however does
not provide a complete analysis of Pythian Twelve.
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TABLE 2 Pythian Twelve, semantic repetitions

[MORTAL (MeN)] Bpoteav (1) 1 qvdpdat Bvatols (22) = dvBpwmotaw (28)
[IMMORTALS/GODS] dBavdtwy (4) i feds (22) = daluwv (30)
[ATHENA'S INVENTION]| Téxva (6) T XEQUAGY TTOANGY VO[OV (23)

[GODDESS ATHENA] Mo\ ... ABava (7-8) . mapBévog (19) i Bedg (22)
[HEADS] xepaalis (9) i xpdta (16) i XEQAAGY (23)
[TOIL/EFFORT] XOpdTe (10) i movwy (18) i xapdTov (28)
[PERSEUS] Tepoeds (11) i viog Aavdag (17) = @idov dvdpa (18)
[MEDUSA] Tpitov ... xaorywtdv pépog (11) = Medoioag (16)2

a The expression fegméaiov Pépxot’(o) ... Yévog (13) “the monstrous race of Phorcus” may be understood as
a reference to the Gorgons, to Medusa, or to the entire kin of Phorcus (chapter 5, section 2, 13). I concur
with the latter interpretation. However, should a different explanation be preferred, 13 would constitute a
semantic repetition with 7 (Topyévwv) and/or 11 and 16 (tpitov ... xaarywtév pépog; Medoioag).

TABLE 3 Pythian Twelve, phraseological repetitions

[PLACE-GODDESSeS,,, | Depaegdvag €30g (2) 1 o Xapitwy (26)

[to INHABIT-PLACE,. ] Vaels ... €b8partov xoAwvaw (3) i xoiyopov valotat oA (26)

[WHO on/in PLACE-WATERge,, | & ... 8yBoug &mt ... Axpdyovrog (2-3) = 7ol ... Kagiaidog v tepévet (26—
27)

[GOOD°FAME/GLORY| €0°86&w (5) i e0%xAéa (24)?

[LAMENT-GORGON Sy, | {Topybvewv) ... olAov Bpfivov (7-8) = Tov Edpudidag ... Epuckdyxtav yoov
(20-21)

[GODDESS—CREATES—SONG,..| Opfivov SlamhéEaic’ Abdva (8) i tebye ... puéog (19)

a The compounds may count in principle as synonyms and thus constitute a semantic repetition; however,
I propose a factitive meaning for edxAéa ‘making good glory’ (chapter 5, section 2, 24).

4 Schematic Representation
The entire set of repetitions may be summed up as in SCHEME 3.!2 The repeti-

tions evidenced in each section allow us to identify three main rings (SCHEME
4).13

12 Lexical repetitions = black, semantic repetitions = blue, phraseological repetitions = red.
13 1string = black, 2nd ring = red, 3rd ring = blue.
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Altéw gg, pradyAas, xahMota Bpotedy mohiwy,
Deposqdvag €30, & 1" Exbeautg €mt pnAofétou
verletg Axcpdryervreg e08portoy xohdvea, @ dve,
Thatog dbavdtwy dvdpiv Te abv edpevi

S¢kon oregdvwpa T68 &x ITuBdvog 0865w Midq,
ooV TE viv "EXAdSa vixdioavta TEY Ve, TV ToTE
IeAAds épebpe Bpaaeidv <Topydvav>

olAtev Bpfivov StumhéEos” Abdver

Tov maepeviolg H7d T' dmAdTolg eplwy xegorhals

diie Aefdpevoy SuomevBEl abv xopdTe,

Iepoets omoTe Tpitov dLTEY XATLYVNTAY REROS
givakia Zepigw Aaolal e polpav dywy.

Yol t6 e Beoméaiov Pépxotl’ dpodpwaey yévog,
Avypév T Epavov TloAuvdéxta Efixe potpés T Eumedov
Sovhoglvay Té T dvaryraiov Aéxos,

gbmapdow xpdta guAdoais Medoigug

utdg Aavaerg: TOV GTd Ypuaed gapéy adToplTou
Eppevat GAN emel Ex ToOTwy pidov dvdpa mdvwy
gppuoare, mapdivos alAd Telye TaMUpuvoY HEAS,
Sppa tdv Ebpudier &x xoprapdy yeviey
Xptppbévra abv Evteat pupoart’ Epuahdryxto yéov.
ebpev Oebs’ dAhd viv ebpoia” avdpdiot Bvartols Exety,
WVOMATEY KEPAAGY TOAAGY VOOV,

elxhéa Aaoaobuy uvaatip’ dytvey,

hemrod Saviadpevoy yadacod Bopd wearl dovdnewv,
Tol apat xoARLyopov variolat oy Xerpitewv.
Kagtotdog év tepévet, motol xopeuTdv HdpTupES.
el 8¢ Tig §APog ev dvBpaimotaty, Evew xapdTou

ob gatvetar éx 8¢ Teheutdoet viv fTol adpepov

'

Sorlpeov—r6 3¢ ubpaipov ol mopQUITOV,—AAA’ EgTal xpbvog

odtog, 8 xal Ty’ dedmtig Badav

EuTay yvapag To pev dwoet, 10 8’ olimw.

SCHEME 3 Ring-composition of Pythian Twelve

CHAPTER 2

'
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Alitéw g, praayiag, xaAlota Bpotedv wohiwy, 1" ring (14 :: 26-28)

v oo,

depoepdvag £8og, & T Sydatg Emt unioBéTou
valerg Axpdiyovtog 08pertoy xoAtve, @ dve,
Aoteg @Bevdtwy avdpdv Te alv ehpevia

3ot oeqavepa 68" éx Iubdvog 0868w Midq,

» 3 (T
a0ty TE viv 'EAXGSa vidoavTa TEY VY, TAV TOTE 2" ring (6-10 : 19-23)

Mehhd £qelipe Bpacedy <Topydvwv>

otihtov Spfjvov SramAcEons’ Abdvar

Tov marpbeviows O7é T dmhdrors dplwv xepodals
dite AetBopevoy duomevBel obv xapdey,

Mepoeds dmdre Tpltov duoey xagrywytdy uépog 3" ring (11::17-18)

elvaiy Zepige Maolot te potpaty dyaw.

Titot 16 e Geaméaiov Popxol’ dpabpwaey YEVos,

Avypév T Epavov [ToAvdexty Bjxe poatpds T Eumedov

SovAcatvey T6 T’ dveryxadov Aéxos,

edmapdov xpdta avhacuig Medoioag

viog Aavaag' ToV Ao ypuaod gapév abTophTou 3" ring (11 ::17-18)

Eppevor. GAA" émel éx TodTwv @idov dvdpa mévawy

gppuoato, maplévog abAdy telye mdppuvoy péhog 2™ ring (6-10 ::19-23)

Sppa Tov Edpuddag Ex xopTaAluay yevimy
XPUPIEVTa ody EVTeat JUNoALT’ EpALYXRTOY YooV,
ebpev Bedg: dANG viv ebpela’ dvdpdat Bvatels Exety,
WVORATEY XEQAABY TTOAAEY VoMoV,

ELXAEQ AX0TTOWY PVaaTHp’ dywvwy,

Aemtod Sraviaépevey yodxod Bapd xai Sovdxwy,

Tol Mapd xoAALyopov vaiolrt oMY Xapitawv. 1" ring (1—4 :: 26-28)

Kagicidog év tepévet, ToTol OpeVTAV M pTUPES.
el 3¢ T1g §ALog &v avlpwmeraty, dveu xadTou

ol aivetal éx 3¢ TEAEUTHTEL VIV 1TOL TUEPOY

LI} r

Bofpwy—16 3¢ uOpTIL0Y 0D Tap@uXTOV,—aAN’ EoTal ypdvog
otog, & xai v’ dedmria Bakdv
Eumohiv yvapog to pév dwoel, 10 8 olimw.

SCHEME 4 Rings of Pythian Twelve
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5 Descriptive Analysis

The three main rings are layered and correspond to different sections of the
ode. The first ring (1—4 :: 26-28) is created by lexical and semantic repeti-
tions found in the first and the fourth strophe, i.e. in the incipit and trans-
ition/‘excipit’ section of the ode. A second ring (6-10 :: 19—23) may be identified
between the end of the second strophe and the end of the third. It comprises
the first ‘mythological frame’ concerning Athena’s invention. A third ring of the
ode (11 ::17-18) opens and closes with references to Perseus—IIepaets and vidg
Aavdag are the first words of 11 and 17,!# respectively, while ¢ilov dvdpa, placed
at the end of 18 also refers to the hero. This ring is the second referring to myth
and lies at the innermost part of the ode.

Rings are further interlocked by a variety of additional repetitions. Most lex-
emes, concepts, and phrasemes are repeated once, but some occur twice or
more. Some hint at significant associations or oppositions. Terms for [IMMOR-
TAL GODs| and [MORTALS/MORTAL MeN| are joined together in a quantifier
designating [ALL (INTELLIGENT) BEINGS] at 4 (cf. chapter 5, section 2 ad loc.).
At 22 and 2830 different terms for [GoD], in the singular (: fedg, 22, Saiuwy, 30),
are opposed to words for [ MEN/HUMAN BEINGS] (dvdpaat Bovtolg, 23, &v dvln-
motaty, 28). Both verses deal with the themes of divine power and divine gifts:
at 23 Athena creates the tune of many heads ‘for mortal men to have), at 28
within one of the final gnomai, we learn that happiness (§Afog, 28) for humans,
though achieved through toil, may be gifted by a daiuwv (etymologically ‘the
distributer’, cf. chapter 5, section 4, 28).

Another group of reiterated lexemes is strongly connected with the myth of
Pythian Twelve, which concerns the creation of the tune of many heads. More
specifically, repetitions of the terms for [HEADs] (xepadals, 9, xpdta, 16, xega-
Adv, 23) allude to the name of the nomos invented by Athena. The centrality of
the theme of divine invention is also made evident by the three occurrences of
the verb [to FIND/INVENT] (é¢edpe, 7, €0pev ... ebpoloa, 22) and differing refer-
ences to Athena (ITad\G ... ABdva, 7-8, Tapdévag, 19, Bedg, 22), the discoverer of
the nomos. These references seem to go in descending order of specificity: name
+ epithet (Pallas Athena), an attribution (‘the maiden’), then ‘a god’, which may
designate Athena or any other deity (see chapter 5, section 2, 22).15

Further lexical and semantic repetitions, namely: those of substantives
meaning ‘toil/effort’ (xaudtw, 10, TéVWY, 18, xapdtov, 28) and derivatives of 1E

14  Cf Nierhaus 1936:17 who highlights that viég Aavdag constitutes the ‘high point’ of the
mythological narration.
15  Ithank John Perchard, who kindly pointed out this pattern of distribution to me.
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*smer- ‘to divide, distribute’ (uépog, 11, poipav, 12, uépatpov, 30), seem to pre-
pare the way to the themes Pindar develops in the final gnomai. The terms for
‘effort/toil’ build a link between the Panhellenic winning auletic performer—
Euryale emits her lament ‘with sorrowful effort, Midas won in the ‘difficult’ art
of the aulos—and Perseus, who is rescued from ‘troubles’ by Athena. In this
regard, the correlation created through the lexical repetition abv xapdtew, 10 =
dvev xapdTov, 28, is noteworthy. These expressions display xdpatog in tautomet-
ric positions. Considered as isolated syntactic structures, obv xaudtw and dvev
XopdToV seem to express opposite complements (‘with toil’ vs ‘without toil’).
However, such an opposition is overcome if we look at the syntagms within
their context: the Gorgons emit a lament with effort, which Athena re-enacts as
athrénos; 6ABog ‘happiness, prosperity’ (“esp. material prosperity”, cf. Slater 1969
s.v. 8ABog) does not appear ‘without toil. One may argue, however, that Athena’s
gift, i.e. the re-enactment of Euryale’s toilsome lament, is the means by which
Midas, through the toilsome effort of his performance, achieved §Afog, i.e. the
prosperity deriving from his victory at Delphi.

The repetitions of derivatives of 1E *smer- ‘to divide, distribute’ link the
theme of the ‘the allotment of fate’ (uoipa, 12, uépatuov, 30) and the core event
of the myth, i.e. the beheading of Medusa (tpitov xagtyvytdv pépog, 11). In the
final part of the ode, Pindar stresses that the allotment of fate is the inev-
itable destiny of all. Perseus fulfils the glorious part of his destiny by facing
dangers and troubles (the Gorgons), but he must also thank the protection of
Athena, who acts as Perseus’ daiuwv. In this way the hero also manages to trans-
form his mother’s destiny and that of the inhabitants of Seriphus (poipav dywv,
12), the latter being unexpectedly petrified (cf. deAmtia, 31, Epmad yvopag, 32).
Medusa, the ‘third part (pépog) of the [Gorgon] sisters’ (11) thus embodies the
turning point of Perseus’ allotment of fate (pépatpov, 30). However, the Gorgon
also represents the means which changes the destiny of Danae, Polydectes and
Seriphus’ islanders. It is by overpowering this monstrous creature that Perseus
achieves his prosperity and status as hero and mutates his mother’s miserable
condition for the better.



CHAPTER 3

Linguistic Remarks

1 Pindar’s Kunstsprache: Introduction

The dialectal basis of the language of Greek choral lyric is Doric.! Neverthe-
less, the Doric component is not equally ‘exuberant’ in all choral lyric poets.2
Specifically, Pindar’s language is an artificial amalgamate of different Greek
dialects, which taken all together seem to produce a non-Attic-Ionic colour.
Indeed, many traits, which are traditionally identified as Doric—take, for
instance, the preservation of [a:] ((a)) from inherited a-vowels, in opposition
to the outcome [e:] ((n))—are also peculiar to continental Aeolic dialects.
Since some individual dialectal traits may be interpreted in different ways, Pin-
dar’s language as a whole seems to escape any singular linguistic label: Watkins
(1995:59) defines it as “a mixed literary Doric and Aeolic”; Willi (2008:75—76)
describes the linguistics of the choral lyric in terms of the socio-linguistic
phenomenon of “relexification’,? in which Aeolic elements came to be integ-
rated on a Doric basis. Other scholars put forth even more extreme hypo-
theses, identifying Aeolic, more specifically: ‘northern/continental’ Aeolic, as
the poetic tradition from which the language of Pindar and Greek choral lyric
derived.*

1 Cf. Buck 1955:15, Forssman 1966: 1%, Verdier 1972:9, Palmer 1980:119-130, Colvin 2007:54-55,
Cassio 2005, Tribulato in Cassio 20162:230-259.

2 Different elements may have affected the use of Doric forms by individual authors. First of all,
the geographical provenience of the poets may have played a role: Simonides and Bacchylides,
who are both from Ceos, make abundant use of Ionisms, whereas Alcman from Sparta seems
to preserve many Laconisms (cf. Willi 2008:57). Other conditioning factors may be the type of
composition, its literary models (characters or traditions mentioned in the ode, cf. Forssmann
1966), the geographical provenience of poets’ patrons, and location of the performance. It is
also likely that ancient editors modified the texts on the basis of their convictions about the
‘appropriate’ dialect colour of choral lyric poems. Hinge 2006 identifies Late Laconic traits
in the language of Alcman, probably due to a ‘hyper-Laconization’ by ancient editors. On
Stesichorus’ language cf. Willi 2008:57—90.

3 Le. alinguistic mechanism consisting in the extensive vocabulary replacement of a certain
language with the preservation of the original grammatic structures of the language.

4 The hypothesis that choral lyric originated in a ‘Proto-Aeolic’ realm was recently defended
by Maslov 2013. The fact that Pindar avoids Doric forms has been emphasized by Christ
1891:58—62 and Casevitz 1972. Grinbaum 1972, 1973 (cf. also Garcia 1998), 2007, 2008, Pavese
1967, (on which see also Néthiger 1971 and Triimpy 1986), 1972 and Meillet (19758) highlight
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The Doric component of Pindar’s language certainly does not stand out as
much as in Alcman’s language. However, it would be excessive to deny the pres-
ence of Doric elements in Pindar’s work in favour of the ‘northern hypothesis),
since not all Doric elements can be explained as ‘non-organic), i.e. as metric-
ally equivalent Doric forms that allegedly came to substitute the original Aeolic
ones. Moreover, there are no Aeolic traits that cannot be explained as (i) form-
ally overlapping with Doric linguistic features, or as (ii) being imported from
other prestigious literary traditions, such as the epic diction or the monodic
lyric.5

With regard to Pindar, another factor adds to the difficulty of any possible
linguistic consideration. The tradition of the Pindaric text is intricate: editors
disagree on the stemma codicum, which makes it difficult to assess the genuine-
ness of dialectal forms, especially in cases where different manuscripts attest
different traditions.

In these conditions, one fruitful approach to the poet’s language is to con-
sider it a Kunstsprache, i.e. a language of art, in which several dialectal traits
merge. In this context, since this study focuses on one Pindaric ode—and not
on the entire Pindaric corpus—I will limit my analysis to the linguistic traits
of Pythian Twelve’s language which are recognizable as typical of certain dia-
lectal groups and/or literary genres (hexameter poetry, Lesbian poets). Thus,
my analysis does not aim at solving the puzzle that Pindar’s individual word-
and dialect-choices pose to us. Conversely, the purpose of the following pages
is to illustrate how the Pindar’s ‘language of art’ works, by using Pythian Twelve
as an example.

2 The Pindaric Kunstsprache in Pythian Twelve

Since the notion of Kunstsprache commonly applies to the language of Greek
hexameter poetry,6 my use of this term or its English renderings (‘artistic lan-
guage, ‘language of art’) in connection with Pindar demands an additional
specification. Pindar’s artistic language ‘behaves’ differently from that of epics:
the language of Greek choral lyric does not depend on formulas nor on a fixed
metrical scheme, such as the hexameter. Nevertheless, it seems to refer to a pre-

the Aeolic colour of Greek choral lyric. Tribulato in Cassio 20162:249—250 stresses that Aeolic
traits in Pindar’s odes are not recognizable as ‘exclusively Aeolic’.

5 Willi 2008:76 coins the word “Stilkontakt” to describe the relationship between Stesichorus
and the language of the Greek epics.

6 Cf. e.g. Meister 1921.
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existing literary tradition (Forssman 1966, Sotiriou 1998, Massetti 2019). Addi-
tionally, it exhibits the reflexes of very ancient phraseology, which may even be
recognized as ‘descriptively Indo-European’” (Wiist 1970, Watkins 2002a, 2002b,
Toporov 2012, Massetti 2019, Meusel 2020). Moreover, the role played by met-
rics is anything but marginal. Metrical schemes may affect individual lexical
and/or linguistic choices, but Kunstsprache guarantees the poet enough flex-
ibility to comply with the requirements of the metre. Examples of metrically
conditioned morphological ‘inconsistencies’ are the gen.sg. of o-stems ®ép-
xot’(0) (13) vs unAoBéTou (2), edmapdov (16), xpuvaod ... adTopliTov (17), Aemtod ...
xoAxod (25), xapdtov (28), the dat.pl. of o-stems Aaolat (12) vs dvBpwymotaw (28,
followed by vowel; metrically non-equivalent to dvBpwmoiat) vs Gvatols (22) or
the use of augmented vs augmentless preterite forms (aor., impf.),8 cf. augmen-
ted: die (10)2 duaev (11),!10 éppdaato (19),!! wvipagey (23) vs dpadpwaey (13), Bfjxe
(14).12

Below I list the dialectal features of Pindar’s Pythian Twelve. As already
touched upon, since some traits commonly identified as ‘Doric’ are actually
recognizable as dialectal isoglosses that several Greek dialects share, they will
be grouped as (i) ‘Non-Attic-Ionic’ and (ii) ‘Non-Attic. Furthermore, in group
(iii) I distinguish traits that are shared with the language of Greek ‘hexameter
poetry’ and may be identified as Aeolic, Ionic or common to Ionic and Aeolic,
in (iv) ‘Lesbian’ features and in (v) ‘Doric’ features.

7 By ‘descriptively’ Indo-European I mean that phraseological parallels may be identified
within the 1E language family, i.e. within its different branches. Several parallels for Pin-
daric phraseological usages have been identified within the Indo-Iranian tradition. This
speaks in favour of a common Greek-Indo-Iranian poetic inheritance, i.e. a ‘late (Core-)IE’
poetic inheritance. Despite the fact that Indo-Iranian languages are among the 1E lan-
guages of oldest attestation, it is commonly assumed that they were the latest linguistic
branches to split from the 1E family tree (as a recent reference cf. Olander 2018).

8 In principle, augmentless forms may be recognized as injunctives with a ‘memorative’
function (cf. Hoffmann 1967). As a recent reference with updated bibliography cf. Willi
2018:400—404.

9 I consider the form as augmented, but a present stem aiw* is attested in Aeschl. Suppl. 59
(ofewv). The forms épedpe (7), ebpev (22) would probably appear as such even in chronolo-
gical and geographical contexts in which the augment is consistently marked. However,
nBpraxov, nhpov* are attested in literary Att. 5th c. BCE (Aeschl. Pers. 474+).

10 Inboth die (10) duoev (11) the augment is not realized with the insertion of an extra-vowel
*& (*[hy]e-), but with the lengthening of the vowel, cf. Garcia Ramén 2017:672. On the
augment in Greek see also Willi 2018:357-416.

11 Cf Buckigss:si(a).

12 Willi 2008:74—75 refers to some of these traits in Stesichorus as features that allow a relat-
ive flexibility to the poet.



LINGUISTIC REMARKS 25

(i) ‘Non-Attic-Ionic traits’ (= ‘Doric’ and other dialects)
— IE *-ehy- or *-a- > -a-
cf. potpds (14), edmapdov (16) < *par-hyeus-a-, Aaoaadwy (24, vs Aew®, cf. Agw-
apéptepog, Hdt. 9.33), Kagiaidog (27) (cf. Kneotdt [IL 5.709+])
*ehy-suffix > @ > @, cf. nom.sg. *ehy,# > -a# cf. & (2) < *seh,-, Abdva (8) <
*ehy-neh, (?)
gen.sg. *eh,-s > -ag, cf. Pepoepdvag (2), Aavdag (17), Edpudiag (20), yvduag
(32)
dat.sg. *ehy-ei > -a, cf. téyva (6), [ToAvdéxta (14)
acc.sg. “ehy-m > -av, cf. xohwvaw (3), Tav (6) < *tehym, Soviogihvay (15), Ept-
wAGyxtav (21)
voc.sg. *ehy# > -a, cf. xaMiota (1)
-eh, of -dw-verbs, cf. vixdoavta (6), Tehevtdael (29)
— Gen.pl. *eh,-suffixed stems (Buck 1955:41) like in Arc. and WGk.
cf. gen.pl. *ehy-som# > -a- + -wv# > -Gwv > -av: Ppotedv (1), fpaceldv (7), xaat-
YWTav (11), xapmaMudy (20), xepardv (23), ToMAv (23), xopeutav (27)
vs Boeot.,13 Thess. -dwv, Lesb. -av, Ion. -¢wv, -@v, Att. -Qv
— 1E *Nhy, *Lhy > *N[La > v/p/A& (Buck 1955:21):
*Nhy > NG “mhy- > pa, cf. 03patov (3) < *dmhy-
*nhy->va, cf. Bvatols (22) < *-d'nhy-, waotip(a) (24) (1E *mnhy-)
*lhy > La: *[hy- > A&, cf. Thaog (4) < *sisthy-'* dmAdTos *nplhy- (9)
— Gk. 0 > v (Cowgill's Law) in &vopa, dvoudlw (< 1E *h;/hgnéhg-mn-): Gvipacey
(23)
— Dat.sg. s-stems *-es-i > *-ei > -e1, cf. Suomevhél (10)15 vs Att. *-es-ef > -e#-ef > -€l
— Apocope of prepositions/preverbs (rare in Att.-Ion., but frequent in other
dialects), cf. mappuxtév (30)

(if) ‘Non-Attic traits’:

— “to-stem pronoun as relative pronoun like in Lesb., Thess., Arc.-Cypr., Boeot.,
Heracl,, Cyr., WGk. (late inscriptions)

cf. tdv (6), 6v (9,17), Toi (26)

— Maintenance of -1- throughout the inflection of i-stems (Buck 1955:91)!6

cf. gen.pl. *-i-som# > -1-wv# > -1wv#: Tollwv (1), dpiwv (9)

— Acc.sg. es-stems adj. *es-m > *e’-a- > -¢a

13 However, tdv is attested in Boeotia.

14  As per Klingenschmitt 1970.

15  The form tepéver (27) is attested in Att. prose as well.

16 Gen.sg. oAéws is attested in Chios and Thasos, cf. Buck 1955 loc. cit.
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cf. ebihéa (24) < *hysu-kleues-m

vs *e-a- > - (contracted) in Att. (although °xAea [acc.sg.] compounds are
attested) Rhod. (inscr. 6th c. BCE), Lac. (inscr. 6th c. BCE), Ion., Troez., Delph.
— conj. 8¢pa cf. Ion., Dor, lyric passages of Att. tragedies.

(iii) Traits in common with hexameter poetry (Aeolic and Ionic):

— Inf. -menai (-men-aj, on which cf. Garcia Ramoén 2021a)

cf. infathem.pr.: éupevar (18) < *Ayes-men-aj

vs Att.-Ion. ebva, Arc. Ava, Thess. Boeot., West diall. eluev, Cret. fjuny, Rhod. and
colonies eiuev

vs them.inf. -ew (cf. &ew, 22) as in Att.-Ion., Thess., Locr., Corinth., Meg., Rhod.,
while Lesb., EL, Lac. -nv

Ionic:

— Gen.sg.them. *-o0sfo > -oto: Pépxoto (13) like in Homer, cf. also Thess. -ot (apo-
cope cf. Buck 1955:88), vs Att.-Ion. -ov, Cypr. -ov, -0

— Dat.pl.them. -oig1(v), merger of loc.pl. and instr.pl. endings (?) *-0-su (loc.pl.)
+ *-ois (instr.pl.)

— 1E *o-su# (loc.pl.) > *o-si# > *oio1# cf. also early Att., Ion., Lesb., Pamph., early
Arg,, Syrac., occasionally Cret. cf. Aaolat (12), av@pwymotawy (28) vs -oig: Bvarolg
(22)

— ¢éw-verbs without contraction, cf. aitéw (without contraction, cf. aitéwv Hdt.
6.49.3)

— Metrically lengthened eivaAia, as in Homer. The form gwoia (mss.) is a
hyper-Aeolism.

(iv) Lesbian features (cf. also Cyr.)
*-V-ns-, *V-ns#, *V-nsi# > -Vis-((), with -s- < -ts-, -ti-, -ti- (Buck 1955:67-68)
cf. nom.masc.sg.sigm.aor.ptc. *-nt-s- > *-ns- > -oug: gVAdoas (16)

nom.fem.sg.sigm.aor.ptc.  *nt-{-@- >*-ps-a- > -ais-a- > -oqgo: NATAE-
Lo (8)

nom.fem.sg.them.ptc. *-ont-ja- > *-ons-a- > -0isa- > -owoa: MeSoloog
(16), edpoloa (22)

3.plind.pr.act. *-ont-i# > *-onsi > *oisi > -olal: valolat (26)

(v) Doric features (cf. also Epidauros)
— 3gsgencl.pron. v (6, 22, 29) vs pw (hexam.), éxdtév (Att.-Ion.)
—  *Ki-*Hehymer-o-: aduepov (29) vs anpepov (hexam., Ion.), ™uepov (Att.)



LINGUISTIC REMARKS 27

As already anticipated, the analysis of single forms of Pythian Twelve does not
provide us with new data with respect of what was already known about Pin-
dar’s language. Conversely, it confirms the composite character of the poet’s
Kunstsprache: the linguistic amalgamate does not allow us to isolate a ‘pre-
vailing’ dialect colour. Yet it can be clearly recognised as non-Attic(-Ionic). The
basis of the amalgamate is likely to be Doric. Nevertheless, this Doric compon-
ent appears quite ‘diluted’ within the ode (e.g. Pindar uses Att.-Ion. mote not
Dor. moxa [Alcm,, Stes. ], Att.-Ion. ei not Dor. ai [Alcm.,, Stes.]). Moreover, it is dif-
ficult to identify the cause of the dilution or amalgamation process in Pindar’s
language. Some dialectal traits, namely: epic/Ionic and Lesbian, may reflect
the influence of other literary poetic traditions and genres. Another factor that
must have played an important role in a possible ‘dilution’-process is Pindar’s
audience, not intended as the audience in front of which single poems were
performed, but as the audience of Pindar’s epinicia as a whole. That is, Pindar’s
addressee, as Palmer (1980:119-130) rightly emphasises, is a Panhellenic public.
Therefore, the employment of linguistic elements of different geographical ori-
gin is functional to the workings of Pindaric Kunstsprache, since it guarantees
the poet the necessary flexibility.



CHAPTER 4

Text

1 Colometry

The ode is monostrophic and consists of four eight-verse strophes. It is written
in katenoplion-epitrites. The metres are as follows:

TABLE 4  Colometry

1 —-UU-UU- —-UU-UU-||" 2pros

2 -UU-UU- —-UU-UU-| angel (hem pros)
3 ——UU-UU- —-U---Ux]||! prosz2epitri2

4 -UU-UU- ——UU-UU-||  angel (hem pros)
5 ——-UU-UU- —-U---Ux]|/ pros 2epitri

6 ——UU-UU-- —U---Ux|| enzepitr™

7 —UU-UU- x-Ux]|| hem epitria

8§ -U-——-U-==-U--| epitr®* (stesich)

As pointed out by the scholia and recently emphasized by Gentili 2006:317
(“Nota metrica”), 2, 4, and 8 are typical Stesichorean schemes (angelicum and
stesichoraeum, on which cf. Haslam 1974). At 3, Gentili 2006 reconstructs a
scheme — — UU-UU- x-U- — — U x which allows him to preserve the form
dvuaey, otherwise to be changed in ducev or dvuooev (see chapter 5, section 2,
11). I concur with Snell-Maehler’s (1987) interpretation (— -UU-UU- - -U- —
-U x). At 24, the form edxAéo, preserved by the manuscripts, creates an ana-
clastic responsion, admitted by Gentili.! However, as Bowra (1930:182) points
out, it is possible that the -& of edxAéa is metrically lengthened by A- (Acoo-
abdwv).

1 Gentili 2006:317 describes 8 as epitrt* (~ cho) epitrt.
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2 Synopsis of Readings
TABLE 5 Synopsis of readings

Massetti  Snell-Maehler 1987 Snell-Maehler1980  Gentili 2006
10 XOMAT®,  WOPATE, HOPATE AAUATE,
1 Ilepoedg  Ilepaedg Iepaets, [epaeds
1 duoey duaey duaev dvuaev
12 eivaiia gwvahia gwvaia gwakly
13 7ot ftot Yol 7ol
22 VW Vv Vv K
24  edxAéa e0xAed eOXAER E0XAEQ
25 OBapa Bopar Qo 0 dpa

\ \ \ \ \ \ 3

30 Tod¢ T6 O T6 3¢ T6ye
3 Text

MIAAT AYAHTHI AKPATANTINQI

A Altéw og, prAdyAae, xoadiota Bpotedv moAlwy,
Depaepoévag €dog, & T xbatg Emt pmAoPstov
valetg Axpdryovtog E03patov xodwvay, @ dva,
aog dbavdtwy dvdpiv e abv edpevia

5 Otk otepdvwpa 68 ex TTubdvog e0d6&w Midq,
adTév Té viv EANGda vixdoavta Téxve, TdV TOTE
[MoMag egpedpe Bpaaetdv (Topydvuwv)
oUAtov Bpfjvov Sramhé&ana’ Abdvar

B tov mapbeviolg 076 T dmAdToLg dpiwv xepadals
10 die AeiPouevov Suamevlel auv xapdTw,
Tepaeds dmoTe TpiTOV dVTEY XATTYVNTAY HEPOG
etvahia Xeplow Aaolal Te polpav dywv.
¥itoL 6 te Beaméatov Pdpxotl’ dpadpwaey YEVOS,
Avypdv " Epavov TToavdéxta Ojxe potpds T Eumedov
15 dovAoglvaw T6 T dvaryxalov A€yos,
e0Tapdov xpaTa cuAdoalg Medolaog
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' vidg Aavdag: oV AT Xpuaod Qapev adTophTou
Eupevat. dM Emel €x ToUTwY QiAo dvdpa TOVWY
gpploaro, TapBévog adAdv Tebye TauQwVOV UEADS,

20 8¢pa oV EDpudAag €x op oAUy YEVOwY
XPUHPOEVTA gV EVTETL MIpNoaLT EPUCAGYXTOY YOOV.
ebpev Oedg GG v ebpoic’ dvdpdat Bvatols Exety,
WYOHATEY XEQUARY TIOMAY VOUOV,

EDNAEN A0TTOWY PVaaTip’ dywvwy,

25  Aemtod dtaviadpevov xadwod Bapd xai Sovdwv,
Tol TTapd xaAAbyopov vaiolat oA Xapitwv.
Kagtaidog €v Tepével, TIaTOl YOPEVTAY UAPTUPES.
el 3¢ 15 EAPog év dvBpwmotaty, dvev xapdTou
00 gaivetal éx & TEAEUTATEL VIV 1iTol TaUEPOY

LIT2 ’

30 Saipwv—To 3¢ udpatpov o TapQUITEV,—GM’ EaTal ypdvog
o0tog, 8 xal T’ deAmtio Bokcov
EUTTOAY YV@uAG TO v Swaet, T6 8’ olmw.

1. Bpotedv D || 2. 8xBoug V | émt Schm.: émi codd. || 3. @ om. D || 4. edpevia(q) VByz.: edpeveio(q)
BEFGHI® || 5. €086&ov idor EFY || 7. Topydvwv suppl. Tricl. e ¥ || 8. SiamhéEoua” VB: SiamiéEne’
@ Sumiékao(a) rell. codd. | A8dva om. I || 9. mapdévorg V || 10. Suomevbél Byz.: Suomevbel codd.
[| 11. &uoev pler. codd.: dvuoey PEP vl.: dvuooev Boe. || elvakia Ps.-Mosch.: éwaia Schr. evokia codd.
[| 13. frot @: Htot rell. codd. || 16. edmapdov Ahr. | guAdoais Hey.: cvdjoaig B guiioas G ovdoag
rell. codd. || 17. adtoptov VacEFHacdacIT42: qitoppvtov VPeHPeDPe et rell. codd. || 19. épdoato V
|| 21. épueddryxtav BEPII*2 in marg.: épucdyxta F épuidéyxtav V épuchdyntav GHI (-tov) || 22. viv
vett.: uwv BIT#2 || 23. wvipacey Hey.3: avépace(v) codd. | oM@ B || 24. edxdéa codd.: ebxhéea Schr.
€0xAed Schm. et pler. edd. || 25. Stavigadpevov V || Bapd BEFDHIPII*? vl. (Eviot Bopd): 87 dipor VEITT42
|| 26. )aMhixopov IT42: xadixdpw BFDHI® xadkiywpw V || vaiotat VBI®: vaiovat FDH vdotat IT#2 || woAe
VI || 27. yopevtai B || 30 10 3¢ Tricl.: 6 ye codd. I1*2 | ob mapguxtéy BFDIII*? (yp[dgpet(at)] x(at) od
mopeuxtév I142) ob mappextév H ob mar uwtéy VII#? || 31 dedntia edd.: deAntioc VFGDH dedmio B
aeimeia Mo. | Aafwv



TEXT
4 Translation?
To the aulete Midas from Acragas

I entreat you, lover of brilliance, most beautiful of mortal cities,
abode of Persephone, you who dwell upon the well-built height
On the banks of the sheep-grazed Acragas, O queen,

Along with the goodwill of immortals and men, benevolent,
Welcome this crown from Pytho for Midas of good fame

And him himself, who beat Hellas in the art

Which Pallas Athena once invented

As she braided the deathly ¢thréenos of the fierce Gorgons.

She heard it being poured forth, with sorrowful pain,

From under the unapproachable snaky heads of the maidens,
When Perseus raised a shout to the third part of the sisters,
Bringing doom to maritime Seriphus and its people

Yes, he weakened the monstrous race of Phorcus

And made repentful for Polydectes the feast, the constant
Bondage of his mother, and her enforced bed,

When he took out the head of strong-cheeked Medusa—

The son of Danae, who, it is said, was born of self-flowing gold.
But when she had rescued the beloved man from those troubles,
The maiden built a melody with all the voices of the pipes,

So that she might re-enact with instruments the loud lament
That was extracted from the trembling jaws of Euryale.

The goddess invented it, but invented it for mortal men to have,
And she called it the tune of many heads,

A glory-making memento of the contests, which stir people,
often passing through the thin bronze and reeds,

Which dwell by the Graces’ city of beautiful dancing places

In the precinct of Cephisis, as faithful witnesses of dancers.

If there is any happiness among men, it does not appear without toil.
Whether a god bring it to fulfilment today (or not)—what is fated cannot be
avoided—else Time will be such that, striking someone unexpectedly,

it will give one thing against hope, and defer another.

31

2 Translations by Lattimore, Holderlin, Romagnoli, Boeckh, Hynd and Middleton are compared

and discussed by Carne-Ross 1968.



CHAPTER 5

Linguistic Commentary

1 Invocation (1-6)

In the first six verses the chorus addresses Acragas. This invocation provides
us with some fundamental information on the Panhellenic victory: winner’s
hometown (1-3), winner’s name (5), place of victory and discipline in which
the victory was obtained (6, cf. chapter 1, sections 1 and 3). An opening apo-
strophe to the winner’s personified hometown is also found in I. 7.

Together with O. 12 (1, Aloogopat, Tat Zyvog 'EAevdepiov) P. 12 is the only Pin-
daric victory ode beginning with ‘I entreat, though it does not comply with the
standard traits of the cletic hymn (e.g. Sapph. 1.1—3 V mowiAd8pov’ abdvat’, Agpo-
Sitat ... Mogopal ag, || uy W doatat und’ dvianat Sapve on which see Cameron 1939,
Privitera 1967, Burzacchini 2005; on the cletic hymn see also Pfister 1924, Meyer
1933), featuring an explicit ‘I call’ (e.g. Sapph. 1.16 V djute xdAnuus; cf. 0. 14, N.
7.1-4) and a verb of movement in impv. (e.g. Sapph. 1.5 V tuid’ €A0'[¢]; descende
in Norden'’s [1913:148] terminology; cf. P. 11.1-10, N. 3.1-3). Here, instead, Acra-
gas is invited to welcome Midas and his victory ode. This is a Pindaric topos,
which is occasionally found in the first verses of encomia €l vixy, (cf. O. 5.1-
3, P. 8.1—4, N. 11.1-5, O. 4.6—-10, O. 8.9-10, cf. Schadewaldt 1928:269, who defines
d¢kou “formulaic” (see also Heath 1988:189, Bremer 2008:6—7)). In such passages
the impv. ‘welcome!’ is preceded by the accusative of the thing/the person that
shall be welcomed by the addressee and by a series of vocatives with embedded
relative or participle clauses (P. 8.3—4), usually following the first or the second
(P.8.1-2) vocative. The beginning of Pythian Twelve is slightly different from the
above cited parallels: the initial appeal (‘I entreat you’) is followed by four voc-
atives (1-3) encasing a relative clause (2—3)—the antecedent of this clause is
the second person singular o¢ ‘you’ (thee), at 1—, which is located between the
third and the fourth vocative. A sequence of this kind creates a sense of solemn
suspension. In P. 12 the rallentando increases the expectations of the audience,
as it lends a certain grandeur to the announcement of the winner’s name (first
named after 5 verses). Indeed, the poet’s request is only clarified at 5, the impv.
3¢kou being additionally preceded by a predicative and a modal complement
(4). The verb is, in turn, followed by the accusatives of the thing and the person
that Acragas is invited to welcome (5-6).

I would claim that the naming of Acragas supports the conclusion that the
ode was performed in the winner’s hometown (cf. chapter 1, section 3). For a
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visual disposition of the syntactic elements in the apostrophe cf. Sulzer1961:34.
On the prooimion and further Pindaric comparanda cf. Maslov 2015:310.

1 Aitéw T entreat), cf. almpi oe (fr. 155.3), aitéw ge (V. 9.30). In Pindar, the verb
is usually constructed with 2 acc. (of the person entreated and of the thing
entreated), or acc. (of the person entreated) and inf. (of the thing entreated).
On the use of the first person in Pindar cf. D’Alessio 1994, Currie 2013. In our
verse, the speaking persona is the chorus. This is the only Pindaric instance of
aitéw being followed by an acc. of the person asked (1, o€) and an impv. (5, 3é¢&a,
cf. Slater 1969 s.vv. aitéw, aityui, cf. Hummel 1993:274), i.e. another sentence. A
construction of this description resembles that of Alggopat ‘T entreat/beseech’,
followed by the impv. of the thing requested in 0.12.1-2, P.1.71, N. 3.1-3, and con-
structed with acc. and impv. in fr. 52£1-6 (Pae. 6.1-6 = D6 Rutherford) og, ypvaéa
| ¥dvtépovtt ITubol || AMocopat [...] pe dé&at “I beseech you, golden Pytho famous
for seers, welcome me” (as per Race 1997b, differently, Slater 1969 s.v. AMigoopat).
According to Lefkowitz 1991:35, together with O. 14, P. 12 may be recognized
as a ‘dedicatory’ ode, i.e. as a poem in which the poet’s task is to offer prayer,
unlike the epinicia, which have an encomiastic scope. I believe that an enco-
miastic component, though not as prominent as in epincia honouring tyrants
or aristocrats, is definitely present (cf. 5, e096éw Midq, 6, EAAdda vixdoavta téxvar)
albeit Midas is extolled in a different way to what Pindar’s modern-day readers
are used to: i.e. he is praised in relation to the glorious past of his art (téyva)
rather than to his lineage (on Midas’ glory see also chapter 10).

1 o ‘you, (2.sg. ‘thee’), the city of Acragas, personified. Acragas is allegedly
homonymous of the local nymph (cf. MacLachlan 2021:40—41). This mytholo-
gical figure is only mentioned in X P. 12.1a Dr. mtpdg v pwida v Axpdyavta,
while Stephanus of Byzantium speaks of a male (river) Acragas (see below, 3
Axparyavtog). In fact, since names ending in - (gen.sg. -avtog, with a ptc. suffix)
are masculine (cf. Risch 1974%:26—27 on the Homeric MNs), a feminine Acragas
would be unique. Although a nymph called Nestis was worshipped in Acragas
(cf. Portale 2012), she is not the nymph Acragas. The existence of such a char-
acter is a secondary invention by Pindar’s scholiast.

1 ptAdyAae ‘lover of brilliance’ first occurs in P. 12.1 and is glossed as @uAdxa-
Aog ‘lover of beauty’ by X P. 12.1ab Dr. The compound is also attested in Ba.
13.225 (as an attribute of ‘hospitality’), 18.60 (of Athens), fr. 3.13 and Pos. E. 136.3
(of Eros). Compounds with FCM ¢tAo® are already attested in Mycenaean (cf.
e.g. WN Pi-ro-wo-na [Philowoind/, pY Ae 344, MY V 659.7). According to Risch
19742193 (cf. Tribulato 2015:168, 334—335, 421—422), the so-called ‘ptAomtoAepog-
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type’ was primarily possessive (‘having a[n] own/beloved X’), but soon came
to be associated with ptAéw ‘to love’. As a consequence, they came to overlap a
compound type with a verbal FcM: ‘loving X' Gk. ptAdyAaog is remarkable: most
compounds of type gilontéhepog exhibit the structure [@IAc°SUBSTANTIVE],
cf. e.g. prroppedng (Il 5.375+, with scm peidog ‘smile’) etc. The same applies
to the Pindaric compounds with FCM ¢tA(0)°.! In contrast, idyAaog reflects
a rare structure [@IAc°ADJECTIVE],? since its SCM is the adj. dyAads ‘splendid,
shining, bright’ (Il 1.23+), synchronically connected to the semantic field of
‘beauty’ (cf. ayrata, d&yoAua, on which cf. Neer—Kurke 2019:46, 92—122, esp. 95—
96).

The syntax underlying the compound may thus be reconstructed as [to
LOVE (@tAo®/@Aéw)-SPLENDID/BEAUTIFUL THINGS (: dyAad)] or [to LOVE—
the SPLENDID THING (par excellence: light/feast)]. According to Meusel
2020:562, dyAads is alexicalized variant of paevwég ‘shining’, with which it shares
anumber of phraseological matches, e.g. dyAadxwuog (0. 3.6), x®pOV ... Qdog dpe-
Tav “komos (feast/celebration) ... light of excellent deeds” (0. 4.9-10), the subst.
@dog being an etymological congener of paewwés.3 To this we may add that since
Antiquity dyAads has been glossed through Aaumpds, cf. Hsch. o 587 LC dyAad:
Aaumpd, which, in turn, shares collocations with pagwvég (cf. Massetti 2019:133).
Since dyAadg applies to @dog in fr. 52m.15 (Pae. 12.15 = G1 Rutherford), we can
assume that it was indeed associated with the semantic field of ‘light, bright-
ness’ in the Pindaric Sprachgefiihl. If oiidayAaog meant ‘loving the shining [light,
i.e. pdog]) ex Graeco ipso it matches [ pdos—¢tAelv], Eur. HF 9o, and [@dog—¢itog],
Eur. 14 15009.

1 xoMiota Bpotedv moAiwy “most beautiful of mortal cities”, cf. Od. 5.101 Bpotédv
TALG, Eur. Hipp. 486 8w tév ... moAels; for xadiarta ... modiwv cf. P. 9.69 xodiatoy
TOALY.

2 Pepoegdvag E3og “abode (lit. seat) of Persephone”. The GN ®epoegdva (Pi.) is
one of the so-called ‘poetic forms’ of Persephone’s name. The form ®epaegpdva,
together with other versions of the name with an initial ¢- (e.g. ®ep[p]épatra,

1 Cf pthdvwp (MN, in O. 12.13, epithet in fr. 236), piAdppatos (I. 8.20), pihimmog (N. 9.32), @lAo-
xepdhs (1. 2.6), prAdpoyos (fr. 164), prAdpoATog (N. 7.9), @Aévixog (0. 6.19), prAdEevog, pIAdEevog
(I. 2.24, O. 3.1), tAéTOMG (O. 4.16), @IAéPpwv (P.1.94, P. 8.1) and the subst. prdotipia ‘ambition’
(fr. 210) and @rAogpogiva ‘act of friendliness’ (0. 4.14, fr. 128d.14).

2 Cf. the type ‘fond of jeering’ (Od. 22.287+, cf. adj. xéptopog, -ov subst. in xéptopa Balew, Hes.
Op. 788).

3 Both ¢dog and @aevvés are based on IE *b%eh,- ‘to shine, become visible), cf. L1v2 68—69, IEW
104-105; on @dFog cf. Peters 1993:107, NIL 7-11.
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dpepdpatta [Att. vase-paintings, 5th c. BCE], ®epaépagoa [Soph., Eur.], depae-
gatta Aristoph., etc.), reflects a synchronic connection between the goddess
name and the verb ¢épw (cf. Wachter 2007-2008:165). Indeed, according to
ancient lexicographers, Persephone is the ‘bringer (¢épw) of death (évn) or
profit (dgevog), cf. EM 665.50 {Tlepaepdvn ) mapd o pépw xal 6 pévos, cf. Hsch.
@ 317 HC Pepaeovela ... 1) p£pouaa T dpevos ... 316 Tov xapmdv, {1}y &mé tod gpépetv
dwaw.4

As Persephone is the spouse of Hades (cf. e.g. HH 2), her house is most com-
monly identified as the underworld (cf. e.g. O.14.21 pedavteryéo viv Sopov Pepae-
@ovag, 1. 8.55 ddpa Pepaegdvag). Without any context, the ‘abode of Persephone’
would probably seem apt to designate the goddess’ gloomy kingdom. Here, con-
trary to our possible expectations, the abode of Persephone is sunny Acragas
(cf.1, @AdryAae Tover of brilliance’). The collocation [ABODE-PERSEPHONE,,,, |
is a variation kenning for the city in which the goddess was worshipped,® cf.
other kennings with the structure [ABODE-GOD/GENOS/HEROy, ], in which
€30g (s-stem from IE *sed- ‘to sit, cf. LIV 513-515, IEW 884-887, NIL 590—
600, Stiiber 2002:144-145) expresses ‘abode), e.g. "OAvpumov ... dlavdtwy €dog (L.
5.360+), Bedv €505 ... "OAvumov (IL. 5.367+). Ex Pindaro ipso cf. P. 2.7 motapiog
€305 Aptéuidog (= Ortygia), N. 4.11-12 Alowaday || yomupyov €dog (= Aegina); ex
Graeco ipso cf. also Aeschl. Pers. 126, TrGF 158.3, TrGF 664a.4, Eur. TrGF 781.35
(= Phaeth. 248). Further Pindaric and Aeschylean passages make reference to
a certain place as the ‘seat’ (¢3pa : *sed-reh, ) of a divinity, cf. O. 7.76, 0. 14.2, .
7.44, Aeschl. Ag. 596.

The kenning alludes to the cult of Persephone in Acragas. According to Pin-
dar (N.114), Zeus gave Sicily to Persephone; indeed, the scholia specify (cf. Z O.
6.161g.2 A, N. 117 A) that Sicily or Acragas (X O. 2.15d Dr.) were given to the god-
dess eig ta dvoxaivmttipla (“the presents given to the bride when she first took
off her veil”, cf. Gildersleeve 1885 ad P. 12.2). In the 6th c. BCE three sanctuaries

4 ®epoepévameans *‘slayer of sheaves), cf. Ilepoepdrtta < *perso-kintia-, cf. Wachter 2006, contra
Petersmann 1986, Anttila 1997, 2000:164-165: ‘die von Feuer (néppa), Licht Ubervolle’ (with
scM from IE “g#ten- ‘to swell, as per Heubeck 1954), Bader 1989:38: ‘who destroys (népfw)
death’ (with @évy from 1E *g*en- ‘to kill'), Janda 2000:224-250: ‘die das/den Glidnzende(n)
(@dos) hiniiberbringt (neipw, mopeiv). On the etymology of the name and its variants, see now
Nussbaum 2022.

5 Akenning (pl. kennings or kenningar) is “a bipartite figure of two nouns in a non-copulative,
typically genitival grammatical relation (A of B) or in composition (B-A/A-B) which together
make reference to, ‘signify’ a third notion C” (Watkins 1995:44). According to Mittner 1954:15,
we can distinguish a ‘substitution kenning’, which replaces one term in the poetic discourse,
and a ‘variation kenning’, which is juxtaposed to the term it refers to, as iteration, apposition,
epithet etc. For a study and a repertoire of kennings in Greek literature cf. Weern 1951.
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near the city (Sant’Anna, San Biagio, and the Rock Sanctuary) were dedicated to
the cult of Demeter and Persephone. A further sanctuary in honour of Demeter
was built by Theron between 490 and 480 BCE, cf. Hinz 1998:70-92, Mertens
2006:197, 239, 317, Holloway 2000:60—63, Hannah—Magli—Orlando 2017.

2 &1 &xdaig Eém “who on the banks” This relative clause is comparable to an
ornamental epithet (cf. Hummel 1993:321-322, 390). Gk. &8 may apply to a
height of any kind (e.g. Od. 9.132+). In Pindar it often means ‘river-bank’ and is
usually preceded by mapd or €, cf. P. 4.46 Kagiaod map’ &xdaig, N. 9.22 Touy-
vo0 §” &’ 8xBauat, 1. 5.42 Kaixov map’ 8xBaug. I concur with Bernardini 2006+:671
(contra Cerrato 1934) in taking the relative clause as referring to o€ ‘you’ (1),
i.e. the personified city (xaMiota ... ToAiwy, fem.) and not to Persephone or the

(inexistent) nymph Acragas (cf. 1 o€, 3 Axpdryovtog).

2 pniofétov “sheep-grazed (i.e. grazed by the sheep)” is built with the same lex-
ical material as the compound pnAoBdétns ‘shepherd’ (I. 1.48+), the collocation
[ AN, om —BOaxOpaL], cf. Od. 12128, HH 3.412, and the GN MyAéfBoatis (HH 2.420).5
The epithet only applies to the river Acragas (Axpdyavtog, 3) in Pindar. The
wording of 2—3 Pepaepdvag €dog, & T ExBatg Emt unAoBoTov ... Axpdryovtog re-
sembles that of Hes. fr. 180.3—4:

........ V] pogodpov Actys €dog |
eees - UNAJ0BTOUS "Epov mdpa 3] wievta

... seat of wheat-bearing Asia [ | sheep-grazed, beside the [eddying] Her-
mus ...

TRANSL. MOST 2007

3 valets ... e08paTov xohwvay “you, (who) dwell upon the well-built hill”. Acra-
gas was located on a hill (San Biagio). The verb vaiw builds a repetition with 26,
cf. chapter 2, section 4 (1st ring).” The collocation [vaiw—xoAwva,,. | matches
[vaiw—xoAwvdg,,. |, occurring in Hes. fr. 59.2: vaiovaa xoAwvois (of Coronis).

6 unhoférov: the compound is first attested in Hesiod and reflects a ‘type 6eéduntog’ (Risch
1974%:210—211), i.e. a compound with a zero-grade deverbal (ptc.) scm, which, in this case,
is based on Béoxw (1E *gehs- ‘to feed, cf. Tribulato 2015:373-374).

7 vaiw reflects *ns-ie/o-, from 1E *nes- ‘to go home’, cf. L1v2 454-455, IEW 766767, Forte 2017: ‘to
turn, Frame 2009: ‘to return), Ginevra 2022: ‘to return safely home, to attain the desired goal
é0dparog, ‘well-built’ (attested only here, in Pindar), Ion. €8untog (Il 1.448+), is a
‘Beb3unros-type’ with a FCM €0° (: 1E *iysu- ‘good’ [adj.] and ‘well’ [adv.], u-stem from *A;es- ‘to
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3 Axpayavros “of Acragas’, gen.sg. of Axpdyag, -avtog, river and city name. The
genealogy of the river is recalled by Stephanus of Byzantium o 167 (= Ethn.
p. 62.15) dmé Axpdyavtog o0 Ag xal Actepdmyg Thg Oxeavod. According to
Lewis (2019), in Pindar’s odes for Acragantine victors (0. 2, 0. 3, P. 6, P.12, I. 2),
the river Acragas is a civic symbol “rooted in the [...] landscape”. The centrality
of the water stream in the civic imagery may be confirmed by the analysis of
the numismatic evidence: by the end of 6th c. BCE Acragantine coins featured
a crab (Kraay 1976:208, Jenkins 1990:43), interpreted by Holloway (2000:124) as
a pun on the river's name (cf. xdpxwvog ‘crab’, Axpdyag).

3 @ dva “O queen” (= Att. & dvaooa). The form gva is feminine only here, being
mostly employed as voc.sg. of masc. &vaf (so in P. 9.44, cf. Alph. Gk. [F]éva
‘ruler’, cf. Leumann 1950:39—-44; Myc. wa-na-ka |wanaks/, pY Na 334+, desig-
nating a functionary) vs 1. 5.6 dvagoa “O queen”® The vocative preceded by @
and the form dva are probably not used to convey a particular tone or emotion
(cf. Dickey 1996:199—206 with bibliography inherent poetic usages). Greengard
1980:57 argues that the vocative may suggest here a ‘reinvocation’ of the deity,
which precedes the victory announcement. But, as I already pointed out, no
deity is actually called upon in this beginning passage. Although Persephone is
named at 2, it is unlikely that she is the referent of the vocative. ‘O queen’ must
again refer to personified polis Acragas. In my view, the word choice is aimed
at creating a quasi-echoing effect within the verse (xoAQNAN Q ANA). Echoes
of this kind are occasionally fashioned by Pindar, as a representative example
cf. N. 31°Q nOtIA pOlcA, MATEP AMETEPA.

be) cf. L1v2 241-242, IEW 340341, cf. Pinault 2003:162-165, Nussbaum 2014:231), and, as scm,
a to-adj. from dépw ‘to build’ (1E *demh,- ‘to build;, cf. L1v? 14-116, IEW 198-199, cf. Nikolaev
2011). The compound can perfectly match YAv. hu.data- ‘well formed/made’ (= *hysu-dinh,-to-,
Y 9.16+; differently, Bartholomae AirWb. 1824 s.v,, tracing °data- back to YAv. *da- ‘to put/set,
IE *d"eh;-). The term xohwva (also found in fr. 140b.5), exists as well as xoAwvég ‘hill’ (HH 2.272+;
on the word-formation cf. Schmeja 1963, Peters 1980:168). The forms reflect a thematization
(xohwvég) and an individualizing feminine (xoAwva) derived from an n-stem (*kolH-n- from
IE *kelH- ‘to rise up’ cf. L1V 349, IEW 544, cf. Lith. kd/nas ‘mountain’, Lat. collis ‘hill’ < *kolnis,
OE hyll, MoE hill < PGmec. *hulni-).

8 & &ve: a feminine form wa-na-sa* [wanatsa-/* (: dvagaa, cf. Peters 1980:289—290) is also
attested in PY Fr 1219.2. The etymology of the term remains opaque: Willms 2010 supports
Szemerényi’s (1979) proposal, i.e. *uen-agt- (?) or *un-agt- ‘leader (1€ *h;ag- ‘to lead, convey’
[*hyeg- in LIV? 255-256, cf. IEW 4—5]) of the kin/people (1IE *yen-). Alternatively, the Fcm
*un- could be interpreted as ‘goods’ or ‘victory’ cf. Ved. van ‘to overpower, conquer’ (1E *yen-
on which, as a recent reference, cf. Weiss 2018), *un-ag-t- ‘conveyer (I1E “hjag-) of goods (1E
*uen-)’ could formally match Ved. vanj- ‘merchant’ (Rv 1.112.11a+). Palaima 1995 proposes a
non-IE origin for the wanax’ functions.
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4 Taog “benevolent ... receive (3¢Eat)”; cf. [e0¢pwVpreq —Oexopar], P.9.73, N. 5.38;
on the phraseology ‘to receive benevolently’ cf. chapter 1, section 3.

4 &Bavdtwy dvdpdv te “‘of immortals and men”. The expression can be identi-

fied as a quantifier (or merism) for the notion of [TOTALITY], in this case: “all

intelligent beings” (West 2007:100). Quantifiers of this type usually consist of a

pair of contrasted terms and display two different structures: (a) [ARGUMENT +

NEGATED-ARGUMENT], e.g. ‘the living and the non-living) or (b) [ARGUMENT

+ COUNTER-ARGUMENT], e.g. ‘the living and the dead’ (cf. Watkins 1995:46).

In Pindar, merisms for [ALL (INTELLIGENT) BEINGS] exhibit both structures

(a) and (b), and are expressed by means of different lexemes for the [ARGU-

MENT + NEGATED/COUNTER-ARGUMENT]. The Pindaric quantifiers also find

perfect and partial phraseological matches in Greek and other 1E languages,

cf.
(a) [MORTAL + IMMORTAL]: Pi. [Bvatég + dfdvatog] displays derivatives of
IE *dhenh,- ‘to leave’ (L1V? 144145, cf. IEW 249, contra Beekes EDG s.v.
Bdvatog) for both members of the collocation, cf. fr. 169.2 Bvat@dv e xal
&Bavdrtwv (cf. Il 12.242+) and can be compared to Ved. [mdrtya- + amfta-]
cf. e.g. amjtam mdrt;yam ca (Rv 1.35.2b+), exhibiting an identical struc-
ture and different lexemes—Ved. mdrtya- and amyta- are derivatives of 1E
*mer- ‘to die’ (cf. L1v? 439—440, IEW 735). The variant [MORTAL (*mer-) +
IMMORTAL (*n-d"nh,-)], with different lexemes expressing the two mem-
bers of the collocation, occurs in the epics (Il. 11.2+), but is not attested in
Pindar.
(b) [MORTAL/MAN + IMMORTAL/GOD]: different combinations are attested:
(b.1) [IMMORTAL (IE *d"enh,-) + MAN (1E *hyner-)], cf. P. 12.4 dBavdtwy
avdp&v Te;

(b.2) [GOD + MORTAL (IE *mer-)],° cf. P. 3.30 00 Og6g 00 Bpotés, which can
be compared with Ved. devdsas ca mdrtasas ca “gods and mortals”
(RV 6.15.8+), Av. daeuuaisca magiiaisca “with/by daévas and mortals”
(plinstr, Y 29.4);

(b.3) [cOoD + HUMAN], with different lexemes for ‘human’ (&v@pwmog
‘human’, dvjp ‘man’),!° cf. P. 9.40 &v te Beols ... xavBpwmotg, fr. 194.6

9 A type [IMMORTAL + MORTAL MAN]| and [IMMORTAL GOD + MORTAL MAN] is attested
in Il. 14199 &Bavdrtoug d& Owytods avbpwmov, Od. 24.64 abdvarol te feol Bwytol T dvbpw-
oL,

10  In further Pindaric passages [GOD] and [MAN] occur at close distance, but in a dif-
ferent syntactic relation (i.e. non-copulative), cf. 0. 1.64-66, O. 1110, P. 3.81, N. 6.1, N.
10.54.
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Bedv xal xat’ dvlpwmwy dyvidg, fr. 224 6edv dvdpa te,1! which can be
compared with oN god 0l ok gumar “all gods and humans” (Ls. 45.3,
55.6), allra gudanna ok manna “among all gods and men” (Gylf. 21).12

4-5 obv ebpevia || 8¢5 “along with the goodwill (of all) receive”!3 Cf. [obv (edpe-
WG V00G) gar—O€xopat] in P. 819, fr. 52e.45 (Pae. 5.45 = D5 Rutherford); cf. also,
though more vaguely, O. 5.2—3 xapdia yeravel || Séxev.

5 3¢Eat otepdvwpa 68’ (g) “receive this crown”. Panhellenic champions were
awarded crowns. Since laurel was sacred to Apollo, Pythian winners were
crowned with laurel (Blech 1982:137-138). In Pindar’s poems, the collocation
[3éxoual-CROWN, ] is well attested in connection with victory events since
[ATHLETE ,, —0€XOUAI-CROWN, . | equates [ATHLETE-WINs], cf. O. 6.27, P.
1100, I. 3/4.11, I. 6.4 and P. 9.125, containing a substitution kenning for ‘crown’:
TTEPd. ... vixdv “the wings of victory”. Here, however, ‘this crown'’ is a metaphor
for the hymn. A closer look at the usages of otepdvwya in Pindar reveals that the
term means ‘the (metaphoric) crowning object’ which is awarded to the victor.
In a complementary fashion, the hymn is occasionally compared to a crown
(cf. section 1.1 below).

5 &x TTub&vog “(sc. coming) from Pytho” According to Riafio Rufilanchas
(2001:68), this reference hints to the fact that the ode was performed in Acra-
gas. Pytho (TTubwv, ITuB&vog), the other name of Delphi, is related to ITufw, the
name of she-serpent killed by Apollo. According to the foundation myth, the
god established the agon in honour of his enemy’s death (Davies 2007, see also
chapter1, section1). As we learn from HH 3, the name Pytho was synchronically
connected to the verb m8w ‘to rot), cf. HH 3.373—374 [TV0ov dryxaAéovaty Emcyvu-
pov, obvexa kel || adtod mhoe méAwp uévog 0&€og "HeAloto.14

11 Inprinciple, Pi. P. 4.13 maideg Omepbipwy Te pwtdv xal fedv could also belong to this group.
In the passage, however, Medea is addressing the Argonauts, who (literally) are ‘sons of
gods and heroes’. Therefore, it is unlikely that the expression means ‘you all'

12 ON god 6ll ok gumar matches Hes. Th. 372—373 émntyfovioiat [...] dBavdrolg te beolat “to the
humans and the immortal gods’, since both ON gumi- ‘man’ and Gk. émtx8éviog ‘terrestrial’
derive from the 1E *d"§hom- [*d"G"em- ‘earthy, cf. also Il. 5.442 dBavdtwv Te Be@dv yapal épxo-
uévav T avbpwymwy “of the immortal gods and men who walk on the earth”.

13 obvedpevia: edpevia, poetic form for eduévela, is a substantivizing/individualizing feminine
based on a possessive compound eduevi)c ‘whose piévog (mental energy) is good’ (HH 22.7+,
on €0° see above, 3). The compound matches uévog 26 “brave spirit” (Il. 17.456+); yet it per-
fectly overlaps Ved. sumdnas- ‘benevolent’ (Rv1.36.2¢c+), YAv. hu.manah- ‘id’ (Vr. 3.3+), cf.
Durante 1962:33. Ved. [ bhadrd--mdnas-] “good mental energy” (Rv 2.26.2b+) may partially
match Ved. sumdnas-, cf. Schmitt 1967:120.

14  ITvd@vos: as pointed out by Toporov 1974 (cf. also Watkins 1995:460—463), it is likely that
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5 €086&w Mida “for Midas of good fame”. As already touched upon (chapter 1,
section 1), the lack of references to the winner’s gernos suggests that he did not
belong to an illustrious family. Midag is also the name of the Phrygian king
whose figure, as Roller (1983:309-310) highlights, came to be associated with
qualities and achievements considered by the Greeks as ‘typically’ Phrygian,
including music. In fact, King Midas is credited with the invention of a type of
aulos (Pli. HN V11 204, Athen. 617b) and with the introduction of aulos-music at
sacrifices and funerals (Suid. s.v. €Aeyog). It is probably for this reason that Clay
(1992:519) and Martin (2003:169, fn. 69) surmise, though without any strong tex-
tual support, that P. 12's Midas is a stage name of Phrygian colour. Although
the traditions on king Midas and the invention of flute music are preserved in
sources that are dated at a much later age than Pindar, it is tantalizing to ima-
gine that these connections were older. If so, our Midas, whether Midas be his
real name or his stage name, would have borne a name of a certain mytholo-
gical and musical weight.

Gk. eddokos displays a scm °dokog, cf. Gk. 86&a ‘fame), a linguistic cognate of
déxopau (cf. Chantraine DELG, Frisk GEW, Beekes EDG s.v. 36&a, see also chapter
10, section 4). Since xAéog and 86&a are synonyms (Massetti 2019:116-117), el80-
&og semantically overlaps edxeng ‘having good fame’ (also ‘making fame good,
with factitive nuance, see below, 24). Gk. ebxAev is the inherited compound for
‘having good glory/fame’1>

6 adtév € viv “and him, himself”, cf. Slater 1969 s.v. viv “combined with adtév,
emphatic”. For the city receiving and welcoming (3éxopat) the winner cf. O. 4.9,
P.819, N. 411, N. 5.38, N.11.3. In P. 9.73 & viv elppwv Sé&etau recalls Thaog ... déEan
... v (cf. 4-5 and chapter 1, section 3).

Tl reflects a derivative of 1E *b’eud”- ‘bottom’ also seen in Gk. Tubunv ‘bottom of a ves-
sel, the sea), cf. Ved. budhnd- ‘bottom, OE botem (MoE bottom), ON botn ‘id. Primordial
dragons are traditionally located ‘at the bottom (of something, e.g. the sea, the cosmic
tree), cf. Ved. dhi- budhnyd- ‘the serpent of the depth’ (rRv 7.34.16-17+) and oN Nidhoggr,
who is situated at the bottom of the tree Yggdrasil (cf. Dumézil 1959, Strom 1967, Ginevra
[forthc./b]). Significantly, the Ved. collocation [dhi-—budhnyd-] matches Gk. ITvée ... Spwv
(Call. H 2.100-101).

15  €086&w cf. ebwdevs: ebiders reflects *fysu-kléues- and has a perfect match in Ved. susfdvas-
‘having good fame’ (RV 1.49.2c+); Av. *hu.srauuah- ‘id), cf. YAv. MNs Haosrauuanhan-,
Haosrauuanhana-, and Haosrauuah- (with secondary ‘substantivizing’ vrddhi, cf. Rau
2007); OIr. sochlu (on which cf. Thurneysen 1946:216); further partial matches are the ocs
MN Vescleves and YAv. [vanhu-—srauuah-], in which ‘good’ is expressed by means of 1E
*yesu- ‘good’ (Schmitt 1967:82-87).
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6 ‘EM&da vixdoavta téyva “(him,) who beat Hellas in the art (which ...)". Gk.
vixdw and téyvy also combine in Hes. Th. 496 vimBeis téxvyat Binet te. For ‘Hel-
las’ as a designation for ‘Panhellenic competitors’ cf. P. 11.50, N. 10.25. Accord-
ing to X P. 12.12a Dr. (followed by Slater 1969 s.v. téxva, Kohnken 1971:143-144,
1976:263—265, Sotiriou 2001:124, Bernardini 2006*:672; cf. also chapter 6, section
2) téyva refers here to the adAntien téywy ‘art of playing the aulos’ This inter-
pretation is supported by the fact that téyva regularly denotes ‘skill’ or ‘craft’
in Pindar, not ‘the object produced by means of a skill’ (a meaning attested
in Soph. oc 472+). Conversely, Mezger (1880:197) Schroeder (1922:112), Wilamo-
witz (1922:144), Burton (1962:26), Schlesinger (1968:276) and Péhlmann (2010-
2011:45) argue that the verse refers to the vépog moAvxégadog. I believe that such
an implicit reference could provide a solid basis for the choice of the myth.
This interpretation may be sustained by making reference to semantic and
lexical repetitions within the ode (cf. chapter 1, section 4, chapter 2, sections

4-5).

11 Excursus: otépavos and arepdvwua in Pindar
Two Gk. terms for ‘crown, atépavog ‘crown, wreath'/'garland’ and otegdvwua,
‘id.” are derivatives of 1IE *(s)teg*- ‘to crown’ (so Beekes EDG s.v. atépw). Spe-
cifically, otépavog is a (a)no-derivative of the root, while orepdvwpa reflects
a deverbal mp-formation to the denominative verb otepovéw ‘to crown’ In
Pindar, otépavog (43x) mostly denotes ‘crown’, ‘wreath’ as a physical object,
whereas ote@dvwpa (8x) designates the ‘crowning object’ Besides referring to
‘crown/wreath’ (cf. N. 5.54, I. 2.15, fr. 333a.7), otepdvwpa is often used meta-
phorically (cf. P. 1.50, P. 9.4, I. 3/4.44, I. 3/4.61). Conversely, for atépavos only
two instances out of 43 reflect a metaphorical usage of the term: in O. 8.32
atépavog applies to a ‘circling wall. Since X O. 5.1b Dr. identifies the expres-
sion gtepdvwy dwtov ‘the crowns’ choicest flower’ as the hymn’ in O. 5., it is
commonly assumed that atépavog stands for hymn’ in the passage. In my opin-
ion, however, the kenning [otépavog,e,, 1 ~8wtog] might just refer to the ‘best
crowns, i.e. those awarded to winners of the Panhellenic games in honour of
Zeus (cf. Kurke 1993:140).

According to ancient commentaries, atepdvwua is a metaphor for ‘song’ in
P. 12.5 (Gildersleeve 1885 ad P. 12.5, Bernardini 2006*:672; differently, Kurke
1993:140, who supports a literal meaning ‘crown’), cf. £ P.12.7 Dr. 6 éx i ITub@-
VoG oTEQAVW, TOV Buvov; X P. 12.5 prae 8 Mo. 169 16 oTe@dvwpa Tod évddEou
S0 T &x Tub@vog, fitol Tév Dpvov Tévde TV el TH) viny) T@V Tubiny Yvopevoy alTd.
The term otegdvwpa also designates the hymn in Eur. HF 355-356: Ouvijoot ate-
pavepa uéxdwv [...] 0éAw. This parallel supports the idea that otepdvwpa is a
metaphor in our passage as well.
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The semantic distribution of the pair otépavog ‘physical crown’ vs ategpd-
vwpa ‘the thing with which I crown someone/something), i.e. the metaphoric
crowning object, may be a Pindaric usage that reflects a morphological dis-
tinction. Indeed, otepdvwua seems to preserve the semantic de-instrumental
nuance of the denominative otepavéw from which the term is derived. The
metaphor [HYMN/POEM] = [CROWN] finds parallels ex Pindaro ipso and ex
Graeco ipso. In Simon. FrGH 1a.8.F 6 atepavymidxos ‘weaving a wreath/garland’
(with a FcM based on atégavog) applies to Homer: tov 8& "Opnpov atepavymAd-
xov, [...] Tév 8¢ wg €€ adtdv oupmAéEavta tov TAtddog xai 'Oduaoeiong atépavov. Not
only do the verbs ‘to sing’ and ‘to crown’ appear at close distance in Pindaric and
Bacchylidean poetic discourse, as if they were hinting at concomitant and/or
associated gestures, cf. P. 8.56—57, N. 7.77, Ba. 4.14—18 (cf. Niinlist 1998:215-223;
cf. also D’Alessio 2004:288, fn. 75), but, in a variety of Pindaric passages, the verb
‘to crown’ also means ‘to celebrate with song and dance), e.g. 0. 1.100-103 &ué 3¢
atepaviaal || xetvov immie vouw || AloAnidt poAnd || xpy (cf. N. 5.53-54, I. 5.62—63,
I.7.39,I.7.49-51, I. 8.66a—67). After all, hymns and crowns both materialize vic-
tory, in an ‘audible’ or a ‘visible’ form. For this reason, Pindar stresses that these
things are received by the winner and by his fatherland (cf. chapter 10, section
4), cf. [3éxopar—atépavog,,. | (see above), cf. [3éxopai-SONG/HYMN,. |, cf. O.
5.3, 0. 6.98, 0. 8.10, 0. 13.29, P. 1.80, P. 5.22, I. 1.51, f. 52f129 (Pae. 6.129 = D6
Rutherford). Remarkably, in O. 1 the hymn is represented as a crown (Nisetich
1975, cf. also Stoneman 1981), being the subject of the verb augifdw ‘to put
around (: to crown)’ cf. 0. 1.8—9 80gv 6 moAbpaTog Vpvog duptBdAietar || copdv
untieaat (on moAbgatog cf. Hummel 1992; on dugtBdMw, cf. Slater 1969 s.v. “to
put Tt around T, crown with”, who points out that the verb is employed in
connection with ‘crown/wreath’ and ‘hair’ in P. 3.13, P. 5.31, while the context of
fr. 337.5 is unclear).

Finally, both ‘crowns’ and ‘hymns’ are imagined as objects which can be
‘braided/woven, as in the collocation [(Sia)TAéxw—oTépavog,.. |, underlying
oTepavmAoxéw ‘to plait wreaths’ (Sapph. 125 V+), cf. O. 2.74-75 dvamAéxovtt

.. aTeQAvoug; N. 9.53 BepumAéxtolg ... atepavorg; fr. 7oc.7 (= Dith. 3.7) TAdxov
a[tepd]vwy xiooivwy, and [(310)TAEXw—SONG,,. ], on which see below 8, [8p#-
vov] SmAéEaio’ ABdve. 16 Significantly, in P.12.5-8 Midas’ hymn is imagined as a
crown (woven by Pindar), while Athena is said to have braided a song inspired

16 Cf. also Ba. 19.5-8 gepeatégavol Xdpttes | BdAwaty dpel Tidv || Spvoratv: Upatvé vuv v || taig
moAunpdTolg Tt xawvdv “... whose songs are crowned with honour by the garland-bearing
Graces. Weave, then, in lovely (Athens) something new”. Here ¢pepeatépavog is reminiscent
of atepavagpépog ‘bringing wreaths/crowns’ (Ba. 19.51, fr. 2, fr. 20b.48) and the collocation
[CROWNING OBJECT, . —¢¢pw], connected with the Graces in Pi. N. 5.54 @épe atepavopata
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by the Gorgons’ lament. This suggests to us a possible overlap between Pin-

dar (weaver of crowning hymns) and Athena (weaver of the ‘tune of many
heads’).

2 Transition (7-8) and Myth (8—24)

The reference to the téyva through which Midas triumphed at Delphi works
as the starting point for the mythological digression of the ode, which is intro-
duced by a relative clause (6-8). For a visual description of 6—7 cf. Sulzer1g961:23,
who identifies chiastic structures.

The transition occupies the last verses of the first strophe, while the myth-
ological excursus is fully developed in the following strophe (cf. Nierhaus
1936:58-59, who stresses that the narration is ‘over-bridging’ the strophe’s lim-
its). This section concerns the genesis of the ‘tune of many heads’. After Perseus
decapitates the Gorgon, Medusa’s sisters Euryale and Sthenno lament for their
loss. Athena, who assisted Perseus in his endeavour, hears their sounds and
composes a melody by imitating the Gorgons’ and the Gorgons’ serpents’ cries.
And so the ‘tune of many heads’ is born. Perseus then brings Medusa’s head
to Seriphus and manages to free his mother Danae from the slavery Polydectes
had imposed on her. In chronological order, the actions of Perseus and Athena
are as follows:

a  Athena helps Perseus and Perseus beheads Medusa

b  Athena hears Euryale’s lament and decides to imitate it

¢ Athena finds the ‘tune of many heads’

d  Perseus shows Medusa’s head in Seriphus, petrifies the islanders, and
frees Danae.

The mythological digression is constructed in a chiastic way. The focus moves

from Athena (7-10) to Perseus (11-18) and then back to Athena and her inven-

tion (18—23), forming two concentric rings (cf. chapter 2, sections 4-5). The

events concerning the creation of the nomos pollan kephalan are firstly presen-

ted in descending chronological order (i.e. from the most recent to the most

ancient), then in ascending chronological order (i.e. from the most ancient

to the most recent), according to a process also found in Greek epics (cf. e.g.

Latacz 2009:27 ad Il. 1.12b—21, Gaisser 1969) and elsewhere in choral lyric (e.g.

Pi. P.3.8-46). The section starts by mentioning Athena’s invention (7-8); Pindar

abv EavBais Xdptoow. Moreover, the Bacchylidean expression BdAwotv dugi tipdy || Spvototy
(6—7) resembles Guvog duptBdMetal || cop@v untieaat (Pi. 0. 1.8—9).
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then moves backwards in time: at 9—10, a new relative clause connects Athena'’s
invention to the moment in which the goddess hears the Gorgons’ lament that
she decides to re-enact. At 11 a temporal clause shifts the focus further back
to the clash between Perseus and Medusa. The poet then concentrates on the
heroic achievements of Perseus (11-16), which are presented in ascending chro-
nological order: Perseus defeats Medusa and thanks to her head petrifies the
inhabitants of Seriphus (11-12). At 1315, advancing towards the centre of the
ode, Pindar highlights the extraordinary nature of Perseus’ victories by provid-
ing more details about his achievements. The emphatic particle #jtot at 13 and
the use of copulative coordinating elements at 14-15 do not simply contrast
with the hypotactic constructions, by means of which the poet has so far played
with the chronological dimensions of the myth, but also work to reaffirm the
definitive triumph of Perseus over all his enemies in an accumulative, almost
catalogue-like form. Within the participle clause at 16 the expression xpdta
ovAdoalg is located at the very centre of the poem, a position which gives prom-
inence to Perseus’ culminating act.

The scene of Perseus producing Medusa’s head or the moment that imme-
diately precedes it are both attested on Attic vase-paintings dated around the
end of 6th c. BCE. On an Attic hydria (cf. Tsountas 1885:124-125, Tiva& 5) a char-
acter, most likely identifiable as Polydectes, sits close to Perseus, who stands
on a fjua and holds the xifioig. The beholder glimpses Medusa’s head, which
has not yet been shown to the tyrant of Seriphus. Scenes of the head’s pro-
duction are found on the red-figure Attic pelike from Cerveteri (Museo Villa
Giulia, Roma; L1Mmc s.v. Polydektes 2) and the kalyx krater from Camarina, dated
ca. 480BCE and attributed to the Mykonos Painter (Museo Civico, Castello
Ursino, Catania, cf. ARV? 515.6, 1657, LIMC s.v. Polydektes 3, Barresi—Valastro
2000:82-84, nr. 63).17

After this section, a quick reference to Perseus’ extraordinary birth, once
again within a relative clause (17), marks the second part of the circular digres-
sion. The narration then proceeds in an almost uninterrupted ascending chro-
nological order (18—23). The section begins with a temporal clause (éncei, 18):
after Athena rescues Perseus, the goddess invents a melody to imitate Euryale’s
lamentation and calls it ‘tune of many heads’ (19—23). The comparison between
the time of the myth and the sequences of the mythological digression may be
summarized as follows:

17  Further artistic representations are: an Etruscan bronze statuette dated to the 1st half of
the 4th c. BCE (Museum fiir Kunst und Gewerbe Hamburg, inv. nr. 1929.22); a Roman coin
from Argos (2nd—3rd c. BCE, probably portraying a statue from the heréon of Perseus in
Argos, cf. Imhoof-Blumer-Gardner 1887:35).
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TABLE 6  Chronological order and mythological digression

Chronological order Mythological digression

a Athena helps Perseus Athena finds the tune of many heads (7-8)

and Perseus beheads Medusa Athena hears Euryale’s lament (9—10)

b Athena hears Euryale’s lament Perseus beheads Medusa (11, 13, cf. 16)

[=" - )

c Athena finds the tune of many heads Perseus frees Danae in Seriphus (12, 14-16)
- Perseus was born form [Danae and] flowing gold
d Perseus frees Danae in Seriphus a Athena helps Perseus (18-19)

b Athena hears Euryale’s lament (20-21)

¢ Athena finds the tune of many heads (22—23)

As TABLE 6 makes evident, the structure of the mythological excursus man-
ages to underscore both the ‘peripheral facts), i.e. Athena’s invention, and the
central events, i.e. Perseus’ heroic endeavours. Indeed, the descending and
ascending chronological sequences concerning the origin of the ‘tune of many
heads’ depart from and emphasise the central image of Medusa’s head (16).
The emphasis is additionally expressed by the lexical repetitions of the sec-
tion. As already touched upon (cf. chapter 2, sections 4-5), between 7 and
22 the terms for ‘to find/discover’ (épevpionw, ebpioxw) and ‘head(s)’ (xepo-
Aai, xpdg), are repeated three times each. While the repetition of the verb
stresses the action of Athena, the repetition of ‘head(s) hints at Perseus’ vic-
tory’s token, the name of the newly invented melody, and the origin of this same
melody.

The mythological digression concludes with Athena’s gifting men the nomos
kephalan pollan, ‘glory-making memento of the contests’ (24). The reference to
the context in which the nomos is performed somehow reconnects the poem
to the present and paves the way to the next conceptual transition of the
ode.

6 tav mote “the one (that) once’, cf. P. 10.31. The relative pronoun often marks
the passage to the mythological section in Pindar’s odes, cf. Jllig 1932:32, fn.
4, Des Places 1947:48—50, Slater 1969 s.v. mote (b) and 1983:118, Carey 1981:18,
Hummel 1993:326-327, Devlin 1995:98-100, Bonifazi 2004:42—47. Carey 1981:67
underlines that, by using relative clauses to introduce mythological excursus,
Pindar gives the impression of extempore composition and avoids rhetoric

rigidity.
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7 Iad\dg ‘Pallas) epithet of Athena (cf. ITodag Abyvain, Il. 1.200+), here goddess
of musical invention.’® The Pindaric version of the myth is reprised by Non-
nus of Panopolis (cf. Massetti 2023), who, just like Pindar, connects the 8pfjvog
moAvxapvog with the Gorgons’ lament. In the Dionysiaca, Athena is also said
to invent the dpoluyéwv tomov adA&v “the type of pipes united with one yoke”
by imitating Euryale’s lament (D. 24.35—38). Thus, for Nonnus, the invention
of the double-piped aulos is concurrent with that of the vépog moAvxégparog (cf.
chapter 6, section 5). Differently, Pindar seems to omit the tradition concerning
‘Athena primus inventor of the aulos’, the aition of the ode actually concerning
only the invention of the véuog xepaddv moMadyv. Since the myth is essentially
unparalleled in antiquity, Vivante (1990) and Wallace (2003:79) propose that
it is a Pindaric invention. According to Steiner 2013:175, Pindar constructs the
myth so as to provide an authoritative antecedent for novel and controver-
sial aspects of his musical technique as well as to eradicate the association
between the aulos and Phrygia/the Phrygian mode. In my opinion, this latter
point contrasts with the Phrygian name of the winner, Midas (see above, sec-
tion 1, 5), which may support a Phrygian association. To be sure, the invention
of the instrument is elsewhere ascribed to Phrygian Hyagnis, father of Marsyas
(Athen. 624b citing Aristoxenus, [Plut.] Mus. 1132f,, 133d—f, Marm. Par. A 10,
Apul. Florid. 1.3, cf. Huchzermeyer 1931:14, fn. 57, Leclercq-Neveu 1989, Mani-
ates 2000 on Marsyas). But according to the version vulgata (cf. e.g. [Apollod.]
1.24, Ov. F. 6.697—706+), which, as shown by Wilson (1999), ultimately reflects
an Athenian tradition, the aulos had been invented/discovered by Athena.
However, having seen her face deformed when playing it, the goddess threw it
away and the instrument accidentally came into the possession of Marsyas, cf.
Aristot. Pol. 1341b, Tel. 805-806 (on which cf. LeVen 2014:109-110), Melan. 758+,
D.S. 5.49.1, Hyg. Fab. 165, Plut. De cohib. ir. 456b, quoting Trag. adesp. 11 381; on
Athena playing the aulos or associated with Marsyas cf. LIMc s.v. Athena 617
623; on the sculptural group ‘Athena and Marsyas’ (Paus. 1.24.1, Pli. HN XXX1V 57)
cf. Daltrop 1980. Chuvin 1995 argues that the story concerning the Phrygian ori-
gin of the aulos and Athena’s rejection of the instrument is glossed over by Pin-
dar, to reaffirm the dignity of the adAntue) téxwn. Vernant (1995) proposes that
Pindar is focusing on a different moment of the story, which precedes the rejec-

18  IaMdg: the form was synchronically connected to ndMag ‘young’ (e.g. cf. Ael. Dion. 7t 8,
see also Beekes EDG s.v. maAdg) or to the verb mdAw ‘to brandish’ (Pl. Crat. 406d—407a), cf.
1E “pelhy-[*plhy- ‘to brandish, wave’ (found in Gk. méiepog, Ved. pftana- ‘fight’, ‘enemy army’,
Lat. populus, Umbr. puplum). However, ITdX\ag (masc., a Titan, cf. HH 4.101+) may reflect
a labiovelar, as suggested by Myc. ga-ra, /K*allant-s| (PY An 192.16+, cf. Garcia Ramén
2021b).
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tion of the instrument by the goddess. Our text and further sources do not sup-
port these theories: as several commentators proposed (Farnell 1932:234, Bowra
1961:113-114 and 285, Frontisi-Ducroux 1994, Papadopoulou—Pirenne-Delforge
2001), the myth of Pythian Twelve is best framed within Boeotian traditions on
the adAntug) Téyvy. As Spinedi (2018: xxv1I) shows, not only does a fragment
of Corinna (668, in [Plut.] Mus. 136b) mention that Athena taught Apollo how
to play the aulos,'® but we also know that the adAytu) téyvy was important to
Boeotia and Boeotians: Boeotian families handed down the téyvy of making
and playing the aulos for generations (Roesch 1989); the art of the aulos was
part of the Boeotian paideia (Plut. Pelop. 19, Athen. 184d) and Theban auletai
were Panhellenic celebrities (cf. the parody of Aristoph. Pax 950—955, Av. 858,
cf. also Acharn. 1516, 865-866 for the aulos as a typical ‘Boeotian accessory’).
Pindar was himself an aulos-player and teacher (Suid. s.v. IIivdapog, Cor. 695a,
Vita Ambr.): a pupil of Skopelinos of Thebes, he later taught Olympichos the
same art (X P. 3137b Dr.).

In my view, several elements may have conditioned the choice of the myth:
above all, the ode’s occasion, as Midas probably won by performing the tune of
many heads, and its performance context, the Gorgon iconography being pop-
ular in Sicily (Akhunova 2020:14, 18-19, Belson 1981). In any case, Pindar might
have relied upon a Boeotian tradition according to which Athena was a model
for aulos-performers, i.e. Midas (Martin 2003:163) and the poet himself (Spi-
nedi 2016). Whatever synchronic factors played a role in Pindar’s ‘assembling’
of the myth, I argue that Pindar exploited traditional building blocks on the
level of themes, phraseology, and structure (cf. chapters 9-10).

The invention of wind instruments is often connected with lamentation and
death in both 1E and non-IE traditions. In this context, I would like to bring to
light a less known typological parallel of the story, drawn from the Celtic world.
The Irish saga Cath Maige Tuired ascribes the invention of the “whistle for sig-
nalling at night” to Brig, a figure associated with the figure of the Celtic goddess
Birgit, who is also identified with Lat. Minerua (so Olmsted 1994:163). Signific-
antly, the whistle reproduces Brig’s weeping, cf.

19  The date of Corinna’s production is debated: Lobel 1930, West 1970, 1990, Clayman 1993
defend a 3rd c. date; on the contrary, Coppola 1931 and Davies 1988 support the Archaic
date suggested by ancient sources. Spinedi 2023 suggests that the mythological traditions
mentioned by Corinna fit best within a programmatic agenda of the Late Archaic-Early
Classical Age Boeotia. Given the uncertainty that surrounds this matter, Corinna’s frag-
ment cannot be invoked alone as an authority for the existence of a tradition about ‘Athena
discoverer of the aulos’ attested in Boeotia during the Archaic Age. Nevertheless, it reflects
the existence of a difference between the Athenian and the Boeotian traditions on Athena
and the aulos.
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Cath Maige Tuired 125

Immesol didiu Riaddn ler tabairt in gai do, & geogoin

555] Goibninn. Tiscais-side an gai as & fochaird for Riaddn co luid trit; &

556] co n-érbailt ar bélaib a athar a n-oirecht na Fomore. Tic Bric &
cdines

557] a mac. Eghis ar tés, goilis fo deog. Conud and sin roclos gol &
égem

558] ar tés a n-Erinn. (Is si didiu an Prich-sin roairich feit do caismeirt
a n-oidct.)

But after the spear had been given to him, Riiadan turned and wounded
Goibniu. He pulled out the spear and hurled it at Riadan so that it
went through him; and he died in his father’s presence in the Fomorian
assembly. Brig came and keened for her son. At first she shrieked, in the
end she wept. Then for the first time weeping and shrieking were heard
in Ireland. (Now she is the Brig who invented a whistle for signalling at
night.)

TRANSL. GRAY 1982

7 &¢edpe ‘invented. In other Pindaric passages, (¢¢/¢&)ebpioxw?? applies to the
invention of a new type of composition/art/musical instrument (cf. Gentili
1971; Bernardini 2006%:673 proposes the meaning “inventare ex novo”, also in
connection with P. 4.262), cf. O. 3.4 veoaiyahov edpévtt Tpdmov, P. 1.60 EEebpw-
pev Opvov (cf. also Stes. 173.2), Pi. fr. 125 tév po Tépmovdpés mob’ & AéaPiog ebpey |
TP&TOG, fr. 122.14 Todv3e peAippovog dpxdv | ebpdpevov axoiov.

In the choral lyric, the theme of poetic invention is developed through a
palette of poetic images. The ‘poetic inspiration’ is materialized as a phys-
ical place, cf. the expression ‘to find the doors/way of the song/words’ (O.
1110, N. 6.54, Ba. fr. 5.3—4; on the image of the ‘way’ cf. Becker 1937:68-85,
Steiner 1986:76—-86). In connection with the same theme, Pindar documents
the first instance of the compound edpyaiems ‘word-finder’ (0. 9.80, cf. Ari-
stoph. Nub. 447), matching Fémy ... ebpe (Alem. 39.1, cf. Massetti 2019:56-59).
The compound partially matches other 1E collocations and epithets, namely:
Ved. vacovid- ‘word-finder’ (Rv 1.91.11b+, vdcas- : €mog, [*uek*-efos-]), and the
iuncturae [vdcas-,.. ~ved] ‘find the word(s)’ (Rv 8.19.12d), [vdc-,..—ved] ‘to find
the speech’ (RV 1.92.9), [dhi-/manisd-|arkd-,..~ved] ‘to find a poetic vision,
poetic thought/a chant’ (rRv 3.57.1a+); OE word ... fand ‘found the words’ (Beow.
870).

20  (&p/éE)edpionw: derivative of IE *urehy- ‘to find) cf. LIv2 698, IEW 1160.
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7 Qpaceidv (Topydvwv) “of the fierce Gorgons”.?! Gk. fpacis means both ‘bold’
and ‘fierce/savage’ (cf. Slater 1969 s.v.).22 Topyévwv (cf. X P. 12.12ab Dr.) is omitted
by the mss. and was supplied by Triclinius. Lasso de la Vega 1986-1987:367—
368 proposes a possible integration mapfévwv, which, according to him, would
have been lost for haplography. In contradiction of this assumption, there is
no reason to imagine that Pindar could not have preserved a gen.pl. Topyé-
vwv: fr. 70a.5 (= Dith. 1.5) preserves motepa [opyov[, which could be gen.pl. or sg.
‘father of the Gorgon|s]’ (cf. Lavecchia 2000:103 contra van der Weiden 1991:40,
42, who argues in favour of matépa yopydv, identified with Acrisius). An integ-
ration (map@évwv) would create a repetition with mapbeviog (9).

According to Hesiod, the Gorgons are the daughters of Phorcys and Ceto
who live beyond the Ocean (i.e. in the extreme West). Other sources, however,
propose alternative genealogies and/or different mytho-geographical locations
(cf. chapter g, section 1.1-3). The myth of Perseus and the Gorgon is also found
in P. 10, where Pindar mentions only Athena as Perseus’ helper and guide (P.
10.45; on Athena’s role cf. Sudrez de la Torre 2016). Differently, fr. 7od.37—39 (=
Dith. 4.37-39) (cf. Phillips 2016:266—-268), Pher. 43—44 and [Apollod.] 2.4 recall
Hermes or Hermes and Athena as helper(s) of Perseus (cf. Pellizer 1987:46—49).
Finally, according to a tradition, which is first attested in [Hes.] Sc. 216—227, the
Nymphs bestow a series of gifts to Perseus to help him against the Gorgons.

Vernant (1991:117-118) and Segal (1998:86) argue that the Archaic image of the
Gorgons reflects an association with the dreadful sounds they uttered, invoking
[Hes.] Sc. 231-233 €mti 8¢ xAwpod adapavtog || avovaéwy idyeaxe aauog HeydAw
dpuparyd® || 6&éa xai Aryéwg. I must stress, however, that this passage refers to
the battle clash rather than to the vocal sounds the Gorgons produce. An associ-
ation between the Gorgon(s) and music/loud sounds could exist even without

21 Topydvwv: the name I'opyéveg (first occurring in pl. in Hes. Th. 274+) has no clear etymology.
It was synchronically connected to the adj. yopyés ‘grim, fierce’ (of gaze, Aeschl. Sept. 537+).
Frisk GEW s.v. YopYds, proposes OlIr. garg(g) ‘raw, wild’ as a possible linguistic cognate of
the term, while Leumann 1950:154-155 explains yopyés as a back-formation to yopy&®mig
(Aeschl. Ag. 302), yopyw (Eur. El 1257), yopywnds ([Aeschl.] Pv 356). For Szidat (2013)
Topyw is an adaptation of Car. TEPTAS ‘stone’. Beside the fact that TEPrAz probably means
‘white (stone)’ (cf. Bianconi 2022), it is unlikely that Car. rEPrax would have been bor-
rowed into Greek as yopyds. Segal (1998) connects I'opyw to an allegedly 1E root *gary- (sic)
‘to emit a loud sound’. But the existence of such a root is doubtful: Skr. garj ‘to roar’ (epic),
Oss. geerzyn ‘to groan, OHG krahhon ‘to make a sound’ and, possibly, Gk. forms in yopy-
point to a common ancestor *gerg-, which displays a root structure (*DeRD-) incompatible
with what we know about IE root shapes (cf. L1v2 5). Moreover, all the alleged derivatives
of such a root may be explained as onomatopoetic parallel creations.

22 Opacetdv: u-adj. from 1E *d%ers- ‘to take courage’ (cf. LIv? 147, IEW 259; on other Caland-
derivatives, such as 8dpaog, Bpact® see de Lamberterie 1990:846—866, Rau 2009:119).
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the etymological link between I'opyw and the notion of ‘uttering a loud sound’
Segal (1998) proposes. The iconography of the Gorgons, who are commonly rep-
resented with an open mouth, resembles that used to represent roaring lions, cf.
Belson 1981, Vernant 1985, Hirschberger 2000, Gufler 2002, Cooper 2006, Diez
de Velasco 2007, Rodriguez Blanco 2011. On the Near Eastern origin of the Gor-
gon’s iconography and other elements of Perseus’ saga cf. chapter 7, section 3.

8 olhov Bptjvov “deathly thrénos”. The meaning of oUAwog is debated. It may be
interpreted as a derivative of 1E *Agelh;- ‘to perish’ (cf. L1vZ 298, IEW 777) with
an active meaning, i.e. ‘destructive, deadly’ (cf. Slater 1969 s.v. oUAtog, Kohnken
1971:136, cf. 0. 9.76, 0.13.23, Kaimio 1977:152, with whom I align) or with a pass-
ive meaning, i.e. “Todesschrei” (Schroeder 1922, Bernardini 20064:673). Gerber
1986:248 (cf. Pavese 1991:88 and Steiner 2013) proposes a meaning ‘thick™ >
‘often-repeated’ and derives the form from 1E *yel(H)- ‘to turn’ (L1v2 675, IEW
140-1142), adopting the explanation provided by McKenzie 1925 and Greppin
1976 for odhov xexMyovtes ‘uttering thick screams’ (IL. 15.756, 759). Moreover,
Gerber points out that in P. 12 oUAov Opfjvov parallels épuchdryxtav yéov (21).
I disagree with Gerber’s interpretation, although I think that oAtov Bpfjvov is
paralleled by €pucddyxtav yoov. Indeed, Pi. oUAtov Bpijvov and Epuchdryxtav yoov
might be interpreted as two renewed versions of the same Homeric colloc-
ation: dAoolo ... yoéoto ‘dire lament’ (Il. 23.10). This Homeric parallel, however,
speaks against Gerber’s proposal (Gk. oUAlog as ‘often-repeated’). Since €pucidy-
xtav means ‘high-screaming’, loud’ (see below, 21), it belongs to the semantic
sphere of ‘acoustic volume’ rather than to that of ‘thickness’

The term 8pfjvog may also be translated as ‘dirge’, however I opt for thréenos,
since the thrénos-song came to be canonized as a poetic genre in antiquity (offi-
cially, in the Hellenistic Age). Here, the term is opposed to yéos ‘lament’ (cf. 21)
and denotes the poetic creation of Athena in opposition to the inarticulated
vocalisations of the Gorgons.

For Hubbard (1985:95), Athena’s song combines Athena’s joy and the Gor-
gons’ sorrow, the musical loveliness (‘malthakos-quality’, in Hubbard’s termin-
ology) and the harshness (‘trakhus-quality’) of death. Dolin 1965:86 proposes
Athena’s joy derives from a sorrowful event in a similar way as Perseus’ achieve-
ment of fame happens as a consequence of the despair of his mother Danae.
Although these two interpretations are fascinating, the text once does not
provide any information about the feelings experienced by the Olympian god-
dess or the quality of the music she invented. Steiner (2013182, invoking Eur.
Hel.177 and Aristoph. Av. 222 as parallels) proposes that Athena’s thrénos “takes
the form of an epinician melody”. In my view, this interpretation might receive
‘internal’ support (see below, 24). The nomos is said to be a Aaoggowv pvaatijp’
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ayawvewy ‘memento of the contests which stir people’. It thus entails a memorial
dimension and a celebrative one (in this connection cf. also Nonnus’ interpret-
ation, chapter 6, section 3).

8 (Bpijvov) SramAéEonc’ ABdva “Athena, braiding the (thrénos)”. Just like in tradi-
tional hexametrical poetry, Pindar places the nom.sg. ITaA\dg at the beginning
of the verse (cf. 7, IoA\dg)23 and the nom.sg. ABdva (= 'ABYvy) at the end of it
(excp. Il. 5.260), cf. P.10.45, N. 3.50 (we lack the context of fr. 52h.4 [Pae. 7b.4
= C2 Rutherford]). [TaMdg and ‘A8dva are separated by six words and create a
strong hyperbaton, which encases the finite verb €¢pepe (7) and the ptc. SioamAé-
&auo(a) (8). According to Race (2002), Pindar’s hyperbata often occur at the end
of a strophe or a period and thus mark a transition to a different theme. Here,
the hyperbaton occurs at the beginning of the mythological digression about
Perseus and the Gorgons.

Clay (1992), followed by Segal (1995:12), Papadopoulou-Pirenne-Delforge
(2001), Martin (2003) and Phillips (2013), argues that SiamAéxw means to ‘inter-
weave’2* in the light of HH 4.79—80, cdv3aAa ... Siémhexe “interwove [recte wove]
sandals” and N. 7.98-99 Biotov ... StamAéxols “[that] you may interweave [recte
weave] a life”. According to this interpretation, Athena would be interweav-
ing Euryale’s lament and Perseus’ cry of victory (cf. dvaev, 11, “[he] shouted in
triumph’”, as per Schadewaldt 1928:308, see below). As shown by Held 1998:380—
386 (cf. also Gentili 1984:8), dtamAéxw means ‘to weave, i.e. to fashion, produce’
(also metaphorically, cf. the collocations in which the verb combines with iog
in Hdt., Alem., Pl. and elsewhere, paralleling N. 7.99, on which see Cannata Fera
2020:477) and refers to the combination of two different laments (Euryale’s
and Sthenno’s ones). The use of SiamAéxw in the episode is probably echoed
by Nonnus, who, in introducing a short digression about the 8pfjvog moAvxdpy-
vog (D. 40.224), states that “the Phrygian auletes braided/wove a male song” (cf.
chapter 6, section 3).

2.1 Weaving Songs: A ‘Gendered Metaphor’?

As Palmisciano (2017:186-188) and Steiner (2013:175-183) point out, Athena
transforms the primeval, unmusical Gorgon goos (‘lament’ or unarticulated
lament, improvised by the kinswomen of the dead, here: the Gorgons) into a
threnos (‘musical dirge’, performed by a professional musician, here: Athena).
Such a representation could be interpreted as a poetic reflection of a real prac-

23 #IToAdg ‘ABnvaly always occurs at the beginning of the verse (cf. also [TIoA\dG—EPITHET]
in HH 2.424). In Pindar, ITaAAdg occurs at the verse-beginning here and in 0. 13.66.
24  SwmwAéxw: derivative of 1E *plek- ‘to braid), cf. L1v? 486, IEW 834-835.
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tice: Feld (2012:264) suggests that “human experimentation with polyphony
arose out of the cross-cultural phenomenon of collectively improvised wailing”
(cf. also Weiss 2017:245). The first passages in which goos and thréenos co-occur
are preserved in Gk. traditional hexameter poetry. The two terms are associated
with distinct groups of performers: in Il 24.717—776, Hector’s thrénos consists
of a sung sequence executed by male aoidoi and by a series of gooi, uttered
by women of the household; analogously, in Od. 24.58-62 the Muses perform
a thrénos for Achilles, while Thetis and her sister perform a goos (cf. Alexiou
20022, Tsagalis 2004, Perkell 2008, Karanika 2014).

We know of the existence of professional female musicians in Greece (Pl
Leg. 8ooe.1—3, Hsch. x 824 Lc), who accompanied the lamentation over the
dead by playing the aulos. In this regard, the identification of singers as female
is significant. Since ‘weaving’ and ‘singing’ are two recognizable activities of
women in epics, “the metaphor of weaving and poetic creation seems [...] to
fit particularly well the role of women who are fulfilling their duties towards a
close relative who has died: to weave a (funerary) cloth and to weave a (funer-
ary) song” (Bozzone 2016). Other IE traditions attest parallels for the binomial
‘lamenting-weaving’ in relation to women (Foley 2002:188—218 on South Slavic,
Nevskaja 1993, Ivanov—Nevskaja 1990, Ivanov 1987 on Balto-Slavic). In connec-
tion with the wording of P. 12.8, I would like to note a possible comparandum
from the Old English poem Beowulf:

Beow. 3150—3152

swylce giomor-gyd [ Ge]at|isc] meowle
[ Biowulfe breegd blunden-heorde
[so]ng sorg-cearig:

So too a death-dirge a [Ge]at[ish] woman [wove for Beowulf], her hair
[bound up], a sorrowful [so]ng.

TRANSL. BOZZONE 2016:14

Unfortunately, the collocation [bregd-giomor-gyd,..] with bregd ‘move
quickly, knit, weave a death-dirge’ cannot be recovered with certainty because
the verb is an integration to the text (Chickering 20062:240, cf. also Westphalen
1967, who dedicates an entire book to the textual problems of Beow. 3150—3155).
Beow. 3150—3152 offers two further parallels to the Pindaric verse: ocUAtov 8pfivov
partially overlaps Ok giomor-gyd ‘death-dirge’ and the dirge is performed by a
woman.

Old Indic Rigveda does not seem to preserve traces of weaving and lament-
ing as activities that are regularly joined together. However, in Rv1.61 the meta-
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phor of ‘weaving a song’ is opposed to that of ‘fashioning a song’ in a gendered
way: men fashion a song (IE *tetk-, Ved. taks, Gk. téxtwy, cf. P. 3.113-114+) as
if it were a chariot, while women weave it (1E *[ H]eu-, Ved. va), cf. Rv 1.61.4ab
stomam sdm hinomi , ratham nd tdsteva “I put together praise—like a carpenter
a chariot’, Rv 1.61.8 id u gnds cid devdpatnih , [...] arkdm ahihdtya ivuh “even
the ladies, the Wives of the Gods, wove a chant at the serpent-smashing”. The
gendered distribution witnessed in Vedic may be compared to the distribution
of men’s and women’s material activities, which aim at immortalising the xAéa
avdp@v in Greek traditional hexameter poetry. As Bozzone (2016) points out,
Helen'’s story cloth in I/. 3.125-128 represents the battles of Trojans and Achae-
ans, i.e. the xAéa avdp&v of the Iliad. To this I would add that Helen'’s cloth is a
sort of ‘female’-version of the work executed by a smith, cf. I/.18.509—540 (Hae-
phaestus engraves a battle scene on Achilles’ shield).

Pindar’s Pythian Twelve reflects a different state of things: Athena is said to
both ‘weave a thréenos’ and ‘construct (tedyw, 19, see below) a melos (song).
However, such a twofold lexical choice could be conditioned by the fact that
Athena masters both skills, cf. e.g. Il. 5.733—735, HH 5.12-15, Pi. fr. 521.66 (Pae.
8.66 = B2 Rutherford).

2.2 Weaving Songs in Pindar and Indo-European

In Pindar, (Si)mAéxw applies to the poetic composition, cf. O. 6.86-87 mAéxwv
|| motciAov Buvov (on which cf. Giannini 2009, Adorjani 2014:273); N. 4.94 pYpata
TAéxwY; fr. 52¢.12 (Pae. 3.12 = D3 Rutherford) dowdais év edmAexéaat; fr. 246a pelip-
pdBuwv ... mAdxapol (cf. Vissicchio 1997:293—296). A variety of parallels may be
identified for this metaphorical use of the verb, cf. Fanfani 2018. Le Feuvre
(2015:324~326) reconstructs a collocation [u080e,, ;1 ~€mimhoxog]* ‘(adj.) twist-
ing, (subst.) weaver of words/stories’ in Od. 21.397. This collocation, preserved
asvaria lectio, would have been substituted in the tradition by érnixAomnog ‘thiev-
ing' The collocation [ud80Ggey, pi.—€mimAoxog]* would perfectly correspond to
nuBomAdxog ‘weaver of stories’ (Sapph. 188 V) and partially overlap pnuoata wAé-
xwv (N. 4.94) as well as do1d4d ... edmAexys (fr. 52c.a2 [Pae. 3.12 = D3 Rutherford],
cf. also Crit. 81 B 1.1—2, carm. conv. 917b.3, Sapph. 194A, Tel. 806.3—4).

At the same time, the use of (di)TAéxw in connection with the poetic activ-
ity can be compared to that of other verbs belonging to the same semantic field,
such as (§)0paive ‘to weave’ and pdmtw ‘to sew”. In Pindar (¢§)vgaivw combines
with pélog ‘chant, song’ (N. 4.44—45) and &vdypa ‘hair-band’ (fr. 179), a meta-
phoric designation for ‘hymn’25 ‘Ypaivw occurs in Bacchylides’ corpus with the

25  Cf also Pi. P. 9.77—78 pitpav ... mow{Mw. Gk. oM is used in a similar sense in N. 8.15, cf.
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same value (Ba. 5.10, 19.8—9, fr. 1.4). The Pindaric collocation pantév éméwv (N.

2.2, cf. also Lyr. adesp. 995.1-2, Sapph. 195 V) partly corresponds to [pdmtw—

G010, ] (Hes. fr. 357.2), cf. the compound papwdés rhapsode’ (cf. Tarditi 1968,

Pavese 1974, Gentili 1995, Cannata Fera 2020:297 with reference to alternative

synchronic etymologies of Gk. papwdés). A reference to the act of spinning may

underlie further Pindaric collocations, in which Gk. derivatives of 1E *ten- ‘to
stretch’ (cf. LTV? 626627, IEW 1065-1066) occur in connection with the cre-

ation of a poetic work. The use of guvtavdw ‘stretch, bring together’ (Slater 1969

s.v. ouvTavbw) in P. 1.81 melpata cuvtavdoalg “bringing the threads together” is

explained by the scholion ad loc. as a weaving metaphor, cf. £ P. 1.157d Dr. el t&

xalptor Aéyetg @V oMY T Téparta elg Ev cuvtepy xal cupmAégag. A derivative

of the same root occurs in the iunctura oyowotévelos ... aoda (fr. 7ob.1 [= Dith.

2.1]).

The metaphor of ‘weaving songs/poetic words’ is lexicalized as ‘to sing’ in
some IE languages. Several terms for ‘song, chant’ or ‘strophe’ can be traced
back to IE roots meaning ‘to bind’ or ‘to weave”:

(i) 1E*shye(i)-‘totie, bind’ (cf. L1V 544, IEW 891-892) underlies saman-‘song,
chant’ (*sh,o-men-, cf. RV 10.130.2d samani cakrus tdsaran;y dtave “they
made the saman-chants the shuttles for weaving”), Hitt. ishamai- ‘song’
(*shyem-6i-), Gk. Buvog (*shyomno-, as per Eichner 1979:205),26 and ofuy
‘song’ (Osthoff 1901:158f, cf. Nagy 2017a ad 0.08.074), which, in the Odys-
sey, has the meaning ‘song-path’ because it was synchronically crossed
with Gk. olpog ‘path’ (cf. Od. 8.480—481, 8.73-74, 22.348, cf. Becker 1937:68—
70, Durante 1976:176).

(ii) IE *ueb’- ‘to weave’ (L1v? 658, IEW 1114, cf. Gk. bpaivw, Ved. vabh ‘to tie,
bind’) lies at the basis of OAv. vaf ‘to sing, vafu- ‘utterance’ The use of
(e&)bgaive (N. 4.44—45, fr. 179, cf. Ba. 5.10, 19.8—9, fr. 1.4) and IE *ueb*- ‘to
weave’ in connection with the poetic activity is further paralleled in Old
English and Old Irish, cf. Cyn. El. 1237 wordcreeft wef “1 wove word-craft”;
OlIr. Amr. Col. Ch. 52 fiig ferb fithir “the teacher wove words” (Campanile
1977:37—38, West 2007:37—38).

(iii) Just like in Pindar (cf. P. 1.8y, fr. 7ob.1 [= Dith. 2.1]), in Vedic poetry derivat-
ives of IE *ten- (Ved. [vi-]tan ‘to stretch’, tantu- ‘thread’) are too employed
to describe the poetic creative process (cf. West 2007:36-37).

Kaimio 1977:149, Jackson [Rova] 2002, Cannata Fera 2020:489, referring to Maehler 1963:90
and Kéhnken 1971:28, fn. 32.

26  Other etymologies for the {pvog have been put forth, cf. Vine 1999:575-576, who proposes
*suonH-mo- (cf. Lat. sonare, 1E *syenH- ‘to intone’, “syenh,- in LIV? 611, IEW 1046-1047).
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(iv) Further semantic comparanda can be identified in Germanic and Latin:
ON merd fjolsnoerda “a song consisting of many threads” (Ht. 68.4) is
vaguely reminiscent of edmAexy ... doda (fr. 52c.12 [Pae. 3.12 = D3 Ruther-
ford]); the weaving-metaphor additionally underlies Lat. (con)texere car-
men (Cic. Cael. 18+, with 1E *tek-s- cf. L1V? 619—620, IEW 1058, cf. Melchert
2018; see the phraseological dossier collected by Darmesteter 1878, who
nevertheless wrongly traces Lat. texere back to *tetk- ‘to fashion’).

From modern observation of weavers in India and Central Asia, Tuck 2006

suggests that the metaphor originates from the practice of weaving complex

designs. Since complicated designs demand the memorization of a great
amount of information, weavers used rhythmic chants to remember distinctive
numeric sequences and reproduce specific patterns.

9 Tov mapleviots Ué T’ dmAdTols dpiwy xeparals “that (was poured forth) from
under the unapproachable snaky heads of the maidens”, lit. “that (was poured
forth) from under the maidens’ heads and the unapproachable heads of the
snakes”, cf. X P. 12.15a Dr. Svtwva tév Opfjvov 01 mapBeviotg Topydvwy xepadals xai
d¢plwv ATANTIATTOLS XEQAANIG ETYXOVTE.

From the phraseological standpoint, cf. dgiwdeos ... Topydvog “of snaky Gor-
gon” (0. 13.63); for [mapBéviog?’~HEAD], cf. Pi. fr. 94b.10-12 duvijow otepdvolat
BaMotoa mapbéviov xdpa. According to Nonnus too, the Spijvog moAvxdpyvog is
inspired to the Gorgons’ lament and the snakes’ hissing, cf. D. 24.37—38 and
D. g0.229-233 (cf. chapter 6, sections 2—3). Steiner 2013:179 proposes to take
OT6 + dat. as “attendant circumstances, including ... (with reference to) musical
accompaniment”. Such a value, however, is attested only for 06 + gen. in Pin-
dar (cf. Slater 1969 s.v. U7¢, gen. [c]). ‘Under’ might hint at the place from which
the thrénos is poured, uttered, i.e. the mouth of the Gorgons.

The epithet dmAntog?® applies to the Gorgons in [Hes. ]| Sc. 230 Topyéveg dmAn-
totand to Typhon ‘of fifty heads’ in Pi. fr. 93.1—2 dmAatov ... Tugpdva mevtyovtoxé-
@aAov. The collocation dpiwv xepaais, displaying the inherited term for ‘snake’
8¢1,2% and xepay] ‘head’ is also reminiscent of [Hes.] Sc. 161 d¢iwv xeparai (of
the hydra).

27  mapleviois: cf. mapdévog, a term of opaque etymology for which Klingenschmitt 1974 pro-
poses *pr-steno- ‘whose breast are protruding’, cf. Delamarre 2008 contra Collinge 1970:77:
*pr-thyeno-.

28  dmAdrow: cf. dmhatog reflecting *n-plh,-to-, derived from 1E *pelhy- ‘to approach’, L1v2 470—
477, IEW 801-802.

29 dplwv, to 1E *hy0g¥hi-, cf. Katz 1998, Oettinger 20104, 2010b.
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10 Tov dite AetBépevov “she heard it being poured forth” The subject of die is
Athena (Schlesinger 1968:277, Clay 1992:525, Bernardini 2006%), not Perseus, as
suggested by Kohnken (1971131, 1976:259) and Watkins (1995:40).

According to Gildersleeve (1885 ad P. 12.10), Aeidpevov is reminiscent of
[Sdxpua—Aeifw] ‘to pour forth tears’ (IL. 13.88+). The collocation [to POUR-
0p7vog,c..] is paralleled ex Pindaro and ex Graeco ipso, cf. 1. 8.58 éni Bpijvov e
moAdapov Exeav (on the passage cf. Privitera 2001*:238), HH 19.18 Opfjvov mi-
mpoxéova’ [a]; cf. also [to POUR ~LAMENT(Y606),..] in Aeschl. Choe. 448 xéovoa
moASaxpuv yéov. For [to POUR-HYMN/UTTERANCE,, |, expressed by means
of Gk. Aeifw (1E 2. *leiH-, cf. LIV? 405—406, IEW 664-665) or yéw (IE “G"ey-, cf.
LIV2 179, IEW 447—-448) and derivatives, cf. O. 7.7, P. 5100, P. 10.56, Ba. 5.15, Ib.
S257a.27.3—4 U[pvos ...] ... dmoAeifetar “a hymn ... is poured forth” (suppl. West
1984:29),3% Aeschl. Suppl. 631. Furthermore, Pindar applies the verb ‘to pour’ to
the poet himself, cf. I. 1.4, fr. 123.10-11.

As pointed out by Kurke 1989, the collocation [to POUR (I1E *§"eu-[d]-)-
UTTERANCE, | is expressed by means of the same verbal lexemes in Old
Indic and Latin, cf. [to POUR(Ved. ~av)-HYMN/PRAYER/PRAISE SONG,.(Ved.
mdnman-, manisa-, gir-)], Lat. fundere preces (Verg. Aen. 5.233+). Possible
Hittite comparanda, namely instances of the collocation [$unna-/Sufha-—

uttar, ‘to fill with words’, have been identified by Dardano 2018:47—64. The

acc.]
analysis of the corpus of Archaic Greek poetry allows us to recover a well-
articulated system of images, which centre on the metaphoric overlap between
‘poetry’/‘songs’/‘verbal utterances’ and liquid substances (Niinlist 1998:178—205
and Manieri 2021 on the Greek passages; Massetti 2019:162—-178 on possible
IE comparanda). Since the poetic celebration of Panhellenic winners grants
immortality to the laudandi, poetic words are often said to be like drinks of
immortality: ‘the holy water of the Muses’ (I. 6.74, Simon. 577a, cf. Faraone
2002), ambrosia (P. 4.299, cf. Hes. Th. 69, HH 27.18, Ba. 19.2, Soph. Ant. 1134,
Lyr. adesp. 936.15), nectar (O. 7.7).3! Words also originate from an immortal
spring (P. 4.299, cf. Ba. 29.15), which is occasionally identified with the poet
himself (Pi. fr. 94b.76). The same images are found in Old Indic (MBh. 12.279.1cd
amytasyeva vdcasas “of [your] speech like of amrta” [‘drink of immortality’,
*n-myto-, cf. Gk. auBpocia]), while the poet is compared to an ‘inexhaustible’

30  ForIE parallels to this passage cf. Massetti forthc./b.

31 On the attestations and semantics of ‘nectar’ and ‘ambrosia’ in Archaic Greek texts cf.
Roscher 1883, Kretschmer 1949, Verdenius 1949, Uria Varela 1992, Manco 2012. Rahmani
2008 compares the usage of nectar and ambrosia with that of therapeutic substances in
Anatolian rituals. On the etymology of the terms cf. Thieme 1952, 1965, Lazzeroni 1988,
Watkins 1995:391.
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(dkstyamana-, reflecting *n-d"g*#i- cf. Gk. deBitog) ‘well-spring’ (Ved. itsa-
< *ud-so-, cf. Gk. U8wp ‘water’) in RV 3.26.9, cf. Geldner 1951-1957.32

Elsewhere Pindar speaks of poetic streams, cf. N. 7.12 poaiot Motg@y, I. 7.19
éméwv poataw (cf. Il. 1.249, Hes. Th. 39—40, 83-84, 96—97 [= HH 25.4-5], HH 5.237).
In turn, this metaphor finds a perfect parallel in Old Indic poetry, where ‘to flow,
stream’ is expressed by means of a variety of lexemes (Ved. ars, ksar, [sdm-]sec,
sary), including Ved. srav (1E *srey-, L1v? 588, IEW 1003), a linguistic cognate
of Gk. péw, pov), and pudués ‘rhythm’ [*sru-d#md-]. The same IE root *srey-
underlies ON straumr, which is featured in kennings for ‘poetry’, cf. hornstraum
Hrimnis ‘the horn-strom of Hrimnir’ (EVald Pérr1'"t), granstrauma Grimnis ‘lip-
streams of Grimnir’ (Eil bdr 3'), mina straumr glaumberg vinar Mims “my
streams of the joy-cliff of the friend of Mimr” (VSt Erf 1'").

10 SuomevbEl obv xapdtw “with grievous toil”. The expression refers to the Gor-
gons’ lament;32 ex Graeco ipso cf. Od. 5.493 Suamovéog xapdtolo “toilsome effort”,
although mévog and mévBog are not etymologically related.

Kohnken (1971:129-136, 1976:258-259, contra Radt 1974:117, Clay 1992:525)
proposes a different punctuation of the verse: die Aeépevov duomevdel adv
xopdre || epaeds, ométe Tpitov duaey xaatyvntay pépog (cf. also Kohnken 1978:92,
accepted by Snell-Maehler 1980, but rejected by Snell-Maehler 1987). Accord-
ing to this interpretation, duamevéi obv xapdtw refers to Perseus’ battle, not to
the Gorgons’ lament, as suggested by X P. 12.18 Dr. Contrarily to Kéhnken, Radt
(1974:117) notes that mévbog always applies to the ‘grief for a dead’ (cf. N.10.77, I.
7.37). But K6hnken (1976:259—260) provides Pindaric examples (fr. 52d.53 [ Pae.
4.53 = D4 Rutherford], fr. 133.1) of mévBog meaning ‘pain’, ‘sorrow’ in a wider
sense, cf. Suomevdy ... 36Aog (P. 1118, on which see Finglass 2007:90). Against
the idea that xduatog applies to ‘human effort/toil, being a synonym of mévog
and pudxfog (Kohnken 1976:259—260) cf. Bernardini (2006*:674, cf. also Riafio
Rufilanchas 2001: Span. dolor), who translates the term as It. pena in the light
of Simon. 20.8+. Akhunova 2020:7 argues that dvomev0él abv xaudty is in apo
koinou and applies to both Perseus, who accomplishes a toilsome endeavour,
and the Gorgons, who perform a deadly lament.

32 Cf. Jamison—Brereton 2014:498, who provide a different interpretation of the passage.

33 SuomevOEl obv xapdtw: Gk. Suomevdy is a possessive compound with FeM Svg® (= Ved. dus®,
Av. dus®, reflecting the zero-grade of the 1E s-stem *déyes- ‘absence/lack’, cf. Schindler1987,
Stiiber 2002:29), and a sCM to mévfog (s-stem from IE *k*end*-, according to L1v? 390, IEW
641, *bend"- ‘to bind’ according to Beekes EDG s.v. mdoyw). Gk. xdpatog is a derivative of
*kemhy- ‘to become tired’ (cf. LIV? 323-324, IEW 557).
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I find these explanations unlikely. I follow Snell-Maehler 1987 in reject-
ing Kohnken’s punctuation. It is certainly true that duvomevBél abv xapdtew may
in principle denote different kinds of pain. However, as I already anticipated
(cf. 10), it is Athena, i.e. the one re-enacting the Gorgons’ lament, who fears
the sounds produced by the Gorgons, while they are mourning their sister.

1 Iepoedg omédte “when Perseus ...". On the disposition of single elements at
1112, cf. Sulzer 1961:56. On Perseus, Argive hero, son of Zeus and Danae (IL.
14.319—320+), cf. LIMC s.v. Perseus, Brommer 19733:271—291, Pellizer 1987, Gantz
1996:300—311, Sansone di Campobianco 2003, Ogden 2008, 2013:93-99, Cursaru
2013, and Finglass (forthc.). A general account of Perseus’ deeds is found in
Pher. 43—44, [Apollod.] 2.4, A.R. 4.1513-1517. Pindar mentions Perseus’ victory
over the Gorgon(s) in N. 10.4, fr. 70a (= Dith. 1), fr. 70d.39-41 (Dith. 4.39—
41), P. 10.44—48 (cf. Bieler 1931). In this poem, the episode is also connected
with Perseus’ visit to the Hyperboreans. On this aspect of the myth and the
problematic sequence of the events in P. 10 cf. Palaiogeorgou 2002, van den
Berge 2007, Bernardini 2006*:638—639, summarizing the previous hypotheses
(Farnell 1932, Dugas 1956, Pennington Bolton 1962:61—62, Barkhuizen 1976:10,
Kohnken 1971:177-178, and Kirkwood 1982).

11 dvoev “shouted (in triumph?)”. The verse is object of intense debate (cf.
Sotiriou 2001). The form dioe(v) (aor. of dvw ‘to shout’) is preserved in all mss.,
except @, which has dvuoev. At the same time, £ P. 12.19b Dr. preserves two
explanations: (1) duoe = dioev ‘he shouted’ (cf. Il. 20.48+), (2) duoe = dvvae ‘he
finished/killed’ (cf. Od. 24.71, ¢Eavbw in Il. 11.365). Boeckh 1811-1821 proposes a
correction dvuooev metri causa (cf. avdooeadat, Od. 16.373 etc.), which Heyne
1824*, von Schroeder 1922, Farnell 1932, Turyn 1948, Bowra 1964 and K6hnken
1971 accept. Farnell stresses “the dramatic improbability that Perseus would
shout to awaken the sisters when it was his cue to fly away”. To be sure, accord-
ing to one tradition, Perseus finds Medusa and her sisters sleeping (cf. Aeschl.
TrGF 262+) and beheads the Gorgon while she is not awake. However, icono-
graphic sources dating to the 6th—5th BCE preserve different traditions: occa-
sionally, Perseus beheads or attacks a running Gorgon (cf. e.g. the black-figure
Attic olpe from Vulci, ca. 550 BCE, London, British Museum [=L1Mc s.v. Perseus
13]). Analogously, it is certainly possible to distinguish between vases in which
Perseus carries the head of sleeping Medusa in his xif1o1g, as the eyes of Medusa
are closed (e.g. LIMC s.v. Perseus 161, a red-figure Attic kalpis, ca. 460 BCE, Lon-
don, British Museum), in contrast to others, in which Medusa’s head has open
eyes (e.g. LIMC s.v. Perseus 163: a red-figure Attic lekythos, ca. 460—450BCE, Sdo
Paulo, Museum of Art). Since Pindar does not provide extensive details on the
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episode in our text, ‘dramatic improbability’ cannot count as a decisive argu-
ment to prefer dvvaev over duaev in Pythian Twelve.

Wilamowitz (1922:146) is the first modern commentator to favour d&iaev.
However, since duw in Homer is often followed by direct speech, he proposes
that dywv stands for dyew and connects it to dice. Schadewaldt (1928:50, fn.
1), followed by Burton (1962:29), Schlesinger (1968:277), and Papadopoulou—
Pirenne-Delforge (2001), proposes that duoev applies to Perseus and means ‘to
shout in triumph’. Clay (1992) concurs with the same interpretation, but makes
the case that Perseus shouts when he petrifies the people of Seriphus. Segal
(1995:15-16), followed by Steiner (2013:185), reads dvaev, ‘he shouted’ and argues
that Perseus shouts as he kills Medusa. Kohnken (1978:92—93, 1995:384—387)
reads duaev [&cev] but proposes a meaning ‘to call for help’ (cf. also Sotiriou
2001:124 “beten”), which is attested in Homer (see below, 11). Pavese (1991:81-82)
proposes that this is the verb dvw/duw ‘to dry’ (cf. Hdn. Od. 2.132 adw* Enpaive
“hquo: I (make) dry”) from IE *saus- ‘to dry’ (recte *h,seus- ‘to become dry’, cf.
LIv? 285, IEW 880-881), suggesting a semantic shift ‘to dry (someone) out’ >
‘to kill, as in It. fare secco ‘to make dry, i.e. to kill, cf. Hsch. « 8331 LC adov:
... VEXpoy “auon: ... dead”. Bernardini (2006*:675) reads dvuoev, ‘terminated (:
killed), arguing that this verb does not create any syntactical or metrical dif-
ficulties, since 3 reflects — — UU — UU —x — U — — — U x (cf. Gentili 2006 “Nota
Metrica” ad P.12). Snell-Maehler 1987, with whom I concur, propose a different
metrical interpretation of the verse: -D-E.

I believe that the reading is dioev ‘shouted/cried aloud’, which may refer to
a particular moment of Perseus’ ambush. Perseus shouts as he attacks Medusa
or after he has killed her (for dvw ‘to shout/cry’ without a direct object in battle
scenes, cf. chapter 9, section 4.1).

1 tpitov ... xaoryvtdv pépog “against the third part of the sisters”3* Kéhnken
(1978:92—93, 1995:384—387, contra Clay 1992), who interprets &icev as ‘call for
help’, proposes a translation “when ... Perseus had called upon [her: Athena]
for help for the third time”, interpreting tpitov as an adverb (cf. Il. 11.462—463).
Beside the fact that one would expect (é5) tpis as ‘for the third time’ (cf. P.
4.61+), duw ‘to cry for help’ is usually constructed with the accusative of the
person called upon (cf. Pavese 1991:76; as an example cf. Il. 11.461+), but here
we lack such an accusative (namely: ‘ABdvav, Tapdévov vel sim.). The scholia

34 TplTov ... xaoryvTaY Mépog: Tpitog reflects a to-adj. *tri-to-, built on the word for ‘three’ (1E
*trej-es-); uépog [*smer-o/es-] is an s-stem from IE *smer- ‘to get a share’ (cf. LIV 570, IEW
970); xaatywrog reflects *kmti-gnhy-to- ‘born together’ with scM from 1E *genhy;- ‘to gener-
ate’ (cf. L1v2 163165, IEW 373—375).
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identify Medusa as ‘the third part of [three] sisters/Gorgons), cf. £ P. 12.19a
Dr,, 15 Mo. This explanation is preferred by a variety of modern commentators
and translators (Gildersleeve 1885, Bernardini 20064:674—675), myself included.
Nevertheless, which verb we should join this accusative case to is debated.
More specifically, Pavese 1991:86 and Bernardini 20064:674, who respectively
read dvaev ‘he dried out’ (Pavese) and dvuaev ‘he killed’ (Bernardini), highlight
the parallel with P. 4.65 8ySoov ... pépog Apxeailag “the eighth part (i.e. gener-
ation) of Arcesilas”. In this expression, structured as [NUMBER g aaj.—H€POS],

the ordinal adjective designates X, .4 in a row’. Moreover, according to Segal

(1995:11), P.12.11 is reminiscent of Hes. Th. 277—278 (1) uév &nv fwt), ol 8" abdvartor
xal aynpw || at Svo 1) 8¢ wif) maperéEato Kvavoyaits). Pi. tpitov ... uépog could
thus apply to the ‘mortal Gorgon’, by singling her out. Although Pavese and
Bernardini disagree on the form and the meaning of the verb of 11 (see above),
they concur in making tpitov ... pépog the direct object of dvaev/dvuaey ‘he dried
out/terminated (= he killed) the third part of the sisters (i.e. Medusa). Gentili
(2006: xxxvi—xxxvii), though ultimately supporting a reading &vvaev ‘he killed,
suggests an alternative solution: if dvoev means ‘he shouted (in triumph)’, tpi-
Tov ... képog could be interpreted as a relational accusative, i.e. “when Perseus
shouted (in triumph) in relation to/for the third part of the sisters”. However,
the relational accusative is not commonly found in these contexts in Pindar (cf.
Clapp 1901, Hummel 1993:103-105). Such a construction of atw would thus be
unparalleled.

I propose that the accusative designates the direction of the shout. There-
fore, I take [alw—THIRD PART of the SISTERS] as ‘to shout towards/against
somebody’. This construction is attested for verbs meaning ‘to shout/call’ like
Bodw, a synonym of adw, in P. 6.36 féace maida 6v “he shouted to his son” (Race
1997a; on this passage cf. Fraenkel 1952 ad Aeschl. Ag. 48 who however proposes
“he shouted:—My son!”), cf. also Eur. Med. 206—207 Atyvpa &’ diyea poyepd || Bod
TOV v Aéyel poddTav xaxdvupgov “the shrill accusations she utters against the
husband who betrayed her bed” (transl. Kovacs 1994).

Schadewaldt 1928:20 and Burton 1962:29, followed by Segal (1995) and Race
(1997a), take Tpitov xaarywtdv uépog as the direct object of the ptc. dywv “when
Perseus shouted [in triumph] bringing the third part of the sisters and (bearing)
death to Seriphus”. In this case, dywv would be in apo koinou (cf. potpav dywv, 12,
see below) like the ptc. p€pwv in P. 10.46—48, cf. xai mowiAov xdpa || Spodvtwy
poPataty HAvbe vaaicytars || Aibvov Bdvatov pépwy (cf. also Eur. TrGF 124.5-6 Tlep-
oelg [...] T Topyovos xdpa xopilwv). This explanation, however, seems incom-
patible with the identification ‘third part of the sisters = Medusa' It is certainly
true that Perseus kills the Gorgon, but he only takes her head to Seriphus, not
her entire body. Atleast some of the ancient commentators seem to be aware of
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this: £ P.12.21 Dr. specifies that ‘the third part of the Gorgons’ must be Medusa’s
head, cf. t0 Tpitov pépog TV Fopydvwv: éx d¢ TohTov TaAY TV Tig Topydvog xepoAnv.
To my knowledge, this use (‘part of group = head of part of group’) is unpar-
alleled in Pindar, in Greek, and elsewhere. Indeed, the equation [HEAD-of
PERSON] = [PERSON] does not work in a biunivocal direction. That is, [HEAD—
of a PERSON] can stand for [PERSON] (e.g. Soph. Ant. 1); but [PERSON] does
not automatically equate [HEAD—of a PERSON], cf. MoE bring me his/her head
equates kill him/her,but bring him/her to me does not mean bring me his head as
a spoil. Therefore, the interpretation ‘third part of the sisters = Medusa’s head’
seems forced to me.

12 eivodia Zeplpw “in maritime Seriphus”. Schroeder 1900 conjectures éwvad-
Ao for all Pindaric instances of the adjective (cf. O. 9.99, P. 2.79, P. 4.27, P.
4.204, P.11.40). Finglass 2007:111 (with reference to Braswell [1988 ad P. 4.14(d)]
and Irigoin 1952:23) points out that Pindar would have used the metrically
lengthened eivdiiog (Od. 4.443+, cf. Chantraine 1948%:99-100). This Homeric
compound is a derivative to a prepositional compound (Risch 19742189,
Rousseau 2016:1-12) that can be recognized as the hypostasis of a collocation
elv dAl (Od. 1.162+, on hypostatic compounds cf. Pinault [forthc.]).

12 Aaolot e poipav dywv “bringing doom to the people of Seriphus”. The pet-
rification of Seriphus’ inhabitants is also described in fr. 70d.39—41 (= Dith.
4.39-41, as per Lavecchia’s [2000] edition and comment ad loc.). The term
polpa echoes pépog, 11.3% The co-occurrence of Aaolot and &ywv, i.e. a derivative
of 1E *hag-, parallels Adaoogdwy ... dywvwy (24). Ex Pindaro ipso Aaoial te poi-
pav dywv can be compared to P. 10.47—48, cf. iivbe vaagiwtalg || Aibwov 8dvortov
pépwv. Specifically, Odvatov ¢épwv matches poipav dywv, because Odvatog and
noipar commonly pair in the Homeric binomial 8dvatog xai polpa ‘death and
the allotment of fate (= doom)’ (Il. 3.101+), cf. also the collocation [uolpot,.
edcvoc‘roggen.—’éxw/ nyydvw/AapBave] in Calli. 115, Mimn. 6.2, Tyrt. 7.2+, Sol. 20.4+,
Theogn. 340+, Aeschl. Pers. 917, Ag. 1462, Eur. Med. 987+. Additionally, pépw and
&yw share some common usages, cf. Nagy 2015, 2017b.

Pavese (1991:89) suggests that the verse contains a word-play between Aadg
‘people’ (cf. Aaoiot on the possible connection with Hitt. lafh- cf. Gschnitzer
1977) and Adog ‘stone’ (on the etymology cf. Nikolaev 2010b), cf. Hes. fr. 234.3
and Pi. 0. 9.46 (cf. also Epich. 122, Call. fr. 496, £ O. 9.70d Dr. éx 3¢ Aifwv &yévovto
Bpotoi, Aaot 3¢ xaAtovtar).

35  uolpa reflects *smor-ieh,, a derivative of 1E *smer- (see above, 11).
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13 #itot “indeed” is an emphatic particle, equating ¥ tot. According to
Denniston-Dover (1954:553—-554), “Tot serves to bring home a truth of which
the certainty is expressed by #". In most Pindaric instances #jtot introduces a
sentence (in 0. 12.13 it is preceded by a vocative), cf. Slater 1969 s.v. fjtot (a)—(b).

13 T4 € Beoméotov “monstrous/supernatural (progeny)’,36 note the alliterative
sequence HTOt TO TE ®Eg-. Gk. beaméaiog ‘proclaimed by the gods'’ is similarly
structured as Gk. 8éagatog, applying to divine utterances in Pindar (P. 4.71, L
8.31). A meaning ‘proclaimed by the god;, or even ‘divinely proclaimed), is well
suited to the majority of the Pindaric instances of 8eaméaiog, since it applies
to spoken or chanted words, cf. N. 9.7 (Goda), I. 3/4.57 (éméwv), L. 6.44 (e0xals),
fr. 52g.1 [ Pae. 7 = D7 Rutherford] (poavrevpudtwv). However, the term also occurs
as a poetically lexicalized word for ‘divine, ‘wonderful’, ‘monstrous/superhu-
man’ (cf. Fraenkel 1952 ad Aeschl. Ag. 1154). In connection with 13, it is signific-
ant that 6soméaiog applies to Typhon's heads in Hes. Th. 827—828, 855—856.

13 Pépxot’ dpadpwaey yévos “he weakened Phorcus’ race”. Ex Graeco ipso cf. Hes.
Op. 284 100 8¢ T’ dpawpotépy) yever) petdmiofe AAetmral.

According to Hes. Th. 270—274, the Gorgons are Phorcus’ daughters; con-
versely, in Eur. Jon 989 (cf. Theon P. Oxy. 2536, as per Calvani 1973) Medusa is
the daughter of Earth (T'f}). Pindar follows the genealogy found in Hesiod, cf.
also fr. 7oa.15-17 (= Dith. 115-17). According to the most common account of
the mythological episode, Perseus also overcomes another group of Phorcus’
daughters, the Graeae, sisters of the Gorgons (Hes. Th. 270—274), on his way to
Medusa. For this reason, it is debated which daughters of Phorcus are referred
to at 13. This matter is further complicated by the interpretation of the verb
duadpwoey. ¥ P. 12.23 Dr. glosses it as edvice “made disappear (: killed)” and
identifies ®dpxoi(0) yévog with the Gorgons (tdg T'opydvag, cf. also X P.12.24b Dr.).
This interpretation is inconsistent with our context: Perseus only kills Medusa,
while her sisters, who, according to Hesiod, are immortal, do not die. In P. 12,
Pindar specifies that Euryale survives and performs a goos for her decapitated
sister. £ P. 12.24a, ¢, and d Dr. provide a different explanation and seem to con-
fuse the Gorgons and the Graeae. Accordingly, Perseus decapitates Medusa and
‘blinds’ (étdpAwaev) ‘the other two’, supposedly, the Graeae (?), who shared one

36  Ozoméatog (adj.) reflects *dhfys-ske-tio-, cf. Beekes EDG s.v. feoméaiog; on the term in Homer
cf. LfrE s.v. Beoméoiog. Gk. Béogparog ‘established by the gods’ reflects *d’h;s-b"h,-to-, with a
scM from IE *bfeh,- ‘to clarify’, cf. LTvZ 69, IEW 105-106 . On ®épxog and its etymology cf.
Chapter 9, section 1.3.
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eye, cf., among other sources, Aeschl. TrGF 262, preserving a version of the story
in which Perseus throws the eye of the Graeae in Lake Tritonis. Finally, X P.
12.24¢€ Dr. identifies yévog as ‘(Phorcus’) daughter’, i.e. Medusa (for this use cf. P.
3.41, in which yévog refers to Asclepius; Soph. Ant. 1117+).

Modern commentators are divided on the matter: for Pavese 1991:89, Segal
1995:11 and Bernardini 2006*:676, Pindar is referring to the Gorgons; accord-
ing to Farnell 1932, Burton 1962:29, and Nikolaev 2014:123, Pindar is referring to
both the Graeae and the Gorgons; according to Gildersleeve 1885 ad P.12.13 and
Christ 1896, Pindar is talking about the Graeae. Two objections can be raised to
this latter hypothesis: (a) the content of 11-12 can be summarized as follows:
Perseus killed Medusa and brought death to Seriphus; 13-16 are introduced by
#itot ‘indeed’ and seem to repeat, in varied form, the content of the preceding
verses, (b) mythographic sources about the Graeae mention them as the ones
impeding the way to the Gorgons (cf. Dolcetti 2004 on Pher. 43 with reference
to alternative traditions about Perseus’ encounter with the Graeae). In fact, all
sources in our possession mention that Perseus meets the Graeae before reach-
ing the Gorgons’ abode, not after. At this point of Pindar’s narration the hero is
moving towards Seriphus and has already met the Gorgons.

The interpretation of dpovpdw is crucial for clarifying this textual detail. The
verb is a denominative, based on the adj. dpavpds ‘weak, faint, obscure’ (of idw-
Aov, Od. 4.84+, vextg, Sapph. 55.4 V) and thus means ‘to make (smth./smbd.)
auavpds (obscure, weak)'. The family of Gk. words to which duavpés and dpow-
péw belong has been convincingly etymologized by Nikolaev 2014: dpovpdg
reflects *n-meh,u-r-0-,3" from the 1E root *meh,- ‘great, large’ (cf., among oth-
ers, Gk. °uwpog ‘great, famous, Gme. *mera- ‘famous), ORuss. [Vladi|mér). A
meaning ‘to weaken’ perfectly suits the Pindaric passage and supports the iden-
tification of ‘progeny of Phorcus’ as ‘the Gorgons’ or even as ‘the entire progeny
of Phorcus, i.e. the Gorgons + the Graeae’ This explanation is also consistent
with the most common value of yévog in Pindar (cf. Slater 1969 s.v. yévog) ‘kin,
people, descendants’: by killing Medusa Perseus “weakened Phorcus’ progeny”,
but he did not completely extinguish it.

14 Avypév T’ Epavov IToAvdéxta Ofjxe “and he made the feast repentful (lit.
mournful) for Polydectes”3® The term &pavog designates a banquet to which

37  Guadpwaoe: *n-mehyu-r-o- is a compound with a thematized adj. from an heteroklitikon
*mehy-yy-|-n- as SCM, or *mhyy-ro-, a ro-adj. to a u-stem *moh,u-/meh,u- as scm (cf. the
type éxupds ‘strong, secure’ explained by Nussbaum 1998 as *seg’u-ro-).

38  Auypdv: Auypds is a derivative of 1E *(s)leug- ‘to swallow’ (L1v2 567-568, IEW 964, cf.
Kolligan 2005), and belongs etymologically with Lat. lageére ‘to mourn’ and TB lakle ‘pain’.
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every participant contributes with a share (cf. LfrE s.v. €pavog). For [to MAKE
(Tl ) Xace.~AVYPOSace pred.] €f. Eur. Med. 399 Auypovg ow yduou.

According to [Apollod.] 2.36 (cf. Tzet. X Lyc. 838) Polydectes asked Perseus
to bring him Medusa’s head, because this would be his nuptial gift to Hippo-
dameia, daughter of Oenomaus. Preller—Robert 1921-1924*: 11 233, fn. 3, propose
that this second banquet (i.e. the €pavog of P. 12) is the continuation of the first
one. As clarified by Theon’s hypomnema (P. Oxy. 2536 ), Pindar is probably refer-
ring to a banquet, which took place after Perseus had collected the Gorgon’s
head (cf. also X P. 10.72a Dr.) and not, as suggested by X P. 12.25a Dr,, to the
cena collaticia, at which Polydectes had requested Medusa’s head from Perseus
(Bernardini 1971).

14-15 patpéds T Eumedov Sovdoatvay T T dvaryxaiov Aéxos “[he made repentful]
the constant bondage of his mother, and her bed forced by necessity”.3° Gk.
Aéxos is a metonymic designation for ‘sexual union, cf. P. 3.99, P. 4.51, P. 11.24.
Polydectes had made Danae his concubine (AP 111 2.1, Hyg. Fab. 63.5). Hence,
their union is dvayxaiov ‘forced by necessity’. The entire verse has a parallel in
fr. 7od.ag (= Dith. 4.15) [ Jebteve{v} porpl || [ ]-ov Aéxed T dva[y]xaio SoA[“was
planting for the mother ... and the forced bed”, which refers to Perseus’ and
Danae’s story.4°

16 evmapdiov xpdta guidoatg Medoioas “when he took out the head of strong-
cheeked Medusa”.#! The adj. ebmdpaog (cf. edmdpaog, on which see Forssman

&pavov: as explained by Weiss 1998:46, €pavog can be traced back to 1E *Ayerhy- ‘to divide
(and distribute)’ in the same way as dai ‘banquet’ belongs together with Saiopat ‘to divide
(and distribute).

39  &umedov Sovhoclvay Té T dvaryxaliov Aéyos: Eumedog (év, médov, from “pedo- ‘place, ground’)
means ‘(standing) on the ground, firm) hence ‘constant’ The subst. dovAogtva reflects
an abstract in -(0)alwy, i.e. a *tyona-formation (Vine 1999:576—578) on do0Aog, a word
of debated etymology (cf. Myc. do-e-ro [do"elos/, for which Neumann 1986 proposes the
meaning ‘the one taken from home’ [?], on which cf. Chantraine DELG, Frisk GEw, Beekes
EDG s.v. d00hog). Gk. Aéyos reflects an s-stem from I1E *leg”- ‘to lie down’ (cf. LIv? 398-399,
IEW 658-659).

40  This fragment includes a reference to a violence against Danae, but the identity of Danae’s
rapist is debated. Since X I/. 14.319 (= Pi. fr. 284) reports that Pindar told the story of Danae
being raped by her brother Proetus, some editors and commentators identify Proetus as
Danae’s rapist in fr. 7od.15 (= Dith. 4.15), e.g. Snell-Maehler (in their 1987 Pindar’s edition,
ad fr.70d.15) and Hirschberger 2004:296. The claim that Danae’s abuser in fr. 7od.15 (= Dith.
4.15) is Polydectes is supported, among others, by Lobel 1961:88, Karamanou 2006:125-126,
and Kenens 2012:163, fn. 44, Lavecchia 2000:232, and Finglass (forthc.). I align with this
second view.

41 xp@rta: on the etymology xpds and xdpa ‘head’ [*Kerh,-s-n-], cf. Nussbaum 1986:195—218.
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1966:152-153) is one of the two Pindaric compounds with scM °mapaocg [on
which cf. Peters 1980:295-298], cf. yoaAxomapaog ‘bronze-cheeked’ (P. 1.44, N.
7.71). It might in principle be compared to xaMimdpnos ‘beautiful-cheeked’
(Il. 1143+) because possessive compounds with a FCM €0° often overlap com-
pounds with a FCM xaA° (Massetti 2019:47—56, e.g. edatepdvov T’ Appodityg,
Od. 8.267+ : {xoMate[pa]ve Appodités), CEG 454.3 (Nestor's Cup)+ [Cassio
1994, Valerio 2017]). The parallel may be supported by Hes. Th. 270, in which
xaMmdpyog applies to the Graeae, cf. West 1966:244—245, who points out the
difference between Hesiod’s and Pherecydes’ traditions about the Graeae.

Bernardini 2006%:677 proposes a meaning ‘strong-cheeked’ (It. dalle forti
guance), stressing the absence of a ‘good-looking Medusa’ in the iconography
contemporary to Pindar. A tradition about ‘beautiful Medusa' is attested in a
later age (cf. Attic 5th c. BCE red-figure pelike, Metropolitan Museum of Mod-
ern Art, New York; Cic. Verr. 1v 56.124, Ov. Met. 4.793, Serv. Aen. 6.289, Myth.
Vat. 1130131, 11 112; on the genesis of the motif of the ‘beautiful’ Gorgon see
Zolotnikova 2016, 2019). According to X P. 12.24b Dr., Medusa was not beautiful
but believed to be good-looking; so, she challenged Athena, who punished the
maiden’s UBpig. Moreover, X P.12.35a Dr. glosses xapmdAipog as ioyupds, support-
ing Bernardini’s (2006#) claim. In favour of the proposed translation ‘strong-
cheeked), Bernardini 2006%:677 refers to the use of eddAevog in P. 9.a17. In this
passage, the epithet applies to Cyrene who is fighting against a lion. Although I
concur with Gentili’s and Bernardini’s (20064) translation ‘strong-cheeked’ in P.
12.16, I do not consider the use of ebwAevog in P. 9.17 a convincing parallel. Noth-
ing prevents us from imagining that Cyrene appears beautiful while she is fight-
ing with a lion. X P. 9.31 Dr. glosses gdwhevog as Aeuxémyus ‘having white arms)
probably influenced by Aevxwdevog ‘white-armed), regularly applying to Hera
and Persephone in traditional hexameter poetry, i.e. to two goddesses whose
physical strength is not regularly emphasized. Akhunova 2020:12—13 makes the
case that edmapaog refers to the “idea of the strain required [viz. to the Gorgons]
to produce a sound”. This explanation, however, does not take into account
that edmdpaog applies to dead Medusa and not Euryale, who is said to utter the
lament (20-21).

Heyne 1824 proposes a reading ovAdoats (cf. cuAdw), while the mss. preserve
aguAnoais (B), pte. to cudéw, defended by Forssman (1966:157-158), avAnoag (G)
or cuAnoag (rell. codd.). Burton 1962:29—30, Pavese 1991:90, and Segal 1995:13,
fn. 14 argue that the verb means ‘to behead’ Hence, Pindar would be referring
to the decapitation of Medusa, which is first described in Hes. Th. 280 Ilep-
aedg xeparyy amedelpotopnaev. However, according to Slater (1969 s.v. guAdw),
the verb means ‘to take out’ (cf. Il. 4105+). This interpretation is supported by
Theon’s commentary to the passage (P. Oxy. 2536, cf. Angeli Bernadini 1971):



66 CHAPTER 5

Pindar is thus focusing on the moment in which Perseus takes Medusa’s head
out of the xifioig and shows it to the inhabitants of Seriphus.

17 vidg Aavdag ‘Danae’s son’. Cf. [Hes.] Sc. 216 Aavdng téxog, P. 10.45 Aavdas ...
mais; Aoavaidys in [Hes.] Sc. 229. For Danae in P. 12 as the ‘anti-Clytaemnaestra’
(P.11), cf. Phillips 2016:241.4?

1718 TV dmd ypuoed papéy avtopiTov || Eppevat “who, it is said (lit. we say), was
(born) from self-flowing gold”. The account concerning Danae’s conception is
preserved by several authors (Il. 14.319, Aeschl. TrGF 46—47a, Soph. TrGF 165—
170, Eur. TrGF 316—330, Simon. 38, cf. [Apollod.] 2.34, D.s. 9.4, Ov. Met. 4.6071f,
Pli. HN 111 9.56, Tzet. £ Lyc. 838). When Zeus fell in love with Danae, who had
been walled in by her father Acrisius in an unreachable place, he took the
shape of golden rain to lay with her. Pindar (I. 7.5-7) preserves a similar story
about Alcmena. The verb péw commonly describes Zeus’ accomplishment in
the Danae episode, cf. Pher. 43, Isocr. Hel. 59.5, Eur. TrGF 228a. On the ‘golden
rain’ and its possible meanings cf. Radermacher 1922, Cantilena 1990 (on O.
7), Garelli 2009. Newman—Newman 1984:87, fn. 2 suggest that the reference to
‘self-flowing gold’ may be a “pun on the victor’s famous namesake, who turned
everything into gold’, just like in Ov. Met. 11.116-117 ille etiam liquidis palmas ubi
laverat undis, || unda fluens palmis Danaen eludere posset.

Pindar attests three compounds with FCM adto° ‘self’: adtéputog, adtopaTog
‘spontaneous, of one’s own accord’ (with *°mn-to-, P. 4.60, cf. also Il. 2.408+),
adtégutos ‘self-engendered’ (*°b*uh,-to-, P. 3.47, Trag. adesp. 1 5+) and two com-
pounds with scM °putog (°*[s]ru-to-): adtéputog ‘self-flowing’ and augiputog
‘flown around, i.e. surrounded by streams’ (1. 1.8, fr. 350). A¥téputog can be com-
pared to xpuvadp(p)utog ‘gold-streaming’ or ‘tlowing as gold’, which applies to
Perseus’ birth in Soph. Ant. 950 and Eur. TrGF 228a (cf. von Preller-Robert 1921—
1924*: 11 230, fn. 4).

The ‘inclusive’ 1.pl. papév contrasts with the 1.sg. aitéw. It is thus possible to
recognize here an opposition between the performers (‘I entreat, aitéw) and
the Panhellenic public (gauév ‘we say), i.e. ‘it is said’), who is familiar with the
myth of Perseus’ birth.

42 vidg Aavdog: the term for ‘son’ reflects a secondary thematic stem to *suH-iu- (from 1E
*seyH- ‘to give birth, cf. L1v? 538, IEW 913914, cf. also Garcia Ramon [forthc.]). The
name Danae is connected with that of Danaus (and Danaoi). The etymology of this MN
is debated: Kretschmer 1935:15 proposes a tie with *deh,-/*dh,-, underlying several river
names (Danube, Tanais etc.), whereas Latacz 2001:150-165 (cf. also Oreshko 2018) suggests
a possible borrowing from Egyp. Danaja (name of a country in Egyp. inscr. 1390-1352 BCE).
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18-19 &M\ émet &x TobTwv pihov dvdpa mévwv || Eppdoarto “but when she had res-
cued (her) beloved man from those troubles”, with énei meaning “when, after”
(pace Kohnken 1976:263, fn. 37). For éx ... mévwv éppiaarto cf. Alc. 350.4 edpioao &
éx movwv; for dvdpa Eppdaarto cf. Od. 5.484 dvdpag €puadat. The collocation ¢itog
avyp is attested in hexam. (I/. 14.504+) and Pindar (P. 4.1, P. 5123, P. 9.64, N. 7.62,
N.8.42, I 6.18).

19 maplévog adAdv telye mapeuwvov péhog “the maiden built a melody with all
the voices of the pipes”. [Tap@évog ‘virgin/maiden’ is a common designation of
Athena (cf. also 0. 13.71), who, together with Hestia and Artemis, is one of the
three Olympian virgin goddesses (cf. HH 5.7—30).

Gk. telyw ‘to make’ is a derivative of the IE root *d%eyg”- (“treffen” cf. L1v2
148-149, 1IEW 271, underlying both Gk. tebyw and tvyydvw), from which, among
other terms, also Olr. ditan ‘poem’ [*d’(e)ug”na-] is derived (Watkins 1976).
The verb telyw is constructed with a direct object meaning ‘song/hymn/voice’
in several passages of Gk. archaic poetry, cf. P. 1.4 (dufords) and, ex Graeco
ipso, 0d. 1018 (Bov)), Od. 24198 (d01d7)), Aeschl. Sept. 835 (1érog), Ton 1.5 (Ee-
velov). Moreover, the compound peAogétevxtos ‘made/constructed by the bees’
refers to the poet’s song in fr. 152, while peAiteuyns ‘made of honey’ applies to
the spring from which songs flow in Ba. 29.14. The latter compound partially
matches Ved. madhudiigha- ‘milking out honey’ (rv 6.70.5b) and madhudoghd-
4d. (rRv 7.1011b) with scMs °diigha- and °doghd- reflecting °d"ig”-o- and
°*dhoygh-d-, and FcM madhu® ‘honey’ (: Gk. puébv), semantically overlapping
Gk. né‘id’ (as arecent reference, cf. Massetti 2019:3—4). The metaphor ‘to fash-
ion a song/poem/celebration’ (émog, ¥@pog) is expressed in Pindar by means of
a variety of lexemes for ‘to make/create/fashion’ (cf. also the set of metaphors
in which the construction of a poem is compared to that of a chariot, Gk. dpua
[*Har-s(-)mn-], the ‘object, whose different parts are joined together’, cf. Steiner
1986:52—65, Massetti 2019:192—194). In particular, Téxtwv ‘fashioner), a nominal
derivative of 1E *tetk- ‘to fashion’ (cf. L1V 638, IEW 1058-1059, cf. [EM0G,cc.sq—
napatextatvouat] in Od. 14131, [textwy—opBeviovge, 1 ] in P. Oxy. 2389, fr. 9.8-10
(maybe by Pindar, cf. Lobel 1957 and now Recchia 2017), [textwv—x@uoggen p1 ]
in Pi. N. 3.4) combines with *Har- ‘to join, arrange’ (1E 1.*A,er- in L1VZ 269—270,
IEW 55-58) in P. 3.113-114. The verb evapudlw applies to the semantic field of
‘sung celebration’ in I.1.16 (&vopud&at viv bvg “to arrange/fit him [: the winner]
a hymn”), 0. 3.5 (ewvdv évapuéEat medidy), cf. also [do1dM),cc.sq—(TUV)dpapionw]
in HH 3.164 and [Y&pug, .. —dpapioxw] in Simon. 595.3—4. Both collocations have
Old Indic and Iranian comparanda: taks occurs with an object [SONG/HYMN],
which may be expressed through different lexemes, namely: brdhman- ‘prayer’
(RV1.62.13b+), dhi- ‘poetic vision/poetic insight’ (RV1.109.1d+), mdnman- ‘poem’
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(Rv 2.19.8ab), mdntra- ‘poem’ (RV 7.7.6b+), stéma- ‘praise’ (RV 5.2.11b+), vdcas-
‘poetic word’ (Rv 6.32.1d+), cf. YAv. vacatasti- ‘strophe’ (Y 58.8+) and [tas—
maqdra-] (Y 29.7b), on which cf. Schmitt 1967:14, 297-298, Darmesteter 1878.
OInd. [sdm-y ‘to arrange together'—laudandus,.. ~dhi-;,, | parallels the struc-
ture of évapuéEat viv duvg (I. 1.16), cf. RV 3.11.2cd hétaram ... dhiya ... saim rpvati
“(the chanters) bring together with their poetic insight the Hotar [= Agni]”
(Jamison-Brereton 2014, modified by the author).

19 QUAQV ... mappwvov hérog. Note the ‘pun-like’ tautometric position of uépog
(11) and pérog (19).4* The term adAds designates both the aulos and wind-
instruments’ pipes, cf. avAol Tyxtidos (16 1v.53, Aegina). The aulos consisted of
two bored pipes, which were played simultaneously. Thus, the genitive a0A&v
can be interpreted as a genitive of possession, cf. Gentili’s (2006) translation
“una melodia ... con tutte le voci dell'aulo”, with which I align, or as a genitive of
relationship, cf. Race 1997a “a melody with every sound for pipes”. In two other
Pindaric passages (0. 7.12, I. 5.27), mduguwvos is connected with the aulos (on the
topic cf. Kaimio 1977:148-149, Wilson 1999, Martin 2003), a musical instrument
which Uhlig (2019:111) defines as “a tool made of voice”. Differently, mauguwvog
applies to ‘hymenaeus’ in P. 3.17 and to the xé\vg in Men. Leuk. 6. Accord-
ing to Papadopoulou—Pirenne-Delforge 2001 (cf. also Barker 1984:57, Lasserre
1954:35) the pamphonon melos could be produced through the partial obstruc-
tion of the holes or the control of the pressure exerted on the aulos’ reed. This
hypothesis does not seem to find any support in the material evidence. Earlier
types of auloi, such as the exemplars from Paestum (ca. 480 BCE) and Pydna
(ca. 580 BCE), display two bored pipes of different length, in which fingerholes
are shifted against each other only by a single hole (Hagel 2020:424). There was
a margin of tuning at disposal of the player and the double-reed mechanism
allowed a series of different effects (such as overblowing, pitch fluctuation, and
vibrato, cf. Wystucha—Hagel 2023:4). Given its vague semantic employment,
here the adjective mappwvog may simply refer to a uéhog that exploits the full
potential of the instrument.

43 AOAQV ... mappwvov péros: Gk. pélog derives from IE *mel(H)- ‘to be object of thought’
(Serangeli 2016). The etymology of ué\og suits the Pindaric usages of the word and Gk.
cognate terms well, see, in particular O. 14.18, P. 4.15, P. 10.59. Cf. also the secondary root
*meld"- from *mel(H)-d"eh;- (Kolligan 2018:231—233), which has a reconstruction suppor-
ted by the parallel with Pi. P. 10.58-59 8nagépev ... uénua “we will make (him) object of
thought”. Furthermore, péAmw and poAny) may belong to aroot displaying a p-enlargement,
also attested in Olr. °molor ‘I praise’ (Stokes 1901:190).
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20 Sopa Tov Edpuddag €x xapmaiudy yevowy “so that she (might re-enact the
lament) from the trembling (lit. rapid) jaws of Euryale”. Sulzer 1961:27 provides
a visual description of the verse. Hes. Th. 276 is the earliest source in our pos-
session mentioning the names of the three Gorgons: Sthenno, Euryale and
Medusa. According to Held (1998:384), by singling out Euryale’s lamentation,
Pindar is implying that the tune produced by Athena contains only two strains.
Differently, I think that the focus on Euryale may be conditioned by the phon-
etic shape of Euryale’s name, since the sequences EYP(P)-/-EY-/EP-/PY- occur
five times within five consecutive verses (see below, 22).

The adj. xapmdAipog, of unknown etymology (according to Chantraine DELG,
Frisk GEw, Beekes EDG s.v. xapmdAipog), regularly applies to the swiftness of feet
in traditional hexameter poetry (Il. 16.342+, cf. LfrE s.v. xapmdAiuog) and later
authors (Aristoph. Thesm. 957+). The Pindaric usage is unique. It might refer to
the agitated movements of Euryale’s jaws and is thus freely translated here as
trembling. For the image of the ‘gnashing jaws’ cf. P. 4.243, where the dragon’s
jaws are described through Adfpos ‘furious’: Spdxovtos ... AaPpotatdy yevdwv, cf.
also Eur. HF 253 Adfpov Spdxovtos ... yévuv. 4+

21 Xptuplévta obv Evteat piunoat’ EpueAdyxtav yéov “(so that) she might re-
enact with instruments the loud (lit. high-screaming) lament that was extrac-
ted (from Euryale’s jaws)”. The passage emphasizes the acoustic dimension of
Euryale’s lament. According to Vernant 1985 and Segal 1994, 1998, the associ-
ation with loud sounds is a distinctive trait of the Gorgons.

For xptugfévta ... yoov cf. Aeschl. Sept. 84 yplumtel Bodv. The verb ypiumtw
(‘to near’ in Homer, cf. LfrE s.v. xpiumtw) is here constructed with €x + gen.
(cf. 20) and means ‘to force from’ (Slater 1969 s.v. xpiuntw), cf. Hsch. x 743 HC
xpi(w)mreabal ... exPolelv “throw out/extract from”. Akhunova 2020:10, instead,
renders: “the lament brought up close to the swift jaws and [coming] out of
them”, suggesting that this description hints at the “sensitive adjustments in
pressure of the reed” that an aulete had to make while playing. This inter-
pretation presupposes an overlap between Athena and Euryale. But the use
of ppéopar makes it unlikely that such an overlap exists (see below). As a

44 & xapmaApdy yevdwy: significantly, both xapmdiipog and AdBpos may be etymologized
as belonging to roots with a basic meaning ‘to take/seize’. As first proposed by Schrader
(1890:473) xapmdAipog may be based on IE *(s)kerp- ‘to pluck’ (L1v2 559, IEW 944-945, cf.
Gk. xapmég ‘fruit) Lat. carpo ‘I seize’; on the -aipog formation cf. Arbenz 1933:28-29), while
AdBpog may reflect a ro-formation from 1E *sleh,g*- ‘to seize’ (L1v2 566, IEW 958, cf. Gk. Aoy~
Bavw ‘I take’), cf. the semantic shift seen in Lat. rapio ‘to seize’, rapidus ‘rushing’. The word
for jaw’ is inherited: Gk. yévug reflects “genu- (cf. Nikolaev 2010a:1-18).



70 CHAPTER 5

parallel for abv évteat instead of the ‘simple instrumental’ (¢vteot), Bernardini
(2006%:679) proposes P. 4.39.

As stressed by Bernardini 2006#:679 (contra Kéhnken 1976:95, fn. 9), Athena
is the subject of punoart(o). According to Burton 1962:26 pipéopat hints at the
expressive possibilities of the aulos, while Schlesinger 1968:278 argues that the
verb refers to the nature of the artistic creation. In my view, this claim is sup-
ported by further Greek poetic parallels.

As emphasized by Gentili (1971) and Palmisciano (2017:186-188, 2022:107—
108), in Pindar pipéopat denotes the act of creating an artistic work (a musical
or dance performance), by re-enacting a non-artistic model, such as a non-
articulated sound or a non-choreographed movement,*> cf. fr. 94b.13-15 oetpfiva
3¢ xoumov | adAiowwy OO AwTivey | punaop’ dodals “I shall re-enact in my songs,
to the accompaniment of lotus pipes, (that) siren’s clash”; fr. 107a Ilehagydv
Trmov 1) abvar || Apurdduay drywvie || EAediopevos modl ppéo xapmddoy pérog Sie-
xwv “re-enact the Pelasgian horse or a dog from Amyclae as you shake with your
footin the contest and drive forward the curved song” (on the xaumidiov puérog cf.
Franklin 2013:227—229). Below, I argue that an analogous idea underlies a non-
Pindaric parallel, HH 3.161-164, which displays a number of similarities with P.
12.19-21:

HH 3.161-164

Upvov deiouaty, Béxyouat 8¢ pUA’ dvBprymuwv.
mavTwv 8 GvBpwTwy Quvdg xal xpeuBaaTiv
uipelol’ Toaoty galy O€ xev adTodg Exaatog
@BEyyead’ oltw apv xaAy auvdpypev Gotd)

As they sing the humnos, and they enchant all different kinds of human-
ity. All human voices and loud sounds they know how to re-enact
[mimeisthai]. And each single person would say that his own voice was
their voice. That is how their beautiful song has each of its parts fitting
together [sunarariskein].

TRANSL. NAGY 2013:230, modified by the author

The similarities between P.12.19—21 and HH 3.162—164 are remarkable, although
the passages deal with different artistic genres. Both texts ultimately concern
the creation and the nature of a piece of art, namely: a choral performance, in
the case of the Delian maidens (on which cf. Nagy 2006, 2013), a musical piece

45  This aspect of uiuno is criticized by Pl. Leg. 669de.
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(the nomos kephalan pollan) in Pythian Twelve. Three common traits between

the passages must be highlighted in this context:

(i) the performance of the Delian maidens and that of Athena are both of
imitative nature, more specifically,

(ii) they figure as the re-enactment of a sound, which does not have a precise
intonation (xpepuBoiiotiév in HH 3.162,*6 Euryale’s épuchdryxtay ydov in P.
12.21).

(iii) the transition from ‘sound’/‘noise’ or ‘speech’ to ‘song/performance’ (xaAn
... Gowd¥, HH 3.164; oUAtov fpfivov, P.12.8) happens through a process of con-
struction (ouvdpypev, HH 3.164, on which cf. Nagy 2006, oAtov 8pijvov dia-
nAgEono|a], P. 12.8, telye mappuwvov pérog, P. 12.19), which involves a great
deal of skill (pain 3¢ xev adTog Exaatog || pO€yyead’[0-], HH 3.164; Téxva, P.
12.6).

From a mere phraseological point of view, mavtwv dvBpwmwy ewvdg (HH 3.162)

matches Tappwvog; pupelod’ loaow (HH 3.163) matches ppnoart(o) (P.12.21) and

the use of cuvapapionw in connection with do1dv (HH 3.164) is comparable to
that of telyw in P. 12.19, since the metaphor ‘song’ : ‘fashioned object’ may
underlie both expressions (see above, 19). Finally, I would add, the Delian maid-
ens perform a Upuvog (HH 3.161), etymologically, ‘a woven composition’ (as per

Eichner 1979:205), while Athena ‘braids’ (StamAéEaic|a], P. 12.8) a thrénos. As

Phillips 2013 points out, in the ode the theme of mimeticity could be regarded

as multiplied: Athena creates the new nomos by imitating Euryale, Pindar

imitates Athena and, in turn, Pythian Twelve may imitate the ‘tune of many
heads.

21 gpuehdryxtay yéov “(the) loud (lit. high-screaming) lament”. Ex Graeco ipso cf.
Aeschl. Pers. 947 x\drykw ... yéov. As Steiner 2013:179 points out, ¥hayy" hints at
the “animalistic quality of these sounds” since the term often denotes cries of
birds and other animals. Significantly, in fr. 70b.18 (= Dith. 2.18) xAayy" applies
to the snakes of Athena’s aegis. The compound épucddyxtav (hapax eiremenon)
is glossed as peyaroxddyxtav by Theon (P. Oxy. 2536). It exhibits a SCM °xAdy-
xtag”, which has an active meaning (on -tag formations cf. Leukart 1994). Gar-
cfa Ramon (201a) identifies phraseological and onomastic parallels for the
Pindaric collocation, namely: HH 2.82 péyav yéov, the Myc. MN E-ri-ko-wo (PY
An 656.2, Ep 212.2, Jn 845.7, 944, with a FCM E-ri° from 1E *seri® ‘high’ [loc.], cf.

46 VL Bappaiiaotidv ‘babble’ (as a recent reference cf. West 2003b). On xpepoiiotis cf. Nagy
1990a:43, Peponi 2009, who shows that xpepBaiioctis “denotes the act of generating a
sound through percussion devices’, referring to Athen. 636¢ and a variety of iconographic
sources.
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Willi1ggg), which may reflect /Erigowos/ and so partially match both [péya, g, —
Bodaw] (Il. 17.334) and the epithet Epiéag (“whose cry is high”, Dionysus in
Pi. fr. 75.10). The entire Pindaric iunctura is also comparable to yéov é§vBéav
(Aeschl. Ag. 57).

22 epev Oedg dMd viv ebpoic’(a) “The goddess invented it, but invented (lit.
inventing) it ...” Greengard 1980:24 highlights the chiastic disposition of the
members of the collocation [GODDESS—-FINDS/INVENTs], namely: TToddg
¢qedpe (7) and ebpev Bedg (22). On ebpioxw and the poetic invention see above, 7.
Uhlig 20191109 argues that “the iterative patterns of the ode mirror the mimetic
tool at its center”. On the iteration of the verb with ptc. cf. Fehling 1969:146-148
(“Verkettung von Sitzen durch Partizip oder Nebensatz”). The quasi-allitter-
ative repetition of the sequence EYP- and EP- between 16 and 22 stands out, cf.
avtoPYtou (17), EPPYoato (19), EYPYdAag (20), EPucAdytav (21) EYPEv, EYPoioa

(22).

22 gvdpdat Bvatols Exewv “for mortal men to have’, cf. avdpdat ye Bvyrolot (L.
10.403+) and 0. 1.54, 0.13.31. The collocation [MORTAL-MAN] occurs in Homer
and elsewhere also as Bpotog avwp (cf. Il. 5.604+), a variation of which is attested

in P. 5.3 Ppotiatog avnp.

23 QVOUOOEY XEQAUAdY TToAAGY vopov “and she called it the tune of many heads”.
Gk. dvopdlw*” means ‘to give a name’ in Pindar (Slater 1969 s.v. dvuuddw), unlike
in Homer (cf. LfrE s.v. dvupuddw also ‘to call [smbd.] by name’).

Gk. véuog is “a specific, nameable melody, or a composition in its melodic
aspect, sung or played in a formal setting in which it was conventionally appro-
priate” (West 1992:216, cf. also Power 2010:215-224). In particular, the xepoAdv
TOMAY vopog invented by Athena is commonly identified as the vopog moAusé-
@oAog. However, Phillips 2013, 2016 argues that the tune of many heads of P. 12
is the ‘Athena nomos’, proposing that the final line of each strophe mimics the
Athena nomos’ modulation. The invention of the véuog moAuxéparog was cred-
ited to Crates or Olympus (cf. Pi. fr. 157), who was also believed to have invented
the nomos Pythikos (cf. Pra. 713, [Plut.] Mus. 1133de).

The scholia give three different explanations for the name of the xepadv
TOMAV vopog: (1) the nomos imitated the sound emitted by the numerous snakes’

47  @vipooev: denom. from *f; /hgnéhs-mn- cf. Pinault 1982, with v-vocalism [Svupa, dvopddw]
for Cowgill’s Law, cf. Vine 1999:557-558.
vépov: thematic o-grade derivative from IE *nem- ‘to distribute’ (cf. L1v? 453, IEW 763).
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heads (so X P. 12.39a Dr,, cf. Perrot 2012:357-360), (2) fifty choreutes accom-
panied the nomos (so X P.12.39b Dr.), (3) the nomos included several prooimia
(so X P.12.39c Dr.). On the basis of (3), P6hlmann 2010—2011:44 suggests that
the vopog moAvxéparog included many episodes, named prooimia by X P.12.39b
Dr. As Bernardini (2006*:680) points out, Pindar’s text suggests that the nomos
re-enacted the snakes’ hissing. Nonn. D. 40.229—231, which is inspired by P.
12, provides the same aetiological explanation (cf. chapter 6, section 3). Luisi
(in Gentili-Luisi 1995:20) proposes that the vopog moAvxégarog, performed on
a double-piped aulos, consisted in the “virtuoso interweaving of arias passing
from one reed of the aulos to another, or from one tetrachord to another” or
in the “interweaving of arias in a sort of possible heterophony” (transl. from
the Italian original by the author). Imagining that the nomos was that of such
complexity appears consistent with its aetiology.

24 g0xAéa Aoooodwy pvaothp’ dywvwy “a glory-making memento of the con-
tests, which stir people”. As pointed out by Gentili 2006%: xxxv11, fn. 3, to the
modern reader the entire Pindaric verse may recall the wording of Od. 22.210—-
211, where Aaooadog and pvnatip feature at a close distance, cf. diéuevog Aaoa-
abov Eupey’ AdVpwmy. || pwathipes & Etépwdev oudxAeov €v peydpotat. However, a
dependence between Pindar and the Homeric passage cannot be proved. The
co-occurrence of Aaooadwv and dywvwv creates a repetition with cognate terms
Aaolot and dywv, at 12 (see above). Greengard 1980:47 stresses that “Gycvwv is
the critical word in this transition from the goddess Athene’s flute to that of
the victor Midas”.

As already touched upon (see above, 5), in Pindar Gk. edxAevg has a possess-
ive (‘whose xAéog is good’) or a factitive value (‘making xAéog good’). £ P.12.42 Dr.
glosses ehikeng as Evdo&og ‘famous’; but this does not necessarily speak in favour
of a possessive meaning of ebxéa since &vdo&og recursively glosses dxeng, cf.
2 0.6.124b Dr. (on 0. 6.76 and the role of Xdapig as ‘glory-maker’ through poetry
cf. Adorjani 2014:250). I believe that the compound has a factitive value in this
context (cf. chapter 10, sections 3—4). Following Bernardini (20064:680), who
proposes that the adjective is in hypallage, Meusel (2020:304—310) reconstructs
a collocation *[ebxAenc—dywv] underlying 24 (cf. 1. 3/4.1 €086&0(s ... d€Bhoig, Ba.
9.21 e036Ewv dywvwv). This reconstruction matches the emendations Ahlwardt
1820 and Thiersch 1820 propose to the verse: ebxAéwv Aaogadov. In turn, Meusel
compares the Gk. reconstructed iunctura to Ved. [srauvasd- —aji-] (Rv7.98.4d),
which would constitute an almost perfect match to the Pindaric collocation.
While Gk. ebxeng may be transposed as [*#;su-kléues-], Ved. srauvasd- reflects
a thematic vrddhi-derivative of srdvas-; Gk. dywv, Ved. gji- are both derived to
IE *yag- ‘to lead/drive’ (cf. L1V? 255—256, IEW 4-5).



74 CHAPTER 5

The referent of the entire expression ebxAéa ... pvaatiip’ dywvwv is identified
with the aulos by Clay 1992:523, with the avAntudy) téxwy by Kohnken 1976, and
with the vépog moivxéparog by Bernardini 20064:681. I concur with the latter
hypothesis (cf. chapter 10).

24 eixAéa: The metrical interpretation of 24 is debated because of this word.
The presence of edxAéa points to an anaclastic responsion, i.e. a responsion
in which a choriamb equates an epitrite (cf. Schroeder 1922:503, Wilamowitz
1921:433—434), which is accepted by Gentili 2006%. Schmid’s (1616) proposal to
change ebxAéa in eDxAed, in order to keep the responsionality, is followed by the
rest of modern editors (cf. Snell-Maehler1987), while Maas [in Bowra1930:503]
defends the form edxAed, interpreting it as ebxAéea (comparing Ayagieéel in
P. Oxy. 659.50, cf. also Schroder’s emendation edxAéea with synizesis).

The acc.sg.masc. of compounds with scM ending in *ey-es- commonly ap-
pears as -¢& in Pindar, cf. dyaxdéa 1. 1.34, edxdéa cf. O. 6.76, P. 8.62, P. 9.56, N.
5.15, N. 6.29, N. 6.46, fr. 52b.103 [Pae. 2 = D2 Rutherford], ‘HpaxAéa O. 10.16, cf.
also wAéa P. 1.95 (reflecting *naleyes- ‘inescapable’ or *néleues- ‘pitiless’). In
two cases, the final syllable islong (-¢&), but these accusatives are always placed
at the end of the verse, cf. TouAéa# P. 9.88, dyaxréo# fr. 52d.12 (Pae. 412 = Dg
Rutherford). The same treatment seems also to be analogically extended to the
acc.sg.masc. of edepxng, cf. ebepuéa# (fr. 52d.45 [ Pae. 4.45 = D4 Rutherford]). This
compound displays a scM °epxn (cf. €pxog [ *serk-e/os-]), which shows no trace
of y-loss and possible vowel contraction. The form edxAed would thus stand out
as unparalleled.

In Bowra 1930:182, Maas proposes that edxAed is based on an acc.sg. -xAéea™
which contracts in -w\ed, given the existence of the dat.sg. Ayaoucdéel
(fr. 94b.38). However, this hypothesis is unlikely. The acc.sg.masc. of an s-stem,
regularly appears as -xAea in Attic MN s with SCM ©xAeyg, but as -eea, -ev or -y in
other dialects (Buck 1955:39—40, 90—91). Thus, one would need to assume that
ebxAed is an artificial form with hyperdoric colour. For this reason, ebxAéd is
probably preferable here. Indeed, one may account for the outcome -éd < -eeat
< *-ey-es-m in different ways: (a) through analogy to forms attested in Gk. hexa-
meter poetry, and (b) through analogy to s-stem adjectives. Explanation (a)
works for a form like vyAéa véov (P. 1.95), which echoes vyAéa Bupdv (1L 19.229).
Phraseological analysis reveals that véog and upég share some collocations ex
Graeco ipso, cf. muoxwvog véog (IL. 15.461) and Tuxwd ... Bupd (P. 4.73), and ex Pin-
daro ipso, cf. véov laivet (P. 2.89) and Bupdv iaivew (O. 7.43).

For the acc.sg. ebxAéd, dyaxAéd both explanations (a) and (b) are possible:
(a) Homer attests two acc.sg.masc. -é€d of compounds with scM °xAéy,

namely: dvoxAéa ‘in disrepute’ and dAéa ‘without glory. Chantraine
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1948217, 74 notes that the Homeric vulgate preserves Svaxiéa "Apyog (IL.
2.115 = Il. 9.22), dchéa éx peydpwv (Od. 4.728) and proposes that this ortho-
graphy may be explained as an “artifact of the written transmission”
(Nussbaum 2018:269, fn. 7), which substituted °xAéa to °xAée’. This view
is contested by Nussbaum (2018:298), who explains dvaxAéd, dxhéd and
wAéd as ‘Neo-Ionic’ forms resulting from hyphaeresis (namely: V,V,V, >
V,V,: -eed > -ed). At the same time, Nussbaum (2018:307) also points out
that Hom. duoxAéd and dxAéd are not metrically guaranteed, since they
occur in hiatus and as a consequence the hyphaeresis is not guaranteed
either. Since edxAeng ‘having or making good glory’ and dyoxAéyg ‘hav-
ing great glory’ are antonyms of dvaxAéns and dxAéyg, they may have an
underlying Homeric model.

(b) One might alternatively imagine that accusatives like ebxAéd and dryodéd
are analogical to the regular uncontracted acc.sg.masc. of compounds
with s-stems as SCMs, i.e. -€d < *-efi-a < *-es-m, cf. e.g. peravteiyéa 0.14.20
(Heravtewymg, Tetyos), evteryéa N. 7.46 (gbteryng, Telyos), ebavléa P. 2.62, I.
7.51 (e0ovng, dvBog), AevwavBéa N. 9.23 (Aeuxavbig, dvlog), dAtepxéa O. 8.25,
I. 1.9 (dhepung, Epxog) etc. The uncontracted forms are attested in almost
all dialects, except Attic.

From this analysis it follows that, in principle, P. 12.24 may contain e0xA£d, i.e.

the accusative form of e0xAey. In this case, the metrical irregularity might be

explained in two different ways. The verse may contain an anaclastic respon-
sion (see above). Alternatively, as argued by Bowra (1930:182) and mentioned by

Gentili (2006%:317), the verse may exhibit a metrical lengthening of -d followed

by A- (Aaooodéwy is the next word), like the one seen in I1. 6.64 #odta xatd Aomd-

pny, cf. West 1982:15-16; on the phenomenon of a short vowel which is metrically

lengthened by a resonant or a semi-vowel in Pindar cf. Christ 1867:630-631,

Maas 1913:307 [= 1914:19].

24 Moooéwy pwvaathip’ dywvwv The compound Aaocadwv is built with the same
lexical material as the collocation énegaetovto ... Aot (11 2.86+),48 with mid.intr.
gebopat. Moreover, it partially matches Vedic collocations of the type [to SET
IN MOTION (Ved. cyav)-MEN (Ved. ndr-, jana-)/PEOPLE (Ved. krsti-)], found in

48  Aaogebwy pvaotip’ dywvewy: Aaooodwy (Il 13.128+) displays a scM based on IE *kiey- ‘to put
in motion, underlying Ved. cyav ‘to set in motion), Av. $(ii)auu- ‘to undertake’ (as per Garcia
Ramon 1993, 1994:71, cf. also Costa 1987, contra L1v2 394-395 [cf. IEW 539], reconstructing
*kjey- ‘to put oneself in motion’), cf. Gk. oedw, coéw™ ‘to put in motion, from which the
scMs of dopuoodog ‘brandishing the spear’ ([Hes.] Sc. 54+) and inmosdag ‘inciting horses’
(P. 2.65+) are derived.



76 CHAPTER 5

RV 10.50.4C, 1.37.12b, 7.19.1b. As Newman—Newman 1984:90 point out, Athena’s
invention possesses a power that is the opposite of that of Medusa’s gaze: “the
many-headed tune eventually became, not something that immobilized men,
but rather something which courted the men, into action at the games”.

Gk. pvaotip is a nomen agentis based on the 1E root *mneh,- ‘to think to’ (cf.
LIVZ 447, 1EW 726—727), which underlies both Gk. pvdopat ‘to woo’ and pipvioxw
‘to remember’. In principle, the term might count here as ‘inviter’ (cf. uvdopot)
or ‘reminder’ (Race 19974, cf. piuwjoxw and X 1. 2.1a Dr., hence my translation
‘memento’), pace Kéhnken 1971:140, who proposes ‘proclaimer’ (“Kiinder”). Ex
Pindaro ipso cf. pvagiotépavos reminding crowns, inviting to the victory’ (Slater
1969 s.v. pvaagtotépavog), which probably refers to dywv in fr. 19 and matches
the collocation pvactp otepdvwy “reminder of crowns”, “inviter to crowns(/vic-
tory)” (Pi. fr. 10).

3 Transition (25-27)

The mention of the ‘tune of many heads’ concludes the mythological excursus.
The new transition section occupies 25—27 and thus precedes the final part
of the poem. At 25, with a participle clause referred to the xepordv moMay
vopog, Pindar quickly shifts the focus from the occasion on which the nomos
is executed (24) to the instrument on which the nomos is played (25), the aulos.
Reference to single organologic components of the wind-instrument allows
the poet to detach from the indistinct, blurred dimension of myth. At 26, once
again by means of a relative clause, Pindar returns the ode back to earth, spe-
cifically to the Greek landscape of Orchomenos and the river Cephisus, on the
banks of which the reeds used for the aulos thrive.

25 Aemtod Stoviodpuevov xodxold Bapd xal Sovdxwy “(the tune) often passing
through thin bronze and reeds”. For Aemtod ... yaAxod cf. Aemtédtaros ... xohxndg
“very thin bronze” (of a shield, Il. 20.275).

According to Wystucha (2019:231 fn. 61, cf. also X P. 12.44a), the ‘thin bronze’
and the ‘reeds’ are a metonymy for the aulos. Differently, Papadopoulou—
Pirenne-Delforge 2001 propose that the verse refers to the ‘bronze-coated’
aulos. After all, yaAxéo was integrated by Snell-Maehler in fr. 52¢.94 (Pae. 3.94
= D3 Rutherford yohx]éon’ adAdv dupdv) on the basis of this very passage and
the reference to the ‘bronze voice’ of the maidens of Delphi in fr. 52b.100 (Pae.
2100 = D2 Rutherford yaAxéa ... a0d@) may also hint at an aulos accompani-
ment. We know that all-metal auloi existed, but there is no actual archaeolo-
gical evidence for them from ancient Greece. We should therefore imagine this
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instrument from Pindar’s age (beginning of 5th c. BCE) as similar to one from
the 1st BCE-1st c. CE: the “Tibiae Gorga” (two separate pipes acquired at the
beginning of the 20th c. by Evan Gorga, currently under restoration, but prob-
ably coeval of the auloi from Pompeii), which were almost entirely covered with
adouble layer of bronze foil;*° the tibia held by Euterpe on the Pompeian fresco
from the Inn of Sulpicii Monagine (Pompeii, inv. nr. 85182). Horace (Ars 202—
204, on which cf. Brink 1971:262—266) too mentions a wind-instrument covered
with brass or a metal-alloy (tibia ... orichalco vincta, 202, cf. Wystucha 2022)
as opposed to the simple, tender tibia (tenuis simplexque, 203, cf. Wystucha
2018:231 on the passage), companion of the choir (adspirare et adesse choris,
204).

Alternatively, 25 might refer to the components of the aulos’ upper part. In
our text, the use of dovdxwv stands out in opposition to the possible metrical
equivalent xoAduwv, which, in Pindar, commonly applies to the aulos’ pipes
(cf. 0.10.84, N. 5.38, fr. 52i1.36 [Pae. 8.66 = B2 Rutherford], fr. 70.3). As Luisi (in
Gentili-Luisi 1995:20—21) suggests, dévaf may hint at a special type of reed, from
which the aulos’ mouthpiece was built (cf. Loscalzo 1989 on the Boeotian pro-
duction). Indeed, the reed, called ‘hymn-maker’ (dpvomoiés) in Eur. 7rGF 100
(quoted by Theon P. Oxy. 2536.29—30), not the pipes, is the primary producer
of the aulos’ sound. In early auloi, the mouthpiece probably consisted of two
reeds, namely, “two trapezoidal ‘blades’ fastened together to form an opening’,
which were controlled by the lips (by compression and expansion) so as to pro-
duce different sound effects (Wystucha—Hagel 2023:3—4). Further support to
this hypothesis may come from a comparison with Nonnus of Panopolis. In D.
24.38, the invention of the nomos polykephalos is said be concomitant to that of
the ‘type of pipes, which has the same yoke’ or ‘are yoked together’ (dpoluyéwv
TOTOV AVAQVY); in D. 40.227, the Phrygian auloi on which the nomos polykephalos
is performed are called 8ilvyes ‘having two yokes or a towfold yoke’. Nonnus’
terminology can be connected to that employed by Theophrastus (Hist. Pl
4.111-9), who seems to apply Lebyy to mouthpiece’s parts in a general sense
(in opposition to yAwttis, denoting a single reed, cf. Wystucha—Hagel 2023:30).
So, in Nonnus, the compounds might refer to the fact that the many-headed
nomos was performed on a double-reeded, double-piped aulos (as opposed to
the monocalamos), cf. chapter 6, sections 2—3. As Nonnus’ passage is likely to
be based on Pindar’s Pythian Twelve, we may reconstruct that, by Nonnus’ time,
our passage was interpreted as containing a reference to the aulos’mouthpiece.

49  http://www.icr.beniculturali.it/pagina.cfm?usz=5&uid=67&rid=50&rim=159
(last accessed: September o1, 2023).
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A more remote option is that Aemtod ... yaAxo? hints at the syrinx-mechan-
ism, identified by Luisi (1995:26—27) as a bronze connecting-device or support
that would have been added on the aulos’ mouthpiece so to allow Midas to play
the aulos tpémw abpryyos ‘in the way of the syrinx’ after the reed of his aulos
had broken (X P. 12 inscr. Dr.). This hypothesis should be revised in the light
of most updated archaeo-musicological analyses: as Hagel (2010—2011) shows,
the aulos’ syrinx designates a ‘speaker hole’, usually located in proximity to the
aulos’ mouthpiece or the highest fingerhole, aimed at enabling or facilitating
overblowing, i.e. switching to a higher register (cf. Howard 1893:32—35). The
syrinx allowed performers to produce shrill squeaking sounds, so that, by the
middle of the 4th c. BCE,?° syringes were regularly employed by the auletes who
performed the nomos Pythikos at the Pythian games, since this re-enacted the
sounds of Apollo’s hissing enemy Python (cf. chapter 1, section 1). The syrinx
was activated by “rotating rings with a hole that could be aligned with a hole
in the core [scil. of the pipe], and sliders attached to rods, where the hole is
covered by a moving plate” (Hagel 2010—2011:500). The rings seem to have been
realized in metal on auloi of Roman age. Our information on syringes of the
earlier auloi is scarcer. Auloi from the Classical Age feature the syrinx, but it
might have been activated by removing a wax plug (Hagel 2010—2011:503). It
is tantalizing to connect a syrinx mechanism, especially if we imagine it as a
bronze ring, to the execution of the nomos performed by Midas. If this piece
is identified with the nomos kephalan pollan, which, just like the Pythikos, re-
enacted the Gorgons’ serpents’ hissing sounds (see above, 9, 21), using a syrinx
might have helped the performer to re-enact the Gorgons’ snakes. Against this
hypothesis speak the archaeological evidence, namely, the syringes found in the
Megara auloi (dated to the first half of the 3rd c. BCE, cf. Avgerinot in Terzés—
Hagel 2022): these instruments offer the oldest (known) attested examples of
syringes, which were activated by bronze rings. However, the rings were pushed
away to uncover the speaker-hole. As a consequence they were not ‘traversed
by the sound’ (Stavigduevov).

A further, maybe more likely, possibility is that the ‘thin bronze’ hints at
metal reinforcing rings which are often found on the joints on bone auloi, or,
maybe, to abronze gopfeid, i.e. aband put round the lips of pipers to assist them

50  The provided date is connected with information concerning of Telephanes of Megara, cf.
adtixa Tnhepdws 6 Meyapueds obtws Emodéunaey tais adpryE dote Todg addomolods 008’ Emt-
Betvar mwmote elagey Eml Todg adAols, dAAG xal Tod TTuBixod dydvog udkiota S tadt dméot)
(Aristox. apud [Plut.] Mus. 1138a), “at any rate, Telephanes of Megara fought so harshly
against the syringes that he never even allowed the aulos-makers to add them to [his]
auloi, but preferred to stay away from the Pythian games mainly for this reason’”.
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regulating the sound (cf. Aristoph. Vesp. 582, Hsch. € 5411 LC émiyodxov atépa to
TV adANTAY, Sid ™V popPetay, cf. Landels 1964:392, fn. 4). In this scenario, stat-
ing that the sound ‘often passes through the reeds and thin bronze’ would turn
out to be a quite accurate description of the sound production. Pindar, who, as
we know, had been trained as auletes, could have been aware of any of these
details and have alluded to them in his poem.

The rare verb diaviadpevov, glossed as Stamopevdpevoy by X P. 12.44b Dr., is an
acc.masc.pr.ptc.mid. of the dwa-prefixed verb vigopat ‘to come’ (cf. 0.3.10, 0. 3.34,
N. 5.37), which reflects a reduplicated pr. *ni-ns-e/o- from the IE root *nes- ‘to
go home’ (see above, 3 vaieig). In all Pindaric instances, vigopat exhibits a long 1
from 1CL *-ins- > *is- (cf. all dialects, except Thessalic and Lesbian). Therefore,
there is no reason to read Sioavicaépuevov with V (Sandys 1937). For diaviadpevoy
... Bapd cf. N. 5.37 Baua vicetat “often comes”. In both P. 12.25 and N. 5.37 the
use of the adverb Bapd would stress the idea of a repeated action, which can
be assumed to already be a semantic component of the reduplicated present.
According to Spelman (2018:37, fn. 3) this is one of the verses in which Pin-
dar “describes various sorts of poetry and poetic traditions as iterative, abiding
presences in the world”. As stated above, I think that this verse may actually be
connected to the aulos’ technique: in wind-instruments the air is breathed into
the reeds and the pipes to emit the sound.

The reading Oaud is preserved by the majority of the mss. and by Theon'’s
hypomnema as a varia lectio besides 0’dua ‘(passes through thin bronze)
together with (the reeds)’ (adopted by Gentili 20064).

26 ol mapd xaMixopov vaiotat oA Xapitwy “which dwell by the Graces’ city
of beautiful dancing places”. The city in question is Orchomenos, cf. O. 14.1—4,
where 2 (referring to the Charites) atte vaiete xadinwlov €5pav vaguely recalls
P. 12.26 and P. 12.1-2 (see above, €3pa and €3o¢ both derive from I1E *sed-).
The compound xaMhiyopog, matching a collocation [xaAdg—xépog] (Od. 12.318+,
cf. esp. HH 27.15 Xopitwv xaddv xopdv dpTuvéovaa), first occurs in hexam. (Od.
11.581+).

As X P.12.44a, 45ab Dr. suggest (olxodat ... pvovtat), this is the verb vaiw ‘to
inhabit’ (see above, 3), not vaw ‘to flow’, preserved by Theon (P. Oxy. 2536: vdotat,
judged as ‘improper’ [dxvpov] by Theon himself, cf. Maehler 1968, Treu 1974).
The Charites are daughters of Zeus and Eurynome (Hes. Th. 907, [Apollod.]
113, Call. Aet. 6, Paus. 9.35.1, Hyg. Fab. praef.) or Helios and Aegle (Ant. 140,
apud Paus. 9.35.5+), or Dionysus (Anacr. 38+). The cult of the Charites associ-
ated with three stones in Orchomenos was established by Eteocles, the son of
river Cephisus (Hes. fr. 71, X O. 14 inscr.c Dr.+, Strabo 9.2.40, Paus. 9.35.1, 9.38.1),
who had received them from the sky. In Orchomenos, the remains of a temple



80 CHAPTER 5

in honour of the Charites have been identified cf. Amandry—Spyropulos 1974.
On the Charites in O. 14 cf. also Athanassaki 2003, Lomiento 20102011, Nieto
Hernandez 2017.

27 KagtoiSog év tepével, “in the precinct of Caphisis”. Kagtols is first attested in
hexam. (Il. 5.709+) in connection with a lake (Aiyvy). Here the name is identi-
fied with that of the river Cephisus’ nymph. The river Cephisus is a son of Ocean
and Tethys (Hyg. Fab. 6). Gk. téuevog denotes a sacred space, which is ima-
gined as ‘cut-out for a god’ (on Gk. tépevog, Lat. templum and common poetic
usages cf. Garcia Ramon 2008). The collocation [Tepevog-GODg, /GOD,q; ] is
often attested in the Pindaric corpus as a variation or substitution kenning for
a PN, cf. ITogetddwvog ... Tépevog (P. 4.204) ITogetddviov ... Téuevog (: the Isthmus,
N. 6.41), Kpoviov map tepével (: Olympia, N. 6.61), Tépevog "Apeog (: Syracuse, P.
2.2), mlov Tépevos Kpovida (: Libya, P. 4.56).51

27 ToTol xopeutdv pdptupes “faithful witnesses of dancers”. For miatof ... udptu-
pes cf. P.1.88. In fr. 70 Pindar states that the streams of the Boeotic river Melas
nourish the “most musical reed” (tév dowddtatov ... xdAapov, cf. Loscalzo 1989).
A variety of ancient sources (Theophr. Hist. Pl. 4.11.8, Strabo 9.2.8) confirm
that the Pelecania, a region located in the Copais marsh, at the confluence of
rivers Cephisus and Melas, was renowned for the production of aulos reeds (cf.
Roesch 1989). As Bernardini (2006*:682) points out, Corinna (692.2) describes
the Cephisus as eldevdpog ‘rich in plants/trees’ (cf. Spinedi 2018:133). Maslov
2015:219 notes: “The reeds used in constructing auloi are not merely present at
the choral performances; they are, literally, the vocal supporters of the chorus.
The immediate proximity of this image to the mention of the choreuts (the only
occurrence of the word yopeutdg in Pindar) is also suggestive, as it invites us to
think of the members of the chorus, by analogy, as a collective of martures”.

4 Gnomai (28-32)

As Rutherford (2013:51) underlines, some “epinikia end with a narrower vision
of limits: the hero has achieved the ultimate, and he should go no further, and
neither should the song”. The end-lines of P. 12 can be juxtaposed to those of

51 Cf. also Apyeiov ... Tépevog (Pi. N. 10.19) with the structure [tépevog—CITY, ;] Differently,
Tuvd]aptdav ... || Tepé]vet (supp. Lobel) in fr. 52s.2 (Pae. 18.2 = S7 Rutherford) may refer to an
actual tépevog of Castor and Polydeuctes in Argos, as they were honoured with a theoxeny
in the polis (Pi. N. 10.49).
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other odes which end with gnomai warning about the variability of fate, such
as 0.7.94-95 (cf. 0. 5.23—24, P. 7.20—-22, I. 3/4.17-18).

The final section of our ode includes a series of three gnomai, which, accord-
ing to Boeke (2007:57) are structured in an opposite way to the myth (cf. “in
the myth the movement is from hardship to the pleasures of music, but in the
gnomai the movement is in the opposite direction. Happiness is hard won, and
life is uncertain”). More precisely, closing verses consist of two main clauses
(28-29, 29—32) intercalated by a third gnomeé at 30, and expanded by a relative
sentence at 31-32. The entire section is characterized by the use of a ‘chain’ of
enjambments (d&vev xapdTov || 00 paivetal, 28—29; TeEAevtdael ... || dalpwy, 29—-30;
Xp4vos || oBtog, 30—31; on the enjambment in Pindar cf. Giannini 2008). The first
gnomeé is formulated through a conditional sentence: its protasis, in which the
verb ‘to be’ is unexpressed, occupies 28, while the verb of the apodosis is loc-
ated at 29. The enjambment between the syntactic components of the apodosis
clause, namely: the complement dvev xapdtov ‘without toil /effort’ (28) and the
main verb od gaivetat (29), gives prominence to the factor which conditions
the achievement of happiness, i.e. ‘toil’, one of the main themes of the ode (cf.
chapter 2, section 5).

The interpretation of the second gnomeé is debated. It begins at 29, but it
is somehow suspended, being interrupted by the third gnome, which is for-
mulated in parenthetic form at 30. The way we understand 29—32 is condi-
tioned by the interpretation of #tot at 29. Whether the particle is emphatic
(‘truly’) or constructed with gduepov (29) and taken as disjunctive (‘either
today’), it is apparent that we lack something: continuation, if #jtot is emphatic;
a second term for the correlation, if we concur with the disjunctive hypo-
thesis. The gnome stops in anacoluthon and is continued by an adversative
coordinating sentence (4A\’ €atat xpdvog) after the parenthetic clause. By break-
ing the main gnomeé, the encased new clause lends drama to the passage.
As noted by Race (1989:190) “one of the ways in which Pindar maintains an
impromptu quality in his poetry is by appearing to react to his statements,
as if he were hearing them—Ilike a listener—for the first time”. In this case,
one may argue, the parenthetic interruption, which coincidentally occupies a
paroemiac sequence (UU-UU- — —x), resembles a gnomic comment expressed
by a tragic chorus.

The continuation of the previous gnomeé at 30 starts with an adversative con-
junction dMd. Although 4 follows a negative clause like elsewhere in Pindar
(Slater 1969 s.v. dA\d [1]), it is possible that here it introduces a different atti-
tude. After all, M4, etymologically belonging together with dMog [*hyel-io-],
carries in itself “the primary sense of ‘otherness’, diversity” (Denniston-Dover
1954:1) and could be understood as ‘otherwise, else’ in this passage. The final
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relative clause, with embedded participle clause, may be interpreted as quasi-
consecutive “Time will be the one who gives one thing and delays another”.

28-29 ei 3¢ 115 8ABog &v dvBpwmoraty, dvev xapdTov || ob gaivetar “if there is any
happiness among men, it does not appear without toil”. Verses 28—30 were
identified by Theon’s hypomnema as a ‘sort of agpayis’ (P. Oxy. 2536 tod[t]o
3¢ dhom(ep) emoppayilwy [n]oel, cf. Anderson 2023). The sententia of 29-30,
introduced as “a sort of cosmic law” (Welles 1966:92, Riafio Rufilanchas 2001:81—
82 who cites the conception underlying Il. 24.527-533 as a parallel), can be
compared to other Pindaric gnomai concerning the link between ‘happiness’
(6ABog) and ‘toil /effort’ (xdpatog/mévog, cf. Welles 1966:93, Kohnken 1976:259—
260), cf. P. 1.46, N. 6.44—45, I. 6.10-12. The term 8ABog, of debated etymo-
logy (cf. Chantraine DELG, Frisk GEW, Beekes EDG s.v. 8ABog; see also Janda
2005:275—278), denotes happiness and (material) prosperity (cf. Slater 1969 s.v.
8ABog, cf. also Konstas 2003, Coin-Longeray 2014). Ancient interpreters explain
the gnomeé as hinting at Midas’ extraordinary victory (cf. chapter 1, section
2). According to these commentaries, Midas had won the competition even
though his reed (X P. 12 inscr. Dr.) or pipe (X P. 12.52, 54 Dr.) broke, but he
had carried on his execution uévolg Tolg xadduolg Tpémew Tbpryyos “only with
the pipes, in the way of the syrinx” (X P. 12 inscr. Dr.). Modern commentat-
ors are divided on the truthfulness of this story. Wilamowitz 1922:146, Méau-
tis 1956:226—228, Welles 1966:85, Thummer 1968-1969:75, fn. 52 strongly doubt
the scholion; Puech 1922:165 and Burton 1962:26 are sceptical, Christ 1896 and
Bowra 1964:293 state that Midas’ accident might have happened; Gildersleeve
1885, Sandys 1937, Gentili-Luisi 1995 and Bernardini 2006 trust the scholiast.
According to Welles 1966:93 and Kohnken 1976:94 the sententia is linked to the
myth, regardless of any possible reference to Midas’ performance in Delphi. I
align with this interpretation.

29-30 €x 3¢ TEAEUTAOEL Vv Ftol gdpepov || Sainwv “whether a god will bring it
to fulfilment today”. Denniston—Dover (1954:554) propose ‘verily today’ as a
possible translation for #jtot aduepov. For Christ (1896) jtot expresses hesita-
tion (“will it be today?”). As an alternative interpretation, followed by Slater
1969 s.v. fjtot 2.a, Denniston—-Dover (1954:554) suggest that #tot stands here
in anacoluthon ‘either’. According to Bernardini 2006:683 #jtot = % 7ot can
introduce an alternative whose second part is implicit. X P. 12.51-52 Dr. pro-
pose that a temporal complement ‘today’ should be followed by an omit-
ted/implicit ¥) dvptov “or tomorrow” or ¥} Yotepov “or later”. While Schroeder
1922 joins #jrot and &AAd 30, Riafio Rufilanchas 2001:83-85 unites #jtot with

Xpovog (personified): “this will accomplish today a god or ... Time”, neglect-
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ing the presence of dM\d. A correlation #jtot ... dAAd is actually unparalleled
and the conjunction should not be ignored, see below 30—31. Therefore, I align
with the hypothesis of an anacoluthon (on Pindaric anacolutha cf. Misiano
2001).

The encl.3.sg.pron. v is interpreted by X P. 12.51-52 Dr. as referring to 8ABog,
while éxtedevtdw is understood as ‘to fulfil’ (¢ni téhog &Eet “will bring to comple-
tion”, so X P. 12.51 Dr.), i.e. as a synonym of exteréw (Il 9.493+). This interpret-
ation is accepted by Boeckh 18111821, Cerrato 1934, Kéhnken 1971, with whom
I concur (pace von Mezger 1880 and Gildersleeve 1885, for whom v refers to
XOPATOS).

In Pindar’s victory odes, derivatives of the Gk. root tel-, that is, synchronic-
ally and etymologically connected with the term téiog ‘end’, occasionally occur
in ‘end-proximity’ position (within the last 10 verses of an ode), cf. P. 2.95, P.
3.115, N. 7.105 (TeAéBw), 0. 13.115 (télelog, as noted by Rutherford 2013:45), O. 3.41
(tedetd), O. 5.22, I. 7.48 (tehevtd), P. 5.117, 1. 1.68 (Teréw), P. 9.118, N. 8.45 (T€A0S).
Pfeijffer 1991 argues for an ‘ambiguous’ meaning of éxtehevtdy, i.e. as both ‘to
end’ (the god can end the human happiness) and ‘to fulfil’ (the god can favour
the human being). Riafio Rufilanchas 2001:87 suggests an unstated substantive
Béuic in the light of HH 4.531. Gk. daipwv (on the synchronic connection with
Sanpwy ‘wise’ cf. Pl. Crat. 398b) denotes the divinity without a specific reference
to a god nor any monotheistic nuance (cf. Francois 1957:69 ff., Burton 1962:188).
The term is etymologically related to dafopat ‘to divide’ and may be traced back
to IE *dehy-i- ‘to cut, divide’ (cf. LIV? 103-104, IEW 175-176). Such an etymolo-
gical connection was also perceived at the synchronic level, cf. Hsch. § 73 Lc
Saipoves ... 1) 81t mdvta pepifovawy, dmo tod Sdoagbar (cf. also Et. Gud. § 328.23).
The fact that Saiuwv was perceived as the ‘distributor’ at a certain level of Greek
synchrony does not imply that Pindar too preserves this etymology, although
the mention of Saiuwv is immediately followed by a reference to the ‘allotment
of fate’ (see below). On the passage cf. Boeke 2007:35. On specific usages of dai-
uwv in some Pindaric passages cf. Molyneux 1972 (O. 9), Taillardat 1986 (P. 8),
Lavecchia 1999 (fr. 282).

30 10 3¢ popatpov o mapeuxtév “the allotment of fate cannot be escaped”. Gk.
uoépatpov (o potpidiov Theon P. Oxy. 2536) is ‘allotment of fate’/‘share [of des-
tiny]’ (from IE *smer- ‘to get a share), cf. pépog, 11). On ‘fate’ in this and other
Pindaric gnomai cf. Boeke 2007:32—37. The variant ye, found in Theon’s hypo-
mnema, is preferred by Pavese 1990:92, Riafio Rufilanchas 2001:87 and Bern-
ardini 2006%:683. As Turner 1968 tab. 111 points out, Theon already read of
na euxtév (found in V and preferred by Pavese 1990:72), while mapagetyw is
preserved in Theon’s paraphrasis (Pardini 1997). However, the majority of the
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manuscripts preserve ob mapeuxtov (allegedly, hapax eiremenon). I read map-
@uxtév and propose a parallel ex Graeco ipso: Il. 6.488 polpav &' ob Twvd gnut
TEQUYMEVOY EPEVAL AVSP&V.

30-31 &M\ Eotan pdvos || obtog, & xail Ty’ dedntia Bodwv “else it will be Time
such as that, striking someone with surprise ...". As emphasized by Riafio Rufi-
lanchas (2001), the wording of the passage is similar to that of Il. 4.160-161, 164
el ep Yaip e xal adtin’ "ONOpTI0q 00X ETéNETTeY, || Ex Te xal dYe TeAel [...| EooeTat
Apap 8t(e), Diag. 2 xard Saipove xal toxaw || T mdvra Bpotoiot éxteleltar, and to
that of other sententiae in which time plays a role in fulfilling human destiny
(cf. Aeschl. Pers. 740). Furthermore, Riafio Rufilanchas proposes that (i) #jtot
creates an opposition between Saiuwv and xpévos, (ii) xpdvos is personified in
P. 12, like elsewhere in Pindar, cf. O. 2.17, 0. 10.55, fr. 33, fr. 52d.11 (Pae. 4.11 = D4
Rutherford), fr. 159.

While, here, the hypothesis of a personified “Time” may suit the context,

Riafio Rufilanchas’ proposal of a disjunction daipwv ... Aot ... xpévos* (“a god
or Time [will fulfill ...]") may be weakened by the fact that ypévog/Xpdvos is
introduced by &g, which does not usually correlate with #rot. This difficulty
might be overcome by taking dAAd as ‘otherwise, else) i.e. as “simply introducing
anew attitude” (Slater 1969 s.v. M4 2.c). For deArtia cf. Archil. 105.3 €€ deArtivg.
The reading twv’(a) is preferable over tiv ‘you’ (Christ 1896, cf. also Gildersleeve
1885), since it suits the general tone of the gnome, cf. P. 8.76—78 (as proposed
by Welles 1966:95).
32 ERmaAy yvepog T pev dwoet, 0 87 olimw “will give one thing against hope, and
defer another”. The sententia vaguely resembles O. 12.10-12 (on which cf. Race
2004). Cf. ex Pindaro ipso t& xai td (P. 5.55, P. 7.22, I. 5.52), on which cf. Bischoff
1938:159-160. The meaning of olmw is debated: some interpreters opt for ‘not’
(Gentili and Bernardini 2006%), others for ‘not yet’ (e.g. Slater 1969 s.v. oimw,
Race 1997a). Both interpretations make sense, although the overall meaning of
the gnome acquires different nuances according to which solution is preferred.
By employing ‘not’ alone interpreters confer a more definite tone to the gnome:
there is a certain allotment of fate, which comprises some things and does not
comprise others; this is what will be given to men, according to the will of god
or Time. Employment of ‘not yet’ emphasizes the timing of destiny’s gifts: ‘it will
be Time the one who gives one thing and defers another’. I align with the latter
interpretation which, in my view, is consistent with the references to Time and
timing at 29—32. For 32, as well as with the ‘revelatory’ role of ypdévog/Xpdvog,
attested elsewhere in Pindar cf. Komornicka 1976.
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The vépog moAvxéparog in Nonnus of Panopolis’
Dionysiaca

1 The Gorgons’ Bellowing in Nonnus’ Dionysiaca

Ithaslong been acknowledged that Pythian Twelve’'s myth is the model for some
passages of Nonnus’ Dionysiaca.! In contrast to Pindar, who is reticent about
the Gorgons’ location,? Nonnus situates the killing of Medusa and the creation
of the tune of many heads in fixed geographic areas: the Carian mountain
range and city of Mycale-Mycalessos or Libya.? According to the Dionysiaca, the
city known as MuxaAnoadg takes its name from “the re-enactment of Euryale’s
throat” (D. 13.77—78 MuxaAncood || Ebpuding pipmua geptivupov dvbepedvog).
This folk-etymology is a pun on Gk. puxdouat ‘to bellow’ (also ‘to lament’),*
which Nonnus, Herodianus and Suida apply to the Gorgons’ cry,® cf. Nonn. D.
30.266 EdpudAng puxwmuevov avbepedva “the bellowing throat of Euryale”;% Hdn.
De Pros. 3.2 Muxdy ... éxAndy 3¢ émel at Aotmal Topydveg ... puxwpeval Ty xepa-
Ay Medodag avexarobvto “Mycale ... was named (so) because the remaining
Gorgons ... bellowed (mukomenai) and cried out to Medusa’s head”;” Suid. s.v.

1 As a recent reference on Nonn. D. 40.227-233 cf. Gigli Piccardi 2018:268-269 and Massetti
2023.

2 If we integrate y]0aAa pi[voav in Pi. fr. 7od.g9 (= Dith. 4.9), as proposed by Lavecchia 2000:231
(differently Lobel: y]oaAa ui[déa), Dithyramb Four contains a reference to the region of
Cyrene, in Libya.

3 Mycale is the name of a city and a mountain range on the West coast of Asia Minor, cor-
responding today to Dilek Dag: (cf. Bliimel-Lohmann 2006). It is possible to identify the
place with Hitt. Arinnanda. According to I/. 2.869, Mycale was occupied by the Carians. Herda
2006:85-93 points out that, according to Eustathius (ad Il. 2.498), Perseus founded the temple
of Zeus Mycalesios (dated around 700 BCE). So, he proposes that the killing of the Gorgons
was already linked to the city of Mycale by the end of 8th c. BCE.

4 E.g. Theocr. 26.20 pdtp xepoddy puxioato moudés. An analogous etymology is preserved
for the homonymous Boeotian city of Mycalessos (or Mycalettos). According to Pausanias
(9-19.4), Mycalettos derived its name from a cow which Cadmus had led to the city.

5 The Etymologicum Magnum makes a connection with pvxdopat but associates the ‘bellowing’
with a different moment of Perseus’ endeavour, cf. EM 594 MuxdAn: mopd 0 éxel puxdodat tag
Topydvag Stwxobaag Tov Iepaéa.

Cf. also Nonn. D. 40.228, on which see chapter 6, section 3.
Cf. also Steph. Byz. Ethn. y 459.
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MuxdAn MuxdAy kot MuxaAnads ... mapd t6 éxel puxdadat tag Topydvag “Mycale
and Mycalesos ... (named) after the Gorgons bellowing (mukasthai) there”.

Further passages of the Dionysiaca are reminiscent of Pindar’s Pythian
Twelve for their lexicon and content, since they exploit the rare aition of the
vopog moAvxépaog. Thus, not only does the following phraseological analysis
cast light on how Nonnus interprets Pindar’s text, but it also clarifies his meth-
ods of ‘artistic translation’.® Below, I first focus on Nonnus’ shorter account
on Athena’s musical invention (D. 24.35—38, section 2) and then move on to
the examination of the longer mythological digressions about the ‘tune of
many heads’ (D. 40.215-233, section 3). These two texts, I argue, are ultimately
based on Pindar’s Pythian Twelve. Finally, I concentrate on a brief passage
mentioning Euryale’s bellowing (D. 30.264—267, section 4), which, at least to
the eyes of the modern-day interpreter, recalls both Pythian Ten and Pythian
Twelve.

2 Nonn. D. 24.35-38

In the twenty-fourth book of the Dionysica, Dionysus is about to set ablaze
the waters of river Hydaspes and the eponymous river-daimon beseeches the
god to spare his stream from destruction. In listing the motivations for which
Dionysus should have mercy upon him, Hydaspes recalls the Mygdonian (i.e.
Phrygian) pipes, which grow on his banks. This reference paves the way to a
brief digression on Athena’s musical invention, cf.

Nonn. D. 24.35—38

) Sévaxag pAeEetag, E6ev oo Muyddveg ool
uY) TOTE got MEUPALTO TEN QLAGMOATIOS AdNwy),

1) mote Topyeiwv Aogupov mipnpa xapvwy
pOeyyopévwy Aifuv edpev dpoluyéwv THmov adAGY

Do not burn (my) reeds, which make your Mygdonian auloi, shall never
reproach you your song-loving Athene, who once invented the Libyan
type of pipes united with one yoke as the grim re-enactment of the
screaming Gorgons’ heads.

8 On this concept, see Conte 2014 and 2017, who discusses the creative dynamics of imitatio in
Latin literature.
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The link between the location of the reeds and the mythological parenthesis is
reminiscent of P.12.23—27 (cf. chapter 5, sections 2—3), verses in which the focus
shifts from a mythological digression to the city of Orchomenos and the banks
of the Boeotian river Cephisus, where the best reeds for the auloi used to grow.
Nonnus’ conceptual transition is in the opposite order to Pindar’s: while refer-
ence to the Boeotian reeds follows a mythological excursus in Pythian Twelve,
in the Dionysiaca the mention of Hydaspes’ reeds precedes the mythological
digression. A cross-reference analysis between Nonnus’ text and his matrix
reveals a variety of lexical and phraseological similarities:

35 Sévaxas : Sovdwwv (P. 12.25, cf. chapter 5, section 3, 25), which probably hints
at a specific part of the aulos mouthpiece in Pindar

35 Aol : adAGVY (P. 12.19)

36 Adnwy : Abdva (P. 12.8). In both Pindar’s and Nonnus’ texts the nom.sg.
‘Athena’is placed at the end of the verse, like in traditional hexameter poetry
(cf. chapter 5, section 2, 8)

37 # mote : tdv mote (P. 12.6)

37 Iopyeiwv : (Topydvwv) (P.12.7)

37 piunpa : pnoart(o) (P. 12.21)

37 XApNVwv : XeQaAAls (P. 12.9), xpdta (P. 12.16), xe@aAdy (P. 12.23)

38 ebpev : Epedpe (P.12.7), edpev Oels ... ebpoia’(a) (P.12.22).

As already touched upon, Pindar'’s first reference to Athena'’s invention is téyva
(P.12.6) and his second xepoaAdv ToAAGY vépov (P. 12.23). However, commentat-
ors disagree on whether téyva denotes the aulos and the auletic art or the ‘tune
of many heads’ (cf. chapter1, section 3, chapter 5, section 2, 6). From D. 24.38 we
deduce that Nonnus concurs with the interpretation of X P. 12.12a Dr., accord-
ing to which téxva (P. 12.6) stands for adAnTie téxwy. Certainly, the invention
of the véuog moAuxépatog must be after that of the instrument on which the
tune is performed. As the tune combined two melodic lines, the double-piped
aulos would appear to be the indispensable device for re-enacting the lament
of the Gorgons. At the same time, the identification of Athena’s invention as
“the type of pipe with the same yoke” at D. 24.38 recalls Pi. P. 12.25 (cf. chapter
5, section 4, 25), in which the juxtaposition of the gen.sg. yaAxo0 ‘bronze’ to
the gen.pl. Sovdxwv ‘reeds’ may hint at the instrument’s different parts, namely:
the double reed and a bronze syrinx or the double reed and a bronze support
connected to the aulos mouthpiece.
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3 Nonn. D. 40.215-233

The fortieth book of the Dionysiaca includes Dionysus’ final combat against
Deriades, the chief of the Indian army. The Bacchoi celebrate Dionysus’ vic-
tory with a paean, but immediately after that, they honour their dead with the
Bpfvog moAvxdpnvog. Although the reference to the ‘tune of many heads’ strictly
involves only D. 40.224—233, here I present the passage along with its preceding
sequence (215—223), since they both contain some pieces of relevant informa-
tion.

Nonn. D. 40.215-233

215  Bdugyot 8 expotditlov dmopplavres Evuw,
Tolov Emog BodwVTES OUOYAWTTWY GTTE AALUGV"
“Hpdueda uéya xidos: émépvouey doyauov Tvody’.
nal YEASwv Atévuaog ETEMETO XApUATL VXN,
dunvedaag ¢ mévoto xatl aUATIEVTOS dY@Vos

220 TP@TA UEV Extepéiéey druuPeltwy oTiya vexpdy,
Swpnoag Eva topPov dmeipttov edpél kdATw
Sxprrov dpgpl Tupn Exatéumedov: duepl 3¢ vexpols
Muydovig aloAdpoATog Eméxtumey alAva aUpLyE,
nail Ppiyeg abAYTHpeg AVETAEXOV dpTeva KOATYV

225 mevladéos aTopdTeaaty, Emwpyyoavto 3¢ Bdugya
aBpa puehfouévoto Favinropog EVAdL puwvi:
xal Khebyov Bepéxuvreg dmd ordpa Siluyes adrol
PPITOV Epurnaavto AlBuv yoov, 8v mdpog dppw
T0evvw ' Edpudiy te i) moAudetpddt puwvij

230 QpTITéUR? potinddv emexdadoavto Medobay)
@Beyyopévawy xeparfjat Suxocinat Spaxdvtwy,
@V &7T0 UUPOUEVWY TVPLY A XOUAWY
Bpfjvov mouduxdpyvov gnuifavto Medodang

The Bacchoi played the cymbals, sending out a enud-cry, shouting this
word from their throats, which spoke with the same tongue:—We 0b-
tained great glory! We killed the leader of the Indians!—And Dionysus
laughing exulted for the joy of victory, enjoying a respite from trouble and
the gory battle. Firstly, he honoured the ranks of unburied dead by build-
ing a single huge mound with a wide bottom around a 100-foot common

9 Cf. A.R. 4.1515 Topydvog dptitopov xepanv.
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pyre. The Mygdonian syrinx, of modulated song, resounded a funeral
lament and the Phrygian auletes braided a male song with (their) sor-
rowful lips, the Bacchai danced to that, while Ganytor delicately sang
with the euoé-voice. And under the mouth of Cleochos the Berektynian
pipes, with twofold yoke, bellowed the awful Libyan lament, which once
both Sthenno and Euryale with one many-throated voice, uncontrol-
lably cried on newly-beheaded Medusa. As the two hundred serpents
screamed, from whose bewailing heads a hissing came, they voiced a
many-headed thrénos for Medusa.

At a first glance, 215—218 are a variation on the typical scene of the victorious
warrior boasting over the defeated enemy (cf. Fenik 1968, Kyriakou 2001:273).
Especially, 217 emulates Il. 22.393,!° which, as Nagy 1979:79 points out, virtually
includes two verses of a paean, cf.

1l. 22.393 Nonn. D. g40.217
"Hpduebo péya wddog  "Hpdpebo péya x030g -UU-Uu-—
éméqpvopey "Extopa 8lov  emépvopev Spyapov Twddv  U-UU-UU- -

Nevertheless, it is also possible to connect D. 40.215-220 with some details of
P. 12. As previously discussed (cf. chapter 5, section 2, 11), Schadewaldt (1928)
proposes that the verb duoev in P. 12.11 describes a shout of triumph.! If this
interpretation is correct, émog Bodéwvteg (Nonn. D. 40.216) may parallel P. 12.11.
This hypothesis is further supported by the fact that, in Greek, fodw and dvw
came to be perceived as synonyms. An example of this semantic overlap is
found in Hesychius’ lexicon, although the source of the gloss is unknown and
we cannot precisely date the synchronic link preserved in it, cf. Hsch. px 133
LC poxpov diae: peydiws €Bonaev. Furthermore, the sequence of events found
in Nonnus perfectly parallels Pindar’s: the winner’s shout of triumph is fol-
lowed by a funeral lamentation: Dionysus exults over Deriades in a similar
way to Perseus exulting over the ‘third part of the sisters’; the Bacchoi hon-
our their dead with the thrénos which Athena invented to imitate the Gor-
gons’ lament for Medusa. In this connection, the reference to the sequence of
the performance in D. 40.219—220 (dunvedoas 6¢ mévoro ... Tp@Ta Pev ExtepéiEey
drupPedtwy atiya vexpdv), resembles the sequence of Athena’s composition
in P. 1218-19 (4M\’ enel éx toltwy pidov Gvdpa mévwy || eppioarto, mopbévog adAGY

10  Onthe similarities and discrepancies between this passage and Il. 22.395-472 cf. Bannert—
Kroll 2016:490—491.
11 A battle cry is also possible, cf. chapter g, section 4.1.
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Telye maupwvov uérog): in both texts, the xepoddv moMav vépog is performed
after the mévog of the victory.

In particular, the 8pfjvog moAvxkdpyvos is performed to honour the dead of
Dionysus’ army and thus entails a ‘memorial’ In this connection it is signific-
ant that Pindar calls the nomos invented by Athena a edxeng pvactp dywvwv
at P.12.24. By applying edxAens to pvaotip, Pindar stresses the indissoluble tie
between ‘memory/thought’ and the attainment of glory through poetry and
music. The tune of many heads acquires a ‘memorial’ dimension because it
brings back to mind and confers glory on (edxAeng uvaatip) wars/contests (Gryw-
vwv) and the people who took part in them. The representation of the nomos’
performance in Nonnus matches its definition in P. 12.24: the 8pfjvog moAuxdpy-
vog honours the dead of Dionysus’ army, as such it is a glory-making memento
of the warriors’ fight.

Yet Nonnus’ passage differs from its Pindaric model in a few crucial details.
Although elsewhere Nonnus credits Athena with the invention of the double-
piped aulos (see above, section 2), in D. 40.215-233 the goddess is out of the
picture. Moreover, Pindar’s word choice alludes to a distinction between the
unarticulated, animalistic goos of the Gorgons and Athena’s artistically fash-
ioned thrénos (cf. chapter 5, section 2, 8, 21), while Nonnus treats goos (228)
and threnos (233) as synonyms, applying both terms to Euryale’s and Sthenno’s
lament. Phraseological comparison between Nonn. D. 40.224—233 and Pythian
Twelve allows us to recognize further common traits:

224 Gvémhexov dpaevar oAty : Bpfjvov dtamAgEatc’ Abdva (P. 12.8). Pindar does
not identify Athena’s composition as male or female. The fact that ‘male’
(dpoeva) describes the melody woven by the Phrygian pipes reflects a situ-
ation opposite to the one we reconstruct within Greek traditional hexameter
poetry, where lamenting and weaving are typical activities of women (cf.
chapter 5, section 2.1)

225 evlaAgolg atopateaaty : Juamevdél abv xapdTw (P. 12.10), XAPTOALUAY YEVOWY
(P.12.20)

227 Siuyes addol : Staviabuevoy xaAxod Bapa xal Sovdxwv (P. 12.21): the opposi-
tion yoAxod (sg.) vs dovaxwv (pl.) hints at the two-piped double-reed aulos
(see above, section 2)

228 QPIXTOV EUUXYITAVTO ... YOOV : EpiAdyxTay Yooy (P. 12.21)

229 Xfevww T’ Edpudy : Ebpudidag (P. 12.20)

229 utfj moAvdetpddt pwvi recalls both xepaddy oMy vépov (P.12.23, see below)
and aOAQY ... Tappwvoy pérog (P. 12.19)

230 poindév lit. ‘rushing’, which I freely translated as ‘uncontrollably’ may be
interpreting xopmoaAipudy (P. 12.20, of Euryale’s jaws)
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231 XEQUATjOL ... dpaxdvTwy : 0¢piwy xepaAals (P. 12.9); furthermore, ¢Oeyyouévwy
xe@aAfiat dmxoaiyot Spaxdévtwy is comparable to Pi. fr. 7ob.as (= Dith. 2.15)
uoplwv Boyydletal xAayyals Spaxdvtwy “(Athena’s aegis) screams with the
cries of a thousand serpents” (cf. Accorinti 2004:100, fn. ad 231). The resemb-
lance is even more significant because the serpents on Athena’s aegis belong
to Medusa’s head

232 8710 UUPOUEVY ... KOV : DTO T  ATAdTOlG 0@l *eQOAATS ... AetBdpevoy (P.
12.9-10), the comparison pvpopévwy and AeiBduevov is supported by an Hesy-
chian gloss, which interprets pdpew as ‘to cry’, cf. Hsch. 11887 LC upetv- pelv
[U8wp.] xAatewy, Opnvelv

233 Opfivov movAuxdpyvov : xepaAdv ToMAv véuov (P. 12.23).

4 Nonn. D. 30.264—267

In Nonn. D. 30.249ff. Athena confronts Dionysus who is trying to get away from
the battlefield. In holding up the achievements of his archrival Perseus to the
god, the goddess recalls her role as helper of the hero in the fight against the
Gorgons.

Nonn. D. 30.264—267

AwPing enéPng; A Tepoéos elyes dydva;

1) 20ewvols 1deg Sppa Adawmidog e xal adThg
Staparyov Ebpuding puxwpevoy dvlepedva;

1) mAoxdpovg Evénaag gxidvoxdyoto Medobayg

Have you gone to Libya? Have you had the task of Perseus? Have you seen
the eye of Sthenno which turns (things) to stone, or also the bellowing
invincible throat of Euryale herself? Have you seen the tresses of viper-
hair Medusa?

Nonnus’ expressions partly resemble those of Pindar’s Pythian Ten and Pythian
Twelve:

265 Mbwmdog vaguely recalls Aiwov Bavartov pépwv (P. 10.48) and, more faintly,
Aoolai te poipav dywv (P. 12.12), since Aaolol may create a wordplay with Adog
‘stone’ (cf. chapter 5, section 2, 12)

266 Shoporyov ... dvlepedva is reminiscent of dmAdTolg dplwv xeparais (P. 12.9)

266 puxwpevov may be compared to épucdryxtav yodv (P. 12.21), as Gk. ahoryyy
suggests an association with “animalistic sounds” (cf. chapter 5, section 2, 21)
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266 EVpudiAxs ... dvlepedva vaguely recalls Edpudag €x ... yevdwv (P.12.20), since
both throat and jaws are body parts involved in the emission of sounds

267 TAOXApoVS ... Extdvoxdpoto Medovoms!? is comparable to mouciAov xdpa || Spa-
xovtwy @oPataw “(her) head adorned with locks of serpents” (P. 10.46-47),
as both passages seem to compare the patterns formed by Medusa’s snaky
head with those of dressed hair.

5 Conclusions

From the analysis of three passages by Nonnus concerning Athena, her inven-
tion, and the Gorgons, itis possible to deduce Nonnus’ solution to a few debated
aspects of Pythian Twelve, namely:

(i) The match between Nonn. D. 24.37 Topyeiwv and P. 12.7 {Topyévwv) indir-
ectly supports the integration (Topyévwv) from X P. 12.15ab Dr., as pro-
posed by von Schroeder 1900 (cf. Pavese 1990:71);

(ii) Nonn. D. 24.38 6poluyéwv tomov adAdv identifies Athena’s invention with
the double-piped aulos and not with the vépog moAvxéparog. Nonnus thus
aligns with ¥ P. 12.12a Dr., according to which the téxva (6) discovered by
Athena is auletic art itself;

(iii) The fact that, in Nonn. D. 40.216, &€mog Bodwvteg precedes the thrénos sec-
tion parallels the sequence of mythological events, which we reconstruct
for Pythian Twelve by accepting the reading dvcev at 11. This coincid-
ence, however, cannot be considered decisive. A shout of triumph over
the defeated enemy or a battle cry is a topos of warlike contexts. Con-
sequently, there is no guarantee that Nonnus read dvcev nor that D. 40.216
relies upon Pindar’s Pythian Twelve;

(iv) The correspondence between dvémAexov ... poAnvyv (Nonn. D. 40.224) and
Bpfjvov StamAéEana’ (o) speaks in favour of dtamAéxw meaning ‘to weave) i.e.
‘to fashion’ (cf. Held 1998), not ‘to interweave’ (as per Clay 1992).

12 Cf Nonn. D. 36.20 momty mhoxouida vébs &xdpate Medotavs “the counterfeit hair of
Medusa’s image” (with reference to Athena’s aegis).
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CHAPTER 7

Introduction: A Comparative Approach to the
Myth of Pythian Twelve

1 Methodological Premises

The myth of Pindar’s Pythian Twelve is isolated in the Greek literary panorama.
Even though a number of literary sources connect Athena with the discovery
of the aulos, the goddess is credited with the invention of the nomos polyke-
phalos only by Pindar and Nonnus. However, Nonnus’ account relies upon the
Pindaric model (cf. chapter 6). The question concerning Pindar’s source(s) is
apparently unsolvable (cf. chapter 5, section 2, 7). In this section any supposed
issue concerning Pindar’s historical source will be left unaddressed. The meth-
odological premise of my comparative study is that, whether the case is that
Pindar invented the myth himself or that he re-elaborated a lost, pre-existing
tradition, his mythological digression is built with phraseological tools, which
are an inheritance from a previous stage of poetic language. I should stress here
that, given the fact that the main comparandum considered in my study is an
Old Indic one, such a ‘previous stage’ will not be called ‘Proto-Indo-European’!
but simply ‘Indo-European’ or, to use even more specific terminology, ‘Graeco-
Aryan’. This label refers to a stage in which Greek and Indo-Iranian were joined
together. Despite the fact that both Greek and Old Indic are 1E languages of old
attestation, it is commonly assumed that they branched off from the 1E family
tree at quite a late stage. For this reason, common traits evidenced at level of
‘Graeco-Aryan’ may be defined as descriptively Indo-European; they are actually
reconstructions projected at the level of ‘Late (or Recent) Indo-European’.

As already touched upon (cf. ‘Preface’), a variety of studies successfully
showed that thematic structures, collocations, and fixed combinations of lex-
emes work as building blocks of narrative texts in Greek and other Indo-
European traditions. Due to the highly conservative character of such devices,

1 In this book I use the term Proto-Indo-European to designate what lies at the ‘roots’ of the
Indo-European family tree, i.e. a linguistic stage in which no Indo-European languages had
stemmed from the others. This stage can be reconstructed by including the linguistic evid-
ence from the Anatolian and the Tocharian branches, i.e. the first branches which split from
the 1E family tree. On the methodological problem connected with the label(s) ‘(Proto-)Indo-
European’ see the overview provided by West 2007:19—-24.
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some Pindaric phraseological usages may be traced back to the poetic stock
which the Greek poetic tradition as a whole inherited from a previous lin-
guistic phase.? For this reason, comparative investigations that examine a set
of Greek texts and different but related comparanda in parallel may be legitim-
ately undertaken.

2 Rigveda 10.67 as a Comparandum

The following section consists of a comparison between structures and con-
tent of Pindar’s Pythian Twelve and a hymn from the Rigveda Samhita (rRv), the
oldest collection of religious hymns written in Vedic Sanskrit.3 Specifically, my
choice of my main Old Indic comparandum is conditioned by a striking phras-
eological match Rv 10.67 shares with Pythian Twelve: the collocation [GOD-
INVENTS (: FINDS)-MELODY/SONG-MULTIPLE-HEADS,4j /gen.]-

Although Pindar’s text does not preserve the collocation in this exact form, it
can be reconstructed as such on the basis of 22—23 of Pythian Twleve (cf. chapter
4, sections 3—4, chapter 5, section 2, 22—23):

ebpev Bebg’ GG viv ebpola’ dvdpdiat Bvartols Exew,
WVOHATEY XEQAUALY TTOMEY VOOV

Here the creation of the nomos as a ‘named nomos), i.e. as a distinct and
recognizable tune that can be referenced, is simultaneous with the creation
of the nomos itself (cf. viv ebpoloa, i.e. vopov/uérog ebpoica™). Indeed, by giving
a name to the nomos, Athena makes her invention identifiable and for this
reason reproducible. The collocation [(A8dva/)0eds—edpionw—voprog, . —ToMA

2 On this topic see the methodological remarks made in the ‘Preface’ of this study. Cf. also
the results of Massetti 2019, discussing the Pindaric collocations of [FAME/GLORY], [EXCEL-
LENCE/ACHIEVEMENTS (dpety)/dpetai)], and [SONG/POETIC WORD] and IE (mostly Indo-
Iranian) comparanda.

3 The collection (Skr. samhita) of Rigvedic hymns derives from an oral tradition. Different parts
of the Samhita are dated to different ages. Since no Rigvedic hymn mentions iron, the latest
parts of the collections are to be dated earlier than 1200-1000BCE, i.e. the period to which
the first archaeological record of iron in northwest India is dated and the Kuru hegemony
emerged (cf. Lincoln 1981, Jamison 1993, Houben 2019). As for the composition of the earliest
hymns, the second half of the second millennium BCE has been proposed as an approximate
date (Witzel 1997, Dunkel 2021).
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XEQUAIgep 1] " can thus be assumed to underlie P. 12.22—23. Strikingly, a com-
parable phraseme opens Rv10.67, a hymn ultimately dealing with the aetiology

of Vedic sacrifice, cf.

RV10.67.1ab

imam dhéyam saptdsirsnim pita na
rtdprajatam brhatim avindat

This seven-headed poetic thought here, born of truth and lofty, did our
father find.

The iunctura [(Brhaspati/)pitd nah—ved—dht‘/—acc.—saptds’[r.san-fem.acc.sg.] is a
phraseological structure, which consists of a relatively free combination of lex-
emes (i.e. a collocation) and makes reference to the main event of a certain
myth. Henceforth I designate collocations of this description as base colloca-
tions. Before proceeding further, I need to give a brief clarification with respect
to this terminological choice.

In this study, I intentionally avoid the expression ‘basic formula, coined by
Renou (1934:110-111) and consecrated by Calvert Watkins’ seminal book How to
Kill a Dragon (= Watkins 1995). In this work, Watkins (1995:10, 308—311) iden-
tifies the expression [HERO-KILLS—SERPENT] as a ‘basic formula) i.e. a verbal
expression, which summarizes the core-event of a myth. I do not concur with
this terminology because it may create confusion with the notion of ‘formula’.
A formula is “a group of words which is regularly employed under the same
metrical conditions to express a given essential idea” (Parry 1930:80), therefore
“a formula is a fixed phrase conditioned by the traditional themes of oral poetry.
The formula is to the form as the theme is to the content” (Nagy 1996:18). As
Watkins’ definition makes evident (see above), a ‘basic formula’ is not recog-
nizable as a formula: it can be employed to ‘express a given essential idea) but
it is not used ‘under the same metrical conditions’. For this reason, I choose
the label base collocation to refer to ‘a relatively free combination of lexemes,
which sums up the main event of a certain myth’. I should also make clear that
my use of the term ‘base’ and my choice to present the collocations in small
capitals between squared brackets does not intend to suggest that a base col-
location automatically reflects an ‘original’ or ‘proto-stage’ of something which
is historically attested. On the contrary, a scheme [X—Y-Z etc.] provides a sort
of model description of a phraseological complex, which summarizes the core-
event of a narration found in two or more IE traditions where it is expressed
by a set of nearly synonymous lexemes. Put simply, the aim of my terminology
is to stress that base collocations allow considerable flexibiliy for the lexical
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renewal and the syntax of their elements and, unlike formulas, do not correl-
ate in a fixed way with metrical patterns.

3 Similia inter dissimilia

The similarity between the base collocations of P. 12.22—23 and Rv 10.67.1ab is
impressive: not only are divine figures of the Greek and the Vedic tradition con-
nected with a musical/poetic discovery, but their newly invented work of art is
associated with the notion of [HEAD]. The Greek and Old Indic phraseological
structures may be schematically presented as follows:

CHART 1 Collocation [GOD-INVENTS (: FINDS)—ARTISTIC CREATION, .. —MULTIPLE-
HEADS,j /gen.]

GOD INVENTS ARTISTIC CRE- MULTIPLE-
(: FINDS) ATION, .. HEADS, gj./gen.
Gk.  (ABdva/)Bedg evploww VOOV TOMAV XEQOAGY
(edpe/edpoioa) ‘of many heads’
Ved. (Brhaspati/)pita ved dhiyam saptdsirsnim
nah (avindat) ‘seven-headed’

At the same time, however, the two iuncturae occur in the framework of diverse
mythological narratives: the myth in Pythian Twelve associates Athena’s mu-
sical invention with Perseus’ killing of the Gorgon, whereas Rv 10.67 connects
Brhaspati’s invention with the Vala-myth, a cattle-raid episode. The two myths
greatly differ in content and cannot be directly traced back to a common Indo-
European mythological antecedent.

In particular, it has long been noted that the Greek saga of Perseus is hetero-
geneous in nature. It includes a variety of folk-tale motifs* as well as compon-
ents of both 1E and non-1E origin. In this connection, scholars almost unanim-
ously agree upon the Near Eastern provenience of some distinctive elements
of Perseus’ deed and equipment:

4 On folk-tale motifs in the story (ATU 300 ‘Dragon Slayer, ATU 581 ‘Magic Object and the
Trolls’), cf. Nilsson 1932:40 (cf. also Nilsson-Vermeule 1983), who, following Hartland 1894—
1896, judges Perseus’ account as “unusually crowded with folk-tale motifs”. For a more recent
analysis of these aspects cf. Hansen 2002:119-130 (esp. 122-123), 246—251.
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— The word xifioig ‘leather pouch), which commonly denotes a pouch or
satchel carried by Perseus is interpreted by Hesychius (x 2600 LC) as a Cyp-
riot dialect word that was probably borrowed from Hebrew gbs ‘gather’ (cf.
Lewy 1895:91).5

— Perseus’ sickle, Gk. dpmy, has been compared by Hopkins (1934:348) to the
royal weapon of kings in Byblos.®

Additionally, Hopkins (1934)7 convincingly explains how a variety of distinct-

ive traits of the Gorgon ultimately derive from the Assyrian figure of Humbaba,

the guardian of the cedar forests, whom Gilgamesh and Enkidu kill:8

— Just like the Greek monster creature, Humbaba is always represented front-
ally, with a grinning face. His figurative portrayal matches the literary one,
cf. Huwawa B 9o—95 “the warrior whose face is a lion’s grimace”.?

— The Assyrian representations of Humbaba’s death may also lie at the basis of
the typical knielaufend pose of the Gorgon. Comparison between the Cyp-
rian cylinder from Bode Museum Berlin, va 2145 (a hero with a sickle, looking
backwards, i.e. resembling Perseus, kills a kneeling enemy) and the Assyr-
ian cylinder from Bode Museum, Berlin, VA 4215 (two heroes kill a kneeling
enemy, probably a demon) suggests that the Greek iconographic pattern
of the kneeling enemy who is about to die derives from a Near Eastern
model.

— In further support of Hopkins' (1934) hypothesis I would like to stress a
remarkable parallel: Humbaba is said to possess a ‘deadly gaze, cf. Huwawa
A 123 igi mu-ci-in-bar igi uc,-a-kam “when he looks at someone, it is the
look of death”, a characteristic which perfectly parallels Medusa’s power. Gk.

5 OnxipBa leather bag’ (Hsch. x 2766 Lc) cf. Kretschmer-Hartmann-Kroll 1921:247.

6 The etymology of dpmy is debated. Grimme 192517, followed by West 1997:201 (cf. Robert
1955:12, Sekunda 1996:9-17, Miller 2004:168-171), suggests that dpm) is an adapted borrowing
from Semitic séreb ‘sword’. Frisk GEw and Beekes EDG s.v. dpm, though favouring the hypo-
thesis of a non-1E etymology, mention a possible connection with Balto-Sl. terms, ocs srsps,
Latv. sirpe ‘sickle) as well as with Lat. sarpio, sarpo ‘to trim’ (on whose problematic vocalism
cf. Schrijver 1991:493, EM s.v. sarpio).

7 Cf. also Helck 1979:214—215, Burkert 1987:26—34, 1992:85-87, West 1997:454—455, Bremmer
2008:337. Obviously, alternative hypotheses about the origin of the Gorgon and her icono-
graphy have been formulated: Six 1885:94 and Pettazzoni1921-1922 propose Egyptian parallels
for the Gorgon’s head’s iconography (namely: the god Bes, the goddess Hathor). Robbins Dex-
ter (2010) claims that Medusa’s figure results from a merger between the Neolithic goddess of
Old Europeans, non-IE (i.e. Near-Eastern) features, and IE elements.

8 Asarecent reference cf. Graff 2012.

On the influence of the iconographic type of Humbaba’s head on the gorgoneion cf. Giuliano
1959-1960, Karaghiorga 1970.
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Topyw and the adjective yopyds often combine with terms belonging to the
semantic field of eyesight, cf. Il. 8.349, 11.36, Aeschl. Sept. 537+.10
— Medusa and Humbaba die in similar ways: Enkidu beheads Humbaba and
puts his head in a leather bag, cf. Huwawa A 178-180.
— Significantly, both Medusa’s and Humbaba’s heads later became apotropaic
symbols within their respective cultural settings.!
The complex background of the mythological comparanda and the macro-
scopic differences the Pindaric and the Vedic texts display invite us to carefully
investigate to what extent Pindar’s context and his phraseological usages truly
resemble the Old Indic ones.

4 Comparative Plan

My comparative investigation proceeds as follows: In chapter 8 (“Brhaspati
and the Poetic Vision of Seven Heads. Rigveda 10.67: Text and Commentary”),
I introduce Rigveda 10.67 without taking into account non-Old Indic com-
paranda. The hymn, which is presented in translation, is accompanied by a
short commentary referencing myths and expressions connected with the Vala-
myth in Vedic.

In chapter 9 (“How to Find a Song of Multiple Heads: Collocations in Con-
text”), I concentrate on different aspects of the Gorgon myth, which are associ-
ated with the episode of Perseus and Medusa in Pindar and elsewhere, both in
a direct and indirect way, since some distinctive mythological features merge
or, in an opposite and complementary fashion, proliferate within interconnec-
ted narratives in contrast or in apposition. In my parallel examination of the
Greek and the Vedic traditions, I focus on possible shared details for:

1.  Features of the enemy and his/her abode (mytho-geography);

2. Association with the base collocation [HERO-KILLS-SERPENT];

3.  Association with the collocation [HERO-DRIVESs away—GOODS (cattle,
women etc.)];

4. Acoustic dimensions of the narratives.

With my analysis I seek to show that the mythological accounts associated with

the figures of Perseus and the Gorgons in Greece have a variety of traits in

common with the proposed Old Indic texts recounting the myths of Vala and

10  The parallel is also noted by West 1997:454.

11 On Medusa’s head as an apotropaic symbol cf. Neira 2015. Humbaba’s head may have
acquired an apotropaic value, since the demon is invoked in prayers for protection, cf.
Thureau-Dangin 1925:26, Graff 2013.
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Vrtra (i.e. Rv10.67 and others). In my conclusions (chapter 10, “Midas’ 36&x and
Brhaspati’s ddksina”) I argue that the cumulative phraseological and thematic
evidence suggests that, even in the case that the myth of Pindar’s Pythian Twelve
was invented ex novo by the Theban poet, Pindar operated with inherited them-
atic and phraseological stock.



CHAPTER 8

Brhaspati and the Poetic Vision of Seven Heads
Rigveda 10.67: Text and Commentary

1 Introduction

Rigveda 10.67 centres on the god Brhaspati and his role in the Vala-myth. This
is a cattle-raid narrative, the details of which are attested in several Rigvedic
hymns.! The Panis, Indra’s enemies, possess huge cattle herds. They keep them
concealed in a rocky cavern named Vala, which is situated in a remote region
of the world. Some hymns specify that Indra sends off his dog, Sarama, to find
the cows (Rv 1.62.3, 10.108). Sarama locates the Panis’ hiding place. The Panis
deride Sarama, so, she returns to Indra, who decides to head to Vala himself.
The god splits open the cavern and steals the Panis’ cows.

In a number of passages, Indra destroys Vala thanks to the help of Brhaspati,
the god of sacrifice,? and a group of singing priests,® identified as the Angirasas
or the Usijas.* Indra and Brhaspati are associated in several texts.> For instance,

1 On Brhaspati cf. Shende 1947; on the myth cf. Oberlies 2012:200-207.

2 As the god of ritual speech, Brhaspati is invoked for protection (cf. Rv1.18.3, 2.23.4-17, 2.30.4,
2.30.9, 7.97.2—4,10.103.4, 10.155.2—3), for help with the ritual speech (Rv1.40.4-6, 7.97.1, 7.97.9)
and the sacrifice (Rv 2.25, 2.26) as well as to punish from all forms of evil speech (rRv 10.182).

3 The Angirasas are Brhaspati’s troops, cf. RV 4.50.5ab sd sustibha sd fkvata ganéna , valdm
ruroja phaligdm ravena “he with his flock possessing good rhythm, the flock possessing
chant—he broke Vala, broke its bolt with his roar”. Consequently, the god is addressed as
‘troop-lord of troops) cf. RV 2.23.1ac gandnam tva gandpatim havamahe , kavim kavinam
upamdsravastamam | jyesthardjam brdhmanam brahmanas pate “we call upon you, the
troop-lord of troops, the most famous poet of poets, the preeminent king of sacred formu-
lations, O Lord of the sacred formulation”.

4 Ved. usij- (: OAv. usij-) designates both ‘poet’ and ‘priest’ In the Rigveda, the term also occurs
as an epithet of Agni. The etymology of the word is unknown. It may reflect a compound us°jj-
with a FcM reflecting a zero-grade of the same root underlying Ved. vas ‘to want’ (1E *uek-, cf.
L1V2 672—673, IEW 1135) and a sSCM based on the root IE */;ag- ‘to lead, convey’ (reconstructed
as *hyeg- in L1v? 255-256, IEW 4—5) or *Hjag- ‘to sacrifice’ (cf. L1v? 224—225, IEW 501). However,
Scarlata 1999:398 criticizes these reconstructions.

5 Cf. RV 1.40.1-2, where Brhaspati is associated with Indra and the Marutas. RV 4.49 reflects a
further overlap between the two gods. This short hymn to Indra and Brhaspati is likely to be
based on hymns to Indra and Vayu (cf. Jamison—Brereton 2020). Furthermore, in RV 4.50.10—
11, Brhaspati and Indra are invited together to drink the soma. From the phraseological point
of view, cf. also the overlap between Indra acyutacyiit- ‘shaker of the unshakable’ (Rv 2.12.9d,
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the expressions “with Brhaspati as yokemate” (bfhaspdtina yujd, RV 8.96.15d)
and “with Indra as a yokemate” (indrena yuja, rv 2.23.18c)® apply to Indra and
Brhaspati respectively. Moreover, even though Indra is often identified as the
protagonist of the Vala-myth, some poems, like Rv 10.67, ascribe this heroic
deed directly to Brhaspati. As shown by Hans-Peter Schmidt in his 1968 seminal
study,

Indra was the original hero of the Vala-myth, in his role as priest-king and
with his priestly weapons—songs and correctly formulated true speech
—with the Angiras singers as his helpers. In this role he received the epi-
thet “brhaspati”. But in time the epithet was split off into a separately
conceived divine figure Brhaspati, first as an alloform of Indra and then
detached from Indra as an independent divinity who served as Indra’s
priest—taking with him Indra’s priestly role, while Indra retained the
roles of king and warrior.

JAMISON—BRERETON 2014:633

Our hymn was composed in tristubh-meter by Ayasya Angirasa. It consists of
twelve stanzas, which display a set of lexical and semantic repetitions (see
below, sections 2 and 4).” The poem opens with a reference to Brhaspati and
the Angirasas (1-3) and moves on to the description of Vala’s opening and
Brhaspati’s accomplishment (4-5): by destroying the Vala cave, Brhaspati
found ‘the dawn, the cow, the sun and the chant’ (5). The second part of the
hymn starts by recalling the Vala-endeavour (6-8), celebrates Brhaspati (9-10),
and concludes with a final invocation of Brhaspati (11) and of Indra (12), who is
identified as the smasher of Vrtra, as well as the crusher of Arbuda’s head and
the liberator of the waters.

6.18.5¢) and RV 2.24.2¢ pracyavayad dcyuta brahmanas pdtih “the Lord of the Sacred Formu-
lation moved the immovable forward” (cf. Scarlata 1999:125-126).

6 RV 2.24.a2cd dch, ;ndrabrahmanaspati havir né’, ;nam yijeva vajina jigatam “O Indra, O
Lord of the Sacred Formulation, do you two come here to our offering, like two prize-winning
yokemates to their food”. Brhaspati’s call accompanies Indra in RV 7.97.3.

7 For a distinction between lexical and semantic repetitions cf. chapter 2, section 3.
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2 Repetitions and Rings in Rigveda 10.67
The following lexical repetitions can be identified within the poem:

TABLE 7 Rigveda 10.67, lexical repetitions

[POETIC THOUGHT] dhiyam (1a) = didhyana (2a) i dhibhih (8b)
[CORRECTNESS] rtd® (1b) i rtdm (2a)
[to GENERATE] rtdpra®jatam i janayad visvdjan-
(1b) yah (1c)
[to FIND/INVENT]  avindat (1b) :: viveda (5d)
[INDRA] indraya (1d) it (ndrah (6a) it (ndrah (12a)
[SOLEMN SPEECH]|  $dmsan (1d) i $dmsanta (2a)
[THINK/THOUGHT| mananta (2d) 1 mdnasa (8a) 1 matibhih (9a)
[COMRADE] sdkhibhih (3a) = sdkhibhih (7a)
[BRHASPATI] brhaspatih (3c)  : brhaspdtih (4c) = brhaspdtih :: brdhmanas :: bihaspdtih
(5¢) pdtih (7¢) (8c)
brhaspdtim (9c) = brhaspdtim (10c)
[cow] ga (3¢) = ga (4a) = gam (5c) = ga (6c¢) = gédhayasam : gdpatimga
(70) (8a)
[L1GHT] Jyotih (4¢) i jyétih (10c)
[to SEARCH] ichdnn (4c) it ichdmandh (6¢)
[uP + DAWN-cows] tid usrd (4d)  ud usriya (8d)
[to SPLIT APART] vibhidya (5a) i Vi ... abhinat (12b)
[AUTHENTIC(ITY)] satyébhih (7a) i satyéna (8a) = satyam (1a)
[to INCREASE] vardhdayantah : vardhdyantah
(9a) (10c)
[SEAT] sadhdsthe (9b) = sddma (10b)
[BULL] visanam (9c) i vfsanam (10¢)
Further semantic repetitions and parallelisms can be detected:
TABLE 8 Rigveda 10.67, semantic repetitions
[HEAD] saptdsirsnim (1a) = mirdhanam (12b)
[like LOUD ANIMAL] hamsair iva vavadadbhih (3a) : simhdm iva
nanadatam (9b)
[to OPEN/CRUSH APART]| Vi ... avah (4d) i vi cakarta (6b) = vi...adardah (7b) = vy anat (7d)

The entire set of repetitions is hereunder schematically presented:
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imdm dhiyam sgptdsirsnim pitd na
rtdprajatam brhatim avindat
turtyam svij janayad visvdjanyo
Jydsya ukthdm indraya sémsan
rtdm $dmsanta pjit didhyana

divds putrdso dsurasya virah
vipram paddm dngiraso dddhana
yajiidsya dhdma prathamdm mananta
hamsair iva sdkhibhir vavadadbhir
asmanmdyani ndhana vydsyan
brhaspitir abhikdnikradad ga

utd prastaud iic ca vidvdm agayat
avé dvabhyam pard ékaya gi

guiha tisthantir dnrtasya sétau
brhaspdtis tdmasi jyétir ichdnn

tid usrd dkar vi hi tisrd dvah

vibhidya piiram saydthem dpach

p
nis trini sakdm udadhér akyntat
brthaspatir usdsam siiryam gam
arkdm viveda standyann iva dyaith
indro valdm raksitdram diighanam

karéneva ylcohgridrdveng

édanjibhir asiram ichdmané

Minor Rings
authentic(ity)]
comrade

other rings

further possibilities

Jrodayat panim cfgﬁ amusnat

sd im satyébhih sdkhibhih Sucddbhir
gédhayasam yldhangsairadardeh
brdhmanas pdtir visabhir vardhair
gharmdsvedebhir drdvinam yygnat
té satyéna mdnasa gépatim gd
iyandsa isanayanta dhibhih
brhaspdtir mithéavadyapebhir

tid usriya aspjata svayigbhih

tdm vardhdyanto matibhih $ivdbhih
simhdm iva ndnadatam sadhdsthe
brhaspdtim visanam Siirasatau
bhdre-bhare dnu madema jisniim
yadd vajam dsanad visvdriipam

d dydm druksad vittarani sddma

brhaspdtim visanam vardhdyanto

ndnd sdnto bibhrato jydtir asd
satydm asisam krnuta vayodhai
kirim cid dhy dvatha svébhir évaih
pascd midho dpa bhavantu visvas
tad rodasi Synutam visvaminvé
indro mahnd mahaté arpavdsya

vi mirdhdnam abhinad arbuddsya
dhann dhim drindt saptd sindhiin
devair dyavaprthivi prdvatam nah

Main Rings
ring1 head

ring 2 a) to find/invent b) to split apart

ring 3 Indra
ring 4 Brhaspati
ring 5 cow

SCHEME 5 Ring-composition of Rigveda 10.67
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The reiteration of terms for ‘head’ (1a, 12b) encompasses the hymn and thus
frames further internal circles. Two internal rings (ring 2.a and 2.b), interlock-
ing in 5, divide the poem into two parts. They emphasise the main events of
the myth: the invention/finding of the poetic thought ‘of seven heads’ (cf. the
repetition of ved: avindat [1b], viveda [5d], ring 2.a) within the base colloca-
tion [GOD-INVENTS-SONG/POETIC THOUGHT,. | and the smashing of Vala
(cf. the reiteration of ‘to split/open apart’: vibhidya [5a] : vi ... abhinat [12b]; v{
... avah [4d], vi cakarta [6b] : Vi ... adardah [7b] : vy anat [7d]).

The recurrence of divine names creates further internal rings (rings 3 and 4),
which give prominence to the protagonists of the myth (cf. section 4 on st. 6,
below). The main circular structures are additionally interlaced through sev-
eral other lexical and semantic repetitions, in which the terms are placed at
close distance from one another (cf. section 4, on st. 10).

3 Text and Translation

imam dhiyam saptdsirsnim pité na
rtdprajatam brhatim avindat
turiyam svij janayad visvdjanyo

2 yasya ukthdm indraya samsan
rtdm samsanta pjii didhyana

divds putrdso dsurasya virah
vipram paddm drgiraso dddhana
yajiidsya dhama prathamdm
mananta

hamsair iva sdkhibhir vavadadbhir
asmanmdyani ndhand vydsyan
bfhaspdtir abhikdnikradad ga

utd prastaud tic ca vidvam agayat

avé dvabhyam pard ékaya ga
guha tisthantir dnrtasya sétau
brhaspadtis tamasi jyctir ichdnn
ud usrd akar vi hi tisrd avah

1. This seven-headed poetic thought here,® born of truth
and lofty, did our father find. The fourth one indeed did
the irrepressible one, belonging to all men, generate as
he was pronouncing a solemn speech for Indra.

2. Pronouncing the truth, thinking straight, the sons of
heaven, the heroes of the lord, the Angirases, establish-
ing their inspired word [/laying their inspired track],
pondered the first foundation of the sacrifice.

3. Along with his comrades, who were constantly gab-
bling like geese, while he was throwing open the fasten-
ings made of stone, while he kept roaring to the cows,
Brhaspati both started the praise song and struck up the
melody, as knowing one.

4. With two (gates) below, with one above, the cows
standing hidden in the fetter of untruth—Brhaspati,
seeking light in the darkness, brought up the ruddy ones,
for he opened up the three (gates).

8 I change “insightful thought” (Jamison—Brereton 2014) to “poetic thought”.
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vibhidya piram saydthem dpacim

w

nis trini sakdm udadhér akyntat
brhaspdtir usdsam siryam gam
arkdm viveda standyann iva dyaiih

6 indrovaldm raksitdaram dughanam
karéneva vi cakarta rdvena
svédarijibhir asiram ichdmand
2 rodayat panim a gc’i amusnat

7 sd im satyébhih sdkhibhih Sucddbhir
godhayasam vi dhanasair adardah
brahmanas pdtir visabhir vardhair
gharmdsvedebhir dravinam vy anat

8  té satyéna mdnasa gépatim ga
iydmfsa isanayanta dhibhih
brhaspdtir mithéavadyapebhir
ud usriya asrjata svayiugbhih

9 tdmvardhdyanto matibhih $ivabhih
simhdm iva nanadatam sadhdsthe
bhaspdtim visanam Siirasatau
bhdre-bhare dnu madema jisnim

10 yaddvajam dsanad visvarapam
a dycﬁm druksad uttarani sadma
brhaspdtim visanam vardhdyanto
ndna sdanto bibhrato jyotir asa

1 satyam asisam krnuta vayodhai
kirim cid dhy avatha svébhir évaih
pasca midho dpa bhavantu visvas
tdd rodast Srnutam visvaminvé

12 indro mahnd mahaté arnavdsya
vi mitrdhanam abhinad arbuddsya
dhann dhim drinat saptd sindhin
devair dyavaprthivi pravatam nah

5. Having split apart the stronghold (from front) to back,
(having split apart) the lairs, at one blow he cut out the
three [= dawn, sun, cow] from the reservoir. Brhaspati
found the dawn, the sun, the cow, (found) the chant
while he was thundering like heaven.

6. Indra cut apart Vala, the guard over the milkers, with a
roar like a tool. Seeking the milk-mixture with (his com-
rades) anointed with sweat, he made the niggard wail:
he stole the cows.

7. With his trusty comrades blazing, with the winners
of spoils, he cleaved apart the cow-nurturer. The Lord of
the Sacred Formulation reached through to the treasure
with his bulls, his boars, with their hot sweat [/sweating
over the gharma pot].

8. With trusty mind begging the cowherd for the cows,
they compelled him with their poetic thoughts.® Brhas-
pati loosed the ruddy ones upward, with his own yoke-
mates who protect each other from fault.

9. With our propitious thoughts strengthening him, ever
roaring in his seat like a lion, we would celebrate Brhas-
pati the bull, victorious at the contest of champions, vic-
torious in every raid,

10. When he won the prize of all forms and mounted to
heaven, to the higher seats. Brhaspati the bull (would
we celebrate), strengthening him—though each (of us)
brings light with our mouth in our own way.

11. Make our hope come true, our hope for the confer-
ring of vigor. For you help even the weakling in your
own ways. Let all slighters be off, be behind (us). You two
world-halves, who set all in motion, hear this.

12. Indra with his greatness split apart the head of the
great flood, of Arbuda. He smashed the serpent. He let
flow the seven streams. O Heaven and Earth, along with
the gods, further us.

9 I change “with their insightful thoughts” (Jamison-Brereton 2014) to “with their poetic

thoughts”.
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4 Commentary

1 Brhaspati’s discovery is described as a ‘poetic thought/vision, Ved. dhi- (cf.
Ved. dhay ‘to look, perceive, conceive, think’), “insightful thought” (Jamison—
Brereton 2014), “Dichtung” (Geldner 1951-1957). Since Ved. dhi- sometimes
means ‘poem, i.e. the result of an insightful thought/vision, Ayasya Angirasa
may be referring to Rv 10.67 itself. In this case, analogously to what Phillips
(2013) proposes for Pythian Twelve, our hymn would be meta-aetiologic in
nature.

The adj. saptdsirsan- ‘having seven heads’ (1a) is usually interpreted as an
allusion to the seven Angirasas, the singing priests who escort (Indra/)Brhas-
pati in his endeavour (Schmidt 1968:228). In fact, one passage might allow us
to recover a link between the number ‘seven’ and the Angirasas in the Vala-
myth, cf. RV 4.2.15 ddha matiir usdsah saptd vipra , jayemahi prathama vedhdso
nfn | divds putra dngiraso bhavem, , drim rujema dhaninam $ucdntah “then
as the seven inspired poets might we be born from mother Dawn, as the fore-
most ritual adepts for men. Might we become sons of heaven, Angirasas. Might
we break the rock that holds the prize, as we blaze”. The association between
Brhaspati and number seven is not an isolated trait of Rv 10.67: the god is said
to possess ‘seven mouths’ and ‘seven reins, which are in turn identified with
his priestly escort, cf. RV 4.50.4cd saptds,yas tuvijaté rdvena , vi saptdrasmir
adhamat tamamsi “he, possessing seven mouths [= Angirasas] and seven reins
[= seers?], being powerfully born, blew apart the dark shades with his roar”.

The expression pitd nah, “our father” (1a), addressed to Brhaspati (cf.
RV 6.73.1c, tautometric), is reminiscent of “(our) fathers” (Ved. pitdro nah), a
common designation of the Angirasas (Rv1.71.2a,10.62.2a, cf. als0 10.62.5). Else-
where Brhaspati is called ‘father to all the gods) Ved. pitré visvddevaya (dat.,
RV 4.50.6a). Significantly, the apostrophe to ‘our father’ (1a) is followed by three
occurrences of the root jan‘ ‘to generate’ (1E *jenhy-, cf. L1v? 163165, IEW 373—
375), cf. rtdprajata- “born of truth” (1b), janayat “he generated’, visvajanyah
“belonging to all men (°janya-)” (1c). The use of jan‘in (1c) turiyam svij janayat
is also reminiscent of passages in which Brhaspati is identified as the ‘beget-
ter of sacred formulations), cf. Rv 2.23.2d jam'tcf brdhmanam. At the same time,
the compound rtdprajata- “born of truth” (1b), together with the expression
rtdm sdmsanta rjii didhyanah “pronouncing the truth, thinking straight” (2a)
stresses that Brhaspati's and the Angirasas’ invention is in conformity with the
truth/cosmic order (Ved. rtd-).

According to Jamison—Brereton 2014:1488, “the fourth one”, Ved. turézam (1c),
“refers to the fourth, inaudible portion of speech, or the fourth formulation,
which figures prominently in Vedic speculations on the nature and power of
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speech (see Jamison 1991:251-257)". This explanation is well suited to the con-
text since Brhaspati is said to pronounce a samsa- “solemn speech” for Indra
(1d).10

The verb ved ‘to find’ (see below, [5cd]) is often used in connection with the
priest-god, cf. the epithets vasuvid- ‘finding riches’ (Rv 1.18.2b), svarvid- ‘finding
the sun’ (Brhaspati’s chariot in Rv 2.23.3d), and two verses from RV 10.68: gab
sésam avindat sd s,vah sé agnim “he found the dawn, found the sun, found the
fire”; nd bfhaspdtir bhindd ddrim viddd gah “Brhaspati split the rock and found
the cows”.

2 The stanza introduces (Indra/)Brhaspati’s helpers by their name: the Angi-
rasas (2c) are the ‘sons of Heaven’ (divds putrasah [2b], cf. RV 3.53.7b) who
are distinguished by rectitude (rtdm ... pjui)! in speaking (sdmsantah, vipram
paddm ... dddhanah “pronouncing ... establishing their inspired word”) and
thinking (didhyanah ... mananta “thinking ... they pondered”). The two par-
ticiples sdmsantah ... didhyanah “pronouncing ... thinking” (2a) recall sdmsa-
“solemn speech” (1d) and dhi- “poetic thought” (1a), while ytdm “truth” (2a)
reprises ytdprajatam “born in truth” (1b).

The term padd- (2c) is ambiguous, since it may refer both to ‘word’ and ‘track’
(cf. Thompson199s). In turn, padd- ‘track’ often applies to poetic creation, since
the creative process, just like in Greek Archaic poetry (cf. chapter 5, section
2, 7), is metaphorically represented as the search for a physical place, cf. e.g.
RV 7.87.4¢d, 10.53.10cd. At 2d the poet stresses the role of the Angirasas in con-
nection with the creation of the sacrifice. While vipram paddm ... dadhanah
“establishing their inspired word” (2c) emphasizes the sphere of speech, the
verb mananta “they pondered” (2d), semantically paralleling didhyanah ‘think-
ing’ (2a), highlights the sphere of mental activity.

3 The focus shifts progressively from the Angirasas to Brhaspati, in an accu-
mulation of acoustic elements: the Angirasas are compared to ‘geese’, cf. ham-
saih va ... avadadbhih “constantly gabbling like geese” (3a), while the acous-
tic dimension of Brhaspati is emphasized by Ved. abhikdnikradat “roaring
to the cows” (3c), prastaut “started the praise song” it ... agayat “struck up
the melody” (3d). This sequence of lexemes apparently marks a climax from
‘unarticulated/animal-like sound’ (hamsair iva ... avadadbhih, abhikdnikradat
gah “constantly gabbling like geese ... roaring to the cows”, [3a], [3¢]) to ‘musical

10 On this term, phraseology and etymology cf. Garcia Ramoén 1992.
11 Cf Rv2.24.73, 4.50.3ab (where the Angirasas are called ytaspjsah ‘touching the truth’). In
RV 2.24.8a Brhaspati is said to possess a ‘bow whose string is truth’ (Ved. rtdjya-).
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sound’ (prdstaut ... it ... agayat “he started the praise song ... struck up the
melody”, [3d]), which is produced by Brhaspati, the knowing one’ (Ved.
vidvarms- [3d]).

The comparison between the Angirasas and the birds in (3a) is similar to
the metaphor found in Rv 10.68, in which Brhaspati’s chants are compared to
water birds, cf. Rv 10.68.1ab udapriito nd vdyo rdksamana , vavadato abhriya-
syeva ghdésah “constantly gabbling like water birds watching out for each other,
like the sounds of booming (thunder) emanating from a cloud”!? The god is
often associated with loud utterances of a distinctly different in nature, namely:
non-articulated cries and correctly pronounced formulations. His ‘roaring and
bellowing’ is emphasized in Rv1.190.1, 4.50.1ab, 6.73.1d. Elsewhere, his call is dir-
ectly compared to a ‘terrible beast’ (mygdh nd bhimdh, rv 1190.3d, mrganam
nd, RV 1.190.4c¢). Other passages stress the leading role of the priest god, identi-
fying him as the ‘guide of the song’ (gathanyah, Rv1.190.1c, asyd yanta sitktdsya,
RV 2.23.19ab, 2.24.16ab).13 In a way analogous to the poet in Ancient Greece (cf.
Massetti 2019:169-174), the god is also compared to the point in which all songs
converge in streams (RV 1.190.7).

In (3b) the expression asmanmdyani ndhana “the fastenings made of
stone”—Ved. nah, nadh usually applies to ‘binding’ of chariots and yokes, cf.
Grassmann—Kozianka 1996 s.v. nadh-, nah—hints at the Vala cave. A thematic
derivative from IE *yel- ‘to enclose, envelop’ (cf. L1v? 678, IEW 674), Ved. vald-
is the enclosure par excellence, cf. chapter 9, section 1.4.

4 Vala is again compared to a fetter (dnrtasya sétau “in the fetter of untruth”
[4b]), a place where the cows are hidden (ga , githa tisthantih [4ab]), and
to a sort of stable, the doors of which are opened by (Indra/)Brhaspati. The
same accomplishment is ascribed to Agni (Rv 7.9.2) or, more often, to Indra, cf.
RV 6.17.6¢d atirnor diira usriyabhyo vi drlh;, .d iwrvad ga asyjo dngirasvan “You
(: Indra) opened the doors, opened up the strongholds for the dawn-red ones.
Accompanied by the Angirasas, you sent the cows surging up from the enclos-
ure” (cf. also Rv 6.18.5, 6.31.5). In Rv10.67, the result of (Indra/)Brhaspati’s heroic
deed is described as both the liberation of the cows (iid usra akar “he brought

12 Cf also Rv 4.50.2a, where the Angirasas are called dhunétayah ‘those of noisy tread'.

13 The same metaphor may underlie Rv1.18.7d sd dhindm ydgam invati “he drives the team of
insightful thoughts”; Rv 1.190.4ab asyd sléko diviyate prthivyam , dtyo ndyamsadyaksabhyd
vicetah “when his signal-call speeds in heaven and on earth like a steed, the discriminat-
ing one [= Brhaspati?], bringing wondrous apparitions, will control it, *like a steed—".
The imaginary of ‘chariot’ and ‘ride’ in connection with speech and the poetic is well
developed in Vedic as well as in Greek, where it underlies a variety of metaphors (cf. Mas-
setti 2019:194—199).
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up the ruddy [cows]” [4d]; éid usriya asrjata “he loosed the ruddy ones upward”
[8d]) and a cattle theft (@ ga amusnat “he stole the cows” [6d]). Elsewhere the
base collocation [HERO-LEADS/DRIVES ([sam-]/[ud-]aj)-GOODSs] summarizes
the final achievement of the Vala-myth, cf. RV 2.24.3c iid ga ajat “he drove up
the cattle” (cf. RV 4.50.5¢d, 10.68.7d), RV 6.73.3a brhaspdtih sim ajayad vdsuni
“Brhaspati entirely conquered [= carried off together] goods” (cf. chapter g, sec-
tions 3.3—4).14

The combination of different images (the cows, the gate-opening, Vala) cre-
ates a series of metaphors, namely: (i) [COWS] : [POETIC SPEECH/POETIC
INSPIRATION], (ii) [cOWS] : [LIGHT/LIGHT-BEAMS], (iii) [COWS] : [WATERS].15

(i) ‘Cows’ are a metaphoric designation of ‘speech/verbal art’ (e.g.
RV 10.64.12), cf. the expression ‘hidden track(s) of the cow’, a common poetic
designation for the cryptic meanings of the verbal art.16 At the same time, like
cows in a stable, inspired thoughts are imagined to pass through ‘poetic doors),
cf. Rv 9.10.6 dpa dvara matindm , pratnd ypvanti kardvah | visno hdrasa aydvah
“the ancient bards thrust open the doors of poetic thoughts—the Ayus for the
raging of the bull”. Elsewhere, Brhaspati is said to have pierced a cistern ‘con-
taining streams of honey’. It is possible that this image too hints at poetic art,
since ‘poetry’ is often associated with the notion of ‘sweetness,!” cf. Rv 2.24.4ab
dsmasyam avatdm brahmanas pdtir , madhudharam abhi ydm djasatynat “the
cistern with its mouth of stone, containing streams of honey, which the Lord
of the Sacred Formulation drilled out by his power”.!® In RV 10.68, Brhaspati

14  Valais also imagined as a ‘mountain filled with goods), cf. Rv 2.24.2d @ cavisad vdsuman-
tam vi pdrvatam “he entered into and throughout the mountain filled with goods”. For
Brhaspati as carrying away the stakes cf. Rv 2.24.9,13. In Rv10.68 the collection of the cows
is imagined as a sort of extraction and described through a set of articulated metaphors:
strewing (3), blowing of the wind (5), eating (6), carving (8), healing (9).

15  Additionally, in Rv10.68.2 the action of Brhaspati reuniting the Angirasas with their cows
is compared to a wedding, cf. chapter g, section 3.4.

16 Geldner1951-1957 ad loc., Watkins 1995:72.

17  Poetic art is associated with the idea of ‘sweetness’ and ‘honey’ (the sweet substance par
excellence) in several IE traditions, cf. e.g. Rv1.78.5 dvocama rdhugana , agndye mdadhumad
vdcah | dyumnair abhi prd nonumah “we Rahtiganas have spoken a honeyed speech to
Agni.— We keep bellowing to (him), with éclat”. For 1E parallels, with special attention
to the choral lyric phraseology, cf. Massetti 2019:3-7, 78—79. The image of RV 2.24 might
vaguely recall Ba. fr. 29.12-14.

18 Cf also RV 4.50.3cd tiibhyam khatd avata ddridugdha , mddhva scotanty abhito virapsdm
“for you do the deep-dug springs, milked by the stone, drip an abundance of honey all
about’, RV 10.68.8ab dsndpinaddham mddhu pdry apasyan , mdtsyam nd dinduddni ksi-
ydntam “he caught sight of the honey enclosed by the stone, like a fish living in shallow
water”.
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is explicitly said to have ‘brought to mind’ the “hidden name of the milk-
cow”, another common kenning for ‘poetic speech’!® cf. Rv10.68.7ab bfhaspdtir
dmata hi tydd asam , nama svarinam sddane githa ydt “for Brhaspati brought
to mind this very name of these who were resounding (with)in the seat—(the
name) that was hidden”. The mission to find the cows thus configures as the
mission for ‘the art of the word), ‘poetry’ and ‘poetic inspiration’, cf.

RV 4.1.15-16ab

5. té gavyatda mdnasa dydhrdm ubdhdm
gad yemandm pdri santam ddrim
drlhdm ndro vdcasa daivyyena
vrajam gomantam usijo vi vavruh

6. té manvata prathamdm nama dhends
trih saptd matith paramani vindan

Those with their mind set on cattle (opened up) the solid, knotted-up,
enclosing stone that held the cows. The firmly fixed pen full of cows did
the men, the fire-priests, open up with divine speech. They brought to
mind the first name of the milk-cow; thrice seven highest (names) of
the mother they found.

Since the correlation between the act of ‘searching for the cows’ and that of
‘discovering of the cow’s name(s)’ poetically describes the dynamics of the cre-
ative process,2? the Vala-myth configures as a myth which is ultimately about
the discovery of artistic inspiration.

At the same time, since the image of ‘opening the gates’ combines with that
of ‘seeking the light’ (Ved. jyétir ichdn) in RV 10.67.4c, (ii) the passage may be

19  Jackson [Rova] 2006:127.

20  The correlation between musical/poetic invention and quest for the cows is similar to the
plot of the Homeric Hymn to Hermes: Hermes goes after Apollo’s cows but he invents the
lyre, which he will later exchange for the cows, cf. HH 4.22—25 &AW 8y dvaitkag (et Béag
ATEMwvOS [...] EvBa yéhuv ebpav éxthoato puplov SABov: || ‘Eppiis Tot mpwtiota xéAUY TEXT-
var” qot36v “but he sprang up and sought Apollo’s cows [...] he found a tortoise there and
gained endless happiness. For it was Hermes who first made the tortoise a singer”. On HH 4
as a Greek comparandum for the Vala-myth cf. Jackson [Rova] 2014. The same sequence
of events is found in the Ossetic story concerning the invention of the fendyr, a chord
instrument: Syrdon steals the cow of another Nart, who searches for it, and kills Syrdon’s
sons, after discovering that Syrdon is the thief. Syrdon builds the fendyr with the bones
of his sons and performs with that the funeral rite. Afterwards, he bestows the fendyr to
the Narts, who, delighted by this gift, accept him as one of them (cf. Massetti [forthc./a]).
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hinting at sun-rising and the sacrifice, which is performed daily at dawn.2! Agni,
Usas, and the Sun are commonly imagined as the gods who ‘open the doors
of darkness’ or ‘the stony doors of heaven), cf. e.g. Rv 3.5.1d dpa dvara tdmaso
vdahnir avah “as the draft-horse ... [Agni] has opened the doors of darkness”;
RV 4.51.2cd vy U vrajdsya tdmaso dvar, , ,chdntir avrasi chiicayah pavakah “they
[: the Dawns] have unclosed the doors of the enclosure of darkness as they
dawn, blazing and pure’, RV 5.45.1vida divé visydnn ddrim ukthair, ayatya usdso
arcino guh | dpavrta vrajinir 1t s,var gad , vi diiro manusir devd avah “through
knowledge unloosing the stone of heaven with hymns—the shining (beacons)
of the approaching dawn come (out of it) he uncloses (the doors) to the enclos-
ures: the Sun comes up. The god has opened up the doors belonging to the
sons of Manu”. In connection with the metaphor [COWS] : [RAYS OF LIGHT]
the use of the Ved. adj. usrd- ‘ruddy’ in (4d) (a thematic delocatival derivative
of usds- ‘dawn’) should be highlighted. As the term is homophone of usrd- ‘calf’,
it is not always possible to distinguish between usrd-; ‘dawny, ruddy’ and usrd-,
‘calf’ (EWAia 1 239), especially because usrd-; often applies to dawn’s cows,
i.e. Usas’ light-beams (Campanile 1986). The metaphorical overlap [cows] :
[LIGHT BEAMS] may also be confirmed by texts which connect Brhaspati with
the creation of light (the sun, the dawn, the fire). Since sacrifices are performed
every day at dawn, Brhaspati, the inventor of the first sacrifice, is said to have
hidden darkness and have made the sun visible, cf. RV 2.24.3d dgiihat tdmo vy
acaksayat svah “he hid the darkness and made the sun visible”, to have pressed
away darkness and mounted on “the chariot of rta, which is light-bearing and
sun-finding” (Rv 2.23.3bd jydtismantam ratham rtdsya [ ...] s,varvidam), to have
blown darkness apart or driven it away, cf. Rv 4.50.4cd rdvena ... vi ... adhamat
tamamsi “(sc. Brhaspati) blew apart the dark shades with his roar”, Rv10.68.5ab
dpa jyétisa tdmo antdriksad , udndh Sipalam ivavata ajat “with his light he drove
away the darkness from the midspace as the wind drives the §ipala-plant from
the water”.22

Finally, (iii) ‘cows’ are often compared to ‘waters’. This metaphor creates an
overlap between the Vala-myth and the Vrtra-myth, in which Indra kills ‘the
encloser’ (Vrtra, a further derivative of 1E *uel- ‘to enclose, envelop’) and frees
the waters (cf. chapter g, sections 3.3—4). Such a mythological correspondence
is particularly evident in passages like RV 2.23.18cd indrena yuja tdmasa
pdrivrtam , bfhaspate nir apam aubjo arnavdm “with Indra as your yokemate,
Brhaspati, you forced out the flood of waters, enclosed by darkness”. In the

21 Cf. RV 2.24.5, with reference to the creation of the sacrifice and its cosmologic con-
sequences.
22  Cf. also Rv10.68.9.



114 CHAPTER 8

framework of the same association of images, Brhaspati is said to search for
the sun and the waters, cf. Rv 6.73.3c apdh sisasan s;var dpratitah “when he
sets out to win the waters and the sun, (Brhaspati) is unopposable”.

5 This stanza recalls the main achievements of Brhaspati: the god split Vala
and found the most precious cosmic treasures. The collocation vibhidya piram
“having split apart the stronghold’, (5a), in which Ved. piir- ‘stronghold’ hints
at Vala as the ‘enclosure’, may be recognized as a varied version of the myth’s
base collocation [HERO—(vi-)bhed—vald-|ddri-,.. ], cf. e.g. RV 2.a1.20d bhindd
valdm indro dngirasvan “together with the Angirasas, Indra split the Vala cave”,
RV 6.73.1ab adribhit ... bfhaspdtih “he who is splitter of the stone ... Brhaspati”23
In 5b trini ‘the three’ may allude to the dawn, the sun, and the cow (Geld-
ner 1951-1957, Jamison—Brereton 2014), i.e. the three elements which Brhaspati
extracts from Vala (see above [4], metaphor [ii]).

Hence, 5¢c could be taken as a clarification of trini, cf. bfhaspdtir usdsam
siryam gam [viveda (d)] “Brhaspati [found] the dawn, the sun, the cow”. As
already anticipated, Ved. ved in 5d (arkdm viveda standyann iva dyaith “he
[found] the chant while he was thundering like heaven”) builds a lexical repe-
tition with pada 1ab (cf. section 2 above).

Ved. arkd- (5d) is the ‘blazing chant’ (cf. 1E *h;erk¥- ‘to shine, sing, L1vZ 240—
241, IEW 340, cf. Ved. arc ‘to sing) Hitt. arku- ‘id’ [as per Melchert 1998], TA
ydrksat ‘he worshipped’) and probably alludes to the chant performed at the
fire-ritual. In RV 10.68.4, Brhaspati is compared to the ‘firebrand of heaven), cf.
RV 10.68.4 dprusaydn mddhund rtdsya yonim , avaksipdnn arkd ulkam iva dyéh
| bthaspdtir uddhdrann d$mano ga , bhitmya udnéva vi tvacam bibheda “spray-
ing the womb of truth with honey, flinging (it = honey?) down like a firebrand
from heaven when the chant (sounded), Brhaspati, when he brought the cows
up out of the stone, split asunder the skin of the earth as if (just) with water’,
while the god’s chant is said to be ‘fire-hot’ in RV 10.68.6ab yada valdsya piyato
Jjdsum bhéd , bihaspdtir agnitdpobhir arkaih “when Brhaspati split the feeble-
ness of taunting Vala with his fire-hot chants ...”

6 In this stanza Indra is said to have cut apart Vala, which is here personified,
cf. raksitaram diighanam “the guard over the milkers” (6a). Indra smashes Vala
using the same means as Brhaspati, i.e. the roar (karéneva ... ravena “with the
roar as a tool” [6b]). While 6¢ alludes to the search for the cows (cf. Ved. ichd-

23 Cf also RV 2.24.3c dbhinad brahmana valdm “he split the cave by the sacred formulation’,
RV 10.68.6, 10.68.7¢d.



BRHASPATI AND THE POETIC VISION OF SEVEN HEADS RIGVEDA 10.67 115

TABLE 9 Rigveda 10.67, distribution of divine names

1-2: no name : introduction + focus on the Angirasas
3b—4b-5b:  Brhaspati :  focus on Brhaspati

6a: Indra :  focus on Indra

7b: Brahmanas pati : focus on Indra-Brahmanas pati
8b—gb-10b:  Brhaspati :  focus on Brhaspati

11: no name : invocation

12: Indra :  focus on Indra

manah “seeking” [6c]), in 6d Indra is said to have made his enemy lament for
the loss of his cows (cf. arodayat panim “he made the niggard lament” [6d]). A
similar motif occurs in RV 10.68.10ab himéva parna musita vanani , bfhaspdt-
inakypayad valé gah “as the woods (lament) their leaves stolen by cold, Vala
lamented for the cows (stolen) by Brhaspati”.

As pointed out by Jamison—Brereton 2014:1488, the position of Indra’s name
at 6a suggests that the figures of Indra and Brhaspati overlap: Ved. indrah is
the first word of 6a and 12a. Brhaspati’s name too occupies a fixed position
throughout the hymn, i.e. it occurs in the initial position of the second part
of the first half of 3, 4, and 5 ([3b], [4b], [5b]), and in the initial position of the
first part of the second half of 8, 9, and 10 ([8¢], [9c], [10c]). The collocation
brahmanas pdti- “Lord of the Sacred Formulation”, which is the synchronic ety-
mology of Brhaspati, takes the same place (initial word of the second part of
the first half) in stanza 7. The distribution of divine names is almost perfectly
symmetrical throughout the hymn and gives emphasis to the overlap Indra :
Brahmanas pati : Brhaspati, as illustrated in TABLE g, above.

7 satyéhih sdkhibhih Sucddbhih “with his trusty comrades blazing” (7a)
vaguely recalls hamsair iva sakhibhir vavadadbhih “along with his comrades,
who were constantly gabbling” (3a). The poet seems to play with the poetic
image of the ‘blazing chant’: the Angirasas are ‘constantly gabbling’ (3a) and
thus they ‘blaze’ (Sucddbhih, [7a]). In this strophe Vala is again personified and
defined ‘cow-nurturer’ (gédhayasam, [7b]).

The verb (vi-)dar, cf. vi ... adardah “he cleaved apart” (7b), also applies to
Vala in RV 1.62.4d valdm rdvena darayo ddsagvaih “with a roar you cleft Vala
with the Dasagvas”2* As already anticipated (see above, [6]) 7c¢ contains the
synchronic etymology of the name Brhaspati (brdhmanas pdtih [7c]), while the

24  Cf also Rv 2.24.2b, 6.73.2c. Ved. roj is found in Rv 4.18.6d and 4.50.5b.
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roaring of the god and/or his utterances are portrayed as bulls (visabhih, [7c])
and boars (vardhaih, [7c]), i.e. as bellowing (RV 4.56.1+)25 and snorting animals
(RV 6.61.2+).

8 If, in the incipit of the hymn, Brhaspati and the Angirasas are associated with
the notion of ‘truth’ as ‘correctness’ (rtd-, cf. 1b, 2a), here they are connected
with the idea of ‘truth’ as ‘authenticity’-satyéna mdnasa “with trusty mind” [8a]
includes the adj. satyd-, which reflects *#;s-ntio-, cf. 1E *hyes- ‘to be’ (L1V2 241—
242, IEW 340—341).

In 8a Vala is again personified as a gdpati- ‘cowherd’ Ved. dhibhih “with
insightful thoughts” (Jamison-Brereton 2014)/“with poetic thoughts” (my
translation) (8b) recalls dhéyam (1a) and didhyanah (2a), while in 8d the expres-
sion ud usriya asrjata “he loosed the ruddy ones upward” is reminiscent of (4d)
id usra akar “he brought up the ruddy ones”.

9 The focus shifts on the officiants (madema “we would celebrate”, in [9d]) who
are singing Brhaspati, the god “who roars like a lion” (simhdm iva nanadatam
[gb], cf. above [3], [5d]). The stanza creates a partial overlap between the role
of the Angirasas, who honour (Indra/)Brhaspati because he split Vala, and that
of the priests honouring the god in the present. In this connection, note the use
of (9a) tdm vardhdyanto matibhih sivabhih “strengthening him with propitious
thoughts”, with mati- being related to mananta ([2d], cf. IE *men- ‘to think’, L1v?
435-436, IEW 746-748) and belonging to the same semantic sphere of dhi- (1a),
didhyanah (2a), and dhibhih (8b).

The last pada defines (Indra/)Brhaspati bhdre-bhare ... jisnim “victorious in
every ride” (9d) and may be compared to Rv 2.2313ab bhdresu hdvyo
ndmasopasddyo , gdnta vajesu sdanita dhdnam-dhanam “who is to be invoked
in raids and to be approached with reverence, who goes among the prizes of
victory and wins every stake” (cf. also Rv 6.73.2d).

For tdm vardhdyanto matibhih $ivabhih ... brhaspdtim visanam “with our
propitious thoughts strengthening him, ever roaring like a lion” (9a), (9c),
cf. the next stanza and Rv 1.190.1ab anarvanam vrsabhdm mandrdjihvam ,
brhaspatim vardhaya ndavyam arkaih “with chants I will strengthen anew the
unassailable bull of gladdening tongue, Brhaspati”.

10 This stanza mirrors the preceding one: it begins with a mention of (Indra/)-
Brhaspati’s omniform prize (vajam ... vi§vdrippam “the prize of all forms” [10a])

25  Cf Rrv 6.73.1d d rddasi vrsabhd roraviti “the bull [:Brhaspati] keeps bellowing to the two
world-halves”.
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TABLE 10 Rigveda 10.67, stanzas g and 10

9a vardhdyantah : 10c vardhdyantah

ga matibhih $ivabhih = 10c  bibhrato jydtir asa

gb sadhdsthe : 10b sddma

oc brhaspdtimvisanam : 1oc  bfhaspdtim visanam

od bhdre-bhare ... jispiim : 10a vajam dsanad visvdripam

and moves to Brhaspati’s ascent to heaven (d dyam druksat “he mounted to
heaven” [10b]). Significantly, the god is associated with the cow visvdripa- in
RV 1161.6b (bfhaspdtir visvarupam updjata “Brhaspati drove near [the cow]
of all forms”). Moreover, he is identified as a ‘bull of all forms’ in rRv 3.62.6
(vrsabhdm carsanindm , visvdrupam ddabhyam | bfhaspdtim vdrenyam “to
the bull of the settled domains, having all forms, undeceivable, Brhaspati
worthy to be chosen ...”).

The stanza closes with the poets ‘strengthening’ Brhaspati through their
words (vardhdyantah [10c]) (Indra/)Brhaspati (with bfhaspdtim visanam [10c]
identical to brhaspdtim visanam [9c]). The final part of the stanza focuses on
the priests ‘who carry the light in their mouths’ (bibhrato jyétir asa [10d]).
According to Jamison-Brereton 2014, “the final pada of verse 10 alludes to
the different poetic skills and styles of the mortal celebrants”. One may note
that the fire-mouthed priests performing the Vedic ritual overlap with ‘blazing’
Angirasas (cf. Sucddbhih [7a]). As TABLE 10 makes evident, stanzas 9 and 10 dis-
play a set of lexical and semantic repetitions, which are disposed in an almost
perfectly symmetrical way.

1 Ayasya Angirasa expresses the wish for vigour (11a) and help (11b) as well
as his hope of avoiding troubles (11c). In d, the poet addresses the rddast ‘two
world-halves), i.e. heaven and earth, for hearing. These two cosmic entities are
addressed again in (12d).

12 The name of Indra occurs in the same initial position as in 6a. Two heroic
deeds of the god are mentioned, namely: the splitting apart of Arbuda’s head (vi
miirdhanam abhinad arbuddsya “split apart the head of Arbuda” [12b]) and the
victory over Vrtra, which culminates with the liberation of the waters (d¢hann
dhim drinat saptd sindhuin “he let flow the seven streams” [12c]).

Ved. dhann dhim “he smashed the serpent” (12c) is the base collocation of
Indra’s combat against Vitra (cf. e.g. Rv 1.32, in which this myth is treated
in extenso). As first pointed out by Renou (1934:110-111), in the base colloc-
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ation of this myth, [HERO-KILLS—SERPENT], Ved. han mostly expresses ‘to
kill. However, Ved. bhed substitutes the root fan in a number of cases (see
chapter g, section 2.3.3). In an analogous way, (vi-)bhed is regularly employed
in connection with the heroic deed at Vala, but Aan is sporadically associated
with (Indra/)Brhaspati’s accomplishments, cf. amivahdn- ‘who smashing afflic-
tions’ (Brhaspati in Rv 118.2a), ghndn vrtrani “smashing obstacles (= Vytras)”
(RV 6.73.2¢), bFhaspdtir hdnty amitram arkaih “Brhaspati smites the foe with
his chants” (rRv 6.73.3d).

The name of Arbuda, here probably identified with a flood, cf. (12ab) mahato
arnavdsya ... arbuddsya “of the great flood ... of Arbuda’, occurs seven times in
the Rigveda applying to an enemy defeated by Indra. The details of the heroic
deed, however, are not easily reconstructable: Indra is said to have laid Arbuda
low (Rv 2.11.20ab), to have trampled him underfoot (Rv 1.51.6¢), and to have
pressed him down to the depths (RV 2.14.4¢). Elsewhere, however, Indra drives
away Arbuda’s cows (Rv 8.3.19cd drbudasya ... ga ajah “you [: Indra] drove
the cows of Arbuda”). Finally, in Rv 8.32, Indra is first invoked to undermine
the topside of Arbuda (Rv 8.32.3ab ny drbudasya vistapam ... tira “andermine
the topside of Arbuda”) and then said to have pierced his enemy with snow
(Rrv 8.32.26¢ himénavidhyad drbudam “with snow he pierced Arbuda”). In 12b,
vi mirdhanam abhinad arbuddsya, the reference to the enemy’s head as being
split by Indra is reminiscent of the splitting of Vala (cf. Ved. [vi-]bhed, on which
see above [5]). At the same time, the image of Arduba’s head builds a semantic
repetition with that of the seven-headed poetic thought (dhiyam saptdsirsnim
[1a], cf. section 2 above). The poem finally concludes with an invocation to
Heaven and Earth (devair dyavapythivi pravatam nah “O Heaven and Earth,
along with the gods, further us” [12d]).



CHAPTER 9

How to Find a Song of Multiple Heads: Collocations
in Context

Common traits between Perseus’ slaying of Medusa and Indra/Brhaspati’s de-

struction of Vala concern:

1. The features of the enemy and his/her abode (mytho-geography);

2. The association with the base collocation [HERO-KILLS—SERPENT];

3. The association with the collocation [HERO-DRIVEs away—GOODS (cat-
tle, women etc.)];

4. The acoustic dimensions of the narratives.

Cumulative evidence concerning these details supports the comparison be-

tween the myth of Pythian Twelve and that of Rigveda 10.67. My analysis will

show that the two stories are built with the same phraseological and them-

atic stock. Moreover, the reference to Greek and Old Indic passages concerning

the dynamics of exchange between the laudandus (Greece)/patron (India) and

the poet (Greece)/poet-sacrificer (India) will make evident that the same state

of things underlies both Pythian Twelve and Rigveda 10.67. These mythological

accounts are ultimately about poetic/musical invention as the means of attain-

ing the best rewards, i.e. glory and prosperity.

1 Features of the Enemy and His/Her Abode (Mytho-geography)

11 The Gorgons’ Abode
References to Medusa and the gorgoneion are attested in the Iliad and the Odys-
sey,! but we first learn something about the Gorgons’ genealogy and geograph-

1 Il 5.741 mentions the Gorgon’s head as a part of Athena’s aegis; in II. 8.349 the Gorgon’s
eyes are a term of comparison for Hector’s gaze; in Od. 11.36 the Gorgon figures as a decor-
ation of a shield. Finally, Od. 11.364 associates the Gorgon’s head with the underworld. In
Antiquity there was a tradition on Medusa abiding in the underworld. Rohde 1894-1898:
11 408 proposes that Topybpa, who, according to [Apollod.] 1.5.3, DFHG 108 bore Ascalaphus
to the underworld river Acheron, is a netherworld stand-in for the Gorgon. Euripides calls
the Gorgon (i.e. Medusa) x8ovia (Ion 1053-1054) because he follows a tradition, according
to which she is the daughter of the Earth, not because she lives in the netherworld (see

below).
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ical location from Hesiod’s Theogony. In Hesiod, Medusa, Euryale, and Sthenno
are the daughters of Phorcys and Ceto and live in the furthest West, beyond the
stream of Ocean,? cf.

Hes. Th. 270—276

Dépxut & ad Knrw ypalog téxe xodmapfious [...]
Topyots 87, ol vaiouat épnv xAutod 'Qxeaveio
eoyarj mpos vuxtds, V' ‘Eomepideg Aydowvot,
Z0ewed T Edpudidy te Médovad e Auypd madodon

Then to Phorcys Ceto bore beautiful-cheeked old-women (: the Graeae)
... and the Gorgons who dwell beyond glorious Ocean at the edge toward
the night, where the clear-voiced Hesperides are, Sthenno and Euryale,
and Medusa who suffered woes.

TRANSL. MOST 2018

Despite isolated variants and some different details, the literary sources in our
possession allow us to recognize a general tendency. With the exception of Eu-
ripides, who, in Jon 988—989, states that Medusa was born by the Earth (I'}) in
Phlegra,® the Gorgons are said to dwell in a place that is situated far away in
space and close to waters (the sea, a stream or a lake).

According to a fragment from the Cypria, they live on the island Sarpedon,
cf. Cypr. 32.1-3 @ 8’ Omoxvaapéwy téxe Topydvag, aiva TéAwpa, || ol Zapmndova
vatov év wxeav® Badudivy || vijoov metpneooay “and she conceived and bore him
the Gorgons, terrible monsters, who dwelt on the island of Sarpedon on the
deep-swirling Ocean, a rocky island” (transl. West 2003a).4

In contrast, Herodotus and Aeschylus locate them in Libya. Recounting
Egyptian accounts about Perseus, Herodotus (2.91) ascribes the tradition of the
Libyan Gorgon to “the Greeks”, cf. dmidpevov 8¢ adtov &g Atyvmtov xat’ altiny Ty
xail "ENveg Aéyouat, olgovta éx Aiing v Fopyols xeparny “... when he came to
Egypt for the reason alleged also by the Greeks—namely, to bring the Gorgon’s
head from Libya ...” (transl. Godley 1920-1925). A fragment summarizing the
plot of Aeschylus’ Phorcides® situates the Graeae in Libya, cf. Aeschl. TrGF 262
[epaets ... AaPwv Eppupev adtov eig ™y Tprtwvida Aluvny, xal obtwg EABwv émtt Tag

2 According to Croon1955:10, Hesiod locates the Gorgons near the entrance to the underworld.
DAEypa ... evtadBa Topydv’ Etexe I'f). Cf. Theon P. Oxy. 2536, on which see Calvani 1973 and
Ucciardello 2012:119-126.

4 Cf. also Hsch. y 845a Lc Topyideg- ai "Qxeavides.

5 Cf. Goins 1997, who proposes 461 or 460 BCE as a date for the tetralogy.
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Topydvag dmvwxvlag ageiieto Tig Medodang v xegainy “Perseus ... took it (sc.
the eye of the Graeae) and threw it in Lake Tritonis, and so, when he arrived
to the Gorgons, who were sleeping, he took away Medusa’s head”.6 We know
from other sources that the Graeae barred the way to those trying to reach the
Gorgons’ dwelling.” Therefore, even though the fragment in question does not
provide us with any information about the Gorgons’ location, Perseus is prob-
ably imagined as near or passing Lake Tritonis before reaching Medusa’s abode.

Finally, in the Prometheus Bound, the Gorgons are said to live in the extreme
East (Mysia), beyond the sea, cf. [Aeschl.] PV 791—-794 6tav mepdayg petbpov Nmei-
potv Bpov, || Tpdg dvtodds pAoy@Tag NAloaTIBElS || TOVTOU TEPOTA PpAciaBov, EaT’
&v &&iey || mpdg Topydvela media KioBwng “when you have crossed the stream
that bounds the two continents, toward the flaming East, where the sun walks,
crossing the surging sea until you reach the Gorgonean plains of Cisthene”
(transl. Sommerstein 2009b).

1.2 Which Tradition(s) Does Pindar Follow?

It is not completely clear which tradition Pindar is following in each of the pas-
sages referencing the Gorgons’ myth. In Pythian Ten, Perseus’ victory against
Medusa is mentioned after a digression about the hero’s visit to the Hyper-
borean people (cf. section 2.2 below). However, the context gives us no clue to
the geographical position of the Gorgons nor of the Hyperboreans.® In Pythian
Twelve, the Gorgons are the three daughters of Phorcus (cf. chapter 5, section
2,11, 13). Nevertheless, their mytho-geographical location remains obscure. An
allusion to the monsters’ abode might be recovered from the Fourth Dithyramb.
However, the context of the passage is too fragmentary to allow any definitive
conclusion. If we follow Lavecchia 2000:231 and integrate y]oaAa pv[vudy in
fr.70d.g (= Dith. 4.9),° the Fourth Dithyramb might refer to Libya as the Gorgons’
location. Olympian Thirteen and a fragmentary passage of the First Dithyramb
seem to connect the Gorgons and the sea, although this does not automatically
imply that Pindar commits to the same tradition as the one he uses for Pythian
Twelve.

6 Cf. also Luc. Mar. 14, D.S. 3.54, Hyg. Astr. 2.12.

7 The same version of the story is attested in [Erat.] Cat. 22, Hyg. Astr. 2.12. A different version is
found in Pher. 44: Perseus steals the Graeae’s eye, but he returns it to them after they disclose
to him the location of the Nymphs, who bestow the winged sandals, Hades’ helmet and the
xif1otg to him. On the Graeae and Perseus cf. Oakley 1988:383—391.

8 The order in which these two events occur in Pythian Ten has been subject of debate since
Antiquity, cf. ¥ P.10.72b Dr. On the verses cf. Bernardini 20064:638.

9 Differently Lobel: y]ooda pi[éa followed by van der Weiden 1991:156.
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In Olympian Thirteen we read that Bellerophon tamed Pegasus, son of Me-
dusa, ‘beside the spring), cf.

0.13.63—64
8¢ TAg dptwdeos vi-

dv mote Topydvos ) TOIN et xpouvels
Méryaoov LedEat mobéwy Emalbev

(Sc. Bellerophon) who once suffered much indeed in his yearning to yoke
Pegasus, the snaky Gorgon’s son, beside the spring.

The landscape detail alludes to the folk-etymology of IIvjyacog (Att.-Ion.) /Ildyo-
gog (non-Att.-Ion.), as it is preserved in Hesiod’s Theogony, which had the
name Pegasus deriving from Gk. 7y (Att.-Ion.)/moyd (non-Att.-Ion.) ‘water-
spring’!° cf.

Hes. Th. 281—283
... xai IInyaoog immog

6 uév mivupoy fev, 81’ 'Oxeavod mept yds

Yéve'(o) ...

... and the horse Pegasus who is called so because he was born near the
springs of Ocean.

It is reasonable to assume that, in Pindar’s Olympian Thirteen, Bellerophon
finds Pegasus ‘close to the spring’ because Medusa gave birth to him there. If
this deduction is correct, in at least one case Pindar follows a tradition in which
Medusa was beheaded by Perseus close to a water spring.!! Since the reference
to Pegasus’ mother and the folk-etymological allusion speak in favour of Pindar
making an innuendo to the Theogony, we may infer that, at least in Olympian
Thirteen, the poet concurs with Hesiod in locating the Gorgons and Medusa’s
progeny close to the ‘springs of Ocean.

10  Cf. Starke 1990:103-106, Hutter 1995, who propose that Gk. IIyyacog is a borrowing from

11 It is certainly possible to reconstruct a different scenario, though overcomplicated and
wildly speculative: one could imagine that Medusa gave birth to Pegasus in a certain
location and later on Pegasus moved close to a water spring, i.e. a different location,
where Bellerophon tamed him. This claim, however, is not supported by any textual ele-
ment.
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Pindar’s Dithyramb One may also contain a trace of the link between the
Gorgons and the sea, cf.

fr. 7oa.15-17 (= Dith. 1.15-17)

Aéyovtt 8¢ Ppotoi

[ ]opuydvra viv xal péhav Epxog GARAS
xopdv] ®dpxoto

I agree with D’Alessio (1995:271) and Lavecchia (2000:103), who propose that
15-17 include a reference to the Gorgons.!? In this scenario, the passage may
be rendered “the mortals say that he (i.e. Perseus), having fled even the black
brine-enclosure of the maidens(?) of Phorcus ...”

If this interpretation is correct, Pindar is locating the Gorgons near the
‘brine-enclosure’ (Epxog dApag),'3 i.e. ‘the sea’. The iunctura reflects a ‘type
€pxog 836vtwy’ (‘the enclosure of the teeth), a common substitution kenning for
‘mouth’ or ‘lips’ in Homer)," i.e. a collocation [£px0g—X,e,, ], in which £pxog is
followed by a genitive of material.’® The structural similarity between €pxog
dApag and Epxog 036vTwy may appear to us even more remarkable if we take into
account that both Pi. €pxog dApag and Hom. €pxog 036vtwy combine with gedyw
‘to escape’ in a collocation [to ESCAPE (¢pebyw)—from ENCLOSURE (€pX0G, . )—

12 Van der Weiden (1991), who integrates Ilepgéa at 16, translates “the mortals say that
[Perseus] escaped to him [: Acrisius] and to the dark brine-enclosure ...", arguing that the
passage alludes to the story of Danae and Perseus being locked in a chest and sent out to
sea.

13 Bothmembers of the collocation may be etymologised in 1E terms: €pxog ‘fence, enclosure’
is an s-stem deriving from IE *serk- ‘to repair by weaving’ (as per Covini 2017), dAua ‘salty
water, brine’ a fem. abstr. to a mo-derivative to 1E *seh,![- ‘salt/saline’ (cf. Gk. dAg ‘sea) Lat.
salis ‘salt’).

14  Cf Il 4.350, 9.409, Od.1.64, 3.230, 5.22,10.328, 19.492, 21.168, 23.70. The Homeric expression
matches TB tari kemessepi serkentse (10L-202b5C = B(H)S “tvaddantapankty-") “set/group
composed of your own teeth” (transl. Adams 2013 s.v. serke-, modified by me). On the
Homeric-Tocharian match cf. Humbach 1967:24—26.

15 Instead of a genitive of material, the material can be sometimes expressed by means
of an adjective, cf. Epxel oahxeiw ‘a bronze fence) i.e. a defence-wall (IL. 15.567). In other

collocations with the structure [£pxos—X,.,, ] the genitive specifies (i) the object warded

off by the ‘enclosure, defence’ cf. €pxog dudvtwv (: ‘shield; Il. 15.646), €pxog BeAéwv (L.

5.316+), €pxog moAépoto (Il. 4.299); (ii) the subject/object whom/which is defended, cf.

[Epx0G~PEOPLE,, ], designating ‘the strongest warrior, €pxog Axoudv (1L 3.229+), for which

IE parallels have been identified by Schmitt 1967:282—283, Campanile 1977:120-121, West

2007:454-455.
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of SOMETHING (Xgep, ) ]: QuYévTa ... Epxog dApag (fr. 70a.16 [= Dith. 1.16]), pbyev
€pxog 0d6vtwv (L. 4.350+).16

The identification of €pxog dApag as a substitution kenning for ‘sea’ is guar-
anteed by a Pindaric phraseological survey,!? cf. P. 2.80 dfdntiotog elut @e)-
Ao g OTep Epuog dAnag, and the compound aAtepxng, which applies to ter-
ritories washed by the sea in O. 8.25 (‘Aegina’), P. 118 (‘Cuma’s shores’), and
I 1.9 (‘the Isthmus’).18 If €pxog dApag || xopdv Pdpxoto (fr. 70a.16-17 [= Dith.
116-17]) stands for the ‘sea of the Gorgons (: Phorcus’ daughters), in Dithy-
ramb One Pindar might be following the same tradition as the one found
in Hesiod and/or the Cypria, according to which the Gorgons live close to
water.

1.3 The Daughters of Phorcus

The Gorgons’ mythological genealogy entails an association with the idea of
‘enclosure’. In the Odyssey, Phorcys, identified as the father of the Gorgons
by Hesiod (cf. ®épxog, in Pi. P. 1213, Dith. 1),'° is eponymous to ‘Phorcys’ har-
bour), a bay in Ithaca, where two headlands protect the ships from the winds,
cf.

16 0d. 1.64, 3.230, 5.22, 19.492, 21168, 23.70.

17  The sea is black at night. Thus, the adj. uélag as well as the verb pehaivw apply to the
‘water’ of the sea, springs and waves in Homer, cf. peAdver mévtog (Il. 7.64), péhav ... xdua
(IL. 23.693+), uérav U8wp (L. 2.825+), underlying the compound pehdvudpog (Il. 9.14+).

18  The Pindaric compound semantically matches oN kennings for ‘sea’ with the structure

[FENCE (gardr)—Xgen.], cf., especially, hdr hranngardr ‘the high-wave enclosure’ (Steinn
Oldr 10.2), on which see Massetti 2019:16-18.

19  Aspointed out by Lavecchia 2000:97, iconographic representations of Phorcus are rare, cf.
LIMc s.v. Phorkys, which lists four representations. I think that the Boeotian black-figure
bowl from Boston (= Museum of Fine Arts, cat. nr. 01.8070), late 5th c. BCE (= LIMC s.v.
Gorgo, Gorgones 326), might provide us a further image of Phorcys/Phorcus. On the vase
painting, a snake-haired and snake-girdled Gorgon is escaping towards a male character,
who is holding a trident and seems to be reaching for her. The trident is a standard icono-
graphic pattern of Poseidon (cf. LImc s.v. Poseidon). So, the male character represents the
sea-god. Significantly, Phorcus is portrayed holding a trident on a bronze Etruscan mirror
from Vaulci, dated to the second half of the 4th c. BCE (Paris, Petit Palais DUT 149, cf. van
der Meer 1995:164). In this image, Phorcus, located on the extreme left of the mirror and
identified as Etr. (Purcius), is pursuing Perseus, who is protected by Athena. The Boston
bowl would appear to contain a scene, which immediately follows Medusa’s death: while
Pegasus is born from the neck of the beheaded Gorgon (on the right of the vase paint-
ing), one of Medusa'’s sister escapes towards Phorcus, who is somehow helping her. If my
hypothesis is correct, the Boston bowl would document one of the oldest portrayals of
Phorcys/Phorcus.
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0d. 13.96-101

Dépxuvog 3¢ Tig EaTt My, aAlolo YépovTog,
&v e Todung: 0o 3¢ mpoPAfiTes év adT®
duetal Amopp@YES, Alpévog ToTL TemTYiaL,
ol T’ dvEpwY oxemOwal duaanwy Leya xdpa
gwtolev- Evtoalev 3¢ T’ dvev Jeapolo uévouat
vijeg ebaaepol, 6T’ 8v Sppov uétpov rwvral

There is in the land of Ithaca a certain harbour of Phorcys, the old man
of the sea, and in it two projecting headlands, sheer to seaward, but slop-
ing down on the side toward the harbour. These keep back the great
waves raised by heavy winds outside, but inside the well-benched ships
lie unmoored when they have reached the point of anchorage.2°

As shown by Ginevra (forthc./a),?! ®épxog and ®épxug are nominal derivatives
from 1E *b*erg”- ‘to ward’ (L1v2 79-80, cf. IEW145), which, among others, under-
lies Gk. ppdioow ‘Ifence, surround’ (*b%rg*-ie/o-). The theme @opx-is a secondary
‘extraction’ from the aorist stem gpak-, which was re-analyzed as resulting from
*phrak-s-.22 ®dpxog reflects a thematic derivative *p”drk-o- ‘obstructing/enclos-
ing/surrounding’, which was substantivized with accent retraction: *p*ork-6- >
*phork-o- (Pbpxog).28 A name meaning ‘Encloser™ or (by a semantic extension
‘protect’ - ‘surround’) ‘Surrounder®’ could actually suit a sea-god, since Ocean
himself is commonly portrayed as a motaués which surrounds the earth.24 The
thematic stem (*p”ork-d-) may have been remodelled into ®épxvg in analogy to

20

21

22

23
24

Cf. 2 0d. 13.96 Di. V é¢’ & Aipévt Dprcuvds ot iepdv tod Bokacaiov Saipovos; E Od. 13.96 Di.
& Aunv obtog &x Tvog Pdpruvog 0D ToTe YEyove xdx ToUTOL THY XATjow Eoyev.

Contra Chantraine DELG, Frisk GEW, Beekes EDG s.v. gopxov. Frisk GEW s.v. popxév and
papxis hypothesises a meaning ‘white’ (cf. Hsch. ¢ 773 HC gopxév: Agvxdv, ohdy, puady
‘phorkon: white, grey, wrinkled”) and proposes a connection with the same root underlying
MOoE bright. However, the latter term may be traced back to 1E *b*erh;g- (Kroonen 2013:60—
61) or *b"erg- (Huld 1984:40), which is incompatible with Gk. ®6pxog/Pdpxug. A possible
reconstruction of a root *b*erk¥- (L1v2 93—94, IEW 110-111) is discarded by de Vaan 2010
s.v. farcio because the root shape *DPeRT is judged as inexistent. The sequence *DPReT- is
rare and seems to occur only with roots displaying an initial *6%-, cf. *b"Rek- ‘to whet’ (cf.
LI1VZ 93, IEW 168).

It is also tantalizing to connect the Homeric expression ¢pd&avto ... €pxei (IL. 15.566—567)
and €pxog dApas ... Pépxoto (fr. 70a.16-17 [= Dith. 116-17]).

According to Giangrande 1987:85-86, in Phan. 1.20 ¢épxog is an appellative of Ayy.

See the remarks of Nagy 1990b:238—239 and Ginevra (forthc./b), on wxeavés and its pos-
sible formular ‘stand-in’ "Hpt3avég.
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other sea-gods’ names, e.g. Tyddg, or may have been the basis for a secondary u-
substantivation, which underlies ®épxug (dat.sg. Pépxvi [Hes. Th. 270], acc.sg.
Dopxvv [Hes. Th. 237]). The un-stem (cf. gen. ®épxvvog, acc. Popxuva [Od. 13.96,
I[.17.312+]), built on the acc. Pépxuvv, was re-characterised (cf. acc. Pépxvva in IL.
17.312+) according to the same analogical process seen in the inflection of the
name Ze0g, acc. Ziv (Il 8.206+) and Zijva (Il. 14.157+). The Gorgons are thus the
‘daughters of the Encloser/Surrounder®’. Significantly, the ‘harbour of Phorcys’
in Ithaca is an enclosure made of stones.

In the light of this mythological genealogy and the possible link with Phor-
cus’/Phorcys’ ‘closed’ bay, it may also be significant that Phorcus’ daughters are
associated with the obstructions par excellence, i.e. rocks. According to Cypr.
32.1-3 (vfjoov metpyeaoay), they live on the ‘rocky island’ Sarpedon.2> Moreover,
Medusa possesses the power of petrification,?® as recalled by Pindar, cf.

P.10.47—48
... NAwBe vaaidtalg
ABwvov Bdvartov pépwy

He (: Perseus) came to the islanders, bringing them stony death ...

fr. 7od.39—41 (= Dith. 4.39—41)

... TO pév EAevaey: 18ov T’ dmomTat

] 1) Y [@]OTGV }:LE‘.L‘CSCC.T.‘_EOKO’EV doeparv].
. On]xe mérpon 3" [Eg]a[v]Oev dvt[i] pwrdv

He brought it, and they saw things not to be seen. Truly he(?) made their
transformation extreme(?); and they became stones instead of humans.

The associations with ‘remoteness), ‘sea-enclosure’ and ‘rock/stone’ are signi-
ficant because Perseus’ enemies share these characteristics with the Panis and
Vala, Indra’s adversaries and conquest.

25 It is difficult to identify the landscape of Perseus and Medusa’s episode on vase paint-
ings preserving the scene. Perseus may be interpreted as running or flying off a rock on a
black-figure amphora from Vulci, (550-500 BCE, British Museum, London, cat. nr. 302168).
Elsewhere, Perseus and the Gorgons hover above the sea (cf. e.g. the Athenian black-figure
skyphos from Capua, 525-475BCE, private collection, catalogue nr. 330724).

26  Cf. e.g Pher. 44, Lyc. 843+.
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14 Vala: Location and Descriptions

The Vedic word vald- ‘cavern, enclosure’ matches YAv. vara- ‘close space’. Both
terms are derivatives of the Indo-Ir. root var, ‘to close, cover’ (cf. EWAia s.v.
vary, 1E *uel- ‘to enclose, envelop)’, cf. LIv2 678, IEW 674, cf. section 2.3.1 below).2”
The term, which occurs twenty three times in the Rigveda, is applied to a stony
prison, where the Panis, Indra’s enemies,8 hide their cattle. Given its ‘envelop-
ing’ nature, Vala is often called the ‘enclosure of cattle’ (vrajé géh), cf.

RV 3.30.10ab
alatrnd vald indra vrajé goh
pura hdntor bhdayamano vy ara

Vala, the enclosure of cattle, unquiet and fearful, opened up (even)
before being struck, O Indra.?®

The distinctive traits of Vala are diversely depicted. It is often imagined as a
huge obstruction/defence, which is made of rock. Therefore, some passages
refer to it as

s2. =

— a‘stronghold’ (Ved. piir-),30 cf. Rv 6.18.5d yndh puiro vi diro asya visvah “you
opened its strongholds and its doors, all of them”;

— an enclosure provided with ‘barricades’ (Ved. paridhi-)3! cf. rv 1.52.5¢cd in-
drah ... bhindd valdsya paridhimr iva tritdh “Indra ... split the barricades of
the Vala cavern, as Trita had”;

— a ‘mountain fortification’ (Ved. pdrvatasya dymhitani)3? cf. rv 2.15.8ac bhi-
ndd valdm dngirobhir grnané , vi pdrvatasya dymhitanyy airat | rindg ro-

27  Cf.Janda 2005:319—320.

28  The etymology of Ved. pani- is unclear (cf. EWAia s.v. pani-). A connection with the name
Idpvot (Strabo 11.7.1+), an Iranian people, has been repeatedly proposed, cf. Wackernagel
1918:411, Schmidt 1968:209 ff.

29  Cf. RV 110.7¢, 1132.4bc, 4.1.15d, 4.16.6d, 4.20.6¢, 8b, 6.73.3b, 8.32.5a, 10.28.7d, 10.45.11d. In
RV 4.1.13¢ the cows are called d$mavraja- ‘those with a rock as their pen.

30  On the etymology of the term cf. Frisk GEwW s.v. moAlg and Schwyzer 1939:344, who con-
nect Ved. pir-, Gk. éig ‘city’ and Lith. pilis ‘castle’. For Strunk 1969 Gk. éAig and Ved. piir-
reflect *p{hy(-i-), whereas, according to Beekes EDG s.v. méAg, these same terms are based
on *tpol-. Slade 2008:29—32 presents a list of passages in which the collocation [(vi-)bhed—
pur-,...] and the compound purbhid- occur in connection with Indra. The ‘stronghold;,
however, is not always identified with Vala, as the god is said to have destroyed and
conquered the strongholds of different enemies.

31 Ved. paridhi- is lit. ‘what is set/put’ (Ved. dha, Gk. tibnpu, 1E *d*ehy-, cf. LTvZ 136138, IEW
235-239) ‘around’ (pari® : Gk. mepf).

32 Cf. also Rv 2.15.8, on which see below. Ved. drmhitd- is a derivative to the Ved. root darh ‘to
steady’, cf. Av. daraz- ‘fetter’.
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dhamsi kytriman;y esam “Being sung by the Angirasas, he split the cavern. He
broke apart the fortifications of the mountain and cleared their fashioned
obstructions”.
Several passages emphasise the stony structure of the prison: Vala is directly
called ‘the rock’ (ddri-)32 or described as a ‘cistern with a mouth of stone’ (Ved.
dasmasya- avatd-),3* cf.

RV 6.39.2a
aydm usandh pdr;y ddrim usrah

This one here eagerly (breaks) the rock en(closing) the ruddy (cows)

RV 2.24.4ab
dsmas;yam avatam brahmanas pdtir
mddhudharam abhi ydm djasatrnat

The cistern with its mouth of stone, containing streams of honey, which
the Lord of the Sacred Formulation drilled out by his power.

In a further text, Vala is compared to an €pxog 836vtwv (Hom., see above, section
1.2), a ‘set of teeth), cf.

RV10.68.6

yada valdsya piyato jasum bhéd
brhaspdtir agnitdpobhir arkaih
dadbhir nd jihva pdrivistam adad
avir nidhimr akrnod usriyanam

When Brhaspati split the feebleness of taunting Vala with his fire-hot
chants, he took (the cows) as the tongue takes (food) trapped by the
teeth, and he revealed the hidden treasures of the ruddy (cows).

33 Ved. ddri- ‘stone, rock, mountain’ reflects a compound *p-dr-i- ‘the unsplittable one’ (cf.
Ved. dar, 1E *der, cf. L1v? 119121, IEW 206-208). The juxtaposition of [dar-ddri-,. ] cre-
ates a figura etymologica, ‘to split the un-splittable’, in RV 4.16.8a apd ydd ddrim puruhita
ddrdar “when you tore open the rock for the waters, O much invoked one”.

34  dsmasya- is a compound with a FCM to Ved. dsman- ‘stone’, cf. Gk. dxpwv ‘stone Lith.
asmuo ‘edge’, a derivative from 1E *A,ek- ‘sharp, pointed, and a scM to Ved. ds- ‘mouth’ (also
‘face’), cf. Av. ah- ‘mouth, Lat. 0s, OlIr. @ from I1E *hzéh;-s-. The etymology of Ved. avatd- is
opaque, cf. EWAia s.v. avatd-, which mentions a possible connection with Gk. ebw ‘bed,
Latv. avuots ‘spring), or the Fr. river name Avance.
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Finally, Vala is also personified as a demon who conceals or guards the cows,
cf. Rv 10.67.6a valdm raksitaram dughanam “Vala, the guard over the milkers’,
godhayasa- “cow-nurturer” (RV 10.67.7b), gdpati- “cowherd” (rRv 10.67.8a).35

Be it materialised or personified, Vala is located in the farthest region of the
world, beyond the Rasa stream. The Vedic water-stream Rasd- (: Av. Raphd-) is
said to separate the Vala from the rest of the world,36 cf.

RV 10.108.1%7

kim ichanti sardma préddm anad
duré hy ddhva jagurih pardacaih
kasméhitih ka pdritakmyasit
kathdm rasaya atarah payamsi

[Pani:] Seeking what has Sarama arrived here, for far is the road, swallow-
ing up (the traveller) in the distance? What is your mission to us? What
was the final turn (bringing you here)? How did you cross the waters of
the Rasa?

15 Features of the Enemy and His/Her Abode (Mytho-geography):
Common Traits

Three characteristics are shared by the Greek myth of the Gorgons and the Old

Indic Vala-myth:

— The mytho-geographical location of the hero’s adversary in a remote, un-
reachable place, which is located near or beyond a water stream: Hesiod
situates the Gorgons beyond the Ocean (cf. Topyots 8, al valovat mépny xAv-
100 'Qxeavolo, Hes. Th. 274), the poet of the Cypria on the island Sarpedon (cf.
Topydvag ... ol Zaprndéva vaiov &v wxeav® Babudivy, Cypr. 32.1—2). In Olympian
Thirteen (augt xpouvolg, O. 13.63) Pindar seems to follow a Hesiodic model
and in Dithyramb One (cf. Epxog dApag || xopdv Pépxoto, fr. 70a.16-17 [= Dith.
116-17]) to locate the Gorgons in the sea or close to it. The rocky prison of
Vala is situated beyond the Rasa stream (cf. kathdm rasaya atarah payamsi,
RV 10.108.1d);

35  OnVala’s lament (Rv10.68.10) cf. section 4.5 below.

36  Cf. RV 9.41.6 pdri nah Sarmaydntya , dharaya soma visvdtah | sdra raséva “O Soma, flow
for us in a protecting stream all around on all sides, like (the heavenly river) Rasa”. On the
Rasa cf. Lommel 1926. On Av. Ragha cf. Brunner 1986 [2011]. For a comparison between Av.
Ranha- and Gk. wxeavés cf. Kellens 1979:711-712.

37  Rv10.108 is a dialogic hymn, in which the Panis address the dog Sarama, whom Indra has
sent off to find the cows.
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— Perseus’ and Indra’s enemies are associated with the idea of [ENCLOSURE]:
The Gorgons are the daughters of Phorcus, whose name means ‘Encloser/
Surrounder’. Phorcus is furthermore connected with the notion of ‘(rocky)
enclosure’ (cf. ®épxuvog ... Ay, Od. 13.96). Vala is ‘the enclosure’ par excel-
lence (cf. Indo-Ir. var,, 1E *uel- ‘to enclose, envelop’). For this reason, it is
materialised as ‘the enclosure of the cattle’ (cf. vrajé géh, rRv 3.30.10ab), or
represented as a ‘barricade’ (cf. valdsya paridhih, RV 1.52.5d), a ‘stronghold’
(Ved. ptir-, Rv 6.18.5d) or a container (cf. dsSmasyam avatdm, RV 2.24.4a).

— In both myths, enemies are somehow associated with [ROoCkS] and
[STONES]: Medusa turns into stone whoever looks at her (cf. AiBwov 8dva-
Tov @épwv, P.10.48); Vala is made of stone or even directly referred to as ‘the
rock’ (Ved. ddri-).

2 Association with the Base Collocation [HERO-KILLS—SERPENT]|

2.1 From Lizards to Serpents

The association with reptiles is a distinctive trait of the Gorgons. While the old-
est gorgoneia are dated around the half of the 7th century BCE and occasionally
display a snake-haired Gorgon’s head,3® the oldest material representation of
the entire figure of the Gorgon in our possession is a relief on a Cycladic pithos
found in Boeotia, dated ca. 660 BCE (FIGURE 2). Although the Gorgon is rep-
resented in a way that is different from her prevalent iconography, we might
still be able to recover an association with reptiles from the analysis of the
pithos. In this image, Perseus holds one of Medusa’s locks in his left hand and
a sword in his right. He is about to behead the Gorgon, but looks backwards
to avoid her gaze. Medusa is represented as a female Centaur3® and without

38  On the gorgoneion from Axos (Crete), which is not provided with snaky hair cf. D’Acunto
2001, who dates it to the end of the 7th century BCE. On the Corinthian gorgoneion-type
as the model, which became prevalent in Greece in the 7th century BCE cf. Payne 1931. On
the possible link between Cretan gorgoneia and Near Eastern models cf. Giuliano 1959—
1960.

39 A Centauro-form Gorgon is found on an amethyst scarab (British Museum, catalogue nr.
WA 103307). On this and other gems with a similar iconography cf. Boardman 1968:27—39.
On the Gorgon’s equine associations cf. Vernant 1991:16, 118-120, 124-125, 129-133, Tsi-
afakis 2003:87-88, Marconi 2007:148-150, Langdon 2008:114. As for the Cycladic pithos,
Howe 1954:213—214 proposes that the Gorgon’s equine shape alludes to her union with
Poseidon, who was worshipped as Hippios in Boeotia. Ahlberg-Cornell 1992:114 and Snod-
grass 1998:84—88 suggest that the quadruped body of the Gorgon is a generic marker of
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FIGURE 2

Cycladic pithos, ca. 660BCE,
catalogue nr. cA 795, Musée
du Louvre, Paris

PHOTO © RMN-GRAND
PALAIS (MUSEE DU
LOUVRE) /| PHOTOGRAPH:
HERVE LEWANDOWSKI

any attached snakes. The background of the scene includes some plants and
a lizard, two iconographic elements which art historians have given different
explanations.*? The lizard may be interpreted as a benign or apotropaic animal.
However, Hurwit (2006:123—-130) proposes a parallel with lizards represented on

monstrosity, recognizable as an Orientalizing iconographic pattern. Fittschen 1969:128
and Ebbinghaus 2005:63 stress that Medusa is represented with the characteristics of her
progeny (Chrysaor and Pegasus). Topper 2010 proposes that an association of maidens,
horses and the Gorgons lies at the basis of the equine iconography of Medusa on the Cyc-
ladic pithos.

40  Vernant 1991123, Topper 2007:86, and Langdon 2008:208 propose that the plant decora-
tions allude to the ‘meadow’, in which Medusa united with Poseidon (cf. Hes. Th. 278—279).
For Riccioni (1960:149) the floral background decorations are to be explained with the
principle of the horror vacui. Conversely, according to Hurwit (1982), the giant flower
drooping behind Medusa is an example of ‘pathetic fallacy’.
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vases and shields/shield-bands of the Archaic and Classical Age, which may be
taken as ominous symbols of imminent death.*!

Alternatively, the lizard may hint at the Mischwesen-nature of monsters such
as the Gorgon and the Chimaera.#? If that is the case, the lizard on the Louvre
pithos hints at an association between the Gorgon and reptiles. In fact, snakes
become a standard attribute of Phorcus’ daughters in literary and iconographic
sources of the Archaic and Classical Age,*3 cf.

[Hes.] Sc. 229—234
... Tl 8€ peT’ adTéy
Topydveg dmAnTol Te xal ob Qatal €ppwovTo ...
... &l 3¢ Lovy ot Spdixovte
Solw AmNwPelVT’ EMIKVPTWOVTE XpYVaL

The Gorgons, dreadful and unspeakable, were rushing after him ... At
their girdles, two serpents hung down, their heads arching forward.4

2.2 Reconstructing [PERSEUS-KILLS-SERPENTINE-GORGON|*

Pindar too mentions the Gorgons’ snakes. In Olympian Thirteen, Medusa is said
to be ‘snakelike’ (0. 13.63—64 d¢iwdeos ... Topydvog, cf. section 1.2 above);*> in
Pythian Ten and Twelve, Pindar explicitly locates Medusa’s snakes in her hair,
cf.

41 On vase paintings and shield(s-bands) the lizard occurs in connection with murder-
ers and murdered, e.g. the shield band from Delphi Museum, ca. 560 BCE, catalogue nr.
4479.

42 On the Middle Proto-Corinthian aryballos from the Chigi Group (attributed to the
Chigi-painter or one of the related vase-painters, 650-640BCE, Museum of Fine Arts,
Boston, Catherine Page Perkins Fund 95.10) a lizard crawls between Pegasus and the Chi-
maera.

43  Lizards co-occur with the Gorgon-heads again on an Attic black-figure amphora, dated
ca. 540-530 BCE, preserved at Musée du Louvre, Paris (catalogue nr. F 99), cf. also Limc
s.v. Gorgo.

44  Theiconography of the snake-belted Gorgons seems to match that of a bronze belt found
in a woman'’s grave in Athens, dated to ca. the first half of the 7th c. BCE, cf. D’Onofrio
(2017), who proposes that the artifact is inspired to Caucasian belts (on which cf. Castel-
luccia 2017).

45  The term d¢uwdys ‘snakelike’ contains the productive suffix °c3vg, recognizable as a scM
based on IE *Aized- ‘to smell’ (L1V2 296, IEW 772—773, cf. Gk. 8l ‘to smell’, 63uy ‘scent’), and
a FcM 6¢° reflecting the inherited word for ‘snake’ (1E *hze/og*#- or *hj0g*%i-), on whose
problematic reconstruction cf. Katz 1998, Oettinger 2010a, 2010b.
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P.10.46—-47
... EmeQVéy
e Topydva xal motxtdov xdpa
Spaxdvtwy eéfataty iAvde vaglwtalg

He killed the Gorgon and bearing her head adorned with locks of ser-
pents, came to the islanders

P.12.9
Tov mapleviolg Vd T drrAdTols dplwy xeQaAals

From under the maidens’ heads and the unapproachable heads of the
snakes.

In P. 10.46, Gk. feivw ‘to kill' (1E *g#%en- id., cf. LIV? 218—219, IEW 491-493)
describes the core-event of the myth.*¢ In turn, the collocation [Oeivw—
Topy®,c..] underlies the adjective and MN Topyogévog, cf. Hes. fr. 193.13 Topyo-
@bvov 0'] fpwa, and the wN Topyopéwy (Paus. 2.21.7+).47 As Watkins (1995:364)
points out, by combining the description of Medusa in O. 13.63, d¢twdeog (sec-
tion 1.2 above), and the description of Perseus’ endeavour in P. 10.46 &negvev
... Topydva “he slew the Gorgon’, it is possible to reconstruct a base colloca-
tion

[PERSEUS—KILLS (Oelvw, IE *g*"en-)—SERPENT (0¢1°, IE *A;0g%#-i-) i.e. the
GORGON]*8

A phraseological structure of this description would parallel the collocation
[HERO-KILLS (IE *g*en-)-SERPENT (IE *hy0g*"-i-)], which mostly applies to
dragon-killings in Indo-Iranian, Germanic and Hittite mythological narratives,
cf. Ved. dhann dhim “he killed the serpent” (Rv 1.32.1c+, cf. section 2.3.3 below),
Av. janat azim ‘he killed Azi (the serpent)’ (Y 9.8b, cf. section 3.3 below), ON

46  Differently, Hesiod specifies that the Gorgon was beheaded, cf. Hes. Th. 280 tijg 1 o1 ITep-
aebG XEQOM)Y dmedelpotépyaey, on which cf. West 1966:247.

47  Gorgophonos is son of Elektryon, and grandson of Perseus. According to Paus. 2.21.7+ and
[Apollod.] 1.87, Gorgophone (Topyogévy) is the name of Perseus’ daughter. Gorgophone is
also recorded as the name of one of Danaus’ daughters by [Apollod.] 2.16.2+.

48  The collocation [HERO-KILLS—SERPENT] is furthermore attested in other Gk. texts, with
lexical variants for ‘to kill, e.g. P. 4.249 xteive ... Spw. Ogden 2013:21 criticizes Watkins’
approach.
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orms einbani “the serpent’s single bane” ([= Thor|, Hym. 22), Hitt. "YSilluyankan
... kuenta “he (sc. the Storm-god) killed Illuyanka” (CTH 321 §24 A Rs. 111 31—
32).49

2.3 Indra’s Combats

As illustrated by Renou (1934), the collocation [HERO-KILLS—SERPENT/EN-
CLOSING-ONE] describes the main event of the Vrtra-myth.5° But in turn this
heroic deed displays a variety of similarities with the story involving Vala. In
the Vrtra-myth, Indra fights against the serpent Vrtra and his mother Danu.
By defeating the monsters, the god sets free the waters which his enemies
were keeping back.5! Some hymns mention that the Marutas, a group of storm-
gods, help Indra in the battle and celebrate his victory with a shout of tri-
umph.

The association between the Vala and the Vrtra-myth is so strict that the two
stories often merge or are represented as if they were the same heroic endeav-
our. Common aspects to the two accounts concern:

(i) the main characters of the myths and their roles,

(ii) common lexical details and/or shared associations, and

(iii) the main events of the narratives, which are expressed by means of the
same collocations.

2.3.1 Indra, His Enemies, and His Divine Escort

Since Indra is the original hero of both the Vrtra- and the Vala-myths (cf.
chapter 8, sections 1 and 4), in the Rigveda he is regularly referred to as ‘killer
of Vrtra’ (vrtrahdn-, Rv 1.16.8¢c+) or the ‘gnawer of Vrtra, the breaker of Vala’
(vrtrakhado valamrujdh, RV 3.45.2a). In post-Vedic literature, where Vala and
Vrtra are brothers, the god is addressed as valabhid- ‘splitter of Vala’ and
valavrtrahdn- ‘killer of Vala and Vrtra.

49  Slade2008:42—52 argues thatIr. kirm ... $kaft “the worm burst asunder” (Karnamag t Ardax-
$ir T Pabagan 8.11) and OE forwrat ... wyrm on middan “he cut asunder the dragon in
the middle” (Beow. 2705) are lexically renewed versions of 1E [SPLIT (*b%eid-)-SERPENT/
woORM], cf. Ved. [bhed—dhi-,..] (Rv+, see below) and Ved. [bhed—kjimi-,..] ‘to split the
worm’ (AVS 5.23.13ab).

50  OnVrtra’s combat and 1E comparanda cf. Bréal 1882, Renou 1934, Fontenrose 1959, Schmidt
1968, Dandekar 1979, Lahiri 1984, Schnen-Thieme 2001, Watkins 1995, Witzel 2004.

51 According to Oldenberg 1923, the waters enclosed by Vrtra are headwaters coming from
the mountains, which are released from the peaks when winter-frost melts (cf. also
Schmidt 1968, Witzel 2004, Slade 2008). However, the image of the waters’ liberation has
also been interpreted as the production of rain from the cloud in Old Indic exegetic liter-
ature (cf. Nigh. 1.10).
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CHART 2 Myths of Vala and Vrtra: distribution of the roles

[HERO (Indra[/Brhaspati])] [with HELPERS] vs [ENEMY]

Vrtra-myth: Indra Marutas Vrtra
Vala-myth:  Indra/Brhaspati Angirasas/Usijas Vala

Indra’s enemies share the common trait of ‘enclosing’ Both Ved. vytrd- and
Ved. vald- are nominal derivatives of the Vedic root var, ‘to close, cover’ (1E *uel-
‘to enclose, envelop)’, cf. section 1.4 above): Ved. vrtrd- reflects *u/-tré-, a nomen
instrumenti with suffix -tro-: ‘the means of enclosing’ (Renou 1934), while vald-

reflects *uold-, a thematic derivative with agentive value, ‘enclosing’ (possibly
subst. ‘the encloser™’).

In both mythological narratives Indra(/Brhaspati) is accompanied by a
group of deities or priests: the Marutas are on Indra’s side in the fight against
Vrtra, the Angirasas or the Usijas in conquering Vala. The participation of the
hero’s helpers is usually expressed by analogous verbal strategies: through the
name of the group in the instrumental case, cf. Rv 6.18.5bc valdm dngirobhih ,
hdn “with the Angirasas ... you smashed Vala”; with a compound featuring the
helpers’ name as FCM and a SCM °sakhi-, meaning ‘having X as comrade(s),
cf. Rv 8.76.2ab aydm indro marutsakha , vi vrtrasyabhinac chirah “this Indra ...
with the Marutas as comrades, split apart the head of Vrtra” (cf. also rRv 8.76.3a),
or by means of a vant-adjective, cf. Rv 1.80.11d vrtrdm maritvam avadhih “you
have slain Vytra with the Marutas alongside’, Rv 2.11.20d bhindd valdm indro
angirasvan “together with the Angirasas, Indra split the Vala cave”. The parallel
distribution of roles is recapitulated in CHART 2 (above).

2.3.2 The Cave and the Mountain

The myths of Vala and Vrtra exhibit parallel lexical usages. Specifically, the word
bila- ‘cave opening’ occurs only twice in the entire Rigveda, always as the object
of the verb dpa-var ‘to open, uncover’52 In rv 1.32 Ved. bila- applies to the lib-
eration of waters, which Vrtra held captive, while in Rv 1.1, it refers to Vala, cf.

RV 1.32.11¢cd
apam bilam dpihitam ydd asid
vrtrdm jaghanvam dpa tid vavara

52 The verb often applies to Vala, e.g. Rv 2.14.3b yd gd udajad dpa hivaldm vdh “... who drove
up the cattle—for he had opened the cave”.
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What was the hidden opening for the waters—that Indra uncovered after
he smashed Vrtra

RV 11L5ab
t,vdm valdsya gomaté
« pavar adrivo bilam

You uncovered the opening of Vala filled with cattle, O possessor of the
stone.

Moreover, both Vala and Vrtra are connected with rocky mountains. As already
anticipated, Vala is a rocky enclosure, which is also called ‘stone’, ‘mountain’ or
‘mountain fortification’ (see above, section 1.4). Significantly, Vrtra is said to lie
down on a mountain, cf.

RV 1.32.2a
dhann dhim pdrvate Sisriyandm

He smashed the serpent resting on the mountain

RV 4.17.7¢d
t,vdm prdti pravdta asdyanam
dhim vdjrena maghavan vi vrscah

With your mace you hewed apart the serpent who was lying against the
(mountain) slopes, O bounteous one.>3

In further passages the action of splitting the mountain(s)/the ‘belly’ of the
mountains is juxtaposed to the killing of Vrtra, cf. Rv1.32.1cd dhann dhim dn,v
apds tatarda , prd vaksdna abhinat pdarvatanam “he smashed the serpent. He
bored out the waters. He split the bellies of the mountains”, Rv 4.17.3ac bhindd
girim ... vadhid vrtram vdjrena “he split the mountain ... He smashed Vrtra with
his mace”.4

The parallel lexical usages speak in favour of an overlap between the combat
against Vrtra and the smashing of Vala, cf.

53  Cf also Rv154.10b antdrvyrtrdsya jathdresu pdrvatah “(there stood) a mountain within the
belly of Vrtra”.
54  Cf. also Rv10.89.7.
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CHART 3 Myths of Vala and Vrtra: parallel lexical usages

[ENEMY (*uel-)] [MOUNTAIN (pdrva- (blocks/closes) [CAVE (bila-)]
ta-|pravit-|/giri-)|

Vrtra-myth: Vrtra pdrvate Sisriyandm bila-

prati pravdta asday-

anam
Vala-myth: Vala pdrvatasya drmhitani bila-
2.3.3 How to Smash the Enclosing Thing

In both Vedic myths, Indra ‘smashes/destroys’ an obstruction. This main event
is described by means of recurrent expressions, namely:

[HERO-KILLS/SPLITS—SERPENT/ENCLOSING ONE(Ved. var,)]

In connection with the Vrtra-myth, the base collocation mostly features Ved.
han ‘to slay’ (1E *g*#en- ‘to kill, cf. Gk. Oeivw, Lat. fendo, Hitt. kuenzi)5® and a
direct object ‘serpent’, Ved. dhi-, or ‘encloser/obstacle’, Ved. vrtrd-, cf.

RV 1.32.1C
dhann dhim dn,v apds tatarda

He smashed the serpent. He bored out the waters

RV 1.32.54
dhan vrtram vrtratdram vyamsam

Indra smashed Vrtra[/Obstacle] the very great obstacle, whose shoulders
were spread apart.

The destruction of Vala is described by means of verbs meaning ‘to split’ Ved.
bhed (1E *b"eid- ‘to split,, cf. L1v? 71-72, IEW 117) applies to the heroic deed in
most of the cases, cf.

55  Ved. vadh is suppletive of Ved. han in the aorist, cf. Garcia Ramon 1998. As pointed out
by Slade 2008:32—42, other verbs apply to the same heroic deed, namely: (vi-/ni-)vrasc ‘to
cut (down/apart), bhed and roj (on which see also below). Slade 2008:41 also argues that
[(vé-[ni=)vrasc/roj-sERPENT)] are lexically renewed collocations for [bhed—SERPENT].



138 CHAPTER 9

RV 2.11.20d
bhinad valdm indro dngirasvan

Together with the Angirasas, Indra split the Vala cave.

Nevertheless, quasi-synonymous verbs occasionally apply to the smashing of

Vala, namely:

— (vi-)dar ‘to cleft’ (1E *der-, cf. L1v? 19—121, IEW 206—208), cf. RV 1.62.4d valdm
ravena darayah “with a roar you cleft Vala”.

— (vi-)roj ‘to break’ (1E *leug-, cf. LIV 415-416, IEW 686), cf. RV 6.39.2¢ rujdd
drugnamvivaldsya sanum “he breaks apart the unbreakable back of the Vala
cave”.56

Significantly, Ved. han and bhed are also employed as if they were exchangeable.

Occasionally, han describes the killing of (personified) Vala and (ava-)bhed the

slaying or beheading of Vrtra (Renou 1934:118), cf.

RV 6.18.5ac

tdn nah pratndm sakhydm astu yusmé
ittha vadadbhir valdm drgirobhih
hdnn acyutacyud dasmesdyantam

Let our age-old partnership with you (all) (still) exist, with the Angirasas
speaking in just this way—along with them you smashed the prospering
Vala cave, O wondrous shaker of the unshakable

RV 2.11.18ab
dhisva savah $ira yéna vrtram
avabhinad danum aurnavabhdm

Take to yourself the vast power, O champion, by which you cut down
Vrtra, the son of Danu, that son of a spider!

RV 152.10cd
vrtrasya ydd badbadhandsya rodast
mdde sutdsya $dvasabhinac chirah

56  Significantly, roj applies to the splitting of mountains in Rv 6.30.5b, at close distance to
[@han dhim] (RV 6.30.4¢). Ved. (vi-)kar ‘to separate’ (IE *k¥er-, cf. LIV? 391-392, IEW 641—
642) is attested in Rv 10.67.6ab indro valdm raksitdram dighanam ... vi cakarta “Indra cut
apart Vala, the guard over the milkers”.
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When, in the exhilaration of the pressed soma, with your vast power you
split the head of Vrtra, who was pressing harder and harder upon the two

world-halves.5?

CHART 4  Myths of Vala and Vrtra: lexeme-crossing in the base collocations

[HERO KILLS/SPLITS ENCLOSING one (“uel-)]
Vrtra-myth: Indra han Vrtra
(> bhed) Vrtra(’s head)
Vala-myth: Indra/Brhaspati ~ bhed Vala
(> han)
cf. also Indra/Brhaspati  BREAKs (Ved.  Vrtra/Vala
[vi-Troj)

Additionally, Ved. roj ‘to break’ refers to both Vala and Vrtra in the collocation(s)
[INDRA-BREAKS apart ([vi-]roj)-VALA/VRTRA,. ], cf. e.g. RV 4.50.5b valdm
ruroja phaligam ravena “he broke Vala, broke its bolt with his roar”, Rv 8.6.13
ydd asya manyur ddhvanid , vi vrtram parvaso rujan | apdh samudrdm airayat
“when his battle fury smoked, he, breaking Vrtra apart joint by joint, sent the
waters to the sea”58

Once again, the phraseological analysis demonstrates that the two heroic
deeds overlap and merge. The base collocations resulting from the intersection
of the lexemes are described in CHART 4 (above).

In the light of this ‘phraseological system) also RV 10.67.12b vi miirdhanam
abhinad arbuddsya “Indra split apart the head of Arbuda” (cf. chapter 8, sec-
tion 4) is reminiscent of both the passages in which Indra splits Vrtra’s head
(cf. the collocation RV 1.52.10cd vytrdsya ... Sdvasabhinac chirah), and those in
which Indra/Brhaspati smashes Vala (e.g. Rv 2.11.20d bhindd valam).

57  Cf. Slade 2008:25—29. The same collocation is attested in other two passages, cf. Rv 8.6.6 v/
cid vrtrdsya dédhato , vdjrena Satdparvana [ siro bibheda vrsnina “with his mace of a hun-
dred joints, with the ram, he split apart the head of raging Vitra”; Rv 8.76.2 aydm indro
marutsakha , vi vrtrdasyabhinac chirah | vdjrena $atdparvana “this Indra here, with the
Marutas as comrades, split apart the head of Vrtra with a hundred-jointed mace”.

58  Cf. also Rv 8.6.37a, 10.49.6b, and the type [INDRA-BREAKS(Vi-r0j)-BODY-PART-VALA/
VRTRA,., | which is also attested in RV 10.152.3ab v rdkso vi mfdho jahi , vivytrdsya hdnii
ruja “smash away the demon, away the scornful; break apart the jaws of Vrtra”; Rv 1.56.6d
vivptrdsya samdya pasyarujah “you broke apart all at once the two jaws of Vrtra”.
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2.4 Association with the Base Collocation [HERO-KILLS-SERPENT]:
Common Traits
On the strength of the set of metaphoric and phraseological overlaps presen-
ted here, matching ‘serpent-combat’ elements in the Greek Perseus myth and
the Old Indic Vala-myth acquire new weight. They are not trivial coincidences
and/or parallel developments, but rather reflections of inherited phraseolo-
gical and thematic material. Indeed, the phraseological analysis (ex Graeco and
ex Vedico ipso) casts light on the workings of lexical renewal and substitution,
which account for a variety of formal discrepancies between the comparanda.

The association between Perseus’ endeavour and Indra(/Brhaspati)’s heroic

deeds with the base collocation [HERO-KILLS—SERPENTINE ENEMY] is one of

these remarkable common traits. In particular:

— From the 7th century BCE, the Mischwesen par excellence, the Gorgons, are
associated with reptiles in literary and material iconography. Such a tie is
already visible Medusa’s most ancient iconographic portrayal (pithos from
Louvre), while archaic literary sources often represent the Gorgons as snaky-
girdled ([Hes.] Sc.) or snaky-haired (Pi.+). Reflections of the collocation
[HERO—KILLS (IE *g*/en-)-SERPENT (IE *fy0g*%i-)], not attested directly in
Greek, are scattered in two Pindaric passages: d¢twdeos ... Topyévos (0. 13.63)
and émegvev ... [opydva (P. 10.46, cf. also MN Topyopdvog, Hes. fr. 193.13).

— Derivatives of the 1E “g#*en- ‘to kill’ and 1E *h;0g*%- ‘serpent’ regularly apply
to the Old Indic Vrtra-myth, which parallels the Vala-myth in several re-
spects.

(i) The main roles and events of the myths are similarly distributed: Indra
and Indra/Brhaspati smash an enemy, who is an ‘encloser’ (Ved. vytrd-
and Ved. vald-); the hero-god is helped and/or celebrated by a group of
characters, namely: the Marutas or the Angirasas/Usijas.

(ii) Both Vrtra and Vala possess or block a ‘cave opening’ (Ved. bila-) and
are associated with mountains or mountain slopes (Ved. pdrvata-, girt-,
pravdt-).

(iif) Although different base collocations regularly apply to the two myths—
[HERO-KILLS (IE *g*#en-)—SERPENT (1E *hy0g*%-)] is most commonly
referred to the Vrtra-myth (cf. e.g. dhann dhim [Rv 1.32.1c+]), [HERO-
SPLITSs (*bheid-)—vald- or STONE (Ved. ddri-)] to the Vala-myth (cf. e.g.
bhindd valdm [Rv 2.11.20d], adribhid- [Rv 6.73.1a])—, the same base
collocations occasionally cross: Ved. han thus refers to the Vala-myth,
while Ved. bhed describes the smashing of Vrtra/Vrtra’s head.

— The analysis of Vedic phraseology shows that the two Old Indic stories
proceed in parallel and overlap, while some aspects of Perseus’ endeavour
against the Gorgons can be legitimately compared to those attested in con-
nection with the Vrtra- and the Vala-myths.
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3 Association with the Collocation [HERO-DRIVES
away—-GOODS(cattle, women etc.)]

3.1 Perseus Rescuer of Women: The Fate of Danae and Andromeda
Perseus’ triumph over Medusa is also connected with the liberation of two
female figures, namely: his mother Danae and his wife Andromeda. According
to the most common account of the story, Polydectes, tyrant of Seriphus, makes
Danae his concubine and asks Perseus to obtain Medusa’s head as a nuptial gift
to Hippodameia. However, it is thanks to the terrifying power of Medusa’s gaze
that Perseus kills Polydectes and sets his mother free (chapter 5, section 2, 14—
16).59

Perseus is the protagonist of a further mythological account, which Ezio Pel-
lizer (1987:46) defines as “a sort of reduplication of the qualifying deed [sc.
the Gorgon episode]”.8° In this story, the hero faces a sea-monster, which is
infesting the Ethiopian coasts.5! As a consequence of his victory, he obtains
the hand of Andromeda, the daughter of Cassiepea/Cassiopea and king of
Ethiopia Cepheus.52 The story is summarised by Pseudo-Apollodorus.6® The
mythographer’s account relies upon previous sources, which are not in our pos-
session. Indeed, Andromeda was the subject of lost plays by Euripidesé* and
Sophocles:6>

59  Cf also P.10.46—48, fr. 70d.39—41 (= Dith. 4.39—41), see above section 1.3.

60  Orig. “une sorte de redoublement de I'exploit qualifiant”.

61 On the episode and its iconography cf. Ogden 2013:123-129.

62  The first mention of Andromeda as Perseus’ wife is found in Herodotus (7.61), who,
however, does not recount the entire mythological narrative, cf. énet 3¢ Ilepaeis 6 Aavdyg
e xal Awog dmixeto Tapd Kngéa tov Bidov xat Eoye adtod v Buyatépa Avdpouédny, yivetat
adTE) Tl ¢ olvopia €8eto ITépamy, TodTov 3¢ adTod xaTahelmeL

63  Inconnection with the evolution of the myth of Perseus and Andromeda and its possible
non-IE roots and comparanda cf. Goold 1959:10-15, Morenz 1962, Hetzner 1963, Cristdbal
Lépez 1989, Gianotti 2003. Morenz proposes an Oriental origin of the myth, by compar-
ing the story with the Ugarit’s account of the combat between Baal and Jam, a Sea-god.
Hetzner 1963 compares the story of Andromeda with mythological narratives attested in
other IE traditions.

64  SeePagano’s (2010) edition. Cf. also the edition of Bubel 1991 (on which cf. Kannicht1993).
As a recent reference on the parody and possible recovering of passages of Euripides’
Andromeda in Aristoph. Thesm. 1011-1100, cf. Sfyroeras 2008, Major 2012—2013.

65  On Sophocles’ Andromeda cf. Webster 1965, who makes the case that Sophocles’ tragedy
began with Andromeda being bound, analogously to Prometheus in [Aeschl.] pv. In
Sophocles’ Andromeda, the heroine was bound to stakes cf. Rispoli 1972. Pamias Massana
1999 proposes that a variant of Andromeda’s myth, according to which Andromeda was
tied to a pair of oars, might have inspired Sophocles.
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[Apollod.] 2.4.3-4

naporyevépevos 8¢ elg Alblomtiom, Mg EBaciteve Kneels, ebpe v todtou Buya-
Tépa Avdpopédav mapaxelpéwy Bopdv Bodaaaiw xntel. Kaooémela yap 1)
Knoéug yuv) Nypyiow fipioe mepl xdMoug, xal maodv elvat xpeloowy niyn-
gev: 60ev ai NvjpyiSeg epnviaay, xat Iooeddv adtals ouvopylabelg TAUpULpEY
TE Tl TV ywpov Emeppe xal xiTog. "Appwvos 3 XpoavTog THY ATaAAYYV
TS cuppopds, Eav 1) Kaoateneiog Buydtyp Avdpouda mpotedi) T xytet fopd,
tolto dvoryxacheis 6 Kneeds Omd tév Alfiérwv Empake, xal mpogédnoe v
Quyatépa métpa. TadTyy Beagduevos ¢ Tepaels xal épaabelg avatpyaetv Omé-
axeto Knoet 1o wijtog, el uéMet owleloav admy avtd Swaewy yuvaixa. Eml
ToOTOIG YEVOpEVWY GpxwYV, UTTOaTAS To XfjTog Extetve xat Tjv Avpopéday EAv-
gEV.

Having come to Ethiopia, of which Cepheus was king, he found the king’s
daughter Andromeda set out to be the prey of a sea monster. For Cas-
siepea, the wife of Cepheus, vied with the Nereids in beauty and boasted
to be better than them all; hence the Nereids were angry, and Poseidon,
sharing their wrath, sent a flood and a monster to invade the land. But
Ammon having predicted deliverance from the calamity if Cassiepea’s
daughter Andromeda were exposed as prey to the monster, Cepheus was
compelled by the Ethiopians to do it, and he bound his daughter to a
rock. When Perseus beheld her, he fell in love with her and promised
Cepheus that he would kill the monster, if he would give him her hand.
These terms having been sworn to, Perseus withstood and slew the mon-
ster and released Andromeda.

Although we lack extensive literary records of this story from the Archaic and
Classical Age, a Corinthian amphora from Cerveteri, dated 575-550 BCE, rep-
resents the battle of Perseus against the sea-monster (FIGURE 3).56 On the
amphora all characters are identified by name. On the left, a giant sea-monster
((xHTOZ)) emerges from the sea, visible in the background. In the centre,
Perseus, wearing winged sandals and holding a leather pouch, is throwing
rocks from a pile lying on the ground at the »fjtog. Behind him (on the right),
Andromeda is tied (probably) to a rock.

The accessories worn by Perseus do not simply help the beholder to recog-
nize him,%7 but they also allude to the fact that the fight against the »fjtog

66  Onthe iconography of Andromeda cf. Limc s.v. Andromeda.
67  Cf.L1Mcs.v. Perseus. The hero is regularly represented as having the winged shoes and/or
the dpmy in the hand, and/or the xifiotg.
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FIGURE 3

Black-figure Corinthian
amphora from Cerve-
teri, 575—-550 BCE, Altes
Museum, Berlin

© STAATLICHE
MUSEEN ZU BERLIN,
ANTIKENSAMMLUNG [
PHOTOGRAPH: INGRID
GESKE CC BY-SA 4.0,
F 1652.

happens in close proximity to his encounter with the Gorgon. According to
the most common account of the saga (cf. chapter 5, section 2), Perseus was
bestowed the winged sandals, the pouch, and Hades’ helmet by his divine help-
ers (the Nymphs and/or Hermes and/or Athena) to defeat Medusa. Therefore,
according to most ancient textual sources, the hero is imagined to have fought
against the xfjtog after he took away Medusa’s head.58

68  Cf. Eur. TrGF 124.5-6 ITepaeis, Ttpdg "Apyog vawatoAdv, té Topydvog || xdpa xopilwy “I, Perseus,
as I voyage for Argos bearing the Gorgon’s head”, although the inclusion of these verses in
the tragedy is controversial. In Ovid’s account (Met. 4.706—752) this fight of Perseus is con-
nected with the aition of the coral, which was generated from the contact of Medusa’s head
with the seaweeds, cf. Maselli 2002. In the Corinthian amphora from Cerveteri, however,
Perseus does not seem to kill the xfjtog by petrifying it with the Gorgon’s head, but he
attempts to hit him with rocks. The vase painting may be ‘photographing’ a first attack
attempted by the hero or follow a different tradition.
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3.2 Medusa’s Combat and Andromeda’s Rescue
Further analogies between the combat against the Gorgon and the rescue of
Andromeda may be identified:

69

70

71
72

In the Andromeda episode, Perseus’ enemy is called xfjtog ‘sea-monster’
Thus, the hero’s adversary is almost homonymous of the Gorgons’ mother
Ceto (Kntw, being related to xfjtog),%° cf. Hes. Th. 270—274 Kntw ... Téxe ...
Topyolg (section 1.1 above). Therefore, Pliny seems to identify Andromeda’s
xitog and the Gorgons’ mother (HN Vv 14.69 saxo in quo vinculorum
Andromedae vestigia ostendunt; colitur illic fabulosa Ceto).

The maritime location of the heroic endeavour and the connection with the
‘rocky landscape’ is a further trait shared by the two accounts (cf. above, sec-
tions 1.1 and 1.3). One of the fragments of Euripides’ Andromeda emphasises
the rocky setting of Perseus’ heroic deed: when the hero spots Andromeda’s
figure on the rocks, he thinks that she is a statue carved out of stone, cf.

Eur. TrGF 125

ga v’ 8yBov T6vd 6p& TepippuToy
Gepd Baddaoas, mapbévou & elx Tiva,
g€ adTopbppwv Aatvwy TUXITUdTWY
goQTig BryoAua XELPOG;

[Perseus:] Hold—what promontory do I see here, lapped by sea-foam,
and what maiden’s likeness, a statue carved by an expert hand to her very
form in stone?

TRANSL. COLLARD—CROPP 200870

Analogously to the clash with the Gorgon, the main event of the Andromeda
episode consists in the killing of a (sea-)monster. The expression 16 xijtog
gxtewe ‘he killed the sea-monster’ ([Apollod.] 2.4.4) is a variant of the col-
location [HERO-KILLS—ENEMY/MONSTER]:"! Gk. xteivw is a lexical variant
of 6eivw in the collocations [HERO-KILLS—SERPENT],’2 cf. e.g. P. 4.249 xTelve
... 5¢w “he killed the serpent” and [HERO-KILLs—ENEMY], cf. the synonymic

Kyto reflects a name containing a suffix -6i- (the so-called ‘Tamgw-type’), which regu-
larly underlies female mythological names. These formations may pair both with thematic
stems, e.g. YopYds : Topyw, and other types of stem, including s-stems, cf. Kyt : xijrog.
The same motif occurs in Ov. Met. 4.673—675 nisi quod levis aura capillos || moverat et tepi-
do manabant lumina fletu, || marmoreum ratus esset opus “had a light breeze not stirred
herlocks and warm tears welled in her eyes, he would have thought her a work of marble”.
Cf. Watkins 1995:383-390.

Watkins 1995:302, 326, 358, 372.
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and metrically non-equivalent compounds avdpogévog (/. 1.242+) : dvdpoxTo-

vog (Ba. 4.23+) ‘slayer of men’7 Remarkably, in portraying Perseus’ combat,

Ovid compares the sea-monster to a serpent, cf.

Ov. Met. 4.714-715
utque lovis praepes, vacuo cum vidit in arvo
praebentem Phoebo liventia terga draconem

As the swift bird of Jove, when he beholds a basking serpent in an open

field, exposing to the sun its mottled back, and (seizes) on its tail ...

— The death of the monster is followed by the liberation of a woman: by killing
the Gorgon, Perseus sets Danae free from the condition of slavery (Avypév
... Bfjue patpog T Eumedov || Sovhogtvay T6 T dvaryxaiov Aéyos, P. 12.14-16); by
killing the sea-monster, he frees Andromeda from chains (Avdpoundvv &iv-
oev, [Apollod.] 2.4.4)7 and marries her (cwBelooy adtiy adtd ddaew yuvaixa,
[Apollod.] 2.4.4). In Euripides’ Andromeda, the heroine concedes to Perseus

‘to carry her off’, cf.

Eur. TrGF 129a
dyou 8¢ p’, @ Eelv’, elfre mpdomohov Bédelg

v _1 o

elt’ doyov elte duwid’(a) ...

Take me with you, stranger, whether you want me as a servant, a wife, or

a slave.

This passage allows us to reconstruct a collocation [(HERO)-CARRIes (away)—
BRIDE/WOMAN], cf. &yov ... &Aoxov, in which the notion of ‘leading/carrying
off/away’ is conveyed by Gk. dyw (IE *hyag-, cf. LIv2 255-256: *hyeg-, cf. chapter
5, section 2, 13). The verb applies to the harvesting of a booty (cf. LSy s.v. dyw 1.3,
with reference to Il. 1.367+), but it also expresses ‘to take (someone) as a bride’
(cf. Lsyvi1 B.2). The analysis of Vedic passages referring to Vala and other Indo-
Iranian narratives will make evident that analogous phraseological usages are

attested in the Rigveda.

73 Massetti 2019:119—22 on the compounds in Pindar and Bacchylides.

74

Cf. Eur. TrGF 122.4—5 dA\" €v Ttuxvois deapoloty eumemAeypéwn || xntet fopd ... Tpdxewpat “but
entangled in close bonds I am presented as food for the monster” (transl. Collard—Cropp
2008).
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3.3 Indra(/Brhaspati), Trita Aptya and @raétaona, Son of ASfiia

In Indo-Iranian, the base collocations [HERO—KILLs (*g*fen-)-SERPENT

(*h;0g*%i-)] and [HERO-LEADS/DRIVE s away—GOODS] occur in the framework

of another myth, which is often compared to the successes of Indra(/Brhaspati)

against Vala and Vrtra: the Vedic myth of Trita Aptya, corresponding to the

Avestan myth of @raétaona.” In the Rigveda, the hero Trita Aptya fights against

three-headed Vi$varupa, son of Tvastr. The hero kills him and carries off his

cows as booty.”6 Trita thus becomes a terminus comparationis of Indra(/Brhas-
pati) or a doppelgénger of the god(s).”” Take, for instance, the following pas-
sages:’8

— Trita is credited with the killing of Vrtra, cf. Rv1.187.1cd ydsya trité vy djasa ,
vrtram viparvam arddyat “(sc. food) by whose might Trita shook Vrtra apart
till his joints were parted”;

— The Marutas are said to be the helpers of Trita and Indra in their respective
endeavours, cf. RV 8.7.24 dnu tritdsya yudyatah , Susmam avann utd krdatum |
dn,v indram vrtratiir,ye “they stood by the unbridled force and the resolve of
Trita, while he was fighting, (stood) by Indra at the overcoming of Vytra”.

— Indra is said to have split Vala “as Trita (did)", cf. Rv 1.52.5¢cd indrah ... bhindd
valdsya paridhirir iva tritdh “Indra ... split the barricades of the Vala cave, as
Trita had”.

75  Cf. Watkins 1995:313—320. Ved. Tritd- (‘the Third’) corresponds to Oraétaona- (uno-deriva-
tive based on *tritd- with secondary vyddhi), while Aptya and Av. AbBiia are derivatives of
Indo.-Ir. *ap- ‘water’. However, Av. A98iia- displays a metathesis, cf. Gershevitch 1969:188—
189, Watkins 1995:314. Both Trita and Oraétaona face a three-headed monster. While
Trita is occasionally associated with Indra, Oraétaona is helped by Vorafrayna (‘killer of
Varafra, cf. Vrtra), cf. Rv 10.8.8b indresita aptys abhy cyudhyat “Aptya, urged on by Indra,
attacked”, Yt 14.38e, 40a amoamca varaSraynamca ... yim Sraétaono taxmo barat “and the
strength of VaroSrayna ... which brave @raétaona bore”.

76  OnTrita Aptya cf. MacDonell 1897:67—69, Oberlies 2012:72-73, 161-163, 404—405.

77  According to Doyama (2023), Trita might have the role of a priestly king. If this reconstruc-
tion is correct, one may argue that Trita stands close to Brhaspati. I thank Eijird6 Déyama
for the stimulating discussion we had on this point.

78  Cf RV 10.8.9 bhiirid indra udinaksantam 6j6 , ;vabhinat sdtpatir mdnyamanam | tvas-
trdsya cid visvdripasya génam , acakrands trini $irsd pdra vark “Indra split (the heads)
off the one trying to reach up to much power—the Lord of Settlements (split them off)
the one who thought himself (the same). Having made the cows of Vi$varapa, the son
of Tvastar, his own, he twisted off his three heads”. In another Vedic passage, Indra over-
powers an enemy, who is described as ‘six-eyed and three-headed, while Trita defeats a
boar thanks to the poetic inspiration (ved. vip-), which is reminiscent of the weapon used
by Indra(/Brhaspati) in the Vala-myth, cf. Rv 10.99.6 sd id dasam tuvirdvam pdtir ddn ,
salaksdm trisirsanam damanyat | asyd trit6 n,v djasa vydhand , vipd varahdm dyoagraya
han “just he, the household lord, subdued the mightily roaring Dasa, with his six eyes
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In the Avestan version of the myth, Graétaona, son of Aef%iia,79 kills three-
headed Azi Dahaka with the help of Vararayna- (i.e. “Vrtra-killer). In both the
Indo-Iranian mythological accounts the slaying of the enemy is described by
means of derivatives of 1E *g##en-: Vedic han and Avestan jan, cf.

Rv10.8.8cd
trisirsanam saptdrasmim jaghanvan
tvastrdasya cin nih sasyje trité gah

Having smashed the three-headed, seven-reined (monster), Trita let
loose the cows, even those of Tvastar’s son

Y 9.8 (cf. Yt 14.40)

Y0 janat azim dahakom
Srizafanam Srikamaradom
xSuuas.asim hazanra.yaoxstim

(Sc. ®Oraétaona), who slew the dragon Azi Dahaka, the three-jawed,
three-headed, six-eyed, one of a thousand skills.8°

Not only does the main accomplishment of @raétaona resemble that of Indra
and Trita, but the result of his endeavour also parallels that of Indra(/Brhaspati)
and is described by means of analogous expressions.

3.4 Waters, Cows, and Women

In the same way as the base collocations applying to the killing of Vala and
Vrtra cross and merge (cf. section 2.2 above), the base collocation referring to
the result of the parallel heroic achievements of Indra, (Indra-)Brhaspati and
Trita also overlap. By smashing Vrtra, Indra sets the waters free, by smashing
Vala he frees the cows. Analogously, by killing Visvariipa, Trita ‘lets the cows
loose’ (cf. nih sasyje trité gah, Rv 10.8.8d, quoted in section 3.3). However, since
cows and waters are sometimes compared or represented as the same thing

and three heads. Grown strong through his might, Trita smashed the boar with his metal-
tipped poetic inspiration”.

79  Y9g.7ch-8a adBiio ... yat hé pudro us.zaiiata ... draétaond | yo janat afim dahdakam “AbBiia
... to him a son was born ... ®@raétaona, who killed Azi Dahaka”.

80  The myths of Trita Aptya and that of @raétaona display great similarities with that of Gery-
oneus and Cacus (cf. Bréal 1882, Watkins 1995), cf. Pi. fr. 169a.6—8 I'npuéva, Bdas ... Elaoe
“(Heracles) carried off Geryoneus’ cows”. Geryoneus, who is Medusa’s grandson, has three
heads (cf. Hes. Th. 287), six hands and six-feet (cf. Stes. 5).
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(cf. chapter 8, section 4),8! the water-streams Indra sets free resemble cows. In
parallel, Brhaspati is credited with the liberation of the water-flood, cf.

Rv1.32.2cd
vasra iva dhendvah sydndamana
drijah samudrdm dva jagmur apah

Like bellowing milk-cows, streaming out, the waters went straight down
to the sea8?

RV 2.23.18d
brhaspate nir apam aubjo arnavdim

Brhaspati, you forced out the flood of waters.83

The release of the imprisoned beings is also equated with the gathering of a

precious booty. This action is in turn expressed by the base collocation

[HERO-LEADS/DRIVEs away/off(Ved. [dd-/sdm-]aj)-GoODs ]34

The notion [c0o0DS] is expressed by means of unmarked lexemes (such as Ved.
vdsu- ‘goods’), cf. RV 6.73.3a bhaspdtih sam ajayad vdsuni “Brhaspati entirely
conquered goods”, or ‘marked’ lexemes specifying the nature of the conquered

goods, cf.

81  Venkatasubbiah 1965. Cf. RV 9.24.2 and TS 2.1.4.5, 4, 6 tdsya vrtrdsya Sirsaté gdva ud ayan
“from the head of Vrtra cows came out”.

82 Cf. also RV 1.32.11ab, 1.32.12¢d, 1.61.10¢d.

83  Sinceinthe Rigveda ‘cows’ are also a metaphoric designation for the light-beams of the sun
and the dawn, Indra and/or (Indra/)Brhaspati are also said to have ‘produced’ or ‘found’
the sun and the dawn, by destroying Vrtra/Vala, cf. RV 1.32.4ac, 10.67.4—5 (on which see
chapter 8, section 4),10.68.9.

84  As pointed out by Matasovi¢ 1996, the fact that the base collocation [HERO-DRIVES

(*hag-) away—CATTLE (*g*ehsu-)] often combines with derivatives of 1E *g*#en- ‘to kill’
in Indo-Iranian and Old Irish suggests that cattle-raids, crucial events in the 1E culture
(cf. Lincoln 1976), were connected with dragon-combats (Ivanov-Toporov 1974). In Old
Irish [HERO-DRIVEs away (*A;ag-)-CATTLE (*g“ehsu-)] occurs in the same expression
‘women are taken, men are killed, cattle are driven off’, cf. Tdin Bé Cuailnge 3425 fir eontair,
mnd brattair, bai agthar; Tain Bé Cuailnge 2124 mnd brataitir, ol Cii Chulaind, eti agatair,
fir gonaitir “women are taken, said Ctt Chulainn, cattle are driven off, men are killed”. In
Vedic ud-aj occurs at close distance to ~an in RV 2.12.3, 2.14.3. On the symbiotic interaction
between IE *A;ag- and “g*/en- cf. also Anttila 1999.
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RV 3.45.2ab
vrtrakhado valamrujah
puram darmé apam ajih

Gnawer of Vrtra, breaker of Vala, splitter of strongholds, driver of
waters ...

RV 2.24.3C
ud ga ajad dbhinad brahmana valdm

He drove up the cattle; he split the cave by the sacred formulation.

In the Avestan parallel account, the hero Oraétaona, killer of Azi Dahaka,
carries away his enemies’ wives.®5 Significantly, the notion of ‘carrying off’ is
expressed by means of Av. az (1E *h;ag-, matching Ved. gj [see above] and Gk.
dyw), cf.

Yt 5.34n0
uta hé vanta azani
sanhauudci aranauuaci

And that I may carry off his (sc. Azi Dahaka’s) two beloved wives, Sagha-
vac and Aranavac.

Although Indra is never said to rob his enemies of their women, ‘cows’, ‘waters’
and ‘spouses’ overlap in several Rigvedic passages. The waters set free by the
god are compared both to ‘women, who have the Dasa as [their] husband’
(Ved. dasdpatnih)®¢ and ‘cows, who have the serpent as their herdsman’ (Ved.
dhigopa-), cf.

RV 1.32.11ab
dasdpatnir ahigopa atisthan
niruddha apah panineva gavah

The waters stood still—their husband was the Dasa; their herdsman,
the serpent—hemmed in like the cows by the Pani.

85  The collocation [TRITA-LEADS/DRIVES (away)-wOMeN]* is not attested in Vedic, but
Trita’s wives are mentioned in several hymns, cf. Oberlies 2012:405.
86  Cf.Rv3.12.6b, 5.30.5d, 8.96.18d.
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TABLE 11 IE lexemes for ‘to lead’ in the collocations [to LEAD-WATERS/WOMeN]|

LIE “ne(H-  [WATER] Ved. apam neta ‘the guide of the waters’ (RV 2.12.7d+)2
Hitt. watar nai ‘he drives/leads the waters’
Luw. waar nanamman ‘led waters’
[woMAN]  Ved. piisa tvetd nayatu “Pasan shall lead you (: the bride)
inside” (Rv10.85.26a)
2.IE *ued”  [WATER] Bactr. afo ofpoacto ‘he leads the waters’
YAv. vaidi- ‘irrigation canal) vad ‘canal’
OlIr. uisce tairidne ‘led water’
[woMAN]  OAw. vaziiamna ‘bride’
SCr. te vode djevojku “they are leading the bride”
3.IE *ued”  [WATER] Gk. U8wp dyetevdpevov ‘canalised water’ (Hdt. 3.60+)
[WOMAN]  Gk. oyéwv ‘(Apollo’s) chariot (carrying his bride Cyrene)’
(Pi. P. 9.10)
Ved. vahyd- ‘wedding litter’ (Ms+)
OAv. vaziia- ‘(wedding) chariot’
Ved. vahate ‘to marry, OAv. vazaite ‘id’ (Y 53.5)

4.1E *deuk-  [WATER] Lat. aquam ducere, aquae ductus ‘lead water, aqueduct’
[WOMAN]  Lat. uxorem ducere ‘to marry’

5.1E *ljag-  [WATER] Gk. 03wp dyew (PL+) ‘to lead water’ (cf. Pi. N. 7.62)
[

WOMAN]  Gk. yovaixa dyew ‘to lead the bride’ (cf. Pi. P. 9.122-123)
Av. vanta azani (Yt 5.34)
Lat. agere uxorem ‘to marry’

a Cf. also rv 9.74.3d.

Moreover, not only is the collocation [to LEAD (IE *hag-)-WOMeN,. | a
‘marked’ lexical variant for [to CARRY/DRIVE away—GOODS, ], but the struc-
ture [to LEAD-WOMAN,. (= bride)] also came to semantically specialise as
[to MARRY] in several 1E languages. As Watkins (2009:231) showed, the notion
of ‘leading’ within the collocations for [to LEAD-the wOMAN, . (= bride), i.e.
to MARRY], and [to LEAD-WATER, | is expressed by a set of interchangeable
synonyms in diverse IE languages,” cf. TABLE 11 (above).

In the light of the threefold phraseological overlap [cOws] : [WATERS] :
[woMEN] and the phraseological data about [to LEAD-wOMeN] presented, it
is remarkable that a wedding simile describes the re-conjunction between the

87  InMassetti 2019:126-129, I propose to integrate [to LEAD—GLORY,,. | in Watkins’ scheme.
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Angirasas and their cows in Rv 10.68. In this hymn, the Angirasas and the cows
are first likened to Bhaga and Aryaman, i.e. to the deities who preside over mar-
riage, then to a married couple (ddmpati, du. ‘the household pair’); Ved. nay (cf.
above, TABLE 11 [1]) expresses the notion of ‘leading the bride), cf.

RV 10.68.2

sdm gobhir angirasé ndksamano
bhdga ivéd aryamdnam ninaya
jdne mitré nd dampati anakti
bihaspate vajdyasinr ivajai

(Bellowing) with the cows, (Brhaspati) Angiras, coming near, led (the
Angirasas) together with the cows, as Bhaga leads Aryaman. As the ally
among the people [= Agni] anoints the household pair, he anoints (the
Angirasas). O Brhaspati, incite them like swift (horses) in a contest.88

The metaphor indirectly allows us to reconstruct an overlap between differ-
ent booty (waters, cattle, women) won by the Indic serpent/prison-smashers,
Indra/(Indra/)Brhaspati, Trita Aptya and the Avestan serpent-killer Oraétaona.

3.5 Association with the Collocation [HERO-DRIVES

away-G0ooDS(cattle, women etc.)]: Common Traits

The Gorgon myth and the Indic myths of Vala and Vrtra may share a further

common point, namely: the association of the hero’s victory with an analogous

result, i.e. the liberation and carrying off of something/someone.

— Perseus’ fight against the Gorgon is connected with the liberation of a
woman, namely: in the first instance, his mother Danae (Avypév ... TToAvdé-
xta Bfjxe || potpds T Eumedov Sovioabvay Té T dvaryxaiov Aéyos, P. 12.14-15),
and secondly, Andromeda (Soph., Eur.+). Indeed, the Andromeda episode
comprises two core-events which resemble those found within the Gor-
gon endeavoury, i.e. the killing of a sea-monster (cf. 10 x#jtog €xtewve, [Apol-
lod.] 2.4.3—4) and the liberation of a woman, Andromeda, whom Perseus

88  In RV 4.1.16 the metaphoric cows of poetic inspiration are compared to maidens, who
announce their bridegroom choice, cf. té manvata prathamdm ndma dhends , trih saptd
matih paramani vindan | tdj janatir abhy anisata vra , avir bhuvad arunir yasdsa géh
“they brought to mind the first name of the milk-cow; thrice seven highest (names) of the
mother they found. (The cows) recognizing it [= the name], bellowed out (to the men),
(like) maidens (announcing their bridegroom choice). The ruddy one [= Dawn] became
manifest with the glorious (name) of the cow”.
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marries. This event is described through the collocation [PERSEUS—8yw—
ANDROMEDA, . ~8A0X0G(pred.jace.] N Eur. TrGF 129a (&you p'[€] ... dAoxov).
The passage thus preserves a collocation [HERO-LEADs (IE *fag-)-
WOMAN-as WIFE], which in Greek, like in other 1E languages, expresses ‘to
marry’.

— In the Vrtra-myth, Indra liberates the waters, which were imprisoned by
Vrtra; in the Vala-myth, he sets the Panis’ cows free. ‘Cows’ are a metaphoric
designation or a term of comparison for ‘waters’ and the two myths thus
overlap or intersect. Moreover, the collocation [HERO-LEAD S/DRIVE s away
(IE *hjag-)-GooDSs] applies to the final achievement of the Vrtra- and Vala-
myths. The same base collocation is found in the Iranian myth of @raétaona,
who, like Indra and Trita Aptya, ‘kills a serpent’ (cf. Av. Y 9.8 janat afim
dahakam). Significantly, Oraétaona ‘carries off’ the two wives of his enemy
(Yt 5.34). Even though neither Indra nor (Indra/)Brhaspati is connected with
the liberation/carrying away of women, the waters imprisoned by Vrtra are
metaphorically compared to women (Rv 1.32.11+). Since the collocation [X-
LEADS (IE *ijag- or synonym)-WOMAN, . ] also specialises as ‘to marry’ (i.e.
to lead the bride), the re-conjunction between the Angirasas and their cows
is also compared to a marriage (ddmpati, RV 10.68.2c).

Perseus’ rescue of Andromeda, leading to his marriage, is analogous to the

accomplishments of Indra, (Indra/)Brhaspati, Trita and Oraétaona: the carry-

ing away of waters, cows or women, which/who originally belonged with the
enemies defeated by the (divine) heroes.

4 Acoustic Dimensions of the Narratives

In the Greek narratives recounting the Gorgon-deed, loud sounds’ are connec-

ted with various aspects of the story, namely:

(i)  the figure of the hero and the celebration of his victory over the defeated
enemy,

(ii) the enemy’s loud voice, and

(iii) the musical skills of the hero’s divine helper.

41 Perseus’ Cry and/or Cheering

As already anticipated (chapter 5, section 2, 11, and section 2.2 above), Pythian
Twelve seems not to represent the actual killing of Medusa. The expression
which, in a way, summarizes Perseus’ accomplishment, apparently focuses on
a detail of the episode and is found at 11, within the collocation [PERSEUS-
SHOUTs—(against/towards) GORGON,,, ], cf. Ilepgebs ométe Tpitov duoev xaat-

YTV UE€POS.
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The use of Gk. dvw ‘to shout’ in connection with Medusa’s episode may be
reminiscent of more than one typical epic battle scene. In Greek hexameter
poetry the verb denotes the battle cry of Athena and Ares, cf.

1l. 20.48-52

@pto 8" "Epig xpatepy) Aaogado, ade 8’ Abvvy
oTAC’ OTE &V TTapd TAQEOV dpUXTHY TelyE0g EXTOS,
Mot ent’ duTAwy EPISOUTILY oXpdY AUTEL.

ade 8" "Apng Etépwdey Epepvi) Aaidamt loog

&L xat’ dxpotdry)g méAtog Tpweoot xeAebwy

Then up leapt mighty Strife, the rouser of peoples, and Athene cried
aloud,39—now would she stand beside the digged trench without the
wall, and now upon the loud-sounding shores would she utter her loud
cry. And over against her shouted Ares, dread as a dark whirlwind, call-
ing with shrill tones to the Trojans.

The capacity of ‘roaring terribly’ belongs to both the most warlike Greek gods,
as some of their epithets make evident. Ares is called Bpm)muog loud-shouting’
(Il.13.521), Bpdpuog ‘roaring’ (Lyr. adesp. 109b), and évudAiog ‘Enyalios’ (I/. 17.211+).
This epithet, of obscure etymology (cf. Chantraine DELG, Frisk GEw, Beekes
EDG 8.v. éVudiAlog),°° was synchronically connected with the GN "Evuw, who
embodies war and/or the war cry, cf. e.g. Phil. 244* 'Evudtog mapd ™y Evuw
Salpova, Ntig éati mpoatdTis Tod ToAépoY, Et. Gud. € 48119 'Evuw: ... [mapd] TO
év{aylew, [6] Eatt Bodv.

Athena is described as éypex0dipog ‘awakening the battle cry’ by Hesiod (Th.
925),°! while Pindar connects the goddess with loud sounds on more than
one occasion. In Olympian Seven, Athena is said to have sprung out of Zeus’
head shouting an immense battle cry (0. 7.36-37 Abavaic ... dAdAakev dneppd-
xel Bod) and is addressed as éyyeiBpépog ‘having the thunder-roar in the spear’
(0.7.43).22In Pindar’s Second Dithyramb, it is Athena’s aegis that resounds with
the screams of a thousand snakes, cf. fr. 7ob.17-18 (= Dith. 2.17-18 dAxdeaoa [T]e

89  On Athena and the association with the battle cry cf. Garcia Ramén 2021b.

90  Oncults of Ares and Enyalios cf. Gonzales 2004. On a possible etymological interpretation
of the name cf. Bader 2001-2002.

91  InlIl 5.738-742 Athena’s aegis is said to contain a series of allegoric entities, such as Phobos
‘fear) Eris ‘strife’, Alke ‘force’ and Ioké ‘battle cry' Cf. also the epithet £piydovmog ‘highly-
resounding’, which is referred to the goddess in Q.s. 14.421.

92  On the epithet cf. Massetti 2019:39—4o0.
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Hodado[g] alyls || pupiwv pBoyydletal xAayyais Spaxdvtwv).93 The use of duw in
connection with Athena’s protégé in Pythian Twelve may thus hint at the super-
human, loud cry of Perseus, who is facing an extraordinary battle.

At the same time, the use of the verb may also be connected with another
epic context, namely: the typical scene of warriors exulting over their defeated
enemies, a traditional motif in Greek hexameter poetry. In passages of this fash-
ion, the expression paxpov dlicag ‘shouting aloud), elsewhere co-occurring with
different verbs of speech such as xaAéw ‘to call’®* and xéiopat ‘to command’,%®
combines with éredyopat ‘to exult)%6 cf.

1l.13.413—414
AvjipoPog 8" Exmayhov émedEato naxpdy dlicag
o0 pdv adt’ dtitog xelt’ "Agtos ...

And Deiphobus exulted over him in terrible wise, and cried aloud:—Hah,
so not unavenged lies Asius!

In the light of the Homeric parallels, the reference to Perseus’ battle cry or shout
of triumph in P. 12.11 (dvoev, “[when Perseus] shouted ...”) may be regarded as
a Pindaric invention, which is ultimately based on an epic topos.

4.2 The Enemy’s Voice

In Pythian Twelve the opposition between the inarticulate lament of the Gor-
gons and Athena’s musical invention seems to be reflected on the lexical level
(cf. épuchdryxtav yéov ‘highly shouted wail/lament, 21, vs 8pijvog ‘dirge’, 8, cf.
chapter 5, section 2). Even if the description of the Gorgons’ lament is unique,
the poet might again be operating with a set of traditional themes. As Segal
(1998:18-19) highlights, the emission of a loud utterance was probably ima-
gined to be a distinctive trait of the Gorgons, whose “huge frontal face, griming
mouth, protruding tongue and sharp teeth conveyed the idea of a ‘terrifying

)

roar’” (Phillies-Howe 1958:211—212).97

93  On this passage cf. Lavecchia 2000:162, who suggests a parallel with Aeschl. Sept. 381 and
proposes that xAayyd alludes to the sound of the aulos. On possible Anatolian comparanda
to fr. 7ob.10—20 cf. Watkins 2001.

94  Il.22.294.
95 Il 6.66, 6.110, 8.172, 11.285, 15.346, 15.424, 15.485, 16.268, 17.183; cf. also xéxAet’ adoag (1.
4.508).

96  11.13.413,13.445, 14.453, 14.478.
97  On the iconography of the gorgoneion cf. Besig 1937, Floren 1977, Belson 1981.
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The names of two relatives of Medusa may provide us with further clues
to the inborn loudness of Phorcus’ race. According to Hesiod’s Theogony, after
Perseus beheads Medusa, two mythological beings spring out from her blood:
Pegasus (cf. section 1.2 above) and the hero Chrysaor, father of Geryoneus, cf.

Hes. Th. 280-283, 287—288

g 8" 8te ) Iepaeds xepoAny dmedelpotounaey,
€xBope Xpuadwp Te puéyag xal Inyacos immos.
6 uév émivupoy fev, 8’ "Qxeavod mept Tyydg
Yév8’, 6 3’ dop yplaetov Exwv META XEPTl QiAnatv.
... Xpuadwp 3’ Etexev Tpucéparov I'npuovija
uiyOels Kadhipdy xodpy xAvtod 'Qxeavolo

And when Perseus cut off her head, there sprang forth great Chrysaor and
the horse Pegasus who is so called because he was born near the springs of
Ocean; and that other, because he held a golden blade (aor) in his hands
... And Chrysaor was joined in love to Callirrhoe, the daughter of glorious
Ocean, and begot three-headed Geryoneus.

Hesiod explicitly connects Xpvadwp with Gk. dop. As confirmed by the Myc. MN
a-o-ri-me-ne [ A*orimeneés/ (PY Qa1296), this term may be traced back to *,nsr-,
*hynsor- (cf. Lat. ensis, as per Nikolaev 2009). Indeed, the Myc. MN a-o-ri-me-ne
shows no trace of the internal semivowel -u-, so, dop must be kept apart from
Gk. deipw, a derivative of 1E *hyuer- ‘to hang’ (cf. L1vZ 290, IEW 1150). Neverthe-
less, the term was connected to deipw within Greek, cf. e.g. Et. Gud. o 157 dop
... Topa T delpw dop.2® As such it came to mean ‘belt’ and also to denote the
‘lyre/kitharis-belt. This synchronic etymological link explains why Hesychius
glosses ypvadawp as xpvaoxifapig ‘having a golden kitharis’ (Hsch. x 777 HC) and
why Pindar defines Orpheus ypvodwp in fr. 128c.11-12 ((Opgéa ypvadopa).

The name of Chrysaor’s son Geryoneus (I'ypuovetg) belongs to the semantic
field of ‘loud utterance’, being etymologically related to Gk. ynpdw (non-Att.-
Ton. yopdw ‘to utter [a sound]) ‘to sing’) and yfjpug (non-Att.-Ion. ydpug) ‘voice,99

98  As explained by Janko (1978:194), the compound ypuadopog (Il 15.256+) can belong to-
gether with &(F)elpw. Janko proposes that the change from athematic to thematic declen-
sion was “mediated through the genitive singular in the formula AnéMwvog ypuadopov
before a vowel at the bucolic diaeresis”, where the alternative AméMwvog ypvadopog could
have been replaced.

99  According to Forssman 1966:119—120 the Pindaric form I'puévag (1. 1.13+), instead of the
expected Tupuévag™®, can be explained as a reference to Hes. Th. 289—294, 982—983.
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cf. 1E *gar- ‘to utter a loud sound’ (cf. L1v2 161, IEW 352).190 A proper name with
a basic meaning ‘Shouter’™ is actually well-suited to the guardian of the Hesper-
ides’ apples, who is provided with three heads (tpwégparog, Hes. Th. 287), and,
one can imagine, three mouths to give the alarm loud and clear.!?! The prerogat-
ive of a loud voice is a peculiar trait of Geryoneus’ Latin counterpart Cacus,'°?
cf.

Ov. F.1.569—572
prima movet Cacus conlata proelia dextra
... et flammas ore sonante vomit

Cacus first begins the battle having swung the right hand ... and resound-
ing mouth emits flames.103

A final clue to the Gorgons’ association with the sphere of music and loud
sounds is their representation in 18th century folklore. As Politis (1878:261) and
Lawson (1910:184—-185) point out, in Modern Greek oral traditions, the Gorgons
are imagined as half-women half-fish creatures who transform into beautiful
singing maidens, when sailors correctly solve their riddles.

4.3 Athena’s Musical Invention

In Pindar’s ode, the twofold reference to Athena’s invention (7-8, 22—24) gives
prominence to the musical skill of the goddess and to the imitative nature of
the tune (cf. pymoart(o), on which cf. chapter 5, section 2, 21). Nevertheless, sev-
eral aspects of the ‘tune of many heads’ are obscure. Since the nomos imitates
the Gorgons’ lament, it is debated whether it had a lugubrious character and
whether it was appropriate for an agonistic context like the Pythian games. I
argue that verses 22—24 provide us with a possible answer to this latter ques-
tion. The newly invented song is identified as the ‘glory-making memento of
the contests, which stir people’. AsI previously highlighted (chapter 5, section 2,
24), interpreters are divided on the meaning of the wording evxAéa ... pvaotip’
aycvwv. The reference to the ‘tune of many heads’ at 23 suggests that ebxAéa ...

100 On the root and its derivative cf. Massetti 2020. The form in -oveig (I'ypvoveds, Hes.+) may
pair with a wv-stem (cf. 'nypucov, Aeschl. Ag. 870) in the same way as ¥yepoveis leader’ pairs
with fyepwv ‘id.

101 Thesemantic shift ‘to utter aloud sound’ > ‘to give the alarm’ > ‘to stay on the watch’ under-
lies Gk. pUdaf ‘guard, watcher), a derivative of 1E *b*elH- ‘to resound;, cf. Kolligan 2016, who
makes reference to a variety of passages in which gbAaxeg are compared or resembled to
watch dogs, such as Pl. Rep. 3754, 375e€.

102 West 2007:261, fn. 73.

103 Cf. Prop. 4.9.10 with v.l. sonos.
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pvaotiip’(a) (24) applies to the character of the newly invented song. The verse
may thus hint at the inciting character of the composition, as also suggested
by the scholion, cf. £ P. 12.42 Dr. &vd0&ov OTéuvnua T@V drywvmy T@v Todg Acods
TOOUVTWY XAl TAPOPUWVTWY €I TNV Béav. ¢pv)al € TO uéhog. 104

The epithet Aaooadog is first attested in the Greek hexameter poetry, where
it always applies to animate beings, while in P. 12.24, for the first time, it is
referred to a non-animate referent, dywv ‘contest’ In the lliad, the epithet is only
peculiar to deities who have an active role in battle, namely: Athena (1. 13.128),
Ares (Il.17.398), Eris (Il. 20.48, cf. section 4.1 above), and Apollo (Il. 20.79). In
the Odyssey and in Pseudo-Hesiod’s Shield, Aaooadog is an epithet of Athena
(Od. 22.210) and human warriors (Amphiaraon, Od. 15.244, Elektryon, [Hes.]
Sc. 3, Amphitryon, [Hes.] Sc. 37). The collocation Aaogadog ... dywv* ‘contest ...
which stirs people’ can be compared to €pis ... Aaogadog ‘strife which rouses the
people’ (Il. 20.48, quoted above). At the same time, since Aaogodog is an epithet
of Athena, i.e. the creator of the ‘tune of many heads) Pindar transfers one of
Athena’s prerogatives to the context in which the xepaAdv moMav vopos is per-
formed. The nomos thus acts as a reminder of both the Gorgons’ defeat and of
the warrior spirit of both Perseus and Athena. If this interpretation is correct,
the nomos entails a ‘warlike’ musical component, which might make it suitable
for performance in an agonistic setting.

4.4 Vala-Myth’s Acoustic: Brhaspati’s Roar

Analogously to the Greek narratives, Old Indic accounts referring to the Vala-
myth include references to the following acoustic dimensions:

(i)  the loud voice of the hero (Indra/)Brhaspati,

(if) the lament of the enemy, and

(iii) the musical skills of the Indra’s and/or (Indra/)Brhaspati’s helpers.

As already anticipated, Brhaspati bears a name which was synchronically inter-
preted as based on the appellative brdhmanas pdti-, ‘Lord of the Sacred Formu-
lation’ 195 i.e. as a compound with scM °pati- ‘lord’ (cf. OAv. paiti- lord, spouse,
Gk. méa1g ‘lord), Lith. pats ‘spouse’ etc.), and FCM bfhas®, an allegro-form of Ved.
brahman- ‘sacred formulation, cf. Av. baraj- ‘praise’.196 Pinault (2016:1002-1003)

104 X P.12.42Dr. seems to suggest that the melos created by Athena is performed on contests in
honour of the goddess. However, [Plut.] Mus. 133 states that the nomos honoured Apollo,
cf. chapter1, section 4. Phillips 2013 suggests that the nomos kephalan pollan is to be iden-
tified with the ‘Athena nomos’ ([Plut.] Mus. 1143) and that Pythian Twelve is written in the
Athena nomos.

105 This collocation often alternates with the god’s name in the same hymn (Schmidt 1968:23—
25).

106 Renou 195512, fn. 12. Praust 2004 apud Pinault 2016 proposes that bfhas reflects the voc-
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tracks bfhas® back to an IE root *b"reg#- ‘to formulate, set in a specific form,
which underlies ON bragr ‘poetic skill’ and oN Bragi, name of the divine poet,
or, alternatively, *b%leh,- ‘to invoke) cf. Lat. flamen ‘sacrificial priest.1°7 As such,
Brhaspati is a god closely associated with the sacrifice and the poetic activity
performed at the Vedic ritual. In fact, he is often addressed as ‘poet), ‘exalted
poet, ‘seer’ (Ved. kavi-, vipra-, fsi-),1°8 ‘singer’ (Ved. rkvd-),199 ‘driver/guide/con-
veyer of the speech/song’ (Ved. yanta siktdsya, gathani-),"° ‘king of the song’
(jyestharaj- brahmanam)™ and ‘begetter of the sacred formulations’ (Ved. jani-
td brahmanam),'2 cf. e.g.

RV 2.23.1-2

L ganc‘indm tva gandpatim havamahe
kavim kavinam upamdsravastamam
Jjyestharajam bradhmanam brahmanas pata
a nah $rpvdnn atibhih sida sadanam

ative of bhant- ‘high, lofty’ However, as pointed out by Pinault (2016:1001), this vocative
does not exist outside the name bjhaspati-, which speaks against Praust’s hypothesis.

107 According to Pinault (2016), the genitive of *b*erghmen, i.e. *b"g"mnés/és would have
been simplified to *b"rg"-n-és/ds (cf. the case of gen.-abl.sg. dSmanah [ *h,ékmen-es/os]
besides dsnah [*h,ékn-es/os]). The form *bfhnds pate (voc.sg.) was treated as an allegro-
form with metathesis, through a Prakrit evolution *-An- > -nh-. The form *bymhas pate was
then replaced by *bfhas pate.

108  kavi- in RV 2.23.1b; 10.64.44, 16a; vipra- in RV 3.26.2d;10.64.16¢, Fsi- in RV 10.13.4C.

109 Cf. RV 10.36.5b brhaspdtih samabhir rkvé arcatu “let Brhaspati the chanter chant along
with the melodies” (cf. MacDonell 1897:101-102, Schmidt 1968:29-35).

110 Cf RV 2.23.19ab brdhmanas pate t,vdm asyd yantd , saktdsya bodhi tdnayam ca jinva
“Lord of the Sacred Formulation, become the guide of this hymn and give life to our
lineage!”, RV 1190.1 anarvanam vrsabhdm mandrdjihvam , bfhaspdtim vardhaya ndvyam
arkaih | gathanyah suriico ydsya deva , asrpvdnti ndvamanasya mdrtah “with chants I
will strengthen anew the unassailable bull of gladdening tongue, Brhaspati, the brightly
shiningleader of song to whom the gods and the mortals harken as he bellows”. The colloc-
ation [LEADER-SONGy,, ] partly overlaps [LEADER-POETIC THOUGHTS, ], which may
underlie Apollo’s epithet Mowoayétag (Pi. fr. 94¢.1), Movanyétys (Pl Leg. 653d) and Ved.
[netdr- mati-ge, 1] (RV 9.103.4), as pointed out by Janda 2010:291 and further supported by
Massetti 2019:82—83.

111 This expression, together with [rajan- —gir-| brdhman-ge,, p1.
location [to RULE(dvdoow)—over SONG/HYMN |, which underlies two Bacchylidean hapax
eiremena: dva&ipohmog ‘ruling over the song’ (Urania, in Ba. 6.10), duvodvacoa ‘ruling over
the hymn’ (Cleo, in Ba. 12.1-2), cf. Massetti 2019:18.

112 AsIpropose in Massetti 2019:225-226, the collocation [FATHER-CHANT/SONGgep p1.
be compared to dotdav mathp (Orpheus in P. 4176), Gall. gutuater ‘father of the voice’ (as
per Campanile 1976, Garcia Ramdn 2011b:195-197), ON fodur galdrs ‘father of the enchant-
ments’ (Odinn in Bdr. 3).

], semantically overlaps a col-

] can
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devds cit te asur;ya prdcetaso
brhaspate yajiilyam bhagam anasuh
usrd iva sitr;yo jyétisa maho
visvesam (j janitd brahmanam asi

1. We call upon you, the troop-lord of troops, the most famous poet of
poets, the preeminent king of sacred formulations, O Lord of the Sac-
red Formulation. Hearing us, sit down upon your seat together with your
help. 2. Even the prescient gods attained their sacrificial portion from you,
lordly Brhaspati. As the great sun is (the begetter) of ruddy dawn through
its light, you are the very begetter of all formulations.

Furthermore, Brhaspati possesses an ‘exhilarating tongue’ (Ved. mandrdjihva-,
RV 1190.a, 4.50.d), a ‘bright’ and ‘powerful roaring’ (Ved. Siucikranda-,
RV 7.97.5¢C, tuvirdvan-, RV 10.64.4a, 10.64.16a).113 Several verbs belonging to the

semantic sphere of ‘noise’ or ‘chant’ describe the god’s loud utterances, namely:

Ved. arc ‘to sing’ (IE *hjerk*-, cf. LIV? 240-241, IEW 340), cf. RV 10.36.5b
bihaspdtih samabhir pkvé arcatu “Let Brhaspati the chanter chant along with
the melodies”;14

Ved. krand ‘to cry, shout’ (1E ?k*Rend-, cf. L1v? 369, IEW 549), cf. RV 4.50.5¢d
bithaspdtir usriya havyasiidah , kanikradadvavasatir iid ajat “Brhaspati drove
up the ruddy (cows) who sweeten the oblation, who kept lowing as he was
bellowing”;115

Ved. nad ‘to roar’ (1E *ned-, cf. L1v? 448, IEW 759), cf. Rv 10.67.9ab tdm var-
dhdyanto matibhih Sivabhih , simhdm iva nanadatam sadhdsthe “with our
propitious thoughts strengthening him, ever roaring in his seat like a lion”;
Ved. nav ‘to bellow’ (1E *neyH-, cf. L1v2 456, IEW 767), cf. RV 10.68.12ac iddm
akarma ndmo abhriydya , ydh purvir dn,v anénaviti | bfhaspdtih “this act of
reverence here we have performed for the one belonging to the storm cloud,
who keeps bellowing after the many (cows?): Brhaspati”;

Ved. rav ‘to roar, bellow’ (1E *hgreu(H)-, cf. L1v2 306, IEW 867), cf. RV 4.50.1ab
yds tastambha sdhasa vi jmé dntan , bfhaspdtis trisadhastho ravena “he

113 RV 10.64.4ab kathd kavis tuvirdvan kdya gird , bfhaspdtir vavrdhate suvrktibhih “how will

the powerfully roaring poet Brhaspati grow strong, through what hymn with its well-
twisted (ornaments)?”; RV 7.97.5cd Sticikrandam yajatdm pastyanam , bfhaspdtim ana-
rvdnam huvema “we would invoke the brightly roaring one, worthy of the sacrifice of the
dwelling places, unassailing Brhaspati” (on which see Gonda 1959:14).

114 Cf Rv10.68.9, where the instrumental form arkéna may be interpreted as ‘with his ray’ or

‘with (his) chant’.

115 Cf.Rv10.67.3.
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who with his strength propped apart the ends of the earth, with a roar—
Brhaspati possessing three seats ...",16 Rv 6.73.1cd pit(i na, a rédasi vrsabhd
roraviti “our father the bull keeps bellowing to the two world-halves”;!17
— stan‘‘to thunder’ (1E *[s]tenh,-, cf. L1V2 597, IEW 1021), cf. RV 10.67.5d arkdm
viveda standyann iva dyaith “he found the chant while he was thundering
like heaven”.
‘Loud voice’ and ‘knowledge of the sacred formulation’ are such distinctive
traits of Brhaspati that he smashes the Vala-cavern thanks to his roaring. For
this reason, the enlarged base collocation [HERO-KILLS/SPLITS—ENEMY—
WEAPON;

instr.

] commonly occurs as
[Brhaspdti-, o, —han/bhed—ENEMY, . —(verbal/sung) UTTERANCES;,, |

E.g. RV 6.73.3d
brhaspdtir hant;y amitram arkaih

He smites the foe with his chants

RV 2.24.3C
id ga ajad dbhinad brahmana valdm

He drove up the cattle; He split the cave by the sacred formulation

RV 4.50.5b
valdm ruroja phaligdm rdvena

He broke Vala, broke its bolt with his roar.

On the strength of the textual evidence presented, the trait of a loud voice
appears to be a distinctive prerogative of Brhaspati both as a deity and as the
protagonist of the Vala-myth. This trait is also made evident by the way the
god is portrayed in RV 10.67 (5d arkdm viveda standyann iva dyaiih “(found) the
chant while he was thundering like heaven”).

116 Cf. also RV 9.80.1¢, 10.68.8, and RV 4.50.4cd.
117 Rossi (2023) identifies some of the listed roots as onomatopoetic, which are combined
with further alliterative effects so as to reproduce the specific noise made by cows.
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4.5 Vala Laments

Reference to the lament of the defeated enemy is found in Rv10.67 (cf. chapter
8, section 4, 6). The latter hymn introduces an elaborated metaphor to describe
how Vala misses his cows, cf. RV 10.68.10ab himéva pamcf musitd vdnani
brhaspdtinakypayadvalé gah “as the woods (lament) their leaves stolen by cold,
Vala lamented for the cows (stolen) by Brhaspati”. Rv 10.67 specifies that the
Panis lament their loss after Indra robbed them, cf.

RV 10.67.6d
drodayat panim d ga amusnat

He made the niggard laments: he stole the cows.
TRANSL. JAMISON—-BRERETON 2014, modified by the author

In the passage, the enemy’s crying is described by means of the Vedic root rod
(1E *reydH-, cf. L1v? 508, IEW 867). Significantly, this lexical detail is shared by
the Iranian version of the same narrative, attested in Yt 44.20.118 As it is often
the case, !9 the state of things underlying this passage is somehow inverted: in
the Avestan tradition the kauuah (cf. Ved. kavi- ‘poet’) and usijah (cf. Ved. usij-
‘fire priest’) are ZaraSustra’s impious opponents. In their edition of the Gathas,
Humbach-Elfenbein—Skjeerve 1991 read and translate as follows:

Yt 44.20cd
yais ggm karapa usix$ca aesamai data
yaca kauua gnmane urudoiiata

Those (words) with which the Karapan and the Usij seize the cow for
wrath(ful) (treatment), and which (the) Kavi laments to the wind.

As the text makes evident, the Kavi’'s lament corresponds to that of Vala in
the Vedic texts. A different interpretation is also possible: Peter Jackson [Rova]
(2014) proposes reading the form gnmané (dat.sg.) ‘to the wind’ (cf. Gk. dve-
Mos, 1IE *hyenhy-mo- a derivative of 1E *h,enfy- ‘to breath), cf. L1v2 267—268, IEW
38-39) as a locative gnmani ‘in (her) soul’ (cf. Lat. animus < *anamo-). If this
interpretation is correct, the weeping is ascribed to the cow and the text can be
read and rendered as follows:

118 Jackson [Rova] 2006, 2014.
119 Cf, among others, Giintert 1914, Benveniste 1967, Burrow 1973 on the categories of daéva-
and ahura-.
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Yt 44.20cd
yais ggm karapa usix$ca aesamai data
yaca kauua gnmaniuradoiiata

In accordance with those (words) with which the Karapan and the Usij
seize the cow for wrath(ful) (treatment) and with which (wrath) (the)
Kavi makes (the cow) weep in her soul.

Although the sense of the Iranian passage is not completely clear, it represents
an important piece of evidence. Indeed, it is the only text including a reference
to the motif of lamenting’ in an account similar to the Old Indic Vala-story.
The Avestan corpus does not provide us with extensive textual material for the
reconstruction of the Iranian account, but the use of Ved. rod ‘to cry’ and Awv.
rud- ‘id.’ suggests that this detail was structural to the Indo-Iranian version of a
cattle-raid myth.

4.6 Angirasas’ and Marutas’ Songs

Several Rigvedic hymns make reference to Indra’s and (Indra/)Brhaspati’s sing-

ing escorts (cf. section 2.3.1 above). During his heroic deed at Vala Brhaspati

is attended by the Angirasas, the ‘seven poets’ (Ved. karu-, vipra-)12° or ‘seers’

(Ved. fsi-), during the combat with Vrtra Indra is attended by the Marutas.!2!
Ved. dngiras- is a term of unclear etymology,'?2 which, in the Rigveda, mostly

occurs in plural to denote a group of characters associated with sacrifice!?® and

120 Ved. karu- ‘singer’ is an etymological cognate of Gk. x#jpvé, cf. Chantraine DELG, Firsk GEW,
Beekes EDG s.v,, pace Beekes 2003, who argues in favour of a non-1E origin of the word. On
the meaning of Gk. xfjpu§ and Mycenaean cognates cf. Panagl 2007.

121 Cf RV 416.3c divd itthd jijanat saptd karin “in just that way he [= Indra?] begot the
seven bards of heaven”; RV 4.2.15ac ddha matir usdsah saptd vipra , jayemahi ... dngiraso
bhavema “then as the seven inspired poets might we be born from mother Dawn’”. Ved.
saptd viprah/viprasah is also attested in RV 3.31.5b; 6.22.2b.

122 In sg. the term occurs as an epithet of Agni, god of fire and sacrifice, who is imagined
as the Angirasas’ father in the Vedic literature (Shende 1950:108-131). Since Agni, the
Angiras, has the function of mediator and messenger in the Rigveda, Mondi 1978 pro-
poses an etymological connection with dyyehog, which, however, remains unclear. Watkins
1995:421, fn. 10 reconstructs a [*hy,nghyl-o-], of obscure meaning and derivation, as under-
lying Ved. dngiras- and Gk. &yyehos. On Gk. dyyapog ‘Persian messenger’ (Aeschl. Ag.
282+) cf. Rostowzew 1906. The term is probably a borrowing from an Indo-Iranian source
(Chantraine DELG, Frisk GEw, Beekes EDG s.v. dyyapog; see also Schmitt 1971:97-100, Man-
cini 1995-1996, Brust 2008217 ff.).

123 RV10.67.2cd vipram paddm dngiraso dddhana, yajiidsya dhama prathamdm mananta “the
Angirases, establishing their inspired word [/laying their inspired track], pondered the
first foundation of the sacrifice”.
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poetic activity.!?* In the framework of the Vala-myth, the Angirasas are said to
help (Indra/)Brhaspati both in the quest for the Panis’ cows and in the god’s
victory celebration, cf.

RV 2.15.8a
bhindd valdm dngirobhir grnandh

Being sung by the Angirasas, he split the cave

RV 1.62.3

[ndrasyéﬂg[rasdm cestau

viddt sardma tanayaya dhasim
bihaspdtir bhindd ddrim viddd gah

sdm usriyabhir vavasanta ndarah

At the desire of Indra and the Angirasas, Sarama found the wellspring
for posterity. Brhaspati: he split the rock; he found the cows. The men
bellowed together with the ruddy (cows).

TRANSL. JAMISON—BRERETON 2014, modified by the author

Elsewhere the roles of Brhaspati and the Angirasas seem to merge. For instance,
in Rv10.67 Brhaspati intonates, and thus leads, the song of praise, which is per-
formed together with the Angirasas, cf.

RV 10.67.3

hamsair iva sdkhibhir vavadadbhir
asmanmdyani ndhand vydsyan
bfhaspdtir abhikdnikradad ga

utd prastaud tic ca vidvar agayat

Along with his comrades, who were constantly gabbling like geese,
while he was throwing open the fastenings made of stone, while he kept
roaring to the cows, Brhaspati both started the praise song and struck
up the melody, as knowing one.

124 Cf MacDonell 1897:142-143, Oberlies 2012:223. A reference to the role of the Angirasas
during the first sacrifice is also likely to be preserved in Rrv 10.63.7ab yébhyo hdtram pra-
thamam ayejé mdnuh , samiddhagnir mdnasa saptd hétybhih “you for whom Manu, with
his fire kindled by mind, along with the seven Hotars, first attracted Hotra (Libation) with
sacrifice”.
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As already pointed out, this stanza allows us to recognize a concurrence of dis-
articulated sounds of the Angirasas (vavadadbhih, pada [a]) and the articulated
song of praise, started by Brhaspati (utd prastaud tic cavidvar agayat, [d]). This
twofold reference (vavadadbhih vs prastaut) may imply that Brhaspati some-
how brings order into the Angirasas’ chant, in a way which vaguely resembles
Athena transforming the disarticulated goos of the Gorgons into a thréenos (cf.
chapter 5, section 2, 21).

Finally, the Angirasas are occasionally credited with the splitting of Vala, cf.

RV 4.215¢cd
divds putrd dngiraso bhavem,
Jdrim rujema dhaninam sucdntah

Might we become sons of heaven, Angirasas. Might we break the rock
that holds the prize, as we blaze.

The figures of the Angirasas and Brhaspati stand so close that the god bears
the epithet arngirasd- (‘belonging to the Angirasas’).1?> Such a tie is commonly
thought to lie at the basis of Brhaspati’s association with the number ‘seven’,
which is reflected by several epithets of the god, such as saptas;ya- ‘having seven
mouths’ (RV 4.50.4c¢), saptdrasmi- ‘having seven reins’ (RV 4.50.4d), saptdgu-
‘having seven cows’ and, last but not least, ‘seven-headed’, which applies to the
poetic insight found by the god in Rv10.67.1a (cf. chapter 8, section 4, 1):

RV 10.47.6

prd saptdgum ytadhitim sumedham
brhaspdtim matir dcha jigati

yd angirasé namasopasddyo

o Smdbhyam citram visanam rayim dah

To the one with seven cows [/Saptagu], whose poetic vision is truth, to
Brhaspati of good wisdom my thought goes forth, to him, the Angirasa,
who is to be reverently approached with homage. To us give bright, bullish
wealth.

125 Cf RV 6.73.1ab yé adribhit prathamajd ytava , brhaspdtir angirasé havisman “he who is
splitter of the stone, first born, possessed of truth—Brhaspati Angirasa, possessing the
oblation”. The epithet Argirasd- (Brhaspati in RV 4.40.1d,10.47.6¢, 10.68.2a,10.164.4c, Savity
in RV 10.149.5b) came to be interpreted as a patronymic within the Old Indic tradition (cf.
Zimmer 1914:10-11).
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At the same time, the role of the Angirasas is comparable to that of the Marutas
in the Vrtra-myth and vice versa (cf. section 2.3.1 above). Being connected with
the natural phenomena of storm and wind,!26 the Marutas are occasionally por-
trayed as singing or playing an instrument, cf.

RV 1.85.10

urdhvdm nunudre ,vatd td djasa
dadrhandam cid bibhidur vi parvatam
dhdmanto vandm maritah suddanavo
mdde somasya rdnyani cakrire

They pushed the well upward with their power; they split apart the
mountain, though it was firmly fixed. Blowing their music, the Marutas
of good drops performed these joyous (deeds) in the exhilaration of
soma.l??

Furthermore, they are said to accompany and celebrate Indra on occasion of
his combat against Vrtra, cf.

RV 5.20.2

dnu ydad im mariuto mandasandm
arcann indram papivamsam sutdsya
adatta vdjram abhi ydd dhim hdnn
ap6 yahvir asyjat sdrtava u

When the Marutas chanted to him after he became exhilarated, to Indra
who had drunk of the pressed soma, he took up the mace. When he (had)
smashed the serpent, he released the exuberant waters to flow

RV 5.30.5d, 6ab

visva apé ajayad dasdpatnih
6.  tubhyéd eté¢ marutah suséva

drcanty arkdam ...

126  On the Marutas cf. Macdonnell 1897:77-81, Oberlies 2012:152-155, and Rau 1971 with liter-
ature. Given the warlike character of the Marutas, it is possible to compare the passage
with I1. 20.51 ade 8" "Apnc EtépwOey épepvi) Aaihamt Toog “and over against her shouted Ares,
dread as a dark whirlwind” (section 4.1 above).

127 Cf.RV119.4,1.85.2,1.166.7, 3.14.4, 5.52.1, 5.57.5, 5.60.8, 7.35.9, 8.29.10.
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He conquered all the waters, those whose husband [= Vitra] was a Dasa.
/] Just for you do these friendly Marutas chant the chant.

It is thus clear that the roles of the Angirasas and the Marutas parallel each
other: both groups of characters are identified as witnesses and celebrators
of the heroic deeds accomplished by their divine leader, Brhaspati and/or
Indra.

4.7 Acoustic Dimensions of the Narratives: Common Traits

Greek and Old Indic mythological sources emphasise diverse ‘sound effects’ of

the respective heroic endeavours. These acoustic dimensions belong to differ-

ent actors of the stories: (i) the [HERO], (ii) the defeated [ENEMY], and (iii) the

[HERO'S HELPERS|. More specifically:

(i) [HERO-SHOUTS]: The victorious hero shouts a battle cry or exults with a
loud utterance. In P.12.11 (TIepaeds dméte Tpitov duaey xaatyvytdy pépog) the
reading duaev is attested in the manuscript tradition and is defendable.
Homeric parallels suggest that duw ‘to shout’ may describe Perseus’ battle
cry or the hero’s shout of triumph over defeated Medusa. In the Rigveda, a
‘loud voice’ is a peculiar trait of god Brhaspati, the Lord of Sacred Formu-
lation. Indra and/or Brhaspati split(s) Vala by roaring, (cf. indro valdm ...
karéneva vi cakarta rdavena “Indra cut apart Vala ... with a roar like a tool’,
RV 10.67.6ab). This accomplishment is often imagined to overlap with the
invention of poetry and ritual, as well as with musical performance. For
this reason, in Rv10.67 Brhaspati is said to ‘have started a praise song’ (cf.
utd prastaud tic ca vidvam agayat RV 10.67.3d).

(ii) [ENEMY-LAMENTS]: The Gorgons themselves and Medusa’s progeny are
connected with the trait of loud voice and/or music. The iconography of
the Gorgons hints at their loud vocalisations. Furthermore, the names of
Medusa’s mythological son and grandson are synchronically (Xpuadwp)
and diachronically (I'mpuwv/I'pvovels, cf. 1IE *Gar-) connected with the
semantic field of ‘sound’ and ‘music’ In Pythian Twelve, the motif of the
voices of the surviving Gorgons is well developed (cf. P. 12.21 EbpvdAas ...
gpuchdryxtav Yoov). In the light of the Greek mythological data, the Pin-
daric passage may actually reflect a knowing reference to a traditional
thematic material: the powerful voices of the Gorgons.

The motif of the enemy’s cry or lament seems to be an inherited ele-
ment in Indo-Iranian cattle-raid myths. The Panis, the cattle herders of
Vala, are said to lament (Ved. rod) over their loss after Indra robs them
(cf. drodayat panim, Rv 10.67.6d). A verbal derivative of the same Indo-
Iranian root applies to the lamentation of ZaraSustra’s enemies (or the
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cow) in Yt 44.20d. The lexical coincidence hints at an inherited detail,
which survived in both the Indic and the Iranian tradition.

(iii) [HELPER—CELEBRATES]: In both Pythian Twelve and Rigveda 10.67 the
newly invented artistic creation is linked to the figure of the hero’s help-
er(s)/escort. While in Pythian Twelve Athena, Perseus’ Saiuwv, creates the
nomos of many heads, a tune connected to the ‘contests, which stir people’
(cf. P. 12.24), in both the Vala- and the Vrtra-myths, the hero’s helpers
celebrate Indra’s and/or (Indra/)Brhaspati’s achievement with a song of
praise. The detail of the Old Indic narrative is not isolated: in the Vrtra-
episode the Marutas intone a chant to cheer Indra as a winner (arcann
indram ... ydd dhim hdn, RV 5.29.2). Finally, in the Vala-myth, Brhaspati
performs a song of praise together with the Angirasas (cf. hamsair iva
sdkhibhir vavadadbhih ... bfhaspdtih ... utd prastaud iic ca vidvarm agayat,
RV 10.67.3): the hero’s song is the tool for splitting Vala and leading away
the cows. At the same time, Brhaspati’s roar marks the beginning of the
chant, which celebrates his own endeavour.

5 Overview

Before reconsidering the phraseological match between [(ATHENA/)GOD-IN-
VENTS-MELODY-MANY-HEADS, 1. ]* and [(BRHASPATI/)GOD-INVENTS—
POETIC THOUGHT-SEVEN-HEADS,q; ], | recapitulate the phraseological and
thematic correspondences shared by the Perseus’ myth and the Old Indic
myths of Vala and Vrtra in schematic form, cf.

TABLE 12 Common traits between the Perseus myth and the Vala, Vrtra, and Trita myths

1. Characteristics of the Enemy and His/Her Abode (Mytho-geography)

Gk. — [WATERSTREAM] Hes. Th. 274 Topyols 8, ol vaiovat mépny xAv-
10D "Qxeavolo
— [ENCLOSURE] Pi. fr. 7oa.15-17 (= Dith. 1.15-17) QUYOVTA ... MEAY EpxOg BAUAG
Cf. Od. 13.96 DOPxVVOG ... AUV
— [sTONE] Pi. P.10.48 AiBwov Bavartov pépwv
Ved. — [WATERSTREAM] Rv10.108.1d kathdm rasaya atarah pdyamsi
— [ENCLOSURE] RV 3.30.10ab valdh ... vrajo goh
Cf. Ved. paridhi-, pdrvatasya drmhitani,
pur-
— [sTONE] [VALA] = Ved. ddri- ‘the rock’, dSmasya-

avatd- ‘stone-mouthed cistern’
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TABLE 12 Common traits between the Perseus myth and the Vala, Vrtra, and Trita myths (cont.)

2. [HERO KILLS (*g**en-) SERPENT (*h;0g*"-i-)]
Gk. P.10.45 [PERSEUS] EMEQVEY ... Topydva

0.13.63-64 d¢Lwdeos ... Topydvog
Ved. Rv1.32.2c [INDRA] dhann dhim

cf. Rv1.32.52 vrtrdm

e.g. Rvi52.a0cd [INDRA]  abhinat vrtrdsya ... $irah

cf. Rv2a.20d [INDRA]  bhindt valdm

RV 6.18.5bc [INDRA] han valdm

NB RV 10.67 [INDRA] Vi ... abhinat mirdhanam arbuddsya
Av. Yti4.40+ Sraetaono Jjanat azim dahakam
3. [HERO DRIVES (*hjag-) away GOODS]
Gk. Eur. TrGF 129a [PERSEUS] dyou (pe ...) GAoyov

[MARRIAGE] [KILL-ENEMY] + ([TAKE/LEAD-WOMAN] >) [MARRY]|
[Apollod.] 2.4.4 a0t Scyaew yuvaiea ... T xfjTog Extewve xai TV Avdpouédav EAvaey

Ved. Rv 6.73.3a brhaspdtih sam ajayat vdsuni
RV 3.45.2b [INDRA] ajdh apam
RV 2.24.3C ud ... gjat gah

- [WATERS]/[cOWS] :: [WIVES], [to LEAD-GOODS] cf. [to MARRY]
RV 10.68.2 sdm gobhir angirasé ndksamano , bhdga ivéd aryamdnam ninaya
Jjdne mitré nd ddmpati anakti , bfhaspate vajayasiomr ivajai
“(Bellowing) with the cows, (Brhaspati) Angiras, coming near, led (the Angirasas) together
with the cows, as Bhaga leads Aryaman. As the ally among the people [= Agni] anoints the
household pair, he anoints (the Angirasas). O Brhaspati, incite them like swift (horses) in a
contest”
Av. Yt s5.34n0 uta hé vanta azani [ saphauudci aranauudaci
“And that I may carry off his (AZi Dahaka’s) two beloved wives, Saghavac and Arenavac”

4. Acoustic Dimensions of the Narratives

[HERO SHOUTS ENEMY]|

Gk. P.12.11 ITepoeis duaev TpiTov xaarywTav uépog
[of ENEMY LAMENT(s)]
P. 12.20—21 Edpudhag EPUAAGyXTAY YOOV
[HELPER CELEBRATES > FINDS SONG  MULTIPLE HEADS]
P.12.22—24 Bebg ebpe, ebpoloa *EQOAGY TTOMAY VoUOV

ebxAEn Aaooadwy uvaathp’ dyw-
vy
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TABLE 12 Common traits between the Perseus myth and the Vala, Vrtra, and Trita myths (cont.)

Ved. [HERO SHOUTS/DESTROYS ENEMY]
RV 10.67.6 indro karéneva vi cakarta rdavena valdm
[ENEMY LAMENTS]
RV 10.67.6d panim arodayat
[HELPERS/CHIEF GOD  CELEBRATES >FINDSSONG  MULTIPLE HEADS]
RV 10.67.3 brhaspdtir abhikdnikradad ga utd prastaud tic ca vidvam
agayat

“While he kept roaring to the cows, Brhaspati both started the praise song and struck up
the melody, as knowing one”
NB RV10.67.1 pit(f nah avindat imdm dhiyam saptdsirsnim

6 [GOD-INVENTS-SONG-MULTIPLE-HEADS,j./gen. ]

The comparative study shows that the episodes from the Perseus myths share a
variety of narrative details (motifs, collocations, themes) with the Old Indic and
Iranian myths of Vala, Vrtra, Trita Aptya and Oraétaona. However, it would be
a mistake to conclude that the Greek and the Indo-Iranian myths derive from
one and the same mythological narrative. The Perseus myths are the result of
a merger of different elements, which were partly adopted from neighbouring
traditions and later matured in the framework of the Greek world (cf. chapter
7, section 3). A similar statement applies to the myths of Vala, Vytra, Trita and
Oraétaona: the stories exhibit reflections of themes, which are found in almost
all 1E traditions, but thrived and came to be shaped with specific traits within
the Indo-Iranian cultural framework.

Nevertheless, my analysis shows that episodes from the Perseus myths and
the proposed Indo-Iranian comparanda reflect the survival of the same struc-
tural and thematic ‘building blocks, namely: motifs, base collocations, and
themes, within two diverse but related linguistic and literary traditions. The
Greek and the Vedic base collocation [GOD-INVENTS—SONG-MULTIPLE-
HEADS, gj /gen.] @Cquires new weight.

As TABLE 12 makes evident, the collocation applies to the ‘celebratory/com-
memorative’ moment of the Greek and Vedic narratives. From the narrato-
logical point of view, this is the culminating point of two stories which are
different but similar: the phraseme marks the moment in which the hero tri-
umphs over his snakelike enemy and is about to free an imprisoned being,
carrying away precious booty. At the same time, the two comparata stress vari-
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ous acoustic elements of their narratives, namely: the hero’s roar, the enemy’s
lamentation, the helper’s music.

Last and most importantly, the collocation acquires an important meta-
poetic value: the ‘tune of many heads) ‘this poetic insight of seven heads’
are celebrative artistic creations, which grant glory and prosperity to both
the victorious heroes, who inspired them, and their mythological and histor-
ical performers. They are divine creations, which link the mythical past and
the historical present of the ritual/performance. They were created by gods
(Athena, Brhaspati and his priestly escort), but they are also a concrete real-
ity for (ritual-)performers in their respective settings: the Panhellenic victor
and the Vedic poet-sacrificer. The contexts in which the two collocations occur
are indeed analogous. Both Pindar and Ayasya Angirasa introduce the struc-
ture [GOD-INVENTS-SONG-MULTIPLE-HEADS, 4; gen.] iN @ meta-aetiological
framework. Pindar recalls the mythological origin of the song which allowed
Midas his triumph at the Pythian games (cf. chapter 1, section 4), Ayasya Arigi-
rasa identifies the ‘poetic insight of seven heads’ as ‘this poetic insight’, i.e. with
the Rigvedic hymn itself (cf. chapter 8, section 4).

A further remarkable structural trait shared by Pythian Twelve and its Old
Indic comparandum is the use of ring compositions within the two texts. Here
I would like to point out how similar terms mark analogous sets of lexical and
semantic repetitions:

— In both the Greek ode and the Vedic hymn verbs meaning ‘to invent’ (Gk.
ebpioxw and Ved. ved) build lexical repetitions (cf. chapter 2, section 4, chapter
8, section 3): in the Pythian ode, Tod\dg épedpe at 7 is echoed by ebpev Oedg:
GM\d vwv ebpolo’ (@) at 22; in RV 10.67 imam dhiyam ... avindat (1ab) is reprised by
arkdm viveda (5d). The Pindaric reiterations frame the mythological excursus
focusing on Perseus’ endeavour; the Rigvedic repetitions mark the first section
of the hymn, which emphasises the role of Brhaspati and the Angirasas in the
heroic deed at Vala: stanzas 6 and 12 build a second ring, since both stanzas dis-
play the name of Indra at the beginning of pada (a). A comparable structural
strategy may be identified in Pythian Twelve, where the name Ilepoeis and the
synonym expression viog Aavdag occur at the beginning of 11 and 17 and thus
build the most ‘internal circle’ within the Pindaric mythological excursus (see
below, SCHEME 6).

A second remarkable structural coincidence between the comparanda is the
semantic repetition of terms for [HEADSs], which build further ‘rings’ within
the poems. In Pindar’s ode, terms meaning [HEADSs] occur three times. At
9 Pindar mentions the heads of the serpents (xepaAaic) hissing over dead
Medusa. The same word occurs at 23, in connection with the name of Athena’s
newly invented song (®vipagey xe@aAdv oA véuov). Additionally, the word
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Pythian Twelve Rigveda10.67
imam dhiyam saptdsirsnim pitd na
tpedpe (7) rtdprajatam b[hat['m avindat
| Allzpdeis(l) bhaspdtir usdsam siiryam gim

#viog Aavdag (17)

arkdm viveda standyann iva dyaiih

ebpev ... ebpola’(a) (22)

#indro valdm raksitaram dighanam

#indro mahnd mahatd arnavdsya

SCHEME 6 P.12 and Rv10.67: rings built with [to FIND-ARTISTIC CREATION] and [HERO'S NAME]

xpdta is placed in the centre of the epinicion (16). The threefold occurrence
of [HEADs] thus emphasises the aetiology of the nomos of many heads. The
term head is connected directly to the producers of the sound which Athena
then reproduced; indirectly to the enemy defeated by Perseus, since Medusa is
beheaded.

Semantic repetitions in RV 10.67 seem to work alike. The hymn mentions
the ‘poetic insight of seven heads’ (dhiyam saptdsirsnim) in 1a and concludes
with a reference to Indra smashing the head of Arbuda (vi miirdhanam abhinad
arbuddsya) in 12b. Just like in Pindar’s ode, the ‘poetic insight of seven heads’ is
directly linked to the producers of the ‘poetic insight’ and, indirectly, i.e. by way
of resonance, with the splitting of Indra’s enemy’s head. In this connection, it is
significant that the splitting of Arbuda’s head is described by means of the same
lexemes, which regularly apply to the Vala-myth,128 i.e. Ved. (vi-)bhed ‘to split),
and through the base collocation [HERO-SPLITS—ENEMY'S BODY PART(head)],
commonly referred to the killing of personified Vala.!?® This coincidence is
actually emphasised by one internal ring of the hymn, built with the repetition
of vi-bhed (5a, 12b). The series of identified repetitions is presented in SCHEME
7 (below).

As this structural analysis makes evident, Pythian Twelve and Rigveda 10.67
display circular repetitions, which are differently articulated, but resemble
each other. Just as related traditions display analogous reflections of motifs,

128 Asalready pointed out (cf. chapter 8, section 4, st. 12), the victory over Arbuda is described
by means of vi-bhed only in this passage.
129 Cf. [(vi-)bhed-Siras-,.. ] in RV 8.6.6, 8.76.2.
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. imam dhiyam saptdsirsnim pitana (1)

—
___ oelpe (7) rtdprajatam brhatim avindat
Sepleov xeparhais (9) —
#Tlepoeig (11)

vibhidya piiram Saydthem dpacim  (5) e

ol (16) — brhaspdtir usdsam siryam gam

arkdm viveda standyann iva dyaith

#olds Anvaarg (17) #indrovaldm raksitdram diighdanam (6a)

L elpev ... edpoic’ (@) (22)

ey Todhdv vipov (23) —

#indro mahnd mahatd arpavdsya  (12ab)
vi miirdhinam abhinad arbuddsya —_—

SCHEME 7 Pythian 12 and Rigveda 10.67: rings built with [to FIND-ARTISTIC CREATION],
[HEAD], [HERO’S DEED/NAME]

themes and collocations, their traditional poetic forms operate with similar
compositional tools, namely: circular structures realised through the reprise
of the same lexical and semantic elements.

The remarkable coincidences between Pythian Twelve and Rigveda 10.67
may also be explained in the light of a similar use of the myths. Circular
repetitions, I argue, emphasise the cyclic dimension of performance and re-
performance as well as the meta-aetiological nature of poems/songs which
configure as repetitions of a divine/ritual poem/song. Finally, both Pythian
Twelve and Rigveda 10.67 are the means by which memory and glory are be-
stowed upon the story concerning the birth of ‘multiple-headed songs’ and
the performers of the ‘multiple-headed songs’ The two myths of poetic cre-
ation may thus be contextualised in the framework of similar states of things,
namely: those concerning the role of poetry and ritual in connection with the
achievement of glory.



CHAPTER 10

Midas’ 860 and Brhaspati’s ddksina

1 Midas’ Toil and Glory

Pythian Twelve offers a perfect example of how epinician lyric poetry moment-
arily collapses the distinction between myth and reality.! This poetic mechan-
ism is also reflected by structural elements of the ode:?

€038y (5)

€pedpe (7)
xeQaAais (9)

Suomevdér ... xapdtw (10)

Iepoets (11)

I: Beaméatov Pépxot’(0) ... YEvos (13)

xpdrta (16)
Medoicag (16)
vidg Aavdog (17)

mévawv (18)

ebpev ... edpola’(a) (22)
XEQAAGY (23)
ebxéa (24)
&vev xapdtov (28)

SCHEME 8 Lexical repetitions in Pythian Twelve

The identification of possible overlaps between the historical and mythological
protagonists of the poem may be guided by the analysis of lexical and semantic
reiterations. A study of this type shows us that, on the one hand, Midas is com-
parable to Perseus, on the other, Athena’s musical skill resembles that of the
winner at the musical agon.

1 As formulated by Nagy 1990a:146, “just as the Games, as ritual, momentarily collapse the dis-
tinction between hero and athlete, so too does epinician lyric poetry”.

2 Fora complete list and analysis of lexical and semantic repetitions within the Pindaric poem
cf. chapter 2, section 4.
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2 Midas and Perseus

As already touched upon, terms belonging to the semantic field of ‘toil/trouble’
occur three times within the ode (xaudtw, 10, TéVWY, 18, xaudTov, 28, in green,
SCHEME 8). The insistence on the concept ‘effort’ creates a parallel between
Midas’ endeavour and Perseus’ accomplishment.? More specifically, in the light
of X P.12 inscr. Dr,, the reference to xduatos ‘toil, effort’ at 28—32 is usually inter-
preted as areference to an accident Midas had during his musical performance.
Thus, the aulete achieved victory by means of ‘effort, while Perseus was rescued
by Athena from the perils of the encounter with the Gorgon(s). As already anti-
cipated (cf. chapter1, section 3), it is impossible to verify the truthfulness of the
ancient anecdote about Midas and the hypothesis that the story is an invention
by the scholiast may not be completely ruled out. However, even if the story
were created by an ancient commentator, the gnomeé might entail a reference
to the laudandus and his mythological alter ego, Perseus. In Pindaric epinicia,
xapatog and movog apply to both the struggle of the Panhellenic winners (e.g.
xdpatog: P. 5.47, N. 8.50, I. 8.1; mévog: O. 5.15, N. 6.24, N. 10.24+) and the troubles
endured by the protagonists of the myth (e.g. xduatog: N. 1.70, movog: P. 4.178).
Therefore, the poet might have introduced a gnomeé suiting both Midas as ‘the
victor of Hellas’ and Perseus as ‘the defeater of Medusa and Polydectes..

Midas and Perseus seem to have even more in common. First, they share
some kind of tie with Athena: Perseus is Athena’s protégé (18), but the goddess
also helped Midas in his victory. She invented the téyva in which the aulete
excelled at Delphi, for mortal men to have’ (22). Finally, as the result of their
accomplishments, Midas and Perseus are celebrated by a song which confers
them glory. At 5, Pindar explicitly mentions ‘this crown’ (etepdvwua t63¢), the
hymn performed in honour of the Pythian winner. But since crowns are ‘woven
objects’ (cf. atepavnmAdxnog, Simon.+), ‘this crowning hymn’ recalls Athena’s
poetic creation after Perseus’ victory, which consists is a ‘woven’ thrénos (cf.
diamhékana|a], 8). In this respect, Midas stands close to Perseus, while Pindar,
the weaver of Midas’ otepdvwpa (i.e. Pythian Twelve), stands close to Athena,
who weaved the nomos of many heads for Perseus.

The poet defines the winning aulete as eid0&os (5), ‘possessing good fame’:
Midas’ glory primarily derives from his Panhellenic victory, but the actual mani-
festation of his long-lasting fame is inextricably connected with his being cel-
ebrated in poetry i.e. with Pindar’s epinicion. However, as we know, the cent-
ral part of Pythian Twelve deals with episodes from the Perseus’ myth. This

3 Kohnken 1971.
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means that Midas’ celebratory ode is a song about Perseus. It follows that Midas
achieves his own fame through Perseus’ glory, which here literally configures as
xAéog, etymologically ‘what is heard’ (nomen rei actae from 1E *kley- ‘to listen,
hear’) about Perseus in Pindar’s words.*

3 Midas and Athena

Good fame and glory are a further crucial theme of the ode. Pindar introduces
two compounds with the structure [GOoOD (Gk. €0°, 1IE */;su-)°FAME/GLORY
(Gk. 86k, xhéog) |: eldokog (5) and edxeys (24), in pink (SCHEME 8).% Both forms
occur in close proximity to references to Athena’s invention, which frame Pin-
dar’s mythological digression about Perseus, cf.

P.12.5-8, 22—24

Sékon otepdvmpa 88’ éx TTubdvos ebdéEw Mide,
adTév Té viv EANGda vixdoavta Téxva, TdV ToTE
ITadds egebpe Opaaetav (Topydvwv)

oUAtov Bpfjvov Siamhébana’ Abdvar

ebpev Bebg’ NG viv ebpola’ dvdpdat Bvartols Exew,
WVOHATEY XEQUARY TIOMAY VOUOV,
DA€ Aoogadwy PvaoTip’ dywvwve

Through the set of lexical, semantic, and phraseological reiterations in bold
we can reconstruct the circular chain in which Pindar’s song of praise bestows
glory upon the Panhellenic winner: (i) Midas’ fame is celebrated by Pindar
through a song about Perseus’ x¥Aéog (see above, section 2); at the same time,
(ii) Perseus’ xA€og was first celebrated by Athena with her invention, the ‘tune of
many heads’, which, in turn, (iii) was performed by Midas at Delphi and allowed
him to achieve glory. Because he possesses great skill in the adAnTien Téxvy and
because he re-enacted the Gorgons’ lament with the xepaAdv moMav vépog in
the Pythian games, Midas stands close to Athena, the primus inventor of the

4 “The word kleos in Pindar’s praise poetry applies equally to the man of the present and the
hero of the past [...] Moreover, what is being praised about the man of the present, such as
the athlete, is ideologically parallel to what is being praised about the hero” (Nagy 1990a:150).
Cf. also Erbse 1999:30—32. On the link between praise and memorial cf. Thomas 2007.

5 On 38k and x\éog as synonyms cf. Massetti 2019:116-117.

6 Cf. chapter 4, sections 3—4, chapter 5, section 2.
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tune of many heads. As noted by Richard Martin (2003:163), “Athena resembles
an actual contestant in the auletic contest”. In fact, the mimetic nature of the
nomos encapsulates the potential for a perpetual re-enactment of the Gorgons’
lament. In this way, Athena’s and Perseus’ glory may be perpetually recalled
and celebrated by every future aulete executing the nomos of many heads. At
the same time, every future performer at the auletic contests might attain glory
through the nomos and shine through Athena’s and Perseus’ xAéog. In this way,
Midas’ glory is linked to the condition of ‘prosperity’ (Gk. 8ABog) fulfilled by the
god, cf.

P.12.28-30

el 3¢ 15 EAPog €v dvBpwmotaty, dvev xapdTou
o0 gaivetal éx 3¢ TEAEUTATEL VIV 1iToL TAUEPOY
Satuwy ...7

I propose that the reference to this ‘circular’ mechanism, which characterises
the spreading of fame and might be voluntarily or involuntarily mirrored by the
ode’s ring-composition, is the key to interpreting the complicated metaphor
thatis applied to the ‘tune of many heads’ at 24. Here, the newly invented nomos
is defined as the ‘glory-making memento of contests which stir people’ (ebxAéa
Aoogaéwy pvaatiip’ dywvey, cf. chapter 5, section 2, 24). The fact that edxAeyg is
referred to the nomos stresses the indissoluble link between ‘memory/thought’
(wvactip cf. IE *mneh,- ‘to think to’) and the attainment of glory through
poetry and music.® The compound edxAeys might be understood as factitive
‘which produces/makes good glory’ like elsewhere in Pindar.® Furthermore, as
already pointed out, Pindar applies one of Athena’s epic epithets, Aaocadog (IL.
13.128, Od. 22.210) to dywv ‘contest) i.e. to the occasion in which the nomos is
(potentially) performed (cf. chapter g, section 4.3). The ‘melody of many heads’
thus consists in the re-enactment of the Gorgons’ defeat and is a memento of
Perseus’ and Athena’s warrior spirit. The celebration of Midas’ glory, like the
victor’s crown, is the reward which makes the Panhellenic champion immor-
tal. He receives glory as a hero, i.e. as a sort of Perseus’ doppelgénger, and as the
most skilful musical performer, i.e. as the heir of Athena’s musical gift.

7 Cf. chapter 4, sections 3—4, chapter 5, section 4.

West 2007:33 ff., Massetti 2019:79—83.

E.g. 0. 2.90 ebxéog dlotods tévtes “sending arrows which make (people) glorious”. ES8o&og may
have the same value in I. 8.1.

© @
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4 Gk. 88%a and Ved. ddksina

At 5 the co-occurrence of 3¢€at and e0d6&w creates a wordplay and a sound-
effect, which finds a parallel ex Pindaro ipso, cf. P. 9.73—75 & viv ebgpwv Sé&eta
... 86&aw tueptav dryoryévt’ amd Aehedv “and she (sc. Cyrene) will gladly welcome
him ... he who brought desired fame from Delphi”.® The connection between
déxopat and 86&x, which is perceived at a synchronic level, is also grounded on
the diachronic one. Gk. 36&x and 8éxopon are cognate: Séxopat is a thematic
e-grade present from IE *dek- ‘to notice, to receive’ (LIVZ 109-111, IEW 189
190), while d6&a ‘the thing perceived/received’ reflects *dok-tia- or *dok-sa- (cf.
Chantraine DELG, Frisk GEw, Beekes EDG s.v. 88&a). The connection between
terms for ‘glory, fame’ and the notion of ‘receiving’ is a well-developed Pindaric
theme.! Indeed, the poet compares glory (xAéog, x0305) to a reward (podéc),12
cf.

N. 7.63
x A€o ETTUHOY alivéTw:
notigopog 8" dryadolat piobds odtog

I proclaim genuine fame, for that is the proper reward for good men

L1.47-51
utadds yap dMotg dhog emt’ Epypaaty dvBpwmots YAUXUS,
.. 06 8" A’ deboig 7 mohepilwy dipyror x08og aPpdy,
ebaryopneis xépdog Pratov déxetar, ToALa-
T8v %ol Eévawy yAwooog dwtov

For a different payment for different tasks is sweet to men ... But he who
wins luxurious glory in games or as a soldier by being praised gains the
highest profit, the finest words from tongues of citizens and foreigners.!3

The two passages clearly describe the link between glory achieved through
(poetic) praise (edaryopnPeig, I. 7.51, aivéow, N. 7.63), and reward (ua8és, N. 7.63,
xépdog, I. 7.51). P. 12.5 follows the same pattern: Acragas is here entreated to

10  Cf also Eur. Herc. 624. A wedding metaphor underlies the verse, cf. Carson 1982.

11 Cf Kurke 1991:235-238, Race 1982. On the contract agreement (g0v8ea1g) between patron
and poet cf. Gentili 1981.

12 On this term cf. Will 1975,

13 Onthe ode cf. Bundy 1986*.
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receive (3¢&at) a song (otepdvwpa t63¢) for Midas of good fame (e036&w Mida).
In this context Pindar’s song of praise which makes good glory (cf. also edxAéa ...
pvaoTip’ dywvwy, 24) is the ultimate reward for the Panhellenic winner.

The state of things illustrated through the Pindaric passages is complement-
ary to the one found in the Vedic hymns that describe the mechanism of the
ddksina-, the fundamental dynamic of the Vedic world, “without which sacri-
fice cannot happen” (Oberlies 2012:223). Ved. ddksina-, reflecting *dek-s-i-neh,-,
is a linguistic cognate of 88&x and designates the auspicious disposition of a
deity towards the sacrificer (Candotti-Neri—Pontillo 2020, 2021) which con-
cretely manifests itself as a material recompense to the poet/sacrificer for his
performance, cf. Rv 10.107.7ab ddksinasvam ddksina gtim dadati , ddksina can-
dram utd yad dhiranyam “the ddksina gives the horse; the ddksina the cow; the
daksina the lustrous and what is golden”. As several passages make evident, the
dadksina is the means by which Vedic patrons achieve glory and immortality,
cf.

RV 1.40.4ab
Y6 vaghdte dadati sindram vdsu
sd dhatte aksiti sravah

Who gives to the cantor liberal goods, he acquires imperishable fame!+

RV 1.125.6

ddksinavatam id imani citra
ddksinavatam divi siryasah
ddksinavanto amrtam bhajante
ddksinavantah prd tiranta cfyuh

Only for the givers of daksinas there are these brilliant (bounties) here; for

the givers of daksinas there are suns in heaven. Givers of daksinas have

a share in immortality; givers of daksinas lengthen their own lifetime.
TRANSL. JAMISON—-BRERETON 2014, modified by the author

14  The idea that the ‘imperishable glory’ of the poet reflects on the patron (cf. von Reden
1995:32—33 and Krummen 1990:49-50) is attested in Greece and in other IE traditions, cf.
Ib. S151.47-48 xal o0, [ohdxpates, xhéog dgpbirov EEeTs || g xor dotddv xal Eudv xhéos “also
you, Polycrates, will have imperishable fame in a song, according to my glory”. On this
passage and IE comparanda cf. Nagy 1974:250—251, 1990a:187-188, Watkins 1976, Martin
1984:35, Nagy 2017¢, 2017d.
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The etymological link between Gk. 36&x and Ved. ddksina and the analogous
state of things reflected by Vedic and Greek texts are significant with regard of
both Pythian Twelve and the proposed comparandum, Rv 10.67, which recalls
the main events of the Vala-myth. It has often been acknowledged that the role
of Brhaspati and the Angirasas in this myth can be interpreted as the myth-
ical representation of the poet/sacrificer. In the same way as the poet/sacrificer
obtains the ddksina because he pronounces rightly formulated words at the
ritual, Brhaspati and his priestly escort win the cows thanks to chants and sac-
red formulations.!® In this way, they achieve eternal glory among the gods, cf.

RV 10.62.7

indrena yuja nih srjanta vaghdto
vrajdm gomantam asvinam
sahdsram me dddato astakarnyah
srdvo devés, v akrata

With Indra as their yokemate, the cantors set loose the pen filled with
cows and horses. Giving me a thousand (cows) with cut-branded ears,
they made fame for themselves among the gods.

The centrality of the poetic and glorious reward counts as a further common
trait between Pythian Twelve and Rigveda 10.67.

5 Conclusions

The study shows that Pythian Twelve displays several common traits with a

hymn from the tenth book of the Rigveda. More specifically, the two poems

share a variety of poetic devices which aim at emphasising inherited states of
things, such as:

— The centrality of the poetic mythological aetiology: both poems have a
(meta-)aetiological character. Pythian Twelve includes a digression about
Athena’s invention of the ‘tune of many heads’, with which Midas won at
Delphi; Rigveda 10.67 recalls the main events of the Vala-myth in connec-

15  Cf Oberlies 2012:223, Jackson [Rova] 2014, commenting the Rigvedic passages quoted
above. Since Indra and Brhaspati are the gods who gained the first mythical daksina, they
are invoked by the singer who desires a reward, cf. e.g. Rv 6.47.20cd bfhaspate prd cikitsa
gavistav , itthd saté jaritrd indra pdntham “O Brhaspati, O Indra, be on the lookout for a
path for the singer who is in this state on his quest for cattle”.
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tion with “this poem’”, i.e. Rv10.67. In turn, the Vala-myth may be interpreted
as the aetiological myth of the Vedic sacrifice and of the ddksina, the favour-
able disposition of the god leading to a ‘reward of the poet’, who participates
in the sacrifice.

— The circular organisation of the poetic discourse concerning (meta-)
aetiological topics: in this connection, particular relevance is given to
the collocation [GOD-INVENTS—MELODY/POETIC THOUGHT-MULTIPLE-
HEADED]. In Pindar’s ode, the collocation [(‘ABdva)—ebplonw—vOpog,q.—
TOMA XEPOASger, 1. ] Duilds a ring-composition and frames the mythological
excursus about Perseus. The nomos has many heads because Athena re-
enacted and transformed the utterances of the Gorgons and the snakes
into a work of art. However, the name of the nomos recalls the main event
of the myth: the decapitation of Medusa. Analogously, in RV 10.67 the
‘poetic thought’ has seven heads, because it was created by the seven An-
girasas, who helped Brhaspati/Indra split Vala. However, the repetition of
the term ‘head’ recalls the main endeavour of the protagonist of the myth.
Indeed, elements of the collocation [BRHASPATI-Ved—SEVEN-HEADED—
POETIC THOUGHT,. ] ‘shape’ interlocking rings in the poem. Since stanza
12 contains a synonymous term for [HEAD], the word for ‘seven-headed’
(1) builds an encompassing circular structure, which links the first and the
last stanzas of the poem. Two internal rings are enclosed by this frame: the
collocation [GOD-FINDS—SONG] occurs twice within the first half of the
hymn, at (1) and (5). In this latter stanza, the first internal ring interlocks
with a second one featuring the verb ‘to split apart’ (vi-bhed), which is then
reprised in the final stanza of the poem. By touching upon the episode of
Indra splitting Arbuda’s head (12), the collocation [HERO-SPLITS—ENEMY'S
HEAD] recalls both the ‘seven-headed poetic insight’ (1) and the heroic deed,
the srdvas- (= Gk. xAéog) of which is celebrated through the poetic thought of
seven heads, i.e. a poetic creation concomitant to the splitting of Vala (cf. 5).

— The dynamics connected with the achievement of glory through toil and
the spreading of glory (and memory) through poetry. Both Pythian Twelve
and Rigveda 10.67 ultimately deal with crucial dynamics of the musical per-
formance, such as the attainment of ‘glory through poetry’ (Pindar), the
achievement of the poet’s reward, which ultimately bestows glory on the pat-
ron of the sacrifice (Rigveda). The myth of Pindar’s Pythian Twelve features
as the aetiological account of the song of many heads, which is the means
to achieve glory (xAog, 88&a) and prosperity (8ABog) in auletic competitions,
hence the definition of the nomos as “glory-making memento of the con-
tests which stir people”. For this reason, Midas, who triumphed thanks to the
nomos of many heads, possesses good fame (630£05). Rigveda 10.67 includes



MIDAS’ AOEA AND BRHASPATI'S DAKSINA 181

the mythological account of Vala, i.e. the mythological transposition of the
ddksina ‘reward of the poet. In turn, the ddksina is the means of attaining
both material prosperity in life and glory among the gods.

The results of this analysis also modify our perspective on Pindar’s original-
ity. Two main factors are usually taken into account when we look into the
poet’s creativity: the innovative, personal aspects of his poetic technique/lan-
guage and his dialogue with the Greek poetic tradition, i.e. with previous and
contemporary works, written within the frameworks of different Greek poetic
genres. The results presented here now invite us to enter a third factor into the
equation. The coincidences between Pythian Twelve and the Rigveda support
the hypothesis that Pindar had mastered a series of poetic devices (themes,
phraseological structures, compositional structures), which he inherited from
a previous Indo-European (namely: Graeco-Aryan) stage of the poetic language
and that are not preserved in other Greek texts in our possession. They do
not even survive in texts which are chronologically older than Pindar’s odes
(Homer, Hesiod). Although we do not know how and from whom Pindar came
to learn and excel in his use of such poetic devices, it is clear that inher-
ited poetic ‘tools’ survive in the Pindaric corpus, most probably thanks to the
tendency towards preserving many inherited compositional devices. Although
there is no relationship of dependence whatsoever between Pindar’s epinicion
and the Vedic hymn, the matches identified between the two poems may be
explained as the reflections of analogous phraseological, thematic, and struc-
tural features. The quality and quantity of such cumulative evidence thus sup-
ports the hypothesis that shared similarities are heirs of a common ancestor
shared by the Greek-Indo-Iranian poetic traditions.

Finally, my results have shown that framing phraseological, thematic and
structural devices within inherited states of things sheds new light on what
might, at a first glance, appear to us as random coincidences between two
poetic cognate traditions. With this study, I hope to have contributed towards
showing how fruitful the comparative approach can be when applied to clas-
sical texts.
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Hdt.
1.14.12
2.91
3.60
6.49.3
7.61
9-33

Hes.

Op.
284
788

Th.
39—40
69
83-84
96-97
237
270
270-274
270—276
274
276
277—278
278-279
280
280283
281283
287
287288
289-294
372-373

64
61

77

145174

60, 143168
144

145, 152, 168
66

66

35

85
59

5110
120
150

26
141162
25

62
34n2

57
56
57

57
126

65,126
62,144

120

49n21, 129, 167
69

60

131140

65, 133146
155

122

147n80, 156
155

155199
39n12

496
827-828
855856
907
982-983
fr. 59.2
fr.n
fr.180.3—4
fr. 19313
fr. 234.3
fr. 357.2

[Hes.]
Sc.
3
37

54

161

216
216—227
229
229-234
230
231-233

HH
2
2.82
2.272
2.420
2.424
3
3.161
3.161-164
3.162
3.162-164
3.163
3.164
3.373-374
3.412
4.22—25
4.79-80
4.101
4.531
5.7-30
5.12-15
5.237
19.18
22.7

41
62
62
79
1551299
36
79
36
133, 140
61
54

157
157
75148
55
66
49
66
132

55

49

35

71
37n7
36
51123
39

71

70
70, 71
70

71

67, 71
39

36
112120
51
46m18
83
67
53

57

56
39n13

233



234 INDEX OF AUTHORS AND WORKS

HH (cont.) 4.508 154195
25.4-5 57 5.260 51
27.15 79 5.316 123n15
2718 56 5.360 35

5.367 35

Hsch. 5.375 34
a 587 34 5-442 39n12
o 8331 59 5.604 72
Y 845a 12014 5.709 25, 80
373 83 5.733-735 53
€ 5411 79 5.738-742 153191
x 824 52 5.741 1911
% 2600 99 6.64 75
% 2766 gons 6.66 154195
K133 89 6.110 154195
w1887 91 6.488 84
¢ 317 35 7.64 124m17
¢ 773 1257121 8172 154195
X 743 69 8.206 126
X777 155 8.349 100, 11911

9.14 124m17

Hipp. 0.22 75

9.404—426 5n13 9.409 123114
9-493 83

1b. 10.403 72
S151.47-48 178n14 1.2 38
S257a.27.3—4 56 11.36 100

11.285 154195

Il 11.365 58
112b—-21 43 11.461 59
1.23 34 11.462-463 59
1143 65 12.242 38
1.200 46 13.88 56
1.242 145 13.128 75148, 157, 176
1.249 57 13.413-414 154
1.367 145 13.445 154196
1.448 36n7 13.521 153
2.86 75 14.157 126
2.115 75 14.199 38ng
2.408 66 14.319 66
2.825 124m17 14.319—320 58
2.869 85n3 14.453 154196
3.101 61 14.478 154196
3.125-128 53 14.504 67
3.229 123n15 15.256 155198
4.105 65 15.346 154195
4.160-161 84 15.424 154195
4164 84 15.461 74
4299 123115 15.485 154195

4.350 123114, 124 15.566—567 125122
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1L. (cont.)
15.567
15.646
15.756
15.759
16.268
16.342
17183
17.211
17.312
17.334
17.398
17.456
18.509-540
19.229
20.48
20.48-52
20.51
20.79
20.275
22.204
22.393
22.395-472
23.10
23.693
24.527-533
24.717-776

Ion
fr.15

Isocr.
Hel. 59.5

Luc.
Mar.14
Phal.12—4

Lyc.
843

Lyr. adesp.
fr.109b
fr. 936.15
fr. 9g95.1-2

Melan.
fr. 758

123115
123115
50

50
154195
69
154195
153

126

72

157
39n13
53

74
58,157
153
1651126
157

76
154194
89
8gnio
50
124117
82

52

67

66

12116
3n2

126126

153
56
54

46

Men.
Leuk. 6

Mimn.
fr. 6.2

Myth. Vat.
1130131
11112

Nonn.

D.
13.77-78
24.35
24.35-38
24.36
24.37
24.37-38
24.38
30.249ff.
30.264—267
30.265
30.266
30.267
36.20
40.215-218
40.215-220
40.215-233
40.216
40.217
40.219—220
40.224
40.224—233
40.225
40.227
40.227—233
40.228
40.229
40.229—231
40.229-233
40.230
40.231
40.232
40.233

Od.
1.64
1.162
3.230

235

68

61

65
65

85

87

46, 86

87

87,92

55
77,87, 92
91

86, 91

91
85,91,92
92

92n12

89

89

86, 88, 9o
89, 92
89

89

51, 90, 92
88, 9o
90
77,90
85m
8516, 9o
90

73

55

90

91

91

91

123114, 124116
61
123114, 124116
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Od. (cont.)
4.84
4.443
4.728
5.22
5.101
5.484
5-493
8.73-74
8.267
8.480—481
9.132
10.118
10.328
11.36
11.364
11.581
12.128
12.318
13.96
13.96—-101
14131
15.244
16.373
19.492
21168
21.397
22.210
22.210—211
22.287
22.348
23.70
24.58—62
24.64
24.71
24.198

Paus.

1.24.1
2.7.7
2.21.7
9.35:1
9.38.1
10.7.2
10.7.4-5
10.7.6

Phan.
fr. 1.20

63

61

75

123114, 124116
34

67

57

54

65

54

36

67

123114

ngn1

1gn1

79

36

79

126, 130, 167
125

67

157

58

123n14, 124116
123n14, 124116
53

157,176

73

34n2

54

123n14, 124116
52

38n9

58

67

46

4n7
133,133147
79

79

4ns

4n9, 5, 51112
4n8

125123

INDEX OF AUTHORS AND WORKS

Pher.
fr. 43
frr. 43-44
fr. 44

Phil.
fr. 244*

Pi.
0.1.8-9
0.1.54
0.1.64-66
0. 1.100-103
0.110
0.2
0. 217
0.2.74-75
0. 2.90
0.3
0.31
0.3.4
0.3.5
0.3.6
0. 3.10
0.3.34
0.3.41
0.4
0. 4.6-8
0. 4.6-10
0. 4.9
0. 4.9-10
0. 414
0. 416
0.5
0.51
0.51-3
0.52
0.5.2-3
0.53
0.5.6—9
0.515
0. 5.22
0. 5.23-24
0.6.19
0. 6.27
0. 6.76
0. 6.86-87
0.6.98
0.7

63, 66

49,58
12117, 126126

153

42, 43116
72
38n10
42

48
3n2, 37
84

42
176n9
3n2, 37
34m
48

67

34

79

79

83

7
8n26
32

40

34
34m
34m
8n26, 10
41
8,32
9,10
39

42
8n26
174

83

81
34m
39

74

53

42

66
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Pi. (cont.)
0.7.7
0.7.12
0.7.36-37
0.7.43
0.7.76
0.7.94-95
0.8.9-10
0.8.10
0.8.25
0.8.32
0.9
0.9.46
0.9.76
0.9.80
0.9.99
0.10.16
0.10.55
0.10.84
0.1
0.11.10
0.121
0.121-2
0.12.10-12
0.1213
0.13
0.13.23
0.13.29
0.13.31
0.13.63
0.13.63-64
0.13.66
0.13.71
0.13.115
0.14
0.141—4
0.14.2
0.14.18
0.14.20
0.14.21
P.14
P.118
P.1.44
P.1.46
P.1.50
P.1.60
P17
P.1.80
P.1.81

56

68

153
74,153
35

81

8n26, 32
42
75,124
41

83

61

50

48

61

74

84

77

7, 8n2g
38nmo
32

33

84

34n1, 62
121, 122, 129, 132
50

42

72

55, 129, 133, 140
122,132, 168
51123

67

83
32,33, 80
79

35,79
68n43
75

35

67

124

65

82

41

48

33

42

54

P.1.88
P.1.94

P.1.95
P.1.96

P. 1100
P.2.2
P.2.7
P.2.62
P.2.65
P.2.79
P.2.89
P.2.95
P.3

P. 3.8-46
P. 313
P.3a7
P.3.30
P.3.q1
P.3.47
P.3.81
P.3.99
P.3.113-114
P. 3115
P. 41

P. 413
P. 415
P.g.27
P.4.39
P. 4.46
P. 4.5
P. 4.56
P.4.60
P.4.61
P. 4.65
P.a7
P.4.73
P. 4176
P. 4178
P. 4.204
P. 4.243
P. 4.249
P. 4.262
P. 4.299
P.5.3
P.5.22
P.5.31
P.5.47
P.5.55
P. 5100

237

8o
34m1
74
3n2
39

8o

35

75
75148
61

74

83
1315
43

42

68

38

63

66
38n10
64
53, 67
83

67
39n11
68n43
61

70

36

64

8o

66

59

60

62

74
158n112
174
61, 80
69
133148, 144
48

56

72

42

42

174
84

56
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Pi. (cont.)
P.5u7
P.5a23
P.6
P.6.36
P.7
P.7.20—-22
P.7.22
P.8
P.8a
P.81—2
P.81—4
P.8.3-4
P. 819
P.8.56—57
P.8.62
P. 8.76—78
P.gq
P.ga10
P.gay
P.g.40
P.g.a4
P.9.56
P. 9.56-57
P.9.57
P.9.64
P.9.69
P.9.73
P.9.73-75
P. 9.77—78
P.9.88
P.g.u18
P. 9.122—123
P.g.a25
P.10

P.10.31
P.10.44-48
P.10.45
P.10.46
P.10.46—48
P.10.46—47
P.10.46—48
P.10.47-48
P.10.48
P.10.56
P.10.58-59
P.10.59
P.1u

83

67
3n2,7,37
60

7

81

84
1314, 83
34m1

32

32

32

39, 40
42

74

84

1

150

65

38

37
9,74
8,9

10

67

34

38, 40
177
53n25
74

83

150

39
1314, 49, 58, 86, 91,
121,132
45

58

49, 51, 66, 168
133, 140
60
92,133
141159
61,126
91,130, 167
56
68n43
68n43
66
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P.111-10
P.11.18
P.11.24
P.11.40
P.11.50
P.12.1

P.12.1—2
P.121-3
P.121—4
P.121-6
P.12.2
P.12.2

P.12.2—3
P.12.3

P.12.4

P.12.4-5
P.12.5

P.12.5-6
P.12.5-8
P.12.6

P.12.6—7
P.12.6-8
P.12.6-10
P.12.6—27
P.12.7

P.12.7-8
P.12.7-10
P.12.8

P.12.9

P.12.9-10
P.12.10

P.12.11

P.12.11-12
P.12.1-16

32

57

64

61

1

16,17, 25, 32, 33, 34,
36

79

10

20

3,9, 32

16,17, 25, 28, 34-37
16,17, 24, 25, 28, 34—
37

17, 32, 36

16, 17, 25, 28, 36, 37,
39113, 59, 79

10, 16, 17, 20, 25, 28,
32, 38—40

39

10,17, 32, 33, 39—41,
46,174,175,177

32

42,175

11,17, 25, 26, 32, 33,
40, 41, 45, 71, 87, 92
43

10,11, 43

20

1519

16,17, 20, 2419, 25,
45-51, 72, 87, 92, 95,
109, 170

17, 20, 43, 45,156

43

17, 25, 26, 28, 42, 50—
52, 71, 87, 90, 154,
174

16,17, 20, 25, 49, 55,
87,91,133,170

44

16,17, 20, 21, 24, 25,
29, 56-58, 90,174
16,17, 20, 21, 24, 25,
28, 29, 44, 51, 5861,
68, 83, 89, 92, 121,
152, 154, 166, 168, 170
44, 63

44
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Pi. (cont.)
P.12.1—18
P.12.12

P.12.13

P.1213-15
P.1213-16
P.12.14
P.12.1415
P.12.15
P.1216

P.12a7

P.12.1718
P.12.18

P.1218-19
P.1218-23
P.12a9

P.12.19—21
P.12.19-23
P.12.20
P.12.20-21
P.12.21

P.12.22

P.12.22—23
P.12.22—24
P.12.23

P.12.23-27
P.12.24

P.12.25
P.12.25-27
P.12.26

P.12.26—28
P.12.26-27
P.12.27
P.12.28

43

16, 21, 24, 26, 29, 60,
61, 73, 91

17, 24, 26, 29, 44, 62,
63,124, 145

44

63

24, 25, 63, 64

44, 64,151

25

17, 20, 24-26, 44, 45,
64-66, 87,171

16, 17, 20, 24, 25, 44,
66, 72,170

1519, 20, 66

16, 17, 20, 26, 44, 66,
67,174

67, 89—90

43,44

16, 17, 20, 24, 53, 67,
68, 71,72, 87, 90

70

20, 44

25, 69, 72, 90

17,168

10128, 25, 50, 69—72,
87,90, 91,154, 156,
164, 166

16, 17, 20, 24—26, 29,
45,72, 87,170,174
XVII, 96—98

11, 156, 168, 175

16, 17, 20, 24, 25, 72—
73, 87,156, 170

87

16, 17, 25, 26, 28, 29,
40, 45, 50, 61, 73-76,
90, 156, 157, 167, 175,
176, 178

24, 29, 76-79, 87

76

16, 17, 25, 26, 36, 76,
79—-80

20

17

25, 80

16, 17, 20, 21, 24, 26,
81-82,174

P.12.28-29
P.12.28-30
P.12.28-32
P.12.29

P.12.29-30
P.12.29-32
P.12.30

P.12.30-31
P.12.31
P.12.31-32
P.12.32
N.1

N.114

N. 170
N.2

N.2.2

N. 31
N.31-3
N. 3113
N.3.4
N.3.4-5
N. 3.5

N. 3.50

N. 3.76-84
N.3.78

N. 3.80-81
N.3.81

N. 41

N. 411-12
N. 4.44-45
N.4.94

N. 515
N.5.37
N.5.38
N.5.53-54
N.554

N. 6.1
N.6.24

N. 6.29

N. 6.41

N. 6.44-45
N. 6.46
N.6.54
N.6.61
N.71-4
N.7.9
N.7.a2

N. 7.46

239

81, 82

20, 82,176
1519, 80—84, 174
8, 25, 26, 81-83
81, 82

81, 84

16, 17, 21, 25, 29, 81—
84

81, 83, 84
21, 84

81

21, 25, 84
1314

35

174

7

54

37

32,33

14

67

14

15

51

14

14

14

15

40
8,9,35
53, 54

53

74

79

38, 40,77
42

41, 4216
38n10
174

74

8o

82

74

48

8o

32

34m

57

75
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Pi. (cont.) L5.6 37
N.7.62 67,150 1 5.27 68
N.7.63 177 1.5.42 36
N.7.71 65 1. 5.52 84
N.7.77 42 L. 5.62—63 42
N. 7.98-99 51 L6.4 39
N.7.99 51 L. 6.10-12 82
N.7.105 83 1.648 67
N. 815 53n25 1.6.44 62
N. 8.42 67 1.6.74 56
N.8.45 83 L7 32
N.8.50 174 L7.5-7 66
N.9.7 62 L 719 57
N.9g.22 36 1.7.37 57
N.9g.23 75 I.7.39 42
N.9.30 33 1.7.44 35
N.9.32 34m 1.7.48 83
N.9.53 42 1. 7.49-51 42
N.10.4 58 L7.;: 75,177
N.1019 8onsl 1.8a 174, 176n9
N.10.24 174 1.8.20 34m
N.10.25 41 1.8.31 62
N.10.49 8ons1 L.8.55 35
N.10.54 38n10 1.8.58 56
N.10.77 57 1. 8.66a—67 42
N.1 9,10 fr.10 76
N.1.1-3 9 fr.19 76
N.111-5 32 fr. 33 84
N.11.3 10, 40 fr. 52b.100 76
L4 56 fr. 52b.103 74
118 66 fr. 52ca2 53,55
Lig 75,124 fr. 52¢.94 76
L113 155199 fr. 52d.n 84
L1116 67,68 fr. 52d.12 74
L134 74 fr. 52d.45 74
L1.47-5 177 fr. 52d.53 57
L1148 36 fr. 52e.45 39
Lis 42 fr. 52f1-6 33
1.1.68 83 fr. 52fi129 42
L2 3n2, 37 fr. 52g1 62
L 2.6 34n1 fr. 52h.4 51
L2as 4 fr. 52i.36 77
L 2.24 34n1 fr. 521.66 53
L3/4a 73 fr. 52m.15 34
L. 3/417-18 81 fr. 52s.2 8onst
L 3/41 39 fr. 70 8o
L.3/a.44 Al fr.70.3 77
L.3/4.57 62 fr. 70a 58

L 3/4.61 4 fr. 7oa.5 49
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Pi. (cont.)
fr. 7oa.15-17
fr. 70a.16
fr. 70a16-17
fr. 7oba
fr. 7obao—20
fr. 70b.15
fr. 7oba7—18
fr. 70b.a18
fr. 7oc.7
fr. 7od.g9
fr. 7od.g9
fr. 7od.15
fr. 70d.37-39
fr. 70d.39-41
fr. 75.10
fr. 931-2
fr. 94b.10-12
fr. 94ba3—15
fr. 94b.38
fr. 94b.76
fr. 94ca
fr.107a
fr.122.14
fr.123.10-11
fr.125
fr. 128c.11-12
fr. 128d.14
fr. 1334
fr. 140b.5
fr. 152
fr. 155.3
fr.157
fr.159
fr. 164
fr.169.2
fr.169a.6-8
fr.179
fr.194.6
fr. 205
fr. 210
fr. 224
fr. 236
fr. 246a
fr. 282
fr. 284
fr. 333a.7
fr.337.5
fr. 350

62,123,167
123n12, 124
124, 125122, 129
54

154193

91

153

71

42

85n2

121

64

49

58, 61, 126, 141159

72
55

55

70

74

56
158n110
70

48

56

48

155
34m1
57
37n7
67

33

72

84
34m1
38
147n80
53, 54
38
XXX
34m1
39
34m
53

83
64n40
41

42

66

PL
Crat.
398b
406d—-407a
Leg.
653d
669de
8ooe.1-3
Rep.
3752
375¢€

Plut.
De cohib. ir.
456b
De def or.
421¢C
Pelop.
19
Quaest.
638b

[Plut.]

Mus.
us2f.
u33
nggde
nu33d-f
134a
1u36b
1138a
143

Pol.
9.27
12.25
Pollux

Polyaen.
Strat. 3.5
Strat. 6.51

Pos.
E.136.3

Pra.
fr. 713

Q.s.
14.421

83
46m18

158n110
70n45
52

1561101
156n101

46

4n7

47

7n23

46
1571104
72

46

4n9

47
78n50
1571104

3n2
3n2
4n9

5n13
3n2

33

72

153191

241
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Sapph. P.12.35a 65
fr.11-3 32 P.12.39a 73
fr.15 32 P.12.39b 73
fr. 116 32 P.12.39¢ 73
fr. 55.4 63 P.12.42 157
fr. 125 42 P.12.42 73
fr. 188 53 P.12.44a 79
fr.194 53 P.12.44b 79
fr.195 54 P.12.45ab 79

P.12.51 83

Scholia in Homer (%) P.12.51-52 82, 83
Il.14.319 64n40 P.12.52 7n21, 82
0d. 13.96 125120 P.12.54 82

P.12.54b 7n21

Scholia in Pi. (X) N.117 35
0. 2.15d 35 I 21a 76
0.51b 4
0. 6.124b 73 Simon.

0. 6.161g.2 35 fr. 20.8 57
0.8.66 8n26 fr. 38 66
0. 9.70d 61 fr. 577a 56
0.14 inscr. c 79 fr. 595.3—4 67
P. hypoth. 4n4, 4ns5, 4n6, 53, 6 FrGH1a.8.F 6 42
P.1a57d 54

P.3137b 47 Sol.

P.g.31 65 fr. 20.4 61
P.10.72a 64

P.10.72b 12128 Soph.

P.12 inscr. 5, 7n21, 78, 82,174 Ant.

P.121a 33 1 61
P.12.1ab 33 950 66
P.12.5 prae 8 41 117 63
P.12.7 41 134 56
Pazaza 41, 87,92 EL

P.12.12ab 49 684—700 7n24
P.12.15 60 oc

P.12a5a 55 472 41
P.12.15ab 92 TrGF

P.1218 57 165-170 66
P.12.19a 60

P.12.19b 58 Steph. Byz.

P.12.21 61 Ethn.

P.12.23 62 p- 6215 37
P.12.24a 62 P- 459 85n7
P.12.24b 62, 65

P.12.24¢C 62 Stes.

P.12.24d 62 fr.5 147n80
P.12.24¢ 63 fr. 173.2 48

P.12.25a 64
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Strabo
9.2.8
9.2.40
9.3.10
1m.7.1

Suid.
€\eyog
MuxdAy
Iiv3apog

Tel.
fr. 805-806
fr. 806.3—4

Theocr.
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	‎Chapter 10. Midas’ δόξα and Br̥haspati’s dákṣinā
	‎1. Midas’ Toil and Glory
	‎2. Midas and Perseus
	‎3. Midas and Athena
	‎4. Gk. δόξα and Ved. dákṣinā
	‎5. Conclusions


	‎Bibliography
	‎Index of Selected Names, Things, and Collocations
	‎Index of Selected Words
	‎Index of Authors and Works
	Back Cover

