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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,

Köhnken 1971, Bernardini in Gentili 20064), 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;

(ii) to investigate the main interpretative issues of the epinicion with the aid

of historical linguistics;

(iii) 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 fromPindar’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 Vr̥tra. 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

andGreekArchaic poetry, even for studies of whatweknowaboutGreekphras-

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 PythianTwelve 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.Thequantity andquality 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.), (ii) 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-

lemwhich this studydoesnot attempt todiscuss 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 fewmethodological 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 andwhere 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
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to chance” (Watkins 1995:5). By comparing A and B we are able to tell how 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.

scheme 1

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 A1 and the poetic lan-

guage of B as B1, we can visualize the relation between A1 and B1 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 A1 and B1 allows us to recon-

struct a proto-poetic-language stage O1: the relation of A1 to B1, and both to O1

will resemble that of A to B, and both to O, cf.

scheme 2

Sample linguistic reconstruction and the reconstruction

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 O1 and A1, and O1 and B1. 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 O1 to A1 and O1 to

B1). 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 it is often (erroneously) believed.Althoughbothdisciplines areultimately

concerned with how expressions manifesting themselves in a linguistic form

are preserved and/or transmitted, themethodological strength of Comparative

Philology has a counterbalance in its structural limits.We are detecting formal

correspondences among expressions occurring in traditions separated by huge

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 bceGreek poet, like Pindar, and anOld 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) is a 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) is due to linguistic 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 how 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 Greekmodel 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
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continuity with inherited thematic material within the individual ie 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 A1 (of language A) and B1 (of lan-

guage B) with respect to O1 (proto-poetic language stage of A1 and B1) 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 κλέος ἄφθιτον, Vedic śrávo ákṣitam), 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 linguisticmanifestationsmust 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 systemof 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 comparativemethodworks when applied tomacro-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 byToporov [publ. post. Toporovna 2012], Durante

(1962, 1976), Schmitt (1967), and fully developed by Campanile (e.g. 1977, 1990),

Watkins (representatively, 1995) and García Ramón (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 García

Ramón 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 5th century bce

and a religious hymn to a Vedic god allegedly composed around the end of the

2ndmillenniumbce. It is clear that these twoworkswere createdwithin 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 rv 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–

23of Pindar’s PythianTwelve.Withmyphraseological 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 Greekpoetic language. 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 ismore about diachronic

concerns. Although this book will not solve the issues it addresses once and for

all,my personal goal is to showwhat 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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abbreviations xxvii

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
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Delph. Delphic
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dial(l). dialect(s)

Dor. Doric

Egyp. Egyptian
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Etr. Etruscan
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fem. feminine

Fr. French

fr(r). fragment(s)

gen. genitive

Gk. Greek

Gmc. Germanic

gn god’s name
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hexam. hexameter poetry

Hitt. Hittite
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ie Indo-European

impv. imperative

ind. indicative

Indo.-Ir. Indo-Iranian

inf. infinitive

inscr. inscription

inscr. inscriptio

instr. instrumental

intr. intransitive

Ion. Ionic

Lac. Laconian

Lat. Latin

Latv. Latvian

Lesb. Lesbian

Lith. Lithuanian

loc. locative

Locr. Locrian

masc. masculine

Meg. Megarian

mn man’s name(s)

mss. manuscripts

Myc. Mycenaean

MoE Modern English

nom. nominative

nr. number

ntr. neutral or neuter

ocs Old Church Slavonic

oe Old English

ohg Old High German

OIr. Old Irish

on Old Norse

ORuss. Old Russian

ord. ordinal
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Oss. Ossetic

pass. passive

Pamph. Pamphylian

ptc. participle

PGmc. Proto-Germanic

p(p). page(s)

pl. plural

pn place name

pr. present

pred. predicative

prep. preposition

pron. pronoun

Rhod. Rhodian

scm(s) second compound

member(s)

SCr. Serbo-Croatian

sg. singular

sigm. sigmatic

Skr. Sanskrit

Span. Spanish

st(t). stanza(s)

subst. substantive

superl. superlative

Syrac. Syracusan

ta Tocharian α

τβ Tocharian β

them. thematic

Thess. Thessalian

transl. translation/translated by

Troez. Troezenian

Umbr. Umbrian

v., vv. verse, verses

Ved. Vedic

voc. vocative

YAv. Young Avestan

WGk. West Greek

wn woman’s name

Phraseological and Linguistic Conventions, Definitions

+ “and elsewhere”: the sign ⟨+⟩ usually follows the abbreviation of an author’s

name, a work/text passage/textual corpus.

*x reconstructed form/root: a nominal or verbal stem or root is reconstructed

on the basis of the comparison between twoormore linguistic cognates. This

does not necessarilymean that reconstructed forms existed as such in Proto-

Indo-European, but that theymight have existed as such at a certain stage of

Indo-European.

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

y < x ‘y derives from x’ (i.e. ‘x becomes y’): the sign marks the passage from a lin-

guistic shape that existed ormight have existed to a following linguistic stage,

which may or may not be historically attested.

x* 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.

x° first compound member (fcm)

°x second compound member (scm): a compound form consists of two or

more compoundmembers 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-

poundmember (scm) is the nextmember, whichmost of the times contains

the word ending.

x : y 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.1

The combinationof 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–deitygen.] 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 guṇa (Vedic and Avestan) is provided, e.g. [to find–words]

will appear as Gk. [εὑρίσκω–ἔποςacc.(pl.)] and Ved. [ved–vā́c-acc.]

Through phraseological comparison different types of matches can be iden-

tified, namely:

Perfectmatch (aequatio) = the constituivemembers of a collocation goback

to the same root and display identical formations, e.g. Gk. ἱερὸν μένος (Il.+)

‘holy energy’ : Ved. iṣiréna mánasā ‘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 Kollokabilität mit dunkel und von Dunkel natürlich

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” (Bußmann 2008, s.v. Kollokation, translated in English by the author),

“the habitual co-occurrence of individual lexical items” (Crystal 20156, s.v. collocation).
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(i) cases of collocations inwhich bothmembers go back to the same root, but

are formally non-identical, e.g. Ved. ákṣiti- śrávas-, Gk. κλέος ἄφθιτον ‘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.

Ἐτεο-κλῆς ‘having authentic fame’ cf. Ved. Satyá-śravas- ‘having authentic

fame’.

[x]–[y] 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 followingpassage:

Pi. fr. 205 ἀρχὰ μεγάλας ἀρετᾶς, ὤνασσ᾽Ἀλάθεια “Beginning of great excellence,

queen Truth!” The verse does not reflect a collocation [ἀρετά–ἀλάθεια(gen.?)]

or [ἀλάθεια–ἀρετά(gen.?)]. Yet the ideas of ἀρετά and ἀλάθεια are associated in

the passage: the two concepts occur at a close distance fromone another and

are somehow linked together.

[x+y] 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: lxxxiii–xc. See also Turyn 1932,

Irigoin 1952. On emendations of Pindar’s ode cf. Gerber 1976, 1985.

Π42 P. Oxy. 31, 2536, saec. ii

B Vaticanus gr. 1312, saec. xii ex.

D Laurentianus 32.52, saec. xiv in.

E Laurentianus 32.37, ca. 1300

F Laurentianus 32.33, saec. xiii ex.

G Gottingensis phil. 29, saec. xiii med.

H Vaticanus gr. 41, saec. xiv in.

Ị Marcianus gr.465, saec. xiv in.

V Parisinus gr. 2403, saec. xiii ex.

Φ Athous Iberorum 161, ca. 1300



abbreviations xxxi

Byzantine Editions

Byz. consensus editionumMosch., Tricl. et Ps.-Mosch.

Mosch. editio Manuelis Moschopuli Olympias amplectens, ca. 1300 (Irigoin

1952:286)

Ps.-Mosch. Ps.-Mosch. editor anonymus qui editionem Moschopuli in Pythiis et Ne-

meis i–iii continuavit, ca. 1460–1470 (Irigoin 1952:394)

Tricl. editiones Demetri Triclinii, quarum prior Olympias, Pythias, Nemeas,

Isthmias, alteraOlympias tantum amplectitur, ca. 1320–1340 (Irigoin 1952:

362–364)

Modern Editions and Works Referenced in the Apparatus

Ahr. Ahrens 1843

Boe. Boeckh (1811–18211, 18252)

Hey. Heyne (17731, 1797–17992, 18173, [1824])

Mo. Tycho Mommsen (18641, 18662)

Schr. von Schroeder (19081, 19142, 19303)

Schm. Schmid 1616

Critical Apparatus (Readings)

Bγρ add. γρ(άφεται)

Bac ante correctionem

Bpc post correctionem

Bl in lemmate scholiorum

Σ Scholia
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chapter 1

Pindar’s Pythian Twelve: Date, Performance, and

Myth

1 The Ode

Pindar’s PythianTwelve celebratesMidas of Acragas, whowon the auletic agon1

at Delphi in 490bce (cf. section 2 below). The content of the ode may be sum-

marized as follows:

The city of Acragas is entreated towelcome 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 gnōmai about the relationship

between success, effort, and fate: happiness does not comewithout toil; if, for a

man, something ismeant to be, a god orTimewill bring himhis allotted destiny

(25–32).

The poem is the only ‘Acragantine ode’2 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.

ii 4.33.73, d.s. 9.18–19, Luc. Phal. i 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 Acragantinewinners: P. 12 (Midas, 490bce), P. 6 (Xenokrates, 490bce),O. 2 (Theron,

476bce),O. 3 (Theron, 476bce), I. 2 (Xenocrates, 470bce). OnlyMidas is not known to be an

Emmenid.

https://creativecommons.org/licenses/by-nc/4.0/
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this Panhellenic event.3 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.4 Hence, in their most ancient phase, the agones

consisted in a citharoedic contest,5 which took place every eight years,6 this

being the same amount of time that it took Apollo to atone for Python’s

death.7 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) contests8 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,9 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 Σ P. hypoth. a Dr.

5 Paus. 10.7.2 ἀρχαιότατον δὲ ἀγώνισμα γενέσθαι μνημονεύουσι καὶ ἐφ᾽ ᾧ πρῶτον ἆθλα ἔθεσαν,

ᾆσαι ὕμνον ἐς τὸν θεόν· καὶ ᾖσε καὶ ἐνίκησεν ᾁδων Χρυσόθεμις ἐκ Κρήτης, οὗ δὴ ὁ πατὴρ λέγεται

Καρμάνωρ καθῆραι Ἀπόλλωνα. Cf. also Strabo 9.3.10, Σ P. hypoth. b Dr.

6 Σ P. hypoth. c Dr. ἐτελεῖτο δὲ ὁ ἀγὼν καταρχὰς μὲν διὰ ἐνναετηρίδος.

7 According to Paus. 2.7.7 Apollo went to Crete for cleansing from the dragon’s blood,

whereas Plutarch (De def. or. 421c) 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”.

8 Aulodic contests were suppressed in 582bce, cf. Paus. 10.7.6.

9 Additionally, Sacadas is identified by [Plut.] Mus. 1134a 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 586bce (on this date see below). Pollux

(4.4, vol. 1.224) records him as the inventor of the νόμος Πυθικός. On Sacadas of Argos cf.

Gentili–Prato 1985:43–45 and Bowie 2014, the latter proposing that Sacadas composed an

elegiac poemabout the Sack of Troy, whichmaybe referred to, among others, by Eur. Andr.

and Call. H 5.
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2 Date

According to ancient commentaries, Midas of Acragas10 won in the Pythian

games of 490bce and 486bce,11 as well as in the Panathenaean games, cf. Σ P.

12 inscr. Dr. γέγραπται ἡ ᾠδὴ Μίδᾳ Ἀκραγαντίνῳ. οὖτος ἐνίκησε τὴν κδ' Πυθιάδα

καὶ κε'· φασὶ δὲ αὐτὸν καὶ Παναθήναια νενικηκέναι. 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 582bce.

Ancient sources, however, preserve contradictory data about the date of the

first Pythiad. Pausanias (10.7.4–5) identifies it as 586bce (i.e. the third year of

the 48th Olympiad), specifying that the agones were ‘chrematitic’, i.e. competi-

tions inwhichwinnerswere awarded ἆθλα (‘prizes of value’), whereas ‘stephan-

itic’ agones, i.e. competitions in which winners were awarded a crown, began

in 582bce.12

Conversely, the Marmor Parium and the three hypotheseis a, b and d of the

Pindaric scholia connect the institutionof thePythiadswith the endof theFirst

SacredWar. The use of this event as a chronological reference is itself not ideal,

since doubts have been cast on the veracity of the late sources13 preserving

memory of the conflict.14 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,

Clay 1992:519 andMartin 2003:169, fn. 69 argue thatMidas is a stagename.Μίδας 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 (490–480bce), and in Acragas (: Pindar’s

dedicatee), cf. lgpn ii 313 (arv2 1535, nr. 25), iiia.300, iv 236.Morrison 2007:42, fn. 5 states

that it is impossible to reconstruct a sure tie betweenMidas and theEmmenid 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 τῆς δὲ τεσσαρακοστῆς Ὀλυμπιάδος καὶ ὀγδόης … ταύτης ἔτει τρίτῳ ἆθλα ἔθε-

σαν οἱ Ἀμφικτύονες κιθαρῳδίας μὲν καθὰ καὶ ἐξ ἀρχῆς, προσέθεσαν δὲ καὶ αὐλῳδίας ἀγώνισμα

καὶ αὐλῶν· … δευτέρᾳ δὲ πυθιάδι οὐκ ἐπὶ ἄθλοις ἐκάλεσαν ἔτι ἀγωνίζεσθαι, στεφανίτην δὲ τὸν

ἀγῶνα ἀπὸ τούτου κατεστήσαντο. Boeckh (1821) argues that the date of the first Pythiad was

586bce. This claim received further support by Miller 1978 and Brodersen 1990.

13 [Thess.] apudHipp. 9.404–426, Front. Strat. 3.7.6, Polyaen. Strat. 3.5, 6.13, Σ 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 SacredWar in 591/590bce 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 inAthens (591/590bce); the stephanitic agonwas establishedunder the

Athenian archon Damasias (582bce).15 The scholia also agree on 591/590bce

as the date of the chrematitic agones,16 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 586bce.17 However, Σ P. hypoth. 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 SacredWar,

but also in 582bce (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 588bce. Σ P. hypoth. b Dr.

states that six years passed fromwhenHippias defeated the Criseans onMount

Cirphis, an event that might have happened one or two years after Crisa’s

fall.19 As Mosshammer (1982) points out, Pausanias, the scholia and the Mar-

mor Parium rely on two different sources.20 However, the agreement of diverse

sources on the first stephanitic agon happening in 582bce 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. (ig xii.5/1 444, with ig xii.suppl. p. 110 = FrGH 2B) 239 A37f–38a ἀφ’ οὗ

Ἀ]μ[φικτ]ύ[ονες ἔθ]υ[σαν κ]αταπο[λημήσα]ντες Κύρραν, καὶ ὁ ἀγὼν ὁ γυμνικὸς ἐτέθη χρημα-

τίτης ἀπὸ τῶν λαφύρων, ἔτη ηη[η]δδπιι, ἄρχοντος Ἀθήνησιν Σίμω[ν]ος. ἀφ’ οὗ [ἐν Δελφοῖ]ς [ὁ

στε]φανίτης ἀγὼν πάλιν ἐτέθη, ἔτη ηηηδπιιι, ἄρχοντος Ἀθήνησι Δαμασίου τοῦ δευτέρου.

16 Σ P. hypoth. b Dr. περιεγένετο δὲ αὐτῶν (sc. Εὐρύλοχος) ἐπὶ ἄρχοντος Ἀθήνησι μὲν Σιμωνίδου.

Cf. also Σ P. hypoth. d and a, only providing a relative chronological reference (: the chre-

matitic agon preceded the stephanitic one).

17 Σ P. hypoth. d Dr. τὸν Πυθικὸν ἀγῶνα διέθηκεν Εὐρύλοχος ὁ Θεσσαλὸς σὺν τοῖς Ἀμφικτύοσι τοὺς

Κιρραίους καταπολεμήσας […] ἐπὶ ἄρχοντος Δελφοῖς μὲν Γυλίδα, Ἀθήνησι δὲ Σίμωνος.[…] καὶ

ἔτει ἕκτῳ μετὰ τὴν τῆς Κίρρας ἅλωσιν ἀνεκήρυξαν τῷ θεῷ τὸν στεφανίτην.

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

19 Σ P. hypoth. b Dr. μετὰ δὲ χρόνον ἑξαετῆ καταγωνισαμένων τῶν μετὰ τοῦ Ἱππία τοὺς ὑπολελειμ-

μένους τῶν Κιρραίων, ἐπὶ μὲν Ἀθήνησιν ἄρχοντος Δαμασίου, […] ὕστερον καὶ στεφανίτην ἔθεντο

κατορθώσαντες.

20 Cf. Mosshammer 1982:26 and Christensen 2007:189, who proposes that this source is the

Pythionikōn Anagraphē (or Pythionikai) by Aristotle and Callisthenes (cf. alsoWilamowitz

1893 i:13–24 on the Pythionikai as the source of the Pindaric scholia).
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counting four years from 582bce, 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 (582bce)was the reference date

for numbering the Pythiads in antiquity.

So, starting the count from the first stephanitic agon of 582bce, Midas’ vic-

tory happened in 490bce.

3 Midas’ Victory and Performance

Ancient commentaries record thatMidas 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.21 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 gnōmē, 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 (Riaño 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 in490bceatDelphi.Musical agoneswere the first competitions

of the Pythian games,23 which lasted six/seven days overall.24 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 Σ P. 12 inscr. Dr. ἀγωνιζομένου γὰρ αὐτοῦ ἀνακλασθείσης τῆς γλωσσίδος ἀκουσίως καὶ προσκολ-

ληθείσης τῷ οὐρανίσκῳ, μόνοις τοῖς καλάμοις τρόπῳ σύριγγος αὐλῆσαι, τοὺς δὲ θεατὰς ξενισθέν-

τας τῷ ἤχῳ τερφθῆναι, καὶ οὕτω νικῆσαι αὐτόν. Cf. also Σ 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,25 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 amessenger/herald

is absent. Furthermore, the ode comprises quite elaborate mythological and

gnomic sections.

While the reference to a series of deducedprinciples fails to plausibly answer

the question of the performance’s location, internal textual details might pro-

vide amore solid basis to infer this information.There are a few ambiguous, but

not decisive elements to examine. The adverb σάμερον (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 gnōmai 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. 4.11–12,26 cf.

Pi. O. 5.1–3

ὑψηλᾶν ἀρετᾶν καὶ στεφάνων ἄωτον γλυκύν

τῶν Οὐλυμπίᾳ,Ὠκεανοῦ θύγατερ, καρδίᾳ γελανεῖ

ἀκαμαντόποδός τ᾽ ἀπήνας δέκευΨαύμιός τε δῶρα

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 I leave out O. 4.6–8 because the location of the ode’s performance is debated. Fernández-

Galiano 1942 andBarrett 2007 surmise that theodewasperformed inOlympia for Psaumis’

victorywith theapēnē in 456bce (contra Snell–Maehlerwho favour 460bceas adate), 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 452bce. In

favour of a performance in Camarina speak verses 6–9, where Zeus Aetnaeus is invoked to

‘receive thewinner’, cf. [δέκομαι–winneracc.]. The case of Pi.O. 8 also stands out.Verses 9–

10, in which Pisa’s sacredwoods invoked towelcome (δέκομαι) the Panhellenic winner, are

interpreted by Boeckh 1811–1821 as a reference to a performance in Olympia. But Hartung

(1855–1856), following ΣO. 8.66Dr., proposes that the odewas executed inAegina. Further

internal textual references led other scholars to propose that the odewaswritten 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

νῦν δ᾽ εὐρυλείμων πότνιά σοι Λιβύα

δέξεται εὐκλέα νύμφαν δώμασιν ἐν χρυσέοις πρόφρων

But as for now, Libya, mistress whose meadows are broad, will welcome

your glory-making bride in her golden palace with benevolence

Pi. N. 4.11–12

[…] δέξαιτο δ᾽ Αἰακιδᾶν

ἠΰπυργον ἕδος

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 Tenedos27 and placed among the

Nemeansby early editors because of the emphasis givenonAristagoras’ athletic

achievements:

Pi. N. 11.1–3

παῖ Ῥέας, ἅ τε πρυτανεῖα λέλογχας, Ἑστία,

Ζηνὸς ὑψίστου κασιγνήτα καὶ ὁμοθρόνου Ἥρας,

εὖ μὲν Ἀρισταγόραν δέξαι τεὸν ἐς θάλαμον

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):

(i) A local protector deity (Ὠκεανοῦ θύγατερ,O. 5.2, παῖῬέας […]Ἑστία,Ν. 11.1)

or the laudandus’ homeland (εὐρυλείμων πότνια … Λιβύα, P. 9.56, Αἰακιδᾶν

|| ἠΰπυργον ἕδος, Ν. 4.11–12) is mentioned or entreated as the entity

27 Henry 2005:119–133, Cannatà Fera 2020:xxxii, 243, 570.
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(ii) who will/should graciously (καρδίᾳ γελανεῖ, O. 5.2, πρόφρων, P. 9.57, εὖ, N.

11.3) ‘welcome/receive’ the honouree.

(iii) The exhortation contains a form of δέκομαι (3.sg.ind.fut., δέξεται, opt.

δέξαιτο, 2.sg.impv. δέκευ, δέξαι) and,

(iv) as a direct object, thewinner’s victory (O. 5, P. 9: Telesicrates andhis glory)

or his name (N. 11).

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

through a series of vocatives (1–3), to benevolently (4)welcome (δέξαι, 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 νόμος πολυκέφαλος. Ancient sources preserve little information

about this composition. The nomoswas imitative,28 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,29 Pöhlmann (2010–2011:45, but cf. alreadyWilamowitz 1922:144) proposes

that the νόμος πολυκέφαλος 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 becauseMidas won by performing it. At 6–8 the poet spe-

cifies that Midas triumphed in the art (τέχνᾳ) ‘once invented by Pallas Athena’.

The term τέχνα 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 thrēnos. If we assume that here τέχνα stands for ‘auletic art’ in

general, we should suppose that Pindar is referring to a mythological tradition

28 Cf. 21 μιμήσαιτ᾽ ἐρικλάγκταν γόον, on which see chapter 5, section 2, 21.

29 As recent 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 νόμος πολυκέφαλος 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 theworkpreserves amythological traditionof both theaulos and the

νόμος πολυκέφαλος 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 νόμος πολυκέφαλος. 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 τέχνα (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).30 If so, the poem would celebrate a victory obtained in the art of the

auloswith the sound of the aulos, by recalling the origin of a distinctivemusical

piece dedicated to the aulos. The poemwould thus acquire a remarkablemeta-

musical character:31 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 2007:131, fn. 11.

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 odemayhavenot been reperformedoutsideMidas’

immediate circle and that Midas might himself played the solo aulos accompaniment.
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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.1 Ring-composition (or circular structure) is a scheme2

underlying passages of several ancient and modern literary texts.3 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/verbalmessage. 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, andmay thus appear to themodern 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–

A1. 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 (20014), emphasize the importance of circular structures for the interpretation of

the Pindaric odes.

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

3 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 onOldTestament; Okpewho 1979:196–197 andMulokozi 2002:120 onAfrican epics; Prior

2002:97–114 on Kyrgyz epics.

https://creativecommons.org/licenses/by-nc/4.0/
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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–B1–C1–X–C2–B2–C3–B3–A1

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–(C1)–B1–A1

It has long been pointed out that Pindar makes abundant use of ring-compos-

ition and patterned repetitions at different levels.4 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

toMezger (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.5

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 τέκτων ‘craftsman’ in P. 3. On the

same passages and on the expression τέκτων νωδυνίας ‘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-compositionsmayenrichourunderstand-

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.6 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,7 I pointed out a series of striking similarities between

the repetitions attested in the incipit and ‘excipit’ of Nemean Three (1–13, 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 πόμ᾽ ἀοίδιμον ‘a drink to sing on’, whereas the Vedic hymn builds a

ring-composition with the repetitions of the term índuḥ, the “immortal

(ámartíya, 1a) drop [sc. of Soma]” (stt. 1, 6);

(b) the phraseology ‘poetic craftsman’, cf. N. 3.4–5 μελιγαρύων τέκτονες κώμων

“builders of honey-sounding revels”, rv 10.144.2ab, (cf. d) kā́viya r̥bhúḥ “a

craftsman in poetic art”;8

(c) the image of the ‘drink’s foam’, cf. N. 3.78 κιρναμένα δ᾽ ἔερσ᾽ ἀμφέπει

“[this mixture of honey], which stirred foam crowns”, cf. rv 10.144.2c

ūrdhvákr̥śanam mádam “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 αἰετός || ὃς ἔλαβεν αἶψα, τηλόθε μεταμαιόμενος δαφοινὸν

ἄγραν ποσίν “the eagle, which suddenly seizes, as it searches from afar, the

bloodied prey in its talons”, rv 10.144.5a yáṃ te śyenáś cā́rumavr̥kámpadā́

ā́bharat “whom the falcon brought here for you with his talon”. While in

theRigveda Soma is identifiedwith the falcon’s prey, Pindar’s text doesnot

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 σέθεν ὄπα

μαιόμενοι “(men)who seek your (i.e. of theMuse) voice” (5) correlates with

τηλόθε μεταμαιόμενος “(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 themoment I shall still focus on PythianTwelve.

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 (ἀρχά) +

2 (κατατροπά) + 16 (ὄμφαλος) + 3 (μετακατα-

τροπά) + 5 (σφραγίς)

The beginning (ἀρχά) mentions the winner’s name, the winner’s homeland,

and the place of victory; the κατατροπά marks the passage to the mytholo-

gical excursus featured in the ὄμφαλος. 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’.10 The μετακατατροπά 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 (broadestway of speech) section, while 28–32 the gnôma.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 σφραγίς consists of

three interwoven gnōmai 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.11 Lexical repetitions consist of reiterations of the same word or the same

lexeme within the ode. For instance, the pair πολίων ‘of (the) cities’ (1) :: πόλιν

‘city’ (26) constitutes a lexical repetition of the same word in different cases;

the pair παρθενίοις ‘of the maiden(s)’ (9) :: παρθένος ‘the virgin’ (19) is a lexemic

repetition since the same lexeme underlies diverse derivatives of the same root

(adj. παρθενίοις, subst. παρθένος), 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 pairΠερσεύς ‘Perseus’ (11) :: υἱὸς Δανάας ‘Danae’s son’ (17), cf. table 2.

Phraseological repetitions are matches between analogous phraseological

structures in which the same notions are expressed bymeans of synonyms. For

example, the structure of both Φερσεφόνας ἕδος (2) and πόλιν Χαρίτων (26) may

be described as a collocation of the type [place–goddessesgen.], cf. table 3.

table 1 Pythian Twelve, lexical repetitions

καλλίστα … πολίων (1) :: καλλί°χορον … πόλιν (26)

ναίεις (3) :: ναίοισι (26)

ἀνδρῶν (4) :: ἄνδρα (18) :: ἀνδράσι (22)

ἀ°θανάτων (4) :: θνατοῖς (22)

ἐφ°εῦρε (7) :: εὗρεν … εὑροῖσ᾿(α) (22)

παρθενίοις (9) :: παρθένος (19)

κεφαλαῖς (9) :: κεφαλᾶν (23)

καμάτῳ (10) :: καμάτου (28)

μέρος (11), μοῖραν (12) :: μόρσιμον (30)

λαοῖσι (12) :: λαο°σσόων (24)

ἄγων (12) :: ἀγώνων (24)a

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. Schürch 1971, who however does

not provide a complete analysis of Pythian Twelve.
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table 2 Pythian Twelve, semantic repetitions

[mortal (men)] βροτεᾶν (1) :: ἀνδράσι θνατοῖς (22) :: ἀνθρώποισιν (28)

[immortals/gods] ἀθανάτων (4) :: θεός (22) :: δαίμων (30)

[Athena’s invention] τέχνᾳ (6) :: κεφαλᾶν πολλᾶν νόμον (23)

[goddess Athena] Παλλάς … Ἀθάνα (7–8) :: παρθένος (19) :: θεός (22)

[heads] κεφαλαῖς (9) :: κρᾶτα (16) :: κεφαλᾶν (23)

[toil/effort] καμάτῳ (10) :: πόνων (18) :: καμάτου (28)

[Perseus] Περσεύς (11) :: υἱὸς Δανάας (17) :: φίλον ἄνδρα (18)

[Medusa] τρίτον … κασιγνητᾶν μέρος (11) :: Μεδοίσας (16)a

a The expression θεσπέσιον Φόρκοι᾿(ο) … γένος (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 (Γοργόνων) and/or 11 and 16 (τρίτον … κασιγνητᾶν μέρος; Μεδοίσας).

table 3 Pythian Twelve, phraseological repetitions

[place–goddessesgen.] Φερσεφόνας ἕδος (2) :: πόλιν Χαρίτων (26)

[to inhabit–placeacc.] ναίεις … ἐύδματον κολώναν (3) :: καλλίχορον ναίοισι πόλιν (26)

[who on/in place–watergen.] ἅ … ὄχθαις ἔπι … Ἀκράγαντος (2–3) :: τοί … Καφισίδος ἐν τεμένει (26–

27)

[good°fame/glory] εὐ°δόξῳ (5) :: εὐ°κλέα (24)a
[lament–gorgonsgen.] ⟨Γοργόνων⟩ … οὔλιον θρῆνον (7–8) :: τὸν Εὐρυάλας … ἐρικλάγκταν γόον

(20–21)

[goddess–creates–songacc.] θρῆνον διαπλέξαισ᾿ Ἀθάνα (8) :: τεῦχε … μέλος (19)

a The compounds may count in principle as synonyms and thus constitute a semantic repetition; however,

I propose a factitive meaning for εὐκλέα ‘making good glory’ (chapter 5, section 2, 24).

4 Schematic Representation

The entire set of repetitions may be summed up as in scheme 3.12 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 1st ring = black, 2nd ring = red, 3rd ring = blue.
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scheme 3 Ring-composition of Pythian Twelve
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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—Περσεύς and υἱὸς

Δανάας are the first words of 11 and 17,14 respectively, while φίλον ἄνδρα, 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 28–30 different terms for [god], in the singular (: θεός, 22, δαίμων, 30),

are opposed to words for [men/human beings] (ἄνδρασι θαντοῖς, 23, ἐν ἀνθώ-

ποισιν, 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 gnōmai, we learn that happiness (ὄλβος, 28) for humans,

though achieved through toil, may be gifted by a δαίμων (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] (κεφαλαῖς, 9, κρᾶτα, 16, κεφα-

λᾶν, 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] (ἐφεῦρε, 7, εὗρεν … εὑροῖσα, 22) and differing refer-

ences to Athena (Παλλάς … Ἀθάνα, 7–8, παρθένος, 19, θεός, 22), the discoverer of

thenomos. These references seemtogo indescendingorder of specificity: name

+ epithet (Pallas Athena), an attribution (‘themaiden’), then ‘a god’, whichmay

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’ (καμάτῳ, 10, πόνων, 18, καμάτου, 28) and derivatives of ie

14 Cf. Nierhaus 1936:17 who highlights that υἱὸς Δανάας constitutes the ‘high point’ of the

mythological narration.

15 I thank John Perchard, who kindly pointed out this pattern of distribution to me.
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*smer- ‘to divide, distribute’ (μέρος, 11, μοῖραν, 12, μόρσιμον, 30), seem to pre-

pare the way to the themes Pindar develops in the final gnōmai. 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 σὺν καμάτῳ, 10 ::

ἄνευ καμάτου, 28, is noteworthy. These expressions display κάματος in tautomet-

ric positions. Considered as isolated syntactic structures, σὺν καμάτῳ and ἄνευ

καμάτου 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: theGorgons emit a lamentwith effort, whichAthena re-enacts as

a thrēnos; ὄλβος ‘happiness, prosperity’ (“esp.material prosperity”, cf. Slater 1969

s.v. ὄλβος) does not appear ‘without toil’. Onemay 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 ὄλβος, i.e. the

prosperity deriving from his victory at Delphi.

The repetitions of derivatives of ie *smer- ‘to divide, distribute’ link the

theme of the ‘the allotment of fate’ (μοῖρα, 12, μόρσιμον, 30) and the core event

of the myth, i.e. the beheading of Medusa (τρίτον κασιγνητᾶν μέρος, 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’ δαίμων. In this way the hero alsomanages to trans-

form his mother’s destiny and that of the inhabitants of Seriphus (μοῖραν ἄγων,

12), the latter being unexpectedly petrified (cf. ἀελπτίᾳ, 31, ἔμπαλιν γνώμας, 32).

Medusa, the ‘third part (μέρος) of the [Gorgon] sisters’ (11) thus embodies the

turning point of Perseus’ allotment of fate (μόρσιμον, 30). However, the Gorgon

also represents themeans 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.
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chapter 3

Linguistic Remarks

1 Pindar’s Kunstsprache: Introduction

The dialectal basis of the language of Greek choral lyric is Doric.1 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:] (⟨α⟩) from inherited ā-vowels, in opposition

to the outcome [ε:] (⟨η⟩)—are also peculiar to continental Aeolic dialects.

Since some individual dialectal traitsmay 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”,3 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.4

1 Cf. Buck 1955:15, Forssman 1966: ix, Verdier 1972:9, Palmer 1980:119–130, Colvin 2007:54–55,

Cassio 2005, Tribulato in Cassio 20162:230–259.

2 Different elementsmay have affected the use of Doric forms by individual authors. First of all,

the geographical provenienceof thepoetsmayhaveplayeda role: Simonides andBacchylides,

who are both from Ceos, make abundant use of Ionisms, whereas Alcman from Sparta seems

to preservemany Laconisms (cf.Willi 2008:57). Other conditioning factorsmay be the type of

composition, its literarymodels (characters or traditionsmentioned 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 I.e. a linguistic 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 García 1998), 2007, 2008, Pavese

1967, (on which see also Nöthiger 1971 and Trümpy 1986), 1972 and Meillet (19758) highlight

https://creativecommons.org/licenses/by-nc/4.0/
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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 equivalentDoric 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, whichmakes 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, whichmay even be

recognizedas ‘descriptively Indo-European’7 (Wüst 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 Φόρ-

κοι᾽(ο) (13) vs μηλοβότου (2), εὐπαράου (16), χρυσοῦ … αὐτορύτου (17), λεπτοῦ …

χαλκοῦ (25), καμάτου (28), the dat.pl. of o-stems λαοῖσι (12) vs ἀνθρώποισιν (28,

followed by vowel; metrically non-equivalent to ἀνθρώποισι) vs θνατοῖς (22) or

the use of augmented vs augmentless preterite forms (aor., impf.),8 cf. augmen-

ted: ἄιε (10)9 ἄυσεν (11),10 ἐρρύσατο (19),11 ὠνύμασεν (23) vs ἀμαύρωσεν (13), θῆκε

(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 ie 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 commonGreek-Indo-Iranian poetic inheritance, i.e. a ‘late (Core-)ie’

poetic inheritance. Despite the fact that Indo-Iranian languages are among the ie lan-

guages of oldest attestation, it is commonly assumed that they were the latest linguistic

branches to split from the ie 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 ᾱίω* is attested in Aeschl. Suppl. 59

(αἴων). The forms ἐφεῦρε (7), εὗρεν (22) would probably appear as such even in chronolo-

gical and geographical contexts in which the augment is consistently marked. However,

ηὕρισκον, ηὗρον* are attested in literary Att. 5th c. bce (Aeschl. Pers. 474+).

10 In both ἄιε (10) ἄυσεν (11) the augment is not realized with the insertion of an extra-vowel

*ἐ- (*[h1]e-), but with the lengthening of the vowel, cf. García Ramón 2017:672. On the

augment in Greek see alsoWilli 2018:357–416.

11 Cf. Buck 1955:51 (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.
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(i) ‘Non-Attic-Ionic traits’ (= ‘Doric’ and other dialects)

– ie *-eh2- or *-ā- > -ᾱ-

cf. ματρός (14), εὐπαράου (16) < *°par-h2eu̯s-ā-, λαοσσόων (24, vs λεω°, cf. λεω-

σφέρτερος, Hdt. 9.33), Καφισίδος (27) (cf. Κηφισίδι [Il. 5.709+])

*eh2-suffix > ā > ᾱ, cf. nom.sg. *eh2# > -ᾱ# cf. ἅ (2) < *seh2-, Ἀθάνα (8) <

*eh2-neh2 (?)

gen.sg. *eh2-s > -ᾱς, cf. Φερσεφόνας (2), Δανάας (17), Εὐρυάλας (20), γνώμας

(32)

dat.sg. *eh2-ei ̯> -ᾳ, cf. τέχνᾳ (6), Πολυδέκτᾳ (14)

acc.sg. *eh2-m > -ᾱν, cf. κολώναν (3), τάν (6) < *teh2m, δουλοσύναν (15), ἐρι-

κλάγκταν (21)

voc.sg. *eh2# > -ᾱ, cf. καλλίστα (1)

-eh2 of -άω-verbs, cf. νικάσαντα (6), τελευτάσει (29)

– Gen.pl. *eh2-suffixed stems (Buck 1955:41) like in Arc. andWGk.

cf. gen.pl. *eh2-sōm# > -ᾱ- + -ων# > -ᾱων > -ᾶν: βροτεᾶν (1), θρασειᾶν (7), κασι-

γνητᾶν (11), καρπαλιμᾶν (20), κεφαλᾶν (23), πολλᾶν (23), χορευτᾶν (27)

vs Boeot.,13 Thess. -άων, Lesb. -ᾱν, Ion. -έων, -ῶν, Att. -ῶν

– ie *n̥h2, *lh̥2 > *N/Lā > ν/μ/λᾱ (Buck 1955:21):

*n̥h2 > nᾱ: *m̥h2- > μᾱ, cf. ἐύδματον (3) < *°dm̥h2-

*n̥h2- > νᾱ, cf. θνατοῖς (22) < *-dhn̥h2-, μναστῆρ(α) (24) (ie *mn̥h2-)

*lh̥2 > lᾱ: *lh̥2- > λᾱ, cf. ἵλαος (4) < *sislh̥2-,14 ἀπλάτοις *n̥°plh̥2- (9)

– Gk. ο > υ (Cowgill’s Law) in ὄνομα, ὀνομάζω (< ie *h1/h3n̥éh3-mn̥-): ὠνύμασεν

(23)

– Dat.sg. s-stems *-es-i > *-ehi > -ει, cf. δυσπενθέι (10)15 vs Att. *-es-ei ̯> -eh-ei ̯> -εῖ

– Apocope of prepositions/preverbs (rare in Att.-Ion., but frequent in other

dialects), cf. παρφυκτόν (30)

(ii) ‘Non-Attic traits’:

– *to-stempronoun as relative pronoun like in Lesb., Thess., Arc.-Cypr., Boeot.,

Heracl., Cyr., WGk. (late inscriptions)

cf. τάν (6), τόν (9 , 17), τοί (26)

– Maintenance of -ι- throughout the inflection of i-stems (Buck 1955:91)16

cf. gen.pl. *-i-sōm# > -ι-ων# > -ιων#: πολίων (1), ὀφίων (9)

– Acc.sg. es-stems adj. *es-m̥ > *eh-a- > -έα

13 However, τᾶν is attested in Boeotia.

14 As per Klingenschmitt 1970.

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

16 Gen.sg. πολέως is attested in Chios and Thasos, cf. Buck 1955 loc. cit.
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cf. εὐκλέα (24) < *h1su-ƙleu̯es-m̥

vs *eh-a- > -η (contracted) in Att. (although °κλεα [acc.sg.] compounds are

attested) Rhod. (inscr. 6th c. bce), Lac. (inscr. 6th c. bce), Ion., Troez., Delph.

– conj. ὄφρα cf. Ion., Dor., lyric passages of Att. tragedies.

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

– Inf. -menai (-men-ai,̯ on which cf. García Ramón 2021a)

cf. inf.athem.pr.: ἔμμεναι (18) < *h1es-men-ai ̯

vs Att.-Ion. εἶναι, Arc. ἦναι, Thess. Boeot.,West diall. εἶμεν, Cret. ἤμην, Rhod. and

colonies εἴμεν

vs them.inf. -ειν (cf. ἔχειν, 22) as in Att.-Ion., Thess., Locr., Corinth., Meg., Rhod.,

while Lesb., El., Lac. -ην

Ionic:

– Gen.sg.them. *-osio̯ > -οιο: Φόρκοιο (13) like in Homer, cf. also Thess. -οι (apo-

cope cf. Buck 1955:88), vs Att.-Ion. -oυ, Cypr. -ον, -ο

– Dat.pl.them. -οισι(ν), merger of loc.pl. and instr.pl. endings (?) *-o-su (loc.pl.)

+ *-ois (instr.pl.)

– ie *o-su# (loc.pl.) > *o-si# > *οισι# cf. also early Att., Ion., Lesb., Pamph., early

Arg., Syrac., occasionally Cret. cf. λαοῖσι (12), ἀνθρώποισιν (28) vs -οῖς: θνατοῖς

(22)

– έω-verbs without contraction, cf. αἰτέω (without contraction, cf. αἰτέων Hdt.

6.49.3)

– Metrically lengthened εἰναλίᾳ, as in Homer. The form ἐνναλίᾳ (mss.) is a

hyper-Aeolism.

(iv) Lesbian features (cf. also Cyr.)

*-V-ns-, *V-ns#, *V-nsi# > -Vis-(i), with -s- < -ts-, -ti-, -ti-̯ (Buck 1955:67–68)

cf. nom.masc.sg.sigm.aor.ptc. *-nt-s- > *-n̥s- > -αις: συλάσαις (16)

nom.fem.sg.sigm.aor.ptc. *-nt-i-̯ā- >*-n̥s-ā- > -ais-ā- > -αισα: διαπλέ-

ξαισα (8)

nom.fem.sg.them.ptc. *-ont-ia̯- > *-ons-ā- > -oisā- > -οισα: Μεδοίσας

(16), εὑροῖσα (22)

3.pl.ind.pr.act. *-ont-i# > *-onsi > *oisi > -οισι: ναίοισι (26)

(v) Doric features (cf. also Epidauros)

– 3.sg.encl.pron. νιν (6, 22, 29) vs μιν (hexam.), ἑαὐτόν (Att.-Ion.)

– *ƙi-*Heh2mer-o-: σάμερον (29) vs σήμερον (hexam., Ion.), τήμερον (Att.)
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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. ποτε not

Dor. ποκα [Alcm., Stes.], Att.-Ion. εἰ notDor. αἰ [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.
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chapter 4

Text

1 Colometry

The ode is monostrophic and consists of four eight-verse strophes. It is written

in kat’enoplion-epitrites. The metres are as follows:

table 4 Colometry

1 – – ∪∪ – ∪∪ – – – ∪∪ – ∪∪ – ||Η 2pros

2 – ∪∪ – ∪∪ – – – ∪∪ – ∪∪ – | angel (hem pros)

3 – – ∪∪ – ∪∪ – – – ∪ – – – ∪ x ||Η pros 2epitria

4 – ∪∪ – ∪∪ – – – ∪∪ – ∪∪ – ||Η angel (hem pros)

5 – – ∪∪ – ∪∪ – – – ∪ – – – ∪ x ||Η pros 2epitria

6 – – ∪∪ – ∪∪ – – – ∪ – – – ∪ x || en 2epitrtr

7 – ∪∪ – ∪∪ – x – ∪ x || hem epitria

8 – ∪ – – – ∪ – – – ∪ – – || epitrtr (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 – – ∪∪–∪∪– x–∪– – – ∪ x which allows him to preserve the form

ἄνυσεν, otherwise to be changed in ἄυσεν or ἄνυσσεν (see chapter 5, section 2,

11). I concur with Snell–Maehler’s (1987) interpretation (– –∪∪–∪∪– – –∪– –

–∪ x). At 24, the form εὐκλέα, preserved by the manuscripts, creates an ana-

clastic responsion, admitted by Gentili.1 However, as Bowra (1930:182) points

out, it is possible that the -ᾰ of εὐκλέα is metrically lengthened by λ- (λαοσ-

σόων).

1 Gentili 2006:317 describes 8 as epitrtr (~ cho) epitrtr.

https://creativecommons.org/licenses/by-nc/4.0/
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2 Synopsis of Readings

table 5 Synopsis of readings

Massetti Snell–Maehler 1987 Snell–Maehler 1980 Gentili 2006

10 καμάτῳ, καμάτῳ, καμάτῳ καμάτῳ,

11 Περσεὺς Περσεὺς Περσεύς, Περσεὺς

11 ἄυσεν ἄυσεν ἄυσεν ἄνυσεν

12 εἰναλίᾳ ἐνναλίᾳ ἐνναλίᾳ ἐνναλίᾳ

13 ἤτοι ἤτοι ἤτοι ἦτοι

22 νιν νιν νιν μιν

24 εὐκλέα εὐκλεᾶ εὐκλεᾶ εὐκλέα

25 θαμὰ θαμὰ θαμὰ θ᾽ ἅμα

30 τὸ δὲ τὸ δὲ τὸ δὲ τό γε

3 Text

μιδαι αυλητηι ακραγαντινωι

A Αἰτέω σε, φιλάγλαε, καλλίστα βροτεᾶν πολίων,

Φερσεφόνας ἕδος, ἅ τ᾽ ὄχθαις ἔπι μηλοβότου

ναίεις Ἀκράγαντος ἐύδματον κολώναν, ὦ ἄνα,

ἵλαος ἀθανάτων ἀνδρῶν τε σὺν εὐμενίᾳ

5 δέξαι στεφάνωμα τόδ᾽ ἐκ Πυθῶνος εὐδόξῳ Μίδᾳ,

αὐτόν τέ νιν Ἑλλάδα νικάσαντα τέχνᾳ, τάν ποτε

Παλλὰς ἐφεῦρε θρασειᾶν ⟨Γοργόνων⟩

οὔλιον θρῆνον διαπλέξαισ᾽ Ἀθάνα·

Β τὸν παρθενίοις ὑπό τ᾽ ἀπλάτοις ὀφίων κεφαλαῖς

10 ἄιε λειβόμενον δυσπενθέϊ σὺν καμάτῳ,

Περσεὺς ὁπότε τρίτον ἄυσεν κασιγνητᾶν μέρος

εἰναλίᾳ Σερίφῳ λαοῖσί τε μοῖραν ἄγων.

ἤτοι τό τε θεσπέσιον Φόρκοι᾽ ἀμαύρωσεν γένος,

λυγρόν τ᾽ ἔρανον Πολυδέκτᾳ θῆκε ματρός τ᾽ ἔμπεδον

15 δουλοσύναν τό τ᾽ ἀναγκαῖον λέχος,

εὐπαράου κρᾶτα συλάσαις Μεδοίσας
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Γ υἱὸς Δανάας· τὸν ἀπὸ χρυσοῦ φαμὲν αὐτορύτου

ἔμμεναι. ἀλλ᾽ ἐπεὶ ἐκ τούτων φίλον ἄνδρα πόνων

ἐρρύσατο, παρθένος αὐλῶν τεῦχε πάμφωνον μέλος,

20 ὄφρα τὸν Εὐρυάλας ἐκ καρπαλιμᾶν γενύων

χριμφθέντα σὺν ἔντεσι μιμήσαιτ᾽ ἐρικλάγκταν γόον.

εὗρεν θεός· ἀλλά νιν εὑροῖσ᾽ ἀνδράσι θνατοῖς ἔχειν,

ὠνύμασεν κεφαλᾶν πολλᾶν νόμον,

εὐκλέα λαοσσόων μναστῆρ᾽ ἀγώνων,

25 λεπτοῦ διανισόμενον χαλκοῦ θαμὰ καὶ δονάκων,

τοὶ παρὰ καλλίχορον ναίοισι πόλιν Χαρίτων.

Καφισίδος ἐν τεμένει, πιστοὶ χορευτᾶν μάρτυρες.

εἰ δέ τις ὄλβος ἐν ἀνθρώποισιν, ἄνευ καμάτου

οὐ φαίνεται· ἐκ δὲ τελευτάσει νιν ἤτοι σάμερον

30 δαίμων–τό δὲ μόρσιμον οὐ παρφυκτόν,–ἀλλ᾽ ἔσται χρόνος

οὗτος, ὃ καί τιν᾽ ἀελπτίᾳ βαλών

ἔμπαλιν γνώμας τὸ μὲν δώσει, τὸ δ᾽ οὔπω.

1. βροτεῶν D || 2. ὄχθους V | ἔπι Schm.: ἐπὶ codd. || 3. ὦ om. D || 4. εὐμενία(ᾳ) VByz.: εὐμενεία(ᾳ)

BEFGHỊΦ || 5. εὐδόξου μίδα EFΣ || 7. Γοργόνων suppl. Tricl. e Σ || 8. διαπλέξαισ᾽ VB: διαπλέξησ᾽

Φ διαπλέξασ(α) rell. codd. | Ἀθάνα om. Ị || 9. παρθένοις V || 10. δυσπενθέϊ Byz.: δυσπενθεῖ codd.

|| 11. ἄυσεν pler. codd.: ἄνυσεν ΦΣb v.l.: ἄνυσσεν Boe. || εἰναλίᾳ Ps.-Mosch.: ἐνναλίᾳ Schr. ἐναλίᾳ codd.

|| 13. ἦτοι Φ: ἤτοι rell. codd. || 16. εὐπαρᾴου Ahr. | συλάσαις Hey.: συλήσαις B συλήσᾳς G συλήσας

rell. codd. || 17. αὐτορύτου VacEFHacΦacΠ42: αὐτορρύτου VpcHpcΦpc et rell. codd. || 19. ἐρύσατο V

|| 21. ἐρικλάγκταν BEΦΠ42 in marg.: ἐρικλάγκτα F ἐρικλέγκταν V ἐρικλάγηταν GHỊ (-τον) || 22. νιν

vett.: μιν ΒΠ42 || 23. ὠνύμασεν Hey.3: ὠνόμασε(ν) codd. | πολλῶν BỊ || 24. εὐκλέα codd.: εὐκλέεα Schr.

εὐκλεᾶ Schm. et pler. edd. || 25. διανισσόμενον V || θαμά ΒEFDHỊΦΠ42 v.l. (ἔνιοι θαμὰ): θ᾽ ἅμαVΣlΠ42

|| 26. καλλίχορονΠ42: καλλιχόρῳBFDHỊΦκαλλιχώρωV || ναίοισιVBỊΦ: ναίουσι FDH νάοισι Π42 || πόλει

vị || 27. χορευταὶ B || 30 τὸ δὲ Tricl.: τό γε codd. Π42 | οὐ παρφυκτόν BFDỊΠ42 (γρ[άφετ(αι)] κ(αὶ) οὐ

παρφυκτόν Π42) οὐ παρφεκτόν H οὔ πα φυκτόν VΠ42 || 31 ἀελπτίᾳ edd.: ἀελπτία VFGDH ἀελπία B

ἀελπείᾳ Mo. | λαβών Φ
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4 Translation2

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 thrēnos 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.

2 Translations by Lattimore,Hölderlin, Romagnoli, Boeckh,Hynd andMiddleton are compared

and discussed by Carne-Ross 1968.
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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, λίσσομαι, παῖ Ζηνὸς Ἐλευθερίου) 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 Vποικιλόθρον’ ἀθάνατ’, Ἀφρο-

δίτα … λίσσομαί σε, || μή μ’ ἄσαισι μηδ’ ὀνίαισι δάμνα 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 δἦυτε κάλημμι; cf. O. 14, N.

7.1–4) and a verb of movement in impv. (e.g. Sapph. 1.5 V τυίδ’ ἔλθ’[ε]; 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 ἐπὶ νίκῃ, (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

δέξαι “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 bewelcomedby the addressee andby a series of vocativeswith embedded

relative or participle clauses (P. 8.3–4), usually following the first or the second

(P. 8.1–2) vocative. The beginning of PythianTwelve 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 σε ‘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.

δέξαι 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

https://creativecommons.org/licenses/by-nc/4.0/
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visual disposition of the syntactic elements in the apostrophe cf. Sulzer 1961:34.

On the prooimion and further Pindaric comparanda cf. Maslov 2015:310.

1 Αἰτέω ‘I entreat’, cf. αἴτημί σε (fr. 155.3), αἰτέω σε (N. 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

αἰτέω being followed by an acc. of the person asked (1, σε) and an impv. (5, δέξαι,

cf. Slater 1969 s.vv. αἰτέω, αἴτημι, cf. Hummel 1993:274), i.e. another sentence. A

construction of this description resembles that of λίσσομαι ‘I entreat/beseech’,

followedby the impv. of the thing requested inO. 12.1–2, P. 1.71,N. 3.1–3, and con-

structedwith acc. and impv. in fr. 52f.1–6 (Pae. 6.1–6 =D6Rutherford) σε, χρυσέα

| κλυτόμαντι Πυθοῖ || λίσσομαι […] με δέξαι “I beseech you, golden Pytho famous

for seers, welcomeme” (as per Race 1997b, differently, Slater 1969 s.v. λίσσομαι).

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, εὐδόξῳΜίδᾳ, 6,Ἑλλάδα νικάσαντα τέχνᾳ)

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 (τέχνα)

rather than to his lineage (on Midas’ glory see also chapter 10).

1 σε ‘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 Σ P. 12.1a Dr. πρὸς τὴν ἡρωΐδα τὴν Ἀκράγαντα,

while Stephanus of Byzantium speaks of a male (river) Acragas (see below, 3

Ἀκράγαντος). In fact, since names ending in -ας (gen.sg. -αντος, with a ptc. suffix)

are masculine (cf. Risch 19742:26–27 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 φιλάγλαε ‘lover of brilliance’ first occurs in P. 12.1 and is glossed as φιλόκα-

λος ‘lover of beauty’ by Σ 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 φιλο° are already attested in Mycenaean (cf.

e.g. wn Pi-ro-wo-na /Philowoinā/, py Ae 344, my V 659.7). According to Risch

19742:193 (cf. Tribulato 2015:168, 334–335, 421–422), the so-called ‘φιλοπτόλεμος-
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type’ was primarily possessive (‘having a[n] own/beloved X’), but soon came

to be associated with φιλέω ‘to love’. As a consequence, they came to overlap a

compound typewith a verbal fcm: ‘lovingX’. Gk. φιλάγλαος is remarkable:most

compounds of type φιλοπτόλεμος exhibit the structure [φιλο°substantive],

cf. e.g. φιλομμειδής (Il. 5.375+, with scm μεῖδος ‘smile’) etc. The same applies

to the Pindaric compounds with fcm φιλ(ο)°.1 In contrast, φιλάγλαος reflects

a rare structure [φιλο°adjective],2 since its scm is the adj. ἀγλαός ‘splendid,

shining, bright’ (Il. 1.23+), synchronically connected to the semantic field of

‘beauty’ (cf. ἀγλαΐα, ἄγαλμα, on which cf. Neer–Kurke 2019:46, 92–122, esp. 95–

96).

The syntax underlying the compound may thus be reconstructed as [to

love (φιλο°/φιλέω)–splendid/beautiful things (: ἀγλαά)] or [to love–

the splendid thing (par excellence: light/feast)]. According to Meusel

2020:562, ἀγλαός is a lexicalized variant of φαεννός ‘shining’, withwhich it shares

anumber of phraseologicalmatches, e.g. ἀγλαόκωμος (O. 3.6), κῶμον…φάος ἀρε-

τᾶν “kōmos (feast/celebration)… light of excellent deeds” (O. 4.9–10), the subst.

φάος being an etymological congener of φαεννός.3 To this wemay add that since

Antiquity ἀγλαός has been glossed through λαμπρός, cf. Hsch. α 587 lc ἀγλαά·

λαμπρά, which, in turn, shares collocations with φαεννός (cf. Massetti 2019:133).

Since ἀγλαός applies to φάος 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 Sprachgefühl. If φιλάγλαοςmeant ‘loving the shining [light,

i.e. φάος]’, exGraeco ipso itmatches [φάος–φιλεῖν], Eur.hf 90, and [φάος–φίλος],

Eur. ia 1509.

1 καλλίστα βροτεᾶν πολίων “most beautiful of mortal cities”, cf. Od. 5.101 βροτῶν

πόλις, Eur. Hipp. 486 θνητῶν… πόλεις; for καλλίστα… πολίων cf. P. 9.69 καλλίσταν

πόλιν.

2 Φερσεφόνας ἕδος “abode (lit. seat) of Persephone”. The gn Φερσεφόνα (Pi.) is

one of the so-called ‘poetic forms’ of Persephone’s name. The form Φερσεφόνα,

together with other versions of the name with an initial φ- (e.g. Φερ[ρ]όφαττα,

1 Cf. φιλάνωρ (mn, in O. 12.13, epithet in fr. 236), φιλάρματος (I. 8.20), φίλιππος (N. 9.32), φιλο-

κερδής (I. 2.6), φιλόμαχος (fr. 164), φιλόμολπος (N. 7.9), φιλόνικος (O. 6.19), φιλόξενος, φιλόξεινος

(I. 2.24, O. 3.1), φιλόπολις (O. 4.16), φιλόφρων (P. 1.94, P. 8.1) and the subst. φιλοτιμία ‘ambition’

(fr. 210) and φιλοφροσύνᾱ ‘act of friendliness’ (O. 4.14, fr. 128d.14).

2 Cf. the type ‘fond of jeering’ (Od. 22.287+, cf. adj. κέρτομος, -ον subst. in κέρτομα βάζειν, Hes.

Op. 788).

3 Both φάος and φαεννός are based on ie *bheh2- ‘to shine, become visible’, cf. liv2 68–69, iew

104–105; on φάϝος cf. Peters 1993:107, nil 7–11.
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Φρερόφαττα [Att. vase-paintings, 5th c. bce], Φερσέφασσα [Soph., Eur.], Φερσέ-

φαττα Aristoph., etc.), reflects a synchronic connection between the goddess

name and the verb φέρω (cf. Wachter 2007–2008:165). Indeed, according to

ancient lexicographers, Persephone is the ‘bringer (φέρω) of death (φόνη) or

profit (ἄφενος)’, cf. em 665.50 ⟨Περσεφόνη⟩· παρὰ τὸ φέρω καὶ τὸ φόνος, cf. Hsch.

φ 317 hcΦερσεφόνεια· … ἡφέρουσα τὸ ἄφενος… διὰ τὸν καρπόν, ⟨ἢ⟩ ἀπὸ τοῦ φέρειν

ὄνησιν.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 μελαντειχέα νῦν δόμονΦερσε-

φόνας, I. 8.55 δῶμαΦερσεφόνας).Without any context, the ‘abode of Persephone’

wouldprobably seemapt todesignate the goddess’ gloomykingdom.Here, con-

trary to our possible expectations, the abode of Persephone is sunny Acragas

(cf. 1, φιλάγλαε ‘lover of brilliance’). The collocation [abode–Persephonegen.]

is a variation kenning for the city in which the goddess was worshipped,5 cf.

other kennings with the structure [abode–god/genos/herogen.], in which

ἕδος (s-stem from ie *sed- ‘to sit’, cf. liv2 513–515, iew 884–887, nil 590–

600, Stüber 2002:144–145) expresses ‘abode’, e.g. Ὄλυμπον … ἀθανάτων ἕδος (Il.

5.360+), θεῶν ἕδος … Ὄλυμπον (Il. 5.367+). Ex Pindaro ipso cf. P. 2.7 ποταμίας

ἕδος Ἀρτέμιδος (= Ortygia), N. 4.11–12 Αἰακιδᾶν || ἠύπυργον ἕδος (= 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’ (ἕδρα : *sed-reh2) of a divinity, cf. O. 7.76, O. 14.2, I.

7.44, Aeschl. Ag. 596.

The kenning alludes to the cult of Persephone in Acragas. According to Pin-

dar (N. 1.14), Zeus gave Sicily to Persephone; indeed, the scholia specify (cf. ΣO.

6.161g.2 A, N. 1.17 A) that Sicily or Acragas (ΣO. 2.15d Dr.) were given to the god-

dess εἰς τὰ ἀνακαλυπττήρια (“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 Φερσεφόναmeans *‘slayer of sheaves’, cf. Περσεφάττα < *perso-ku̯n̥tiā̯-, cf.Wachter 2006, contra

Petersmann 1986, Anttila 1997, 2000:164–165: ‘die von Feuer (πέρρα), Licht Übervolle’ (with

scm from ie *gu̯hen- ‘to swell’, as per Heubeck 1954), Bader 1989:38: ‘who destroys (πέρθω)

death’ (with φόνη from ie *gu̯hen- ‘to kill’), Janda 2000:224–250: ‘die das/den Glänzende(n)

(φάος) hinüberbringt (πείρω, πορεῖν)’. On the etymology of the name and its variants, see now

Nussbaum 2022.

5 A kenning (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. Wærn 1951.
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near the city (Sant’Anna, SanBiagio, and theRock Sanctuary)were dedicated to

the cult of Demeter and Persephone. A further sanctuary in honour of Demeter

was built by Theron between 490 and 480bce, cf. Hinz 1998:70–92, Mertens

2006:197, 239, 317, Holloway 2000:60–63, Hannah–Magli–Orlando 2017.

2 ἅ τ᾽ ὄχθαις ἔπι “who on the banks”. This relative clause is comparable to an

ornamental epithet (cf. Hummel 1993:321–322, 390). Gk. ὄχθη 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 παρά or ἐπί, cf. P. 4.46 Καφισοῦ παρ᾽ ὄχθαις, N. 9.22 Ἰσμη-

νοῦ δ᾽ ἐπ᾽ ὄχθαισι, I. 5.42 Καίκου παρ᾽ ὄχθαις. I concur with Bernardini 20064:671

(contra Cerrato 1934) in taking the relative clause as referring to σε ‘you’ (1),

i.e. the personified city (καλλίστα … πολίων, fem.) and not to Persephone or the

(inexistent) nymph Acragas (cf. 1 σε, 3 Ἀκράγαντος).

2 μηλοβότου “sheep-grazed (i.e. grazed by the sheep)” is built with the same lex-

ical material as the compound μηλοβότης ‘shepherd’ (I. 1.48+), the collocation

[μῆλαnom.–βόσκομαι], cf.Od. 12.128, hh3.412, and thegnΜηλόβοσις (hh2.420).6

The epithet only applies to the river Acragas (Ἀκράγαντος, 3) in Pindar. The

wording of 2–3 Φερσεφόνας ἕδος, ἅ τ᾽ ὄχθαις ἔπι μηλοβότου … Ἀκράγαντος re-

sembles that of Hes. fr. 180.3–4:

..… … πυ]ροφόρου Ἀσίης ἕδος [

..… .. μηλ]οβότουςἝρμον πάρα δ̣[ινήεντα

… seat of wheat-bearingAsia [ ] sheep-grazed, beside the [eddying] Her-

mus…

transl. most 2007

3 ναίεις … ἐύδματον κολώναν “you, (who) dwell upon the well-built hill”. Acra-

gas was located on a hill (San Biagio). The verb ναίω builds a repetition with 26,

cf. chapter 2, section 4 (1st ring).7 The collocation [ναίω–κολώναacc.] matches

[ναίω–κολωνόςacc.], occurring in Hes. fr. 59.2: ναίουσα κολωνούς (of Coronis).

6 μηλοβότου: the compound is first attested in Hesiod and reflects a ‘type θεόδμητος’ (Risch

19742:210–211), i.e. a compound with a zero-grade deverbal (ptc.) scm, which, in this case,

is based on βόσκω (ie *gu̯eh3- ‘to feed’, cf. Tribulato 2015:373–374).

7 ναίω reflects *n̥s-ie̯/o-, from ie *nes- ‘to go home’, cf. liv2 454–455, iew 766–767, Forte 2017: ‘to

turn’, Frame 2009: ‘to return’, Ginevra 2022: ‘to return safely home, to attain the desired goal’.

ἐύδματος, ‘well-built’ (attested only here, in Pindar), Ion. ἐΰδμητος (Il. 1.448+), is a

‘θεόδμητος-type’ with a fcm εὐ° (: ie *h1su- ‘good’ [adj.] and ‘well’ [adv.], u-stem from *h1es- ‘to
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3 Ἀκράγαντος “of Acragas”, gen.sg. of Ἀκράγας, -αντος, river and city name. The

genealogy of the river is recalled by Stephanus of Byzantium α 167 (= Ethn.

p. 62.15) ἀπὸ Ἀκράγαντος τοῦ Διὸς καὶ Ἀστερόπης τῆς Ὠκεανοῦ. According to

Lewis (2019), in Pindar’s odes for Acragantine victors (O. 2, O. 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. κάρκινος ‘crab’, Ἀκράγας).

3 ὦ ἄνα “O queen” (= Att. ὦ ἄνασσα). The form ἄνα is feminine only here, being

mostly employed as voc.sg. of masc. ἄναξ (so in P. 9.44, cf. Alph. Gk. [Ϝ]ἄναξ

‘ruler’, cf. Leumann 1950:39–44; Myc. wa-na-ka /wanaks/, py Na 334+, desig-

nating a functionary) vs I. 5.6 ὤνασσα “O queen”.8 The vocative preceded by ὦ

and the form ἄνα 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 (κολΩΝΑΝ Ω ΑΝΑ). Echoes

of this kind are occasionally fashioned by Pindar, as a representative example

cf. N. 3.1 Ὦ πΟτνΙΑ μΟΙσΑ, ΜΑΤΕΡ ἉΜΕΤΕΡΑ.

be’, cf. liv2 241–242, iew 340–341, cf. Pinault 2003:162–165, Nussbaum 2014:231), and, as scm,

a to-adj. from δέμω ‘to build’ (ie *demh2- ‘to build’, cf. liv2 114–116, iew 198–199, cf. Nikolaev

2011). The compound can perfectlymatchYAv. hu.δāta- ‘well formed/made’ (= *h1su-dm̥h2-tó-,

Y 9.16+; differently, Bartholomae AirWb. 1824 s.v., tracing °δāta- back to YAv. *δā- ‘to put/set’,

ie *dheh1-). The termκολώνᾱ (also found in fr. 140b.5), exists aswell as κολωνός ‘hill’ (hh 2.272+;

on the word-formation cf. Schmeja 1963, Peters 1980:168). The forms reflect a thematization

(κολωνός) and an individualizing feminine (κολώνᾱ) derived from an n-stem (*kolH-n- from

ie *kelH- ‘to rise up’ cf. liv2 349, iew 544, cf. Lith. kálnas ‘mountain’, Lat. collis ‘hill’ < *kolnis,

oe hyll, MoE hill < PGmc. *hulni-).

8 ὦ ἄνα: a feminine form wa-na-sa* /wanatsa-/* (: ἄνασσα, 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. *u̯en-aĝt- (?) or *u̯n̥-aĝt- ‘leader (ie *h1aĝ- ‘to lead, convey’

[*h2eĝ- in liv2 255–256, cf. iew 4–5]) of the kin/people (ie *u̯en-)’. Alternatively, the fcm

*u̯n̥- could be interpreted as ‘goods’ or ‘victory’ cf. Ved. van ‘to overpower, conquer’ (ie *u̯en-

on which, as a recent reference, cf. Weiss 2018), *u̯n̥-aĝ-t- ‘conveyer (ie *h1aĝ-) of goods (ie

*u̯en-)’ could formally match Ved. vaṇíj- ‘merchant’ (rv 1.112.11a+). Palaima 1995 proposes a

non-ie origin for the wanax’ functions.
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4 ἵλαος “benevolent… receive (δέξαι)”; cf. [εὔφρωνpred.–δέκομαι], P. 9.73, N. 5.38;

on the phraseology ‘to receive benevolently’ cf. chapter 1, section 3.

4 ἀθανάτων ἀνδρῶν τε “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 anddisplay twodifferent 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 ie languages,

cf.

(a) [mortal + immortal]: Pi. [θνατός + ἀθάνατος] displays derivatives of

ie *dhenh2- ‘to leave’ (liv2 144–145, cf. iew 249, contra Beekes edg s.v.

θάνατος) for both members of the collocation, cf. fr. 169.2 θνατῶν τε καὶ

ἀθανάτων (cf. Il. 12.242+) and can be compared to Ved. [mártya- + amŕ̥ta-]

cf. e.g. amŕ̥tam mártiyaṃ ca (rv 1.35.2b+), exhibiting an identical struc-

ture and different lexemes—Ved.mártya- and amŕ̥ta- are derivatives of ie

*mer- ‘to die’ (cf. liv2 439–440, iew 735). The variant [mortal (*mer-) +

immortal (*n̥-dhn̥h2-)], with different lexemes expressing the twomem-

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 *dhenh2-) + man (ie *h2ner-)], cf. P. 12.4 ἀθανάτων

ἀνδρῶν τε;

(b.2) [god + mortal (ie *mer-)],9 cf. P. 3.30 οὐ θεός οὐ βροτός, which can

be compared with Ved. devā́saś ca mártāsaś ca “gods and mortals”

(rv 6.15.8+), Av.daēuuāišcāmašịiāišcā “with/by daēvas andmortals”

(pl.instr., Y 29.4);

(b.3) [god + human], with different lexemes for ‘human’ (ἄνθρωπος

‘human’, ἀνήρ ‘man’),10 cf. P. 9.40 ἔν τε θεοῖς … κἀνθρώποις, fr. 194.6

9 A type [immortal + mortal man] and [immortal god + mortal man] is attested

in Il. 14.199 ἀθανάτους ἠδὲ θνητοὺς ἀνθρώπου, Od. 24.64 ἀθάνατοί τε θεοὶ θνητοί τ’ ἄνθρω-

ποι.

10 In further Pindaric passages [god] and [man] occur at close distance, but in a dif-

ferent syntactic relation (i.e. non-copulative), cf. O. 1.64–66, O. 11.10, P. 3.81, N. 6.1, N.

10.54.
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θεῶν καὶ κατ᾽ ἀνθρώπων ἀγυιάς, fr. 224 θεὸν ἄνδρα τε,11 which can be

compared with on goð öll ok gumar “all gods and humans” (Ls. 45.3,

55.6), allra guðanna okmanna “among all gods andmen” (Gylf. 21).12

4–5 σὺν εὐμενίᾳ || δέξαι “alongwith the goodwill (of all) receive”.13 Cf. [σὺν (εὐμε-

νὴς νόος)dat.–δέκομαι] in P. 8.19, fr. 52e.45 (Pae. 5.45 = D5 Rutherford); cf. also,

though more vaguely, O. 5.2–3 καρδίᾳ γελανεῖ || δέκευ.

5 δέξαι στεφάνωμα τόδ᾽(ε) “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

[δέκομαι–crownacc.] is well attested in connection with victory events since

[athletenom.–δέκομαι–crownacc.] equates [athlete–wins], cf. O. 6.27, P.

1.100, I. 3/4.11, I. 6.4 and P. 9.125, containing a substitution kenning for ‘crown’:

πτερά … νικᾶν “the wings of victory”. Here, however, ‘this crown’ is a metaphor

for the hymn.A closer look at the usages of στεφάνωμα in Pindar reveals that the

termmeans ‘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 ἐκ Πυθῶνος “(sc. coming) from Pytho”. According to Riaño Rufilanchas

(2001:68), this reference hints to the fact that the ode was performed in Acra-

gas. Pytho (Πυθών, Πυθῶνος), the other name of Delphi, is related to Πυθώ, 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

chapter 1, section 1). Aswe learn fromhh 3, the name Pythowas synchronically

connected to the verb πύθω ‘to rot’, cf. hh 3.373–374 Πύθιον ἀγκαλέουσιν ἐπώνυ-

μον, οὕνεκα κεῖθι || αὐτοῦ πῦσε πέλωρ μένος ὀξέος Ἠελίοιο.14

11 In principle, Pi. P. 4.13 παῖδες ὑπερθύμων τε φωτῶν καὶ θεῶν 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 goð öll ok gumar matches Hes. Th. 372–373 ἐπιχθονίοισι […] ἀθανάτοις τε θεοῖσι “to the

humans and the immortal gods”, since both on gumi- ‘man’ and Gk. ἐπιχθόνιος ‘terrestrial’

derive from the ie *dhĝhom-/*dhĝhem- ‘earth’, cf. also Il. 5.442 ἀθανάτων τε θεῶν χαμαὶ ἐρχο-

μένων τ’ ἀνθρώπων “of the immortal gods and men who walk on the earth”.

13 σὺν εὐμενίᾳ: εὐμενία, poetic form for εὐμένεια, is a substantivizing/individualizing feminine

based on a possessive compound εὐμενής ‘whose μένος (mental energy) is good’ (hh 22.7+,

on εὐ° see above, 3). The compoundmatches μένος ἠΰ “brave spirit” (Il. 17.456+); yet it per-

fectly overlaps Ved. sumánas- ‘benevolent’ (rv 1.36.2c+), YAv. hu.manah- ‘id.’ (Vr. 3.3+), cf.

Durante 1962:33. Ved. [bhadrá-–mánas-] “goodmental energy” (rv 2.26.2b+)may partially

match Ved. sumánas-, cf. Schmitt 1967:120.

14 Πυθῶνος: as pointed out by Toporov 1974 (cf. also Watkins 1995:460–463), it is likely that
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5 εὐδόξῳ Μίδᾳ “for Midas of good fame”. As already touched upon (chapter 1,

section 1), the lack of references to the winner’s genos suggests that he did not

belong to an illustrious family. Μίδας 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 vii 204, Athen. 617b) andwith the introduction of aulos-music at

sacrifices and funerals (Suid. s.v. ἔλεγος). It is probably for this reason that Clay

(1992:519) andMartin (2003:169, fn. 69) surmise, thoughwithout 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, ourMidas, whether Midas be his

real name or his stage name, would have borne a name of a certain mytholo-

gical and musical weight.

Gk. εὔδοξος displays a scm °δοξος, cf. Gk. δόξα ‘fame’, a linguistic cognate of

δέκομαι (cf. Chantraine delg, Frisk gew, Beekes edg s.v. δόξα, see also chapter

10, section 4). Since κλέος and δόξα are synonyms (Massetti 2019:116–117), εὔδο-

ξος semantically overlaps εὐκλεής ‘having good fame’ (also ‘making fame good’,

with factitive nuance, see below, 24). Gk. εὐκλεής is the inherited compound for

‘having good glory/fame’.15

6 αὐτόν τέ νιν “and him, himself”, cf. Slater 1969 s.v. νιν “combined with αὐτόν,

emphatic”. For the city receiving andwelcoming (δέκομαι) the winner cf.O. 4.9,

P. 8.19, N. 4.11, N. 5.38, N. 11.3. In P. 9.73 ἅ νιν εὔφρων δέξεται recalls ἵλαος … δέξαι

… νιν (cf. 4–5 and chapter 1, section 3).

Πυθώ reflects a derivative of ie *bheu̯dh- ‘bottom’ also seen in Gk. πυθμήν ‘bottom of a ves-

sel, the sea’, cf. Ved. budhná- ‘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. áhi- budhnyá- ‘the serpent of the depth’ (rv 7.34.16–17+) and on Niðhǫggr,

who is situated at the bottom of the tree Yggdrasil (cf. Dumézil 1959, Ström 1967, Ginevra

[forthc./b]). Significantly, the Ved. collocation [áhi-–budhnyá-] matches Gk. Πυθώ … ὄφιν

(Call. H 2.100–101).

15 εὐδόξῳ cf. εὐκλεής: εὐκλεής reflects *h1su-ƙléu̯es- and has a perfect match in Ved. susŕávas-

‘having good fame’ (rv 1.49.2c+); Av. *hu.srauuah- ‘id.’, cf. YAv. mns Haosrauuaŋhan-,

Haosrauuaŋhana-, and Haosrauuah- (with secondary ‘substantivizing’ vr̥ddhi, cf. Rau

2007); OIr. sochlu (on which cf. Thurneysen 1946:216); further partial matches are the ocs

mn Vescleves and YAv. [vaŋhu-–srauuah-], in which ‘good’ is expressed by means of ie

*u̯esu- ‘good’ (Schmitt 1967:82–87).
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6 Ἑλλάδα νικάσαντα τέχνᾳ “(him,) who beat Hellas in the art (which …)”. Gk.

νικάω and τέχνη also combine in Hes. Th. 496 νικηθεὶς τέχνῃσι βίηφί τε. For ‘Hel-

las’ as a designation for ‘Panhellenic competitors’ cf. P. 11.50, N. 10.25. Accord-

ing to Σ P. 12.12a Dr. (followed by Slater 1969 s.v. τέχνα, Köhnken 1971:143–144,

1976:263–265, Sotiriou 2001:124, Bernardini 20064:672; cf. also chapter 6, section

2) τέχνα refers here to the αὐλητικὴ τέχνη ‘art of playing the aulos’. This inter-

pretation is supported by the fact that τέχνα 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 Pöhlmann (2010–

2011:45) argue that the verse refers to the νόμος πολυκέφαλος. 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).

1.1 Excursus: στέφανος and στεφάνωμα in Pindar

Two Gk. terms for ‘crown’, στέφανος ‘crown, wreath’/‘garland’ and στεφάνωμα,

‘id.’ are derivatives of ie *(s)tegu̯h- ‘to crown’ (so Beekes edg s.v. στέφω). Spe-

cifically, στέφανος is a (a)no-derivative of the root, while στεφάνωμα reflects

a deverbal mn̥-formation to the denominative verb στεφανόω ‘to crown’. In

Pindar, στέφανος (43x) mostly denotes ‘crown’, ‘wreath’ as a physical object,

whereas στεφάνωμα (8x) designates the ‘crowning object’. Besides referring to

‘crown/wreath’ (cf. N. 5.54, I. 2.15, fr. 333a.7), στεφάνωμα is often used meta-

phorically (cf. P. 1.50, P. 9.4, I. 3/4.44, I. 3/4.61). Conversely, for στέφανος only

two instances out of 43 reflect a metaphorical usage of the term: in O. 8.32

στέφανος applies to a ‘circling wall’. Since Σ O. 5.1b Dr. identifies the expres-

sion στεφάνων ἄωτον ‘the crowns’ choicest flower’ as the ‘hymn’ in O. 5.1, it is

commonly assumed that στέφανος stands for ‘hymn’ in the passage. Inmy opin-

ion, however, the kenning [στέφανοςgen.pl.–ἄωτος] 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, στεφάνωμα is a metaphor for ‘song’ in

P. 12.5 (Gildersleeve 1885 ad P. 12.5, Bernardini 20064:672; differently, Kurke

1993:140, who supports a literalmeaning ‘crown’), cf. Σ P. 12.7 Dr. τὸ ἐκ τῆς Πυθῶ-

νος στεφάνωμα, τὸν ὕμνον; Σ P. 12.5 prae 8 Mo. τόδε τὸ στεφάνωμα τοῦ ἐνδόξου

μίδα τὸ ἐκ πυθῶνος, ἤτοι τὸν ὕμνον τόνδε τὸν ἐπὶ τῇ νίκῃ τῶν πυθίων γινόμενον αὐτῷ.

The term στεφάνωμα also designates the hymn in Eur. hf 355–356: ὑμνῆσαι στε-

φάνωμα μόχθων […] θέλω. This parallel supports the idea that στεφάνωμα is a

metaphor in our passage as well.
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The semantic distribution of the pair στέφανος ‘physical crown’ vs στεφά-

νωμα ‘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, στεφάνωμα seems to preserve the semantic de-instrumental

nuance of the denominative στεφανόω 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 στεφανηπλόκος ‘weaving a wreath/garland’

(with a fcm based on στέφανος) applies to Homer: τὸν δὲ Ὅμηρον στεφανηπλό-

κον, […] τὸν δὲ ὡς ἐξ αὐτῶν συμπλέξαντα τὸν Ἰλιάδος καὶ Ὀδυσσείας στέφανον. Not

only do the verbs ‘to sing’ and ‘to crown’ appear at close distance inPindaric 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. Nünlist 1998:215–223;

cf. alsoD’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.O. 1.100–103 ἐμὲ δὲ

στεφανῶσαι || κεῖνον ἱππίῳ νόμῳ || Αἰοληΐδι μολπᾷ || χρή (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 bothmaterialize 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. [δέκομαι–στέφανοςacc.] (see above), cf. [δέκομαι–song/hymnacc.], cf. O.

5.3, O. 6.98, O. 8.10, O. 13.29, P. 1.80, P. 5.22, I. 1.51, fr. 52f.129 (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 ἀμφιβάλλω ‘to put

around (: to crown)’ cf. O. 1.8–9 ὅθεν ὁ πολύφατος ὕμνος ἀμφιβάλλεται || σοφῶν

μητίεσσι (on πολύφατος cf. Hummel 1992; on ἀμφιβάλλω, cf. Slater 1969 s.v. “to

put τι around τινι, 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 [(δια)πλέκω–στέφανοςacc.], underlying

στεφανηπλοκέω ‘to plait wreaths’ (Sapph. 125 V+), cf. O. 2.74–75 ἀναπλέκοντι

… στεφάνους; N. 9.53 θεμιπλέκτοις … στεφάνοις; fr. 70c.7 (= Dith. 3.7) πλόκον

σ[τεφά]νων κισσίνων, and [(δια)πλέκω–songacc.], on which see below 8, [θρῆ-

νον] διαπλέξαισ᾽ Ἀθάνα.16 Significantly, in P. 12.5–8Midas’ 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 φερεστέφανοι Χάριτες | βάλωσιν ἀμφὶ τιμάν || ὕμνοισιν· ὕφαινέ νυν ἐν || ταῖς

πολυηράτοις τι καινόν “… whose songs are crowned with honour by the garland-bearing

Graces.Weave, then, in lovely (Athens) something new”. Here φερεστέφανος is reminiscent

of στεφαναφόρος ‘bringing wreaths/crowns’ (Ba. 19.51, fr. 2, fr. 20b.48) and the collocation

[crowningobjectacc.–φέρω], connectedwith theGraces inPi.N. 5.54φέρε στεφανώματα
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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 τέχνα through which Midas triumphed at Delphi works

as the starting point for the mythological digression of the ode, which is intro-

ducedby a relative clause (6–8). For a visual descriptionof 6–7 cf. Sulzer 1961:23,

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 amelody 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 andmanages 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

c 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 pollān kephalān 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 bymentioningAthena’s invention (7–8); Pindar

σὺν ξανθαῖς Χάρισσιν. Moreover, the Bacchylidean expression βάλωσιν άμφὶ τιμάν || ὕμνοισιν

(6–7) resembles ὕμνος ἀμφιβάλλεται || σοφῶν μητίεσσι (Pi. O. 1.8–9).
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thenmoves 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 13–15, 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 ἤτοι at 13 and

the use of copulative coordinating elements at 14–15 do not simply contrast

with the hypotactic constructions, bymeans 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 κρᾶτα

συλάσαις is located at the very centre of the poem, a positionwhich 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, πίναξ 5) a char-

acter, most likely identifiable as Polydectes, sits close to Perseus, who stands

on a βῆμα and holds the κίβισις. 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; limc s.v. Polydektes 2) and the kalyx krater fromCamarina, dated

ca. 480bce and attributed to the Mykonos Painter (Museo Civico, Castello

Ursino, Catania, cf. arv2 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 (ἐπεί, 18):

after Athena rescues Perseus, the goddess invents amelody 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 digressionmay be

summarized as follows:

17 Further artistic representations are: an Etruscan bronze statuette dated to the 1st half of

the 4th c. bce (Museum für Kunst und Gewerbe Hamburg, inv. nr. 1929.22); a Roman coin

from Argos (2nd–3rd c. bce, probably portraying a statue from the herōon 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

and Perseus beheads Medusa

c Athena finds the tune of many heads (7–8)

b Athena hears Euryale’s lament (9–10)

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

c Athena finds the tune of many heads d 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)

c 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’ (ἐφευρίσκω, εὑρίσκω) and ‘head(s)’ (κεφα-

λαί, κράς), 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, thenameof thenewly inventedmelody, and theorigin of this same

melody.

Themythological digression concludeswith Athena’s giftingmen the nomos

kephalān pollān, ‘glory-makingmemento 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 τάν ποτε “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. ποτε (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 Παλλάς ‘Pallas’, epithet of Athena (cf. ΠαλλὰςἈθηναίη, Il. 1.200+), here goddess

of musical invention.18 The Pindaric version of the myth is reprised by Non-

nus of Panopolis (cf. Massetti 2023), who, just like Pindar, connects the θρῆνος

πολυκάρηνος with the Gorgons’ lament. In the Dionysiaca, Athena is also said

to invent the ὁμοζυγέων τύπον αὐλῶν “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 νόμος πολυκέφαλος (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 νόμος κεφαλᾶν πολλᾶν. 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. 1132 f., 1133d–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. ii 381; on

Athena playing the aulos or associated with Marsyas cf. limc s.v. Athena 617–

623; on the sculptural group ‘Athena andMarsyas’ (Paus. 1.24.1, Pli.hn xxxiv 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 αὐλητικὴ τέχνη. Vernant (1995) proposes that

Pindar is focusing on a differentmoment of the story, which precedes the rejec-

18 Παλλάς: the form was synchronically connected to πάλλας ‘young’ (e.g. cf. Ael. Dion. π 8,

see also Beekes edg s.v. παλλάς) or to the verb πάλλω ‘to brandish’ (Pl.Crat. 406d–407a), cf.

ie *pelh1-/*plh̥1- ‘to brandish, wave’ (found inGk. πόλεμος, Ved. pr̥t́anā- ‘fight’, ‘enemy army’,

Lat. populus, Umbr. puplum). However, Πάλλᾱς (masc., a Titan, cf. hh 4.101+) may reflect

a labiovelar, as suggested by Myc. qa-ra2 /Kwallānt-s/ (py An 192.16+, cf. García Ramón

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 αὐλητικὴ τέχνη. As Spinedi (2018: xxvii) shows, not only does a fragment

of Corinna (668, in [Plut.]Mus. 1136b)mention that Athena taught Apollo how

to play the aulos,19 but we also know that the αὐλητικὴ τέχνη was important to

Boeotia and Boeotians: Boeotian families handed down the τέχνη 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. 15–16, 865–866 for the aulos as a typical ‘Boeotian accessory’).

Pindar was himself an aulos-player and teacher (Suid. s.v. Πίνδαρος, Cor. 695a,

Vita Ambr.): a pupil of Skopelinos of Thebes, he later taught Olympichos the

same art (Σ P. 3.137b 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 connectedwith lamentation and

death in both ie 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 Bríg, a figure associatedwith the figure of the Celtic goddess

Birgit, who is also identified with Lat. Minerua (so Olmsted 1994:163). Signific-

antly, the whistle reproduces Bríg’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 cannotbe invokedalone as anauthority for the existenceof a tradition about ‘Athena

discoverer of the aulos’ attested in Boeotia during theArchaic Age. Nevertheless, it reflects

the existence of a difference between theAthenian and the Boeotian traditions onAthena

and the aulos.



48 chapter 5

Cath Maige Tuired 125

Immesoí didiu Rúadán íer tabairt in gaí dó, & geogoin

555] Goibninn. Tíscais-side an gaí as & fochaird for Rúadán co lluid trít; &

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

cáines

557] a mac. Éghis ar tós, goilis fo deog. Conud and sin roclos gol &

égem

558] ar tós a n-Érinn. (Is sí didiu an Prích-sin roairich feit do caismeirt

a n-oidci.)

But after the spear had been given to him, Rúadán turned and wounded

Goibniu. He pulled out the spear and hurled it at Rúadán so that it

went through him; and he died in his father’s presence in the Fomorian

assembly.Bríg came and keened for her son. At first she shrieked, in the

end shewept. Then for the first timeweeping and shriekingwere heard

in Ireland. (Now she is the Bríg who invented a whistle for signalling at

night.)

transl. gray 1982

7 ἐφεῦρε ‘invented’. In other Pindaric passages, (ἐφ/ἐξ)εὑρίσκω20 applies to the

invention of a new type of composition/art/musical instrument (cf. Gentili

1971; Bernardini 20064:673 proposes the meaning “inventare ex novo”, also in

connection with P. 4.262), cf. O. 3.4 νεοσίγαλον εὑρόντι τρόπον, P. 1.60 ἐξεύρω-

μεν ὕμνον (cf. also Stes. 173.2), Pi. fr. 125 τόν ῥα Τέρπανδρός ποθ᾿ ὁ λέσβιος εὗρεν |

πρῶτος, fr. 122.14 τοιάνδε μελίφρονος ἀρχὰν | εὑρόμενον σκολίου.

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.

1.110, 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 εὑρησιεπής ‘word-finder’ (O. 9.80, cf. Ari-

stoph. Nub. 447), matching Ϝέπη … εὗρε (Alcm. 39.1, cf. Massetti 2019:56–59).

The compound partially matches other ie collocations and epithets, namely:

Ved. vacovíd- ‘word-finder’ (rv 1.91.11b+, vácas- : ἔπος, [*u̯eku̯-e/os-]), and the

iuncturae [vácas-acc.–ved] ‘find the word(s)’ (rv 8.19.12d), [vā́c-acc.–ved] ‘to find

the speech’ (rv 1.92.9), [dhī-́/manīṣā́-/arká-acc.–ved] ‘to find a poetic vision,

poetic thought/a chant’ (rv 3.57.1a+); oe word … fand ‘found the words’ (Beow.

870).

20 (ἐφ/ἐξ)εὑρίσκω: derivative of ie *u̯reh1- ‘to find’, cf. liv2 698, iew 1160.



linguistic commentary 49

7 θρασειᾶν ⟨Γοργόνων⟩ “of the fierce Gorgons”.21 Gk. θρασύς means both ‘bold’

and ‘fierce/savage’ (cf. Slater 1969 s.v.).22 Γοργόνων (cf. Σ P. 12.12abDr.) is omitted

by the mss. and was supplied by Triclinius. Lasso de la Vega 1986–1987:367–

368 proposes a possible integration παρθένων, 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. Γοργό-

νων: fr. 70a.5 (=Dith. 1.5) preserves πατερα Γοργον[, which could be gen.pl. or sg.

‘father of the Gorgon[s]’ (cf. Lavecchia 2000:103 contra van derWeiden 1991:40,

42, who argues in favour of πατέρα γοργόν, identified with Acrisius). An integ-

ration ⟨παρθένων⟩ would create a repetition with παρθενίοις (9).

According to Hesiod, the Gorgons are the daughters of Phorcys and Ceto

who live beyond the Ocean (i.e. in the extremeWest). Other sources, however,

propose alternative genealogies and/or differentmytho-geographical locations

(cf. chapter 9, 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. Suárez de la Torre 2016). Differently, fr. 70d.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) andSegal (1998:86) argue that theArchaic imageof the

Gorgons reflects an associationwith the dreadful sounds they uttered, invoking

[Hes.] Sc. 231–233 ἐπὶ δὲ χλωροῦ ἀδάμαντος || βαινουσέων ἰάχεσκε σάκος μεγάλῳ

ὀρυμαγδῷ || ὀξέα καὶ λιγέως. I must stress, however, that this passage refers to

thebattle clash rather than to the vocal sounds theGorgonsproduce.Anassoci-

ation between the Gorgon(s) and music/loud sounds could exist even without

21 Γοργόνων: the name Γοργόνες (first occurring in pl. in Hes.Th. 274+) has no clear etymology.

Itwas synchronically connected to the adj. γοργός ‘grim, fierce’ (of gaze,Aeschl. Sept. 537+).

Frisk gew s.v. γοργός, proposes OIr. garg(g) ‘raw, wild’ as a possible linguistic cognate of

the term, while Leumann 1950:154–155 explains γοργός as a back-formation to γοργῶπις

(Aeschl. Ag. 302), γοργώψ (Eur. El. 1257), γοργωπός ([Aeschl.] pv 356). For Szidat (2013)

Γοργώ is an adaptation of Car. γεργασ ‘stone’. Beside the fact that γεργασ probablymeans

‘white (stone)’ (cf. Bianconi 2022), it is unlikely that Car. γεργασ would have been bor-

rowed into Greek as γοργός. Segal (1998) connects Γοργώ to an allegedly ie root *garj- (sic)

‘to emit a loud sound’. But the existence of such a root is doubtful: Skr. garj ‘to roar’ (epic),

Oss. qærzyn ‘to groan’, ohg krāhhon ‘to make a sound’ and, possibly, Gk. forms in γοργ-

point to a commonancestor *gerĝ-, whichdisplays a root structure (*DeRD-) incompatible

with what we know about ie root shapes (cf. liv2 5). Moreover, all the alleged derivatives

of such a root may be explained as onomatopoetic parallel creations.

22 θρασειᾶν: u-adj. from ie *dhers- ‘to take courage’ (cf. liv2 147, iew 259; on other Caland-

derivatives, such as θάρσος, θρασι° see de Lamberterie 1990:846–866, Rau 2009:119).
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the etymological link between Γοργώ and the notion of ‘uttering a loud sound’

Segal (1998) proposes.The iconographyof theGorgons,whoare commonly rep-

resentedwith anopenmouth, resembles that used to represent roaring lions, cf.

Belson 1981, Vernant 1985, Hirschberger 2000, Gufler 2002, Cooper 2006, Díez

de Velasco 2007, Rodríguez 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 οὔλιον θρῆνον “deathly thrēnos”. The meaning of οὔλιος is debated. It may be

interpreted as a derivative of ie *h3elh1- ‘to perish’ (cf. liv2 298, iew 777) with

an active meaning, i.e. ‘destructive, deadly’ (cf. Slater 1969 s.v. οὔλιος, Köhnken

1971:136, cf. O. 9.76, O. 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 ie *u̯el(H)- ‘to turn’ (liv2 675, iew

1140–1142), adopting the explanation provided by McKenzie 1925 and Greppin

1976 for οὖλον κεκλήγοντες ‘uttering thick screams’ (Il. 15.756, 759). Moreover,

Gerber points out that in P. 12 οὔλιον θρῆνον parallels ἐρικλάγκταν γόον (21).

I disagree with Gerber’s interpretation, although I think that οὔλιον θρῆνον is

paralleled by ἐρικλάγκταν γόον. Indeed, Pi. οὔλιον θρῆνον and ἐρικλάγκταν γόον

might be interpreted as two renewed versions of the same Homeric colloc-

ation: ὀλοοῖο … γόοιο ‘dire lament’ (Il. 23.10). This Homeric parallel, however,

speaks against Gerber’s proposal (Gk. οὔλιος as ‘often-repeated’). Since ἐρικλάγ-

κταν means ‘high-screaming’, ‘loud’ (see below, 21), it belongs to the semantic

sphere of ‘acoustic volume’ rather than to that of ‘thickness’.

The term θρῆνος may also be translated as ‘dirge’, however I opt for thrēnos,

since the thrēnos-song came to be canonized as a poetic genre in antiquity (offi-

cially, in the Hellenistic Age). Here, the term is opposed to γόος ‘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 (2013:182, invoking Eur.

Hel. 177 andAristoph. Av. 222 as parallels) proposes that Athena’s thrēnos “takes

the form of an epinicianmelody”. In my view, this interpretationmight receive

‘internal’ support (see below, 24). The nomos is said to be a λαοσσόων μναστῆρ᾽
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ἀγώνων ‘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 (θρῆνον) διαπλέξαισ᾽ Ἀθάνα “Athena, braiding the (thrēnos)”. Just like in tradi-

tional hexametrical poetry, Pindar places the nom.sg. Παλλάς at the beginning

of the verse (cf. 7, Παλλάς)23 and the nom.sg. Ἀθάνα (= Ἀθήνη) 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]). Παλλάς and Ἀθάνα are separated by six words and create a

strong hyperbaton, which encases the finite verb ἐφεῦρε (7) and the ptc. διαπλέ-

ξαισ(α) (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 διαπλέκωmeans to ‘inter-

weave’24 in the light of hh 4.79–80, σάνδαλα… διέπλεκε “interwove [rectewove]

sandals” and N. 7.98–99 βίοτον … διαπλέκοις “[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. ἄυσεν, 11, “[he] shouted in

triumph”, as per Schadewaldt 1928:308, see below). As shownbyHeld 1998:380–

386 (cf. also Gentili 1984:8), διαπλέκω means ‘to weave, i.e. to fashion, produce’

(also metaphorically, cf. the collocations in which the verb combines with βίος

inHdt., Alcm., Pl. and elsewhere, paralleling N. 7.99, onwhich see Cannatà Fera

2020:477) and refers to the combination of two different laments (Euryale’s

and Sthenno’s ones). The use of διαπλέκω in the episode is probably echoed

by Nonnus, who, in introducing a short digression about the θρῆνος πολυκάρη-

νος (D. 40.224), states that “the Phrygian auletes braided/wove amale 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

thrēnos (‘musical dirge’, performed by a professional musician, here: Athena).

Such a representation could be interpreted as a poetic reflection of a real prac-

23 #Παλλὰς Ἀθηναίη always occurs at the beginning of the verse (cf. also [Παλλάς–epithet]

in hh 2.424). In Pindar, Παλλάς occurs at the verse-beginning here and in O. 13.66.

24 διαπλέκω: derivative of ie *pleƙ- ‘to braid’, cf. liv2 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 improvisedwailing”

(cf. alsoWeiss 2017:245). The first passages in which goos and thrēnos co-occur

are preserved inGk. traditional hexameter poetry. The two terms are associated

with distinct groups of performers: in Il. 24.717–776, Hector’s thrēnos 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 thrēnos 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. 800e.1–3, Hsch. κ 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 giōmor-gyd [Ge]at[isc]mēowle

[Bīowulfe brægd b]unden-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 [brægd–giōmor-gydacc.] with brægd ‘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. alsoWestphalen

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: οὔλιον θρῆνον

partially overlaps oe giōmor-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 rv 1.61 themeta-
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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 *tetƙ-, Ved. takṣ, Gk. τέκτων, cf. P. 3.113–114+) as

if it were a chariot, while women weave it (ie *[H]eu̯-, Ved. vā), cf. rv 1.61.4ab

stómaṃ sáṃhinomi , ráthaṃná táṣṭeva “I put together praise—like a carpenter

a chariot”, rv 1.61.8 íd u gnā́ś cid devápatnīḥ , […] arkám ahihátya ūvuḥ “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 κλέα

ἀνδρῶν in Greek traditional hexameter poetry. As Bozzone (2016) points out,

Helen’s story cloth in Il. 3.125–128 represents the battles of Trojans and Achae-

ans, i.e. the κλέα ἀνδρῶν 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. Il. 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 thrēnos’ and ‘construct (τεύχω, 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. 52i.66 (Pae.

8.66 = B2 Rutherford).

2.2 Weaving Songs in Pindar and Indo-European

In Pindar, (δια)πλέκω applies to the poetic composition, cf. O. 6.86–87 πλέκων

|| ποικίλον ὕμνον (onwhich cf. Giannini 2009, Adorjáni 2014:273); N. 4.94 ῥήματα

πλέκων; fr. 52c.12 (Pae. 3.12 = D3 Rutherford) ἀοιδαῖς ἐν εὐπλεκέσσι; fr. 246a μελιρ-

ρόθων … πλόκαμοι (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 [μῦθοςgen.pl.–ἐπίπλοκος]* ‘(adj.) twist-

ing, (subst.) weaver of words/stories’ in Od. 21.397. This collocation, preserved

as varia lectio, would have been substituted in the tradition by ἐπίκλοπος ‘thiev-

ing’. The collocation [μῦθοςgen.pl.–ἐπίπλοκος]* would perfectly correspond to

μυθοπλόκος ‘weaver of stories’ (Sapph. 188 V) and partially overlap ῥήματα πλέ-

κων (N. 4.94) as well as ἀοιδά … εὐπλεκής (fr. 52c.12 [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 (δια)πλέκω in connection with the poetic activ-

ity canbe compared to that of other verbs belonging to the same semantic field,

such as (ἐξ)ὑφαίνω ‘to weave’ and ῥάπτω ‘to sew’. In Pindar (ἐξ)υφαίνω combines

with μέλος ‘chant, song’ (N. 4.44–45) and ἄνδημα ‘hair-band’ (fr. 179), a meta-

phoric designation for ‘hymn’.25 Ὑφαίνω occurs in Bacchylides’ corpus with the

25 Cf. also Pi. P. 9.77–78 μίτραν… ποικίλλω. Gk. ποικίλλω 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 ῥαπτῶν ἐπέων (N.

2.2, cf. also Lyr. adesp. 995.1–2, Sapph. 195 V) partly corresponds to [ῥάπτω–

ἀοιδήacc.] (Hes. fr. 357.2), cf. the compound ῥαψῳδός ‘rhapsode’ (cf. Tarditi 1968,

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

synchronic etymologies of Gk. ῥαψῳδός). A reference to the act of spinningmay

underlie further Pindaric collocations, in which Gk. derivatives of ie *ten- ‘to

stretch’ (cf. liv2 626–627, iew 1065–1066) occur in connection with the cre-

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

s.v. συντανύω) in P. 1.81 πείρατα συντανύσαις “bringing the threads together” is

explained by the scholion ad loc. as a weaving metaphor, cf. Σ P. 1.157d Dr. εἰ τὰ

καίρια λέγεις τῶν πολλῶν τὰ πέρατα εἰς ἓν συντεμὼν καὶ συμπλέξας. A derivative

of the same root occurs in the iunctura σχοινοτένειος … ἀοιδά (fr. 70b.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) ie *sh2e(i)̯- ‘to tie, bind’ (cf. liv2 544, iew891–892)underlies sā́man- ‘song,

chant’ (*sh2o-men-, cf. rv 10.130.2d sā́māni cakrus tásarāṇiy ótave “they

made the sāman-chants the shuttles for weaving”), Hitt. išḫamāi- ‘song’

(*sh2em-ōi-), Gk. ὕμνος (*sh2omno-, as per Eichner 1979:205),26 and οἴμη

‘song’ (Osthoff 1901:158ff., cf. Nagy 2017a adO.08.074), which, in theOdys-

sey, has the meaning ‘song-path’ because it was synchronically crossed

with Gk. οἶμος ‘path’ (cf.Od. 8.480–481, 8.73–74, 22.348, cf. Becker 1937:68–

70, Durante 1976:176).

(ii) ie *u̯ebh- ‘to weave’ (liv2 658, iew 1114, cf. Gk. ὑφαίνω, Ved. vabh ‘to tie,

bind’) lies at the basis of OAv. vaf ‘to sing’, vafu- ‘utterance’. The use of

(ἐξ)ὑφαίνω (N. 4.44–45, fr. 179, cf. Ba. 5.10, 19.8–9, fr. 1.4) and ie *u̯ebh- ‘to

weave’ in connection with the poetic activity is further paralleled in Old

English and Old Irish, cf. Cyn. El. 1237 wordcræft wæf “I wove word-craft”;

OIr. Amr. Col. Ch. 52 fáig ferb fithir “the teacher wove words” (Campanile

1977:37–38, West 2007:37–38).

(iii) Just like in Pindar (cf. P. 1.81, fr. 70b.1 [=Dith. 2.1]), in Vedic poetry derivat-

ives of ie *ten- (Ved. [ví-]tan ‘to stretch’, tántu- ‘thread’) are too employed

to describe the poetic creative process (cf. West 2007:36–37).

Kaimio 1977:149, Jackson [Rova] 2002, Cannatà Fera 2020:489, referring toMaehler 1963:90

and Köhnken 1971:28, fn. 32.

26 Other etymologies for the ὕμνος have been put forth, cf. Vine 1999:575–576, who proposes

*su̯onH-mo- (cf. Lat. sonāre, ie *su̯enH- ‘to intone’, *su̯enh2- in liv2 611, iew 1046–1047).
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(iv) Further semantic comparanda can be identified in Germanic and Latin:

on mærð fjǫlsnoerða “a song consisting of many threads” (Ht. 68.4) is

vaguely reminiscent of εὐπλεκής … ἀοιδά (fr. 52c.12 [Pae. 3.12 = D3 Ruther-

ford]); the weaving-metaphor additionally underlies Lat. (con)texere car-

men (Cic. Cael. 18+, with ie *tek-s- cf. liv2 619–620, iew 1058, cf. Melchert

2018; see the phraseological dossier collected by Darmesteter 1878, who

nevertheless wrongly traces Lat. texere back to *tetƙ- ‘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 τὸν παρθενίοις ὑπό τ᾽ ἀπλάτοις ὀφίων κεφαλαῖς “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. Σ P. 12.15a Dr. ὅντινα τὸν θρῆνον ὑπὸ παρθενίοις Γοργόνων κεφαλαῖς καὶ

ὀφίων ἀπλησιάστοις κεφαλαῖς ἐπήκουσε.

From the phraseological standpoint, cf. ὀφιώδεος … Γοργόνος “of snaky Gor-

gon” (O. 13.63); for [παρθένιος27–head], cf. Pi. fr. 94b.10–12 ὑμνήσω στεφάνοισι

θάλλοισα παρθένιον κάρα. According to Nonnus too, the θρῆνος πολυκάρηνος is

inspired to the Gorgons’ lament and the snakes’ hissing, cf. D. 24.37–38 and

D. 40.229–233 (cf. chapter 6, sections 2–3). Steiner 2013:179 proposes to take

ὑπό + dat. as “attendant circumstances, including… (with reference to)musical

accompaniment”. Such a value, however, is attested only for ὑπό + gen. in Pin-

dar (cf. Slater 1969 s.v. ὑπό, gen. [c]). ‘Under’ might hint at the place fromwhich

the thrēnos is poured, uttered, i.e. themouth of the Gorgons.

The epithet ἄπλητος28 applies to theGorgons in [Hes.] Sc. 230 Γοργόνες ἄπλη-

τοι and toTyphon ‘of fifty heads’ in Pi. fr. 93.1–2 ἄπλατον…Τυφῶναπεντηκοντοκέ-

φαλον. The collocation ὀφίων κεφαλαῖς, displaying the inherited term for ‘snake’

ὄφις,29 and κεφαλή ‘head’ is also reminiscent of [Hes.] Sc. 161 ὀφίων κεφαλαί (of

the hydra).

27 παρθενίοις: cf. παρθένος, a term of opaque etymology for which Klingenschmitt 1974 pro-

poses *pr̥-steno- ‘whose breast are protruding’, cf. Delamarre 2008 contra Collinge 1970:77:

*pr̥-th2eno-.

28 ἀπλάτοις: cf. ἄπλατος reflecting *n̥-plh2-to-, derived from ie *pelh2- ‘to approach’, liv2 470–

477, iew 801–802.

29 ὀφίων, to ie *h1ogu̯hi-, cf. Katz 1998, Oettinger 2010a, 2010b.
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10 τὸν ἄιε λειβόμενον “she heard it being poured forth”. The subject of ἄιε is

Athena (Schlesinger 1968:277, Clay 1992:525, Bernardini 20064), not Perseus, as

suggested by Köhnken (1971:131, 1976:259) andWatkins (1995:40).

According to Gildersleeve (1885 ad P. 12.10), λειβόμενον is reminiscent of

[δάκρυα–λείβω] ‘to pour forth tears’ (Il. 13.88+). The collocation [to pour–

θρῆνοςacc.] is paralleled ex Pindaro and ex Graeco ipso, cf. I. 8.58 ἐπὶ θρῆνόν τε

πολύφαμον ἔχεαν (on the passage cf. Privitera 20014:238), hh 19.18 θρῆνον ἐπι-

προχέουσ᾽[α]; cf. also [to pour –lament(γόος)acc.] in Aeschl. Choe. 448 χέουσα

πολύδακρυν γόον. For [to pour–hymn/utteranceacc.], expressed by means

of Gk. λείβω (ie 2. *leiH̯-, cf. liv2 405–406, iew 664–665) or χέω (ie *ĝheu̯-, cf.

liv2 179, iew 447–448) and derivatives, cf. O. 7.7, P. 5.100, P. 10.56, Ba. 5.15, Ib.

S257a.27.3–4 ὕ[μνος …] … ἀπολείβεται “a hymn … is poured forth” (suppl. West

1984:29),30 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 (ie *ĝheu̯-[d]-)–

utteranceacc.] is expressed by means of the same verbal lexemes in Old

Indic and Latin, cf. [to pour(Ved. hav)–hymn/prayer/praise songacc.(Ved.

mánman-, manīṣā́-, gír-)], Lat. fundere preces (Verg. Aen. 5.233+). Possible

Hittite comparanda, namely instances of the collocation [šunna-/šuḫḫa-–

ūttaracc.] ‘to fill with words’, have been identified by Dardano 2018:47–64. The

analysis of the corpus of Archaic Greek poetry allows us to recover a well-

articulated systemof images, which centre on themetaphoric overlap between

‘poetry’/‘songs’/‘verbal utterances’ and liquid substances (Nünlist 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).31 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 inOld Indic (MBh. 12.279.1cd

amr̥tasyeva vácasās “of [your] speech like of amr̥ta” [‘drink of immortality’,

*n̥-mr̥to-, cf. Gk. ἀμβροσία]), while the poet is compared to an ‘inexhaustible’

30 For ie 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, Uría 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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(ákṣīyamāna-, reflecting *n̥-dhgu̯hi- cf. Gk. ἄφθιτος) ‘well-spring’ (Ved. útsa-

< *ud-so-, cf. Gk. ὕδωρ ‘water’) in rv 3.26.9, cf. Geldner 1951–1957.32

Elsewhere Pindar speaks of poetic streams, cf. N. 7.12 ῥοαῖσι Μοισᾶν, I. 7.19

ἐπέων ῥοαῖσιν (cf. Il. 1.249,Hes.Th. 39–40, 83–84, 96–97 [=hh25.4–5], hh 5.237).

In turn, thismetaphor finds a perfect parallel inOld Indic poetry,where ‘to flow,

stream’ is expressed bymeans of a variety of lexemes (Ved. arṣ, kṣar, [sáṃ-]sec,

sarj), including Ved. srav (ie *sreu̯-, liv2 588, iew 1003), a linguistic cognate

of Gk. ῥέω, ῥοή, and ῥυθμός ‘rhythm’ [*sru-dhmó-]. The same ie root *sreu̯-

underlies on straumr, which is featured in kennings for ‘poetry’, cf. hornstraum

Hrímnis ‘the horn-stromof Hrímnir’ (EVald Þórr 1iii), granstraumaGrímnis ‘lip-

streams of Grímnir’ (Eil Þdr 3iii), mína straumr glaumberg vinar Míms “my

streams of the joy-cliff of the friend of Mímr” (VSt Erf 1iii).

10 δυσπενθέϊ σὺν καμάτῳ “with grievous toil”. The expression refers to the Gor-

gons’ lament;33 ex Graeco ipso cf.Od. 5.493 δυσπονέος καμάτοιο “toilsome effort”,

although πόνος and πένθος are not etymologically related.

Köhnken (1971:129–136, 1976:258–259, contra Radt 1974:117, Clay 1992:525)

proposes a different punctuation of the verse: ἄϊε λειβόμενον δυσπενθέϊ σὺν

καμάτῳ ||Περσεύς, ὁπότε τρίτον ἄυσεν κασιγνητᾶν μέρος (cf. alsoKöhnken 1978:92,

accepted by Snell–Maehler 1980, but rejected by Snell–Maehler 1987). Accord-

ing to this interpretation, δυσπενθέϊ σὺν καμάτῳ refers to Perseus’ battle, not to

the Gorgons’ lament, as suggested by Σ P. 12.18 Dr. Contrarily to Köhnken, Radt

(1974:117) notes that πένθος always applies to the ‘grief for a dead’ (cf. N. 10.77, I.

7.37). But Köhnken (1976:259–260) provides Pindaric examples (fr. 52d.53 [Pae.

4.53 = D4 Rutherford], fr. 133.1) of πένθος meaning ‘pain’, ‘sorrow’ in a wider

sense, cf. δυσπενθής … δόλος (P. 11.18, on which see Finglass 2007:90). Against

the idea that κάματος applies to ‘human effort/toil’, being a synonym of πόνος

and μόχθος (Köhnken 1976:259–260) cf. Bernardini (20064:674, cf. also Riaño

Rufilanchas 2001: Span. dolor), who translates the term as It. pena in the light

of Simon. 20.8+. Akhunova 2020:7 argues that δυσπενθέϊ σὺν καμάτῳ 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 δυσπενθέϊ σὺν καμάτῳ:Gk. δυσπενθής is a possessive compoundwith fcmδυσ° (=Ved.dus°,

Av.duš°, reflecting the zero-gradeof the ie s-stem*déu̯es- ‘absence/lack’, cf. Schindler 1987,

Stüber 2002:29), and a scm to πένθος (s-stem from ie *ku̯endh-, according to liv2 390, iew

641, *bhendh- ‘to bind’ according to Beekes edg s.v. πάσχω). Gk. κάματος is a derivative of

*ƙemh2- ‘to become tired’ (cf. liv2 323–324, iew 557).
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I find these explanations unlikely. I follow Snell–Maehler 1987 in reject-

ing Köhnken’s punctuation. It is certainly true that δυσπενθέϊ σὺν καμάτῳ 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 hears

the sounds produced by the Gorgons, while they are mourning their sister.

11 Περσεὺς ὁπότε “when Perseus …”. On the disposition of single elements at

11–12, 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 20064:638–639, summarizing the previous hypotheses

(Farnell 1932, Dugas 1956, Pennington Bolton 1962:61–62, Barkhuizen 1976:10,

Köhnken 1971:177–178, and Kirkwood 1982).

11 ἄυσεν “shouted (in triumph?)”. The verse is object of intense debate (cf.

Sotiriou 2001). The form ἄϋσε(ν) (aor. of ἄυω ‘to shout’) is preserved in all mss.,

except Φ, which has ἄνυσεν. At the same time, Σ P. 12.19b Dr. preserves two

explanations: (1) ἄυσε = ἄϋσεν ‘he shouted’ (cf. Il. 20.48+), (2) ἄυσε = ἄνυσε ‘he

finished/killed’ (cf. Od. 24.71, ἐξανύω in Il. 11.365). Boeckh 1811–1821 proposes a

correction ἄνυσσεν metri causa (cf. ἀνύσσεσθαι, Od. 16.373 etc.), which Heyne

18244, von Schroeder 1922, Farnell 1932, Turyn 1948, Bowra 1964 and Köhnken

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 fromVulci, ca. 550bce, London, BritishMuseum [= limc s.v. Perseus

113]). Analogously, it is certainly possible to distinguish between vases in which

Perseus carries the headof sleepingMedusa in his κίβισις, as the eyes of Medusa

are closed (e.g. limc s.v. Perseus 161, a red-figure Attic kalpis, ca. 460bce, 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, São

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 ἄνυσεν over ἄυσεν in Pythian Twelve.

Wilamowitz (1922:146) is the first modern commentator to favour ἄϋσεν.

However, since ἄυω in Homer is often followed by direct speech, he proposes

that ἄγων stands for ἄγειν and connects it to ἄϋσε. Schadewaldt (1928:50, fn.

1), followed by Burton (1962:29), Schlesinger (1968:277), and Papadopoulou–

Pirenne-Delforge (2001), proposes that ἄυσεν 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), followedby Steiner (2013:185), reads ἄυσεν, ‘he shouted’, and argues

that Perseus shouts as he kills Medusa. Köhnken (1978:92–93, 1995:384–387)

reads ἄυσεν [ἄϋσεν] but proposes a meaning ‘to call for help’ (cf. also Sotiriou

2001:124 “beten”), which is attested inHomer (see below, 11). Pavese (1991:81–82)

proposes that this is the verb ἅυω/ἄυω ‘to dry’ (cf. Hdn. Od. 2.132 αὕω· ξηραίνω

“hauō: I (make) dry”) from ie *saus- ‘to dry’ (recte *h2seus- ‘to become dry’, cf.

liv2 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. α 8331 lc αὖον·

… νεκρόν “auon: … dead”. Bernardini (20064:675) reads ἄνυσεν, ‘terminated (:

killed)’, arguing that this verb does not create any syntactical or metrical dif-

ficulties, since 3 reflects – – ∪∪ – ∪∪ – x – ∪ – – – ∪ 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 ἄϋσεν ‘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 ἄυω ‘to shout/cry’ without a direct object in battle

scenes, cf. chapter 9, section 4.1).

11 τρίτον … κασιγνητᾶν μέρος “against the third part of the sisters”.34 Köhnken

(1978:92–93, 1995:384–387, contra Clay 1992), who interprets ἄϋσεν as ‘call for

help’, proposes a translation “when … Perseus had called upon [her: Athena]

for help for the third time”, interpreting τρίτον as an adverb (cf. Il. 11.462–463).

Beside the fact that one would expect (ἐς) τρίς as ‘for the third time’ (cf. P.

4.61+), ἄυω ‘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: Ἀθάναν, παρθένον vel sim.). The scholia

34 τρίτον … κασιγνητᾶν μέρος: τρίτος reflects a to-adj. *tri-to-, built on the word for ‘three’ (ie

*trei-̯es-); μέρος [*smer-o/es-] is an s-stem from ie *smer- ‘to get a share’ (cf. liv2 570, iew

970); κασίγνητος reflects *km̥ti-ĝn̥h1-to- ‘born together’ with scm from ie *ĝenh1- ‘to gener-

ate’ (cf. liv2 163–165, iew 373–375).
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identify Medusa as ‘the third part of [three] sisters/Gorgons’, cf. Σ 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 ἄυσεν ‘he dried out’ (Pavese) and ἄνυσεν ‘he killed’ (Bernardini), highlight

the parallel with P. 4.65 ὄγδοον … μέρος Ἀρκεσίλας “the eighth part (i.e. gener-

ation) of Arcesilas”. In this expression, structured as [numberord.adj.–μέρος],

the ordinal adjective designates ‘Xnr.ord. in a row’. Moreover, according to Segal

(1995:11), P. 12.11 is reminiscent of Hes.Th. 277–278 (ἣ μὲν ἔην θνητή, αἳ δ᾽ ἀθάνατοι

καὶ ἀγήρῳ || αἱ δύο· τῇ δὲ μιῇ παρελέξατο Κυανοχαίτης). Pi. τρίτον … μέρος 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 inmaking τρίτον… μέρος the direct object of ἄυσεν/ἄνυσεν ‘he dried

out/terminated (= he killed) the third part of the sisters (i.e. Medusa)’. Gentili

(2006: xxxvi–xxxvii), though ultimately supporting a reading ἄνυσεν ‘he killed’,

suggests an alternative solution: if ἄυσεν means ‘he shouted (in triumph)’, τρί-

τον … μέρος 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 αὔω would thus be

unparalleled.

I propose that the accusative designates the direction of the shout. There-

fore, I take [αὔω–third part of the sisters] as ‘to shout towards/against

somebody’. This construction is attested for verbs meaning ‘to shout/call’, like

βοάω, a synonym of αὔω, in P. 6.36 βόασε παῖδα ὅν “he shouted to his son” (Race

1997a; on this passage cf. Fraenkel 1952adAeschl. Ag. 48whohowever proposes

“he shouted:—My son!”), cf. also Eur.Med. 206–207 λιγυρὰ δ᾿ ἄχεα μογερά || βοᾷ

τὸν ἐν λέχει προδόταν κακόνυμφον “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 τρίτον κασιγνητᾶν μέρος as the direct object of the ptc. ἄγων “when

Perseus shouted [in triumph]bringing the thirdpart of the sisters and (bearing)

death to Seriphus”. In this case, ἄγωνwould be in apo koinou (cf. μοῖραν ἄγων, 12,

see below) like the ptc. φέρων in P. 10.46–48, cf. καὶ ποικίλον κάρα || δρακόντων

φόβαισιν ἤλυθε νασιώταις || λίθινον θάνατον φέρων (cf. also Eur. TrGF 124.5–6 Περ-

σεύς […] τὸ Γόργονος κάρα κομίζων). 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. At least someof the ancient commentators seem to be aware of
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this: Σ P. 12.21 Dr. specifies that ‘the third part of the Gorgons’ must beMedusa’s

head, cf. τὸ τρίτον μέρος τῶνΓοργόνων· ἐκ δὲ τούτουπάλιν τὴν τῆς Γοργόνος κεφαλήν.

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, butbringhim/her tomedoesnotmeanbringmehis headas

a spoil. Therefore, the interpretation ‘third part of the sisters = Medusa’s head’

seems forced to me.

12 εἰναλίᾳ Σερίφῳ “in maritime Seriphus”. Schroeder 1900 conjectures ἐννά-

λιος 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 εἰνάλιος (Od. 4.443+, cf. Chantraine 19482:99–100). This Homeric

compound is a derivative to a prepositional compound (Risch 19742:189,

Rousseau 2016:1–12) that can be recognized as the hypostasis of a collocation

εἰν ἀλί (Od. 1.162+, on hypostatic compounds cf. Pinault [forthc.]).

12 λαοῖσί τε μοῖραν ἄγων “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

μοῖρα echoes μέρος, 11.35 The co-occurrence of λαοῖσι and ἄγων, i.e. a derivative

of ie *h1aĝ-, parallels λαοσσόων … ἀγώνων (24). Ex Pindaro ipso λαοῖσί τε μοῖ-

ραν ἄγων can be compared to P. 10.47–48, cf. ἤλυθε νασιώταις || λίθινον θάνατον

φέρων. Specifically, θάνατον φέρων matches μοῖραν ἄγων, because θάνατος and

μοῖρα commonly pair in the Homeric binomial θάνατος καὶ μοῖρα ‘death and

the allotment of fate (= doom)’ (Il. 3.101+), cf. also the collocation [μοῖραacc.

θάνατοςgen.–ἔχω/κιγχάνω/λαμβάνω] in Calli. 1.15,Mimn. 6.2, Tyrt. 7.2+, Sol. 20.4+,

Theogn. 340+, Aeschl. Pers. 917, Ag. 1462, Eur.Med. 987+. Additionally, φέρω and

ἄγω share some common usages, cf. Nagy 2015, 2017b.

Pavese (1991:89) suggests that the verse contains a word-play between λαός

‘people’ (cf. λαοῖσι on the possible connection with Hitt. laḫḫ- cf. Gschnitzer

1977) and λᾶας ‘stone’ (on the etymology cf. Nikolaev 2010b), cf. Hes. fr. 234.3

and Pi.O. 9.46 (cf. also Epich. 122, Call. fr. 496, ΣO. 9.70d Dr. ἐκ δὲ λίθων ἐγένοντο

βροτοί, λαοὶ δὲ καλέονται).

35 μοῖρα reflects *smor-ie̯h2, a derivative of ie *smer- (see above, 11).
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13 ἤτοι “indeed” is an emphatic particle, equating ἦ τοι. According to

Denniston–Dover (1954:553–554), “τοι serves to bring home a truth of which

the certainty is expressed by ἦ”. In most Pindaric instances ἤτοι introduces a

sentence (inO. 12.13 it is preceded by a vocative), cf. Slater 1969 s.v. ἤτοι (a)–(b).

13 τό τε θεσπέσιον “monstrous/supernatural (progeny)”,36 note the alliterative

sequence ΗΤΟι ΤΟ ΤΕ ΘΕσ-. Gk. θεσπέσιος ‘proclaimed by the gods’ is similarly

structured as Gk. θέσφατος, applying to divine utterances in Pindar (P. 4.71, I.

8.31). A meaning ‘proclaimed by the god’, or even ‘divinely proclaimed’, is well

suited to the majority of the Pindaric instances of θεσπέσιος, since it applies

to spoken or chanted words, cf. N. 9.7 (ἀοιδά), I. 3/4.57 (ἐπέων), I. 6.44 (εὐχαῖς),

fr. 52g.1 [Pae. 7 = D7 Rutherford] (μαντευμάτων). 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 θεσπέσιος applies to Typhon’s heads in Hes. Th. 827–828, 855–856.

13 Φόρκοι᾽ ἀμαύρωσεν γένος “heweakenedPhorcus’ race”. ExGraeco ipso cf. Hes.

Op. 284 τοῦ δέ τ’ ἀμαυροτέρη γενεὴ μετόπισθε λέλειπται.

According to Hes. Th. 270–274, the Gorgons are Phorcus’ daughters; con-

versely, in Eur. Ion 989 (cf. Theon P. Oxy. 2536, as per Calvani 1973) Medusa is

the daughter of Earth (Γῆ). Pindar follows the genealogy found in Hesiod, cf.

also fr. 70a.15–17 (= Dith. 1.15–17). 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

ἀμαύρωσεν. Σ P. 12.23 Dr. glosses it as ἠφάνισε “made disappear (: killed)” and

identifiesΦόρκοι(ο) γένοςwith theGorgons (τὰς Γοργόνας, cf. alsoΣ P. 12.24bDr.).

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. Σ P. 12.24a, c, and d Dr. provide a different explanation and seem to con-

fuse theGorgons and theGraeae. Accordingly, Perseus decapitatesMedusa and

‘blinds’ (ἐτύφλωσεν) ‘the other two’, supposedly, the Graeae (?), who shared one

36 θεσπέσιος (adj.) reflects *dhh1s-sku̯e-tio̯-, cf. Beekes edg s.v. θεσπέσιος; on the term inHomer

cf. LfrE s.v. θεσπέσιος. Gk. θέσφατος ‘established by the gods’ reflects *dhh1s-bhh2-to-, with a

scm from ie *bheh2- ‘to clarify’, cf. liv2 69, iew 105–106 . On Φόρκος and its etymology cf.

chapter 9, section 1.3.



linguistic commentary 63

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, Σ P.

12.24e Dr. identifies γένος as ‘(Phorcus’) daughter’, i.e. Medusa (for this use cf. P.

3.41, in which γένος refers to Asclepius; Soph. Ant. 1117+).

Modern commentators are divided on the matter: for Pavese 1991:89, Segal

1995:11 and Bernardini 20064:676, 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 theGorgons; 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

ἤτοι ‘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 possessionmention that Perseusmeets 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 ἀμαυρόω is crucial for clarifying this textual detail. The

verb is a denominative, based on the adj. ἀμαυρός ‘weak, faint, obscure’ (of εἴδω-

λον, Od. 4.84+, νεκύς, Sapph. 55.4 V) and thus means ‘to make (smth./smbd.)

ἀμαυρός (obscure, weak)’. The family of Gk. words to which ἀμαυρός and ἀμαυ-

ρόω belong has been convincingly etymologized by Nikolaev 2014: ἀμαυρός

reflects *n̥-meh2u̯-r-o-,37 from the ie root *meh2- ‘great, large’ (cf., among oth-

ers, Gk. °μωρος ‘great, famous’, Gmc. *mēra- ‘famous’, ORuss. [Vladi]měr). A

meaning ‘toweaken’ 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 γένος in Pindar (cf. Slater 1969 s.v. γένος) ‘kin,

people, descendants’: by killing Medusa Perseus “weakened Phorcus’ progeny”,

but he did not completely extinguish it.

14 λυγρόν τ᾽ ἔρανον Πολυδέκτᾳ θῆκε “and he made the feast repentful (lit.

mournful) for Polydectes”.38 The term ἔρανος designates a banquet to which

37 ἀμαύρωσε: *n̥-meh2u̯-r-o- is a compound with a thematized adj. from an heteroklitikon

*meh2-u̯r̥-/-n- as scm, or *mh2u̯-ro-, a ro-adj. to a u-stem *moh2u-/meh2u- as scm (cf. the

type ἑχυρός ‘strong, secure’ explained by Nussbaum 1998 as *seĝhu-ro-).

38 λυγρόν: λυγρός is a derivative of ie *(s)leu̯g- ‘to swallow’ (liv2 567–568, iew 964, cf.

Kölligan 2005), and belongs etymologically with Lat. lūgēre ‘to mourn’ and tb lakle ‘pain’.
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every participant contributes with a share (cf. LfrE s.v. ἔρανος). For [to make

(τίθημι)–Xacc.–λυγρόςacc.pred.] cf. Eur. Med. 399 λυγροὺς θήσω γάμους.

According to [Apollod.] 2.36 (cf. Tzet. Σ 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 1921–19244: ii 233, fn. 3, propose

that this second banquet (i.e. the ἔρανος of P. 12) is the continuation of the first

one. As clarified byTheon’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 Σ P. 10.72a Dr.) and not, as suggested by Σ P. 12.25a Dr., to the

cena collaticia, at which Polydectes had requestedMedusa’s head from Perseus

(Bernardini 1971).

14–15 ματρός τ᾽ ἔμπεδον δουλοσύναν τό τ᾽ ἀναγκαῖον λέχος “[he made repentful]

the constant bondage of his mother, and her bed forced by necessity”.39 Gk.

λέχος is a metonymic designation for ‘sexual union’, cf. P. 3.99, P. 4.51, P. 11.24.

Polydectes had made Danae his concubine (ap iii 2.1, Hyg. Fab. 63.5). Hence,

their union is ἀναγκαῖον ‘forced by necessity’. The entire verse has a parallel in

fr. 70d.15 (= Dith. 4.15) [ ]φ̣ύτευε{ν} ματρί || [ ].αν λέχεά τ’ ἀνα[γ]κ̣αῖα δολ̣[“was

planting for the mother … and the forced bed”, which refers to Perseus’ and

Danae’s story.40

16 εὐπαράου κρᾶτα συλάσαις Μεδοίσας “when he took out the head of strong-

cheeked Medusa”.41 The adj. εὐπάραος (cf. εὐπάρᾳος, on which see Forssman

ἔρανον: as explained by Weiss 1998:46, ἔρανος can be traced back to ie *h1erh2- ‘to divide

(and distribute)’ in the sameway as δαΐς ‘banquet’ belongs together with δαίομαι ‘to divide

(and distribute)’.

39 ἔμπεδον δουλοσύναν τό τ᾽ ἀναγκαῖον λέχος: ἔμπεδος (ἐν, πέδον, from *pedo- ‘place, ground’)

means ‘(standing) on the ground, firm’, hence ‘constant’. The subst. δουλοσύνᾱ reflects

an abstract in -(ο)σύνη, i.e. a *tu̯onā-formation (Vine 1999:576–578) on δοῦλος, a word

of debated etymology (cf. Myc. do-e-ro /dohelos/, for which Neumann 1986 proposes the

meaning ‘the one taken from home’ [?], on which cf. Chantraine delg, Frisk gew, Beekes

edg s.v. δοῦλος). Gk. λέχος reflects an s-stem from ie *legh- ‘to lie down’ (cf. liv2 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 Σ Il. 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. 70d.15 (= Dith. 4.15), e.g. Snell–Maehler (in their 1987 Pindar’s edition,

ad fr. 70d.15) andHirschberger 2004:296.The claim thatDanae’s abuser in fr. 70d.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 κρᾶτα: on the etymology κράς and κάρα ‘head’ [*ƙerh2-s-n̥-], cf. Nussbaum 1986:195–218.
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1966:152–153) is one of the two Pindaric compounds with scm °παραος [on

which cf. Peters 1980:295–298], cf. χαλκοπάραος ‘bronze-cheeked’ (P. 1.44, N.

7.71). It might in principle be compared to καλλιπάρῃος ‘beautiful-cheeked’

(Il. 1.143+) because possessive compounds with a fcm εὐ° often overlap com-

pounds with a fcm καλλι° (Massetti 2019:47–56, e.g. εὐστεφάνου τ᾽ Ἀφροδίτης,

Od. 8.267+ : ⟨καλλιστε[φά]νο̄ Ἀφροδίτες̄⟩, ceg 454.3 (Nestor’s Cup)+ [Cassio

1994, Valerio 2017]). The parallel may be supported by Hes. Th. 270, in which

καλλιπάρῃος applies to the Graeae, cf. West 1966:244–245, who points out the

difference between Hesiod’s and Pherecydes’ traditions about the Graeae.

Bernardini 20064:677 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. iv 56.124, Ov. Met. 4.793, Serv. Aen. 6.289, Myth.

Vat. i 130–131, ii 112; on the genesis of the motif of the ‘beautiful’ Gorgon see

Zolotnikova 2016, 2019). According to Σ P. 12.24b Dr., Medusa was not beautiful

but believed to be good-looking; so, she challenged Athena, who punished the

maiden’s ὕβρις. Moreover, Σ P. 12.35a Dr. glosses καρπάλιμος as ἰσχυρός, support-

ing Bernardini’s (20064) claim. In favour of the proposed translation ‘strong-

cheeked’, Bernardini 20064:677 refers to the use of εὐώλενος in P. 9.17. In this

passage, the epithet applies to Cyrene who is fighting against a lion. Although I

concurwithGentili’s andBernardini’s (20064) translation ‘strong-cheeked’ in P.

12.16, I do not consider the use of εὐώλενος in P. 9.17 a convincing parallel. Noth-

ing prevents us from imagining that Cyrene appears beautifulwhile she is fight-

ing with a lion. Σ P. 9.31 Dr. glosses εὐώλενος as λευκόπηχυς ‘having white arms’,

probably influenced by λευκώλενος ‘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 εὐπάραος refers to the “idea of the strain required [viz. to theGorgons]

to produce a sound”. This explanation, however, does not take into account

that εὐπάραος applies to dead Medusa and not Euryale, who is said to utter the

lament (20–21).

Heyne 1824 proposes a reading συλάσαις (cf. συλάω), while the mss. preserve

συλήσαις (Β), ptc. to συλέω, defended by Forssman (1966:157–158), συλήσᾳς (G)

or συλήσας (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 Περ-

σεὺς κεφαλὴν ἀπεδειροτόμησεν. However, according to Slater (1969 s.v. συλάω),

the verb means ‘to take out’ (cf. Il. 4.105+). This interpretation is supported by

Theon’s commentary to the passage (P. Oxy. 2536, cf. Angeli Bernadini 1971):
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Pindar is thus focusing on the moment in which Perseus takes Medusa’s head

out of the κίβισις and shows it to the inhabitants of Seriphus.

17 υἱὸς Δανάας ‘Danae’s son’. Cf. [Hes.] Sc. 216 Δανάης τέκος, P. 10.45 Δανάας …

παῖς; Δαναΐδης in [Hes.] Sc. 229. For Danae in P. 12 as the ‘anti-Clytaemnaestra’

(P. 11), cf. Phillips 2016:241.42

17–18 τὸν ἀπὸ χρυσοῦ φαμὲν αὐτορύτου || ἔμμεναι “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. 4.607ff.,

Pli. hn iii 9.56, Tzet. Σ 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 ῥέω 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 αὐτο° ‘self ’: αὐτόρυτος, αὐτόματος

‘spontaneous, of one’s own accord’ (with *°mn̥-to-, P. 4.60, cf. also Il. 2.408+),

αὐτόφυτος ‘self-engendered’ (*°bhuh2-to-, P. 3.47, Trag. adesp. i 5+) and two com-

pounds with scm °ρυτος (°*[s]ru-to-): αὐτόρυτος ‘self-flowing’ and ἀμφίρυτος

‘flown around, i.e. surrounded by streams’ (I. 1.8, fr. 350). Αὐτόρυτος can be com-

pared to χρυσόρ(ρ)υτος ‘gold-streaming’ or ‘flowing as gold’, which applies to

Perseus’ birth in Soph. Ant. 950 andEur.TrGF 228a (cf. von Preller–Robert 1921–

19244: ii 230, fn. 4).

The ‘inclusive’ 1.pl. φαμέν contrasts with the 1.sg. αἰτέω. It is thus possible to

recognize here an opposition between the performers (‘I entreat’, αἰτέω) and

the Panhellenic public (φαμέν ‘we say’, i.e. ‘it is said’), who is familiar with the

myth of Perseus’ birth.

42 υἱὸς Δανάας: the term for ‘son’ reflects a secondary thematic stem to *suH-iu̯- (from ie

*seu̯H- ‘to give birth’, cf. liv2 538, iew 913–914, cf. also García Ramón [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 *deh2-/*dh2-, underlying several river

names (Danube, Tanais etc.), whereas Latacz 2001:150–165 (cf. alsoOreshko 2018) suggests

a possible borrowing fromEgyp.Danaja (name of a country in Egyp. inscr. 1390–1352bce).
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18–19 ἀλλ᾽ ἐπεὶ ἐκ τούτων φίλον ἄνδρα πόνων || ἐρρύσατο “but when she had res-

cued (her) beloved man from those troubles”, with ἐπεί meaning “when, after”

(paceKöhnken 1976:263, fn. 37). For ἐκ…πόνων ἐρρύσατο cf. Alc. 350.4 εὐρύσαο δ’

ἐκ πόνων; for ἄνδρα ἐρρύσατο cf. Od. 5.484 ἄνδρας ἔρυσθαι. The collocation φίλος

ἀνήρ is attested in hexam. (Il. 14.504+) and Pindar (P. 4.1, P. 5.123, P. 9.64, N. 7.62,

N. 8.42, I. 6.18).

19 παρθένος αὐλῶν τεῦχε πάμφωνον μέλος “the maiden built a melody with all

the voices of the pipes”. Παρθένος ‘virgin/maiden’ is a common designation of

Athena (cf. also O. 13.71), who, together with Hestia and Artemis, is one of the

three Olympian virgin goddesses (cf. hh 5.7–30).

Gk. τεύχω ‘to make’ is a derivative of the ie root *dheu̯gh- (“treffen” cf. liv2

148–149, iew 271, underlying both Gk. τεύχω and τυγχάνω), fromwhich, among

other terms, also OIr. dúan ‘poem’ [*dh(e)u̯ghnā-] is derived (Watkins 1976).

The verb τεύχω is constructed with a direct object meaning ‘song/hymn/voice’

in several passages of Gk. archaic poetry, cf. P. 1.4 (ἀμβολάς) and, ex Graeco

ipso, Od. 10.118 (βοή), Od. 24.198 (ἀοιδή), Aeschl. Sept. 835 (μέλος), Ion 1.5 (ἐλε-

γεῖον).Moreover, the compoundμελισσότευκτος ‘made/constructed by the bees’

refers to the poet’s song in fr. 152, while μελιτευχής ‘made of honey’ applies to

the spring from which songs flow in Ba. 29.14. The latter compound partially

matchesVed.madhudúgha- ‘milking out honey’ (rv 6.70.5b) andmadhudoghá-

‘id.’ (rv 7.101.1b) with scms °dúgha- and °doghá- reflecting °dhúgh-o- and

°*dhou̯gh-ó-, and fcm madhu° ‘honey’ (: Gk. μέθυ), semantically overlapping

Gk. μέλι ‘id.’ (as a recent reference, cf.Massetti 2019:3–4).Themetaphor ‘to fash-

ion a song/poem/celebration’ (ἔπος, κῶμος) 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. ἅρμα

[*Har-s(-)mn̥-], the ‘object, whose different parts are joined together’, cf. Steiner

1986:52–65, Massetti 2019:192–194). In particular, τέκτων ‘fashioner’, a nominal

derivative of ie *tetƙ- ‘to fashion’ (cf. liv2 638, iew 1058–1059, cf. [ἔποςacc.sg.–

παρατεκταίνομαι] inOd. 14.131, [τέκτων–παρθένιονgen.pl.] in P. Oxy. 2389, fr. 9.8–10

(maybe by Pindar, cf. Lobel 1957 and now Recchia 2017), [τέκτων–κῶμοςgen.pl.]

in Pi. N. 3.4) combines with *Har- ‘to join, arrange’ (ie 1.*h2er- in liv2 269–270,

iew 55–58) in P. 3.113–114. The verb ἐναρμόζω applies to the semantic field of

‘sung celebration’ in I. 1.16 (ἐναρμόξαι νιν ὑμνῷ “to arrange/fit him [: the winner]

a hymn”), O. 3.5 (φωνὰν ἐναρμόξαι πεδίλῳ), cf. also [ἀοιδήacc.sg.–(συν)ἀραρίσκω]

in hh 3.164 and [γᾶρυςacc.–ἀραρίσκω] in Simon. 595.3–4. Both collocations have

Old Indic and Iranian comparanda: takṣ occurs with an object [song/hymn],

which may be expressed through different lexemes, namely: bráhman- ‘prayer’

(rv 1.62.13b+), dhī-́ ‘poetic vision/poetic insight’ (rv 1.109.1d+),mánman- ‘poem’
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(rv 2.19.8ab), mántra- ‘poem’ (rv 7.7.6b+), stóma- ‘praise’ (rv 5.2.11b+), vácas-

‘poetic word’ (rv 6.32.1d+), cf. YAv. vacatašti- ‘strophe’ (Y 58.8+) and [taš–

mąϑra-] (Y 29.7b), on which cf. Schmitt 1967:14, 297–298, Darmesteter 1878.

OInd. [sám-r̥ ‘to arrange together’–laudandusacc.–dhī-́instr.] parallels the struc-

ture of ἐναρμόξαι νιν ὑμνῷ (I. 1.16), cf. rv 3.11.2cd hótāram … dhiyā́ … sám r̥ṇvati

“(the chanters) bring together with their poetic insight the Hotar [= Agni]”

(Jamison–Brereton 2014, modified by the author).

19 αὐλῶν … πάμφωνον μέλος. Note the ‘pun-like’ tautometric position of μέρος

(11) and μέλος (19).43 The term αὐλός designates both the aulos and wind-

instruments’ pipes, cf. αὐλοὶ πηκτίδος (ig iv.53, Aegina). The aulos consisted of

two bored pipes, which were played simultaneously. Thus, the genitive αὐλῶν

can be interpreted as a genitive of possession, cf. Gentili’s (20064) translation

“unamelodia… con tutte le voci dell’aulo”, withwhich I align, or as a genitive of

relationship, cf. Race 1997a “a melody with every sound for pipes”. In two other

Pindaric passages (O. 7.12, I. 5.27), πάμφωνος is connectedwith 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, πάμφωνος

applies to ‘hymenaeus’ in P. 3.17 and to the χέλυς in Men. Leuk. 6. Accord-

ing to Papadopoulou–Pirenne-Delforge 2001 (cf. also Barker 1984:57, Lasserre

1954:35) the pamphōnon 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. 480bce) and Pydna

(ca. 580bce), 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. Wysłucha–Hagel 2023:4). Given its vague semantic employment,

here the adjective πάμφωνος may simply refer to a μέλος that exploits the full

potential of the instrument.

43 αὐλῶν … πάμφωνον μέλος: Gk. μέλος derives from ie *mel(H)- ‘to be object of thought’

(Serangeli 2016). The etymology of μέλος 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

*meldh- from *mel(H)-dheh1- (Kölligan 2018:231–233), which has a reconstruction suppor-

ted by the parallel with Pi. P. 10.58–59 θησέμεν … μέλημα “we will make (him) object of

thought”. Furthermore, μέλπω and μολπήmay belong to a root displaying a p-enlargement,

also attested in OIr. °molor ‘I praise’ (Stokes 1901:190).
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20 ὄφρα τὸν Εὐρυάλας ἐκ καρπαλιμᾶν γενύων “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 ευρ(ρ)-/-ευ-/ερ-/ρυ- occur

five times within five consecutive verses (see below, 22).

The adj. καρπάλιμος, of unknownetymology (according toChantrainedelg,

Friskgew, Beekes edg s.v. καρπάλιμος), regularly applies to the swiftness of feet

in traditional hexameter poetry (Il. 16.342+, cf. LfrE s.v. καρπάλιμος) 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 λάβρος ‘furious’: δράκοντος … λαβροτατᾶν γενύων, cf.

also Eur. hf 253 λάβρον δράκοντος … γένυν.44

21 χριμφθέντα σὺν ἔντεσι μιμήσαιτ᾽ ἐρικλάγκταν γόον “(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 χριμφθέντα … γόον cf. Aeschl. Sept. 84 χρίμπτει βοάν. The verb χρίμπτω

(‘to near’ in Homer, cf. LfrE s.v. χρίμπτω) is here constructed with ἐκ + gen.

(cf. 20) and means ‘to force from’ (Slater 1969 s.v. χρίμπτω), cf. Hsch. χ 743 hc

χρί(μ)πτεσθαι· … ἐκβαλεῖν “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 μιμέομαι makes it unlikely that such an overlap exists (see below). As a

44 ἐκ καρπαλιμᾶν γενύων: significantly, both καρπάλιμος and λάβρος may be etymologized

as belonging to roots with a basic meaning ‘to take/seize’. As first proposed by Schrader

(1890:473) καρπάλιμος may be based on ie *(s)kerp- ‘to pluck’ (liv2 559, iew 944–945, cf.

Gk. καρπός ‘fruit’, Lat. carpō ‘I seize’; on the -αλιμος formation cf. Arbenz 1933:28–29), while

λάβροςmay reflect a ro-formation from ie *sleh2gu̯- ‘to seize’ (liv2 566, iew958, cf. Gk. λαμ-

βάνω ‘I take’), cf. the semantic shift seen in Lat. rapiō ‘to seize’, rapidus ‘rushing’. The word

for ‘jaw’ is inherited: Gk. γένυς reflects *ĝenu- (cf. Nikolaev 2010a:1–18).
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parallel for σὺν ἔντεσι instead of the ‘simple instrumental’ (ἔντεσι), Bernardini

(20064:679) proposes P. 4.39.

As stressed by Bernardini 20064:679 (contra Köhnken 1976:95, fn. 9), Athena

is the subject of μιμήσαιτ(ο). According to Burton 1962:26 μιμέομαι 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 μιμέομαι 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-choreographedmovement,45 cf. fr. 94b.13–15 σειρῆνα

δὲ κόμπον | αὐλίσκων ὑπὸ λωτίνων | μιμήσομ᾽ ἀοιδαῖς “I shall re-enact inmy songs,

to the accompaniment of lotus pipes, (that) siren’s clash”; fr. 107a Πελασγὸν

ἵππον ἢ κύνα || Ἀμυκλάιαν ἀγωνίῳ || ἐλελιζόμενος ποδὶ μιμέο καμπύλον μέλος διώ-

κων “re-enact the Pelasgian horse or a dog fromAmyclae as you shakewith your

foot in the contest anddrive forward the curved song” (on theκαμπύλον μέλος 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

ὕμνον ἀείδουσιν, θέλγουσι δὲ φῦλ’ ἀνθρώπων.

πάντων δ᾿ ἀνθρώπων φωνὰς καὶ κρεμβαλιστύν

μιμεῖσθ᾿ ἴσασιν· φαίη δέ κεν αὐτὸς ἕκαστος

φθέγγεσθ᾿· οὕτω σφιν καλὴ συνάρηρεν ἀοιδή

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 μίμησις is criticized by Pl. Leg. 669de.
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(the nomos kephalān pollān) 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 (κρεμβαλιστύν in hh 3.162,46 Euryale’s ἐρικλάγκταν γόον in P.

12.21).

(iii) the transition from ‘sound’/‘noise’ or ‘speech’ to ‘song/performance’ (καλή

… ἀοιδή, hh 3.164; οὔλιον θρῆνον, P. 12.8) happens through a process of con-

struction (συνάρηρεν, hh 3.164, on which cf. Nagy 2006, οὔλιον θρῆνον δια-

πλέξαισ[α], P. 12.8, τεῦχε πάμφωνον μέλος, P. 12.19), which involves a great

deal of skill (φαίη δέ κεν αὐτὸς ἕκαστος || φθέγγεσθ᾿[ὁ-], hh 3.164; τέχνᾳ, P.

12.6).

From a mere phraseological point of view, πάντων ἀνθρώπων φωνάς (hh 3.162)

matches πάμφωνος; μιμεῖσθ᾿ ἴσασιν (hh 3.163) matches μιμήσαιτ(ο) (P. 12.21) and

the use of συναραρίσκω in connection with ἀοιδή (hh 3.164) is comparable to

that of τεύχω in P. 12.19, since the metaphor ‘song’ : ‘fashioned object’ may

underlie both expressions (see above, 19). Finally, I would add, theDelianmaid-

ens perform a ὕμνος (hh 3.161), etymologically, ‘a woven composition’ (as per

Eichner 1979:205), while Athena ‘braids’ (διαπλέξαισ[α], P. 12.8) a thrēnos. 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 ἐρικλάγκταν γόον “(the) loud (lit. high-screaming) lament”. ExGraeco ipso cf.

Aeschl. Pers. 947 κλάγξω … γόον. As Steiner 2013:179 points out, κλαγγή 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) κλαγγή applies

to the snakes of Athena’s aegis. The compound ἐρικλάγκταν (hapax eiremenon)

is glossed as μεγαλοκλάγκταν by Theon (P. Oxy. 2536). It exhibits a scm °κλάγ-

κτας*, which has an active meaning (on -τας formations cf. Leukart 1994). Gar-

cía Ramón (2011a) identifies phraseological and onomastic parallels for the

Pindaric collocation, namely: hh 2.82 μέγαν γόον, the Myc. mn E-ri-ko-wo (py

An 656.2, Ep 212.2, Jn 845.7, 944, with a fcm E-ri° from ie *seri° ‘high’ [loc.], cf.

46 V.l. βαμβαλιαστύν ‘babble’ (as a recent reference cf.West 2003b). On κρεμβαλιστύς cf. Nagy

1990a:43, Peponi 2009, who shows that κρεμβαλιστύς “denotes the act of generating a

sound through percussion devices”, referring to Athen. 636c and a variety of iconographic

sources.
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Willi 1999), whichmay reflect /Erigowos/ and so partiallymatch both [μέγαadv.–

βοάω] (Il. 17.334) and the epithet Ἐριβόας (“whose cry is high”, Dionysus in

Pi. fr. 75.10). The entire Pindaric iunctura is also comparable to γόον ὀξυβόαν

(Aeschl. Ag. 57).

22 εὗρεν θεός· ἀλλά νιν εὑροῖσ᾽(α) “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: Παλλὰς

ἐφεῦρε (7) and εὗρεν θεός (22). On εὑρίσκω and the poetic invention see above, 7.

Uhlig 2019:109 argues that “the iterative patterns of the odemirror themimetic

tool at its center”. On the iteration of the verb with ptc. cf. Fehling 1969:146–148

(“Verkettung von Sätzen durch Partizip oder Nebensatz”). The quasi-allitter-

ative repetition of the sequence ευρ- and ερ- between 16 and 22 stands out, cf.

αὐτοΡΥτου (17), ΕΡΡΥσατο (19), ΕΥΡΥάλας (20), ΕΡικλάγταν (21) ΕΥΡΕν, ΕΥΡοῖσα

(22).

22 ἀνδράσι θνατοῖς ἔχειν “for mortal men to have”, cf. ἀνδράσι γε θνητοῖσι (Il.

10.403+) andO. 1.54,O. 13.31. The collocation [mortal–man] occurs in Homer

and elsewhere also as βροτὸς ἀνήρ (cf. Il. 5.604+), a variation of which is attested

in P. 5.3 βροτήσιος ἀνήρ.

23 ὠνύμασεν κεφαλᾶν πολλᾶν νόμον “and she called it the tune of many heads”.

Gk. ὀνομάζω47 means ‘to give a name’ in Pindar (Slater 1969 s.v. ὀνυμάζω), unlike

in Homer (cf. LfrE s.v. ὀνυμάζω also ‘to call [smbd.] by name’).

Gk. νόμος is “a specific, nameable melody, or a composition in its melodic

aspect, sung or played in a formal setting inwhich it was conventionally appro-

priate” (West 1992:216, cf. also Power 2010:215–224). In particular, the κεφαλᾶν

πολλᾶν νόμος invented by Athena is commonly identified as the νόμος πολυκέ-

φαλος. 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 νόμος πολυκέφαλος was cred-

ited to Crates or Olympus (cf. Pi. fr. 157), whowas 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 κεφαλᾶν

πολλᾶν νόμος: (1) thenomos imitated the soundemittedby thenumerous snakes’

47 ὠνύμασεν: denom. from *h1/h3n̥éh3-mn̥- cf. Pinault 1982, with υ-vocalism [ὄνυμα, ὀνυμάζω]

for Cowgill’s Law, cf. Vine 1999:557–558.

νόμον: thematic o-grade derivative from ie *nem- ‘to distribute’ (cf. liv2 453, iew 763).
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heads (so Σ P. 12.39a Dr., cf. Perrot 2012:357–360), (2) fifty choreutes accom-

panied the nomos (so Σ P. 12.39b Dr.), (3) the nomos included several prooimia

(so Σ P. 12.39c Dr.). On the basis of (3), Pöhlmann 2010–2011:44 suggests that

the νόμος πολυκέφαλος includedmany episodes, named prooimia by Σ P. 12.39b

Dr. As Bernardini (20064:680) 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 νόμος πολυκέφαλος, 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 εὐκλέα λαοσσόων μναστῆρ᾽ ἀγώνων “a glory-making memento of the con-

tests, which stir people”. As pointed out by Gentili 20064: xxxvii, fn. 3, to the

modern reader the entire Pindaric verse may recall the wording of Od. 22.210–

211, where λαοσσόος and μνηστήρ feature at a close distance, cf. ὀϊόμενος λαοσ-

σόον ἔμμεν’ Ἀθήνην. || μνηστῆρες δ’ ἑτέρωθεν ὁμόκλεον ἐν μεγάροισι. However, a

dependence between Pindar and the Homeric passage cannot be proved. The

co-occurrence of λαοσσόων and ἀγώνων creates a repetition with cognate terms

λαοῖσι and ἄγων, at 12 (see above). Greengard 1980:47 stresses that “ἀγώνων 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. εὐκλεής has a possess-

ive (‘whoseκλέος is good’) or a factitive value (‘makingκλέος good’). Σ P. 12.42Dr.

glosses εὐκλεής as ἔνδοξος ‘famous’; but this does not necessarily speak in favour

of a possessive meaning of εὐκλέα since ἔνδοξος recursively glosses εὐκλεής, cf.

Σ O. 6.124b Dr. (on O. 6.76 and the role of Χάρις as ‘glory-maker’ through poetry

cf. Adorjáni 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 *[εὐκλεής–ἀγών] underlying 24 (cf. I. 3/4.1 εὐδόξοις … ἀέθλοις, Ba.

9.21 εὐδόξων ἀγώνων). This reconstruction matches the emendations Ahlwardt

1820 and Thiersch 1820 propose to the verse: εὐκλέων λαοσσόον. In turn, Meusel

compares theGk. reconstructed iunctura toVed. [śrauvasá-—ājí-] (rv 7.98.4d),

which would constitute an almost perfect match to the Pindaric collocation.

While Gk. εὐκλεής may be transposed as [*h1su-ƙléu̯es-], Ved. śrauvasá- reflects

a thematic vr̥ddhi-derivative of śrávas-; Gk. ἀγών, Ved. ājí- are both derived to

ie *h1aĝ- ‘to lead/drive’ (cf. liv2 255–256, iew 4–5).
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The referent of the entire expression εὐκλέα … μναστῆρ᾽ ἀγώνων is identified

with the aulos by Clay 1992:523, with the αὐλητικὴ τέχνη by Köhnken 1976, and

with the νόμος πολυκέφαλος by Bernardini 20064:681. I concur with the latter

hypothesis (cf. chapter 10).

24 εὐκλέα: The metrical interpretation of 24 is debated because of this word.

The presence of εὐκλέα 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 20064. Schmid’s (1616) proposal to

change εὐκλέα in εὐκλεᾶ, in order to keep the responsionality, is followed by the

rest of modern editors (cf. Snell–Maehler 1987),whileMaas [in Bowra 1930:503]

defends the form εὐκλεᾶ, interpreting it as εὐκλέεα (comparing Ἀγασικλέει in

P. Oxy. 659.50, cf. also Schröder’s emendation εὐκλέεα with synizesis).

The acc.sg.masc. of compounds with scm ending in *eu̯-es- commonly ap-

pears as -έᾰ in Pindar, cf. ἀγακλέα I. 1.34, εὐκλέα 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], Ἡρακλέα O. 10.16, cf.

also νηλέα P. 1.95 (reflecting *nāleu̯es- ‘inescapable’ or *nēleu̯es- ‘pitiless’). In

two cases, the final syllable is long (-έᾱ), but these accusatives are always placed

at the end of the verse, cf. Ἰφικλέα# P. 9.88, ἀγακλέα# fr. 52d.12 (Pae. 4.12 = D4

Rutherford). The same treatment seems also to be analogically extended to the

acc.sg.masc. of εὐερκής, cf. εὐερκέᾱ# (fr. 52d.45 [Pae. 4.45 =D4Rutherford]). This

compound displays a scm °ερκής (cf. ἕρκος [*serƙ-e/os-]), which shows no trace

of u̯-loss and possible vowel contraction. The form εὐκλεᾶwould thus stand out

as unparalleled.

In Bowra 1930:182, Maas proposes that εὐκλεᾶ is based on an acc.sg. -κλέεα*

which contracts in -κλεᾶ, given the existence of the dat.sg. Ἀγασικλέει

(fr. 94b.38). However, this hypothesis is unlikely. The acc.sg.masc. of an s-stem,

regularly appears as -κλεα in Attic mns with scm °κλεής, but as -εεα, -εη or -η in

other dialects (Buck 1955:39–40, 90–91). Thus, one would need to assume that

εὐκλεᾶ is an artificial form with hyperdoric colour. For this reason, εὐκλέᾰ is

probably preferable here. Indeed, one may account for the outcome -έᾰ < -εεα

< *-eu̯-es-m̥ in differentways: (a) through analogy to forms attested inGk. hexa-

meter poetry, and (b) through analogy to s-stem adjectives. Explanation (a)

works for a form like νηλέα νόον (P. 1.95), which echoes νηλέα θυμόν (Il. 19.229).

Phraseological analysis reveals that νόος and θυμός share some collocations ex

Graeco ipso, cf. πυκινὸς νόος (Il. 15.461) and πυκινῷ … θυμῷ (P. 4.73), and ex Pin-

daro ipso, cf. νόον ἰαίνει (P. 2.89) and θυμὸν ἰαίνειν (O. 7.43).

For the acc.sg. εὐκλέᾰ, ἀγακλέᾰ both explanations (a) and (b) are possible:

(a) Homer attests two acc.sg.masc. -έᾰ of compounds with scm °κλέης,

namely: δυσκλέα ‘in disrepute’ and ἀκλέα ‘without glory’. Chantraine
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19482:7, 74 notes that the Homeric vulgate preserves δυσκλέα Ἄργος (Il.

2.115 = Il. 9.22), ἀκλέα ἐκ μεγάρων (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 °κλέα to °κλέε᾽. This view

is contested by Nussbaum (2018:298), who explains δυσκλέᾰ, ἀκλέᾰ and

νηλέᾰ as ‘Neo-Ionic’ forms resulting from hyphaeresis (namely: V1V1V2 >

V1V2: -εεᾰ > -εᾰ). At the same time, Nussbaum (2018:307) also points out

that Hom. δυσκλέᾰ and ἀκλέᾰ are not metrically guaranteed, since they

occur in hiatus and as a consequence the hyphaeresis is not guaranteed

either. Since εὐκλεής ‘having or making good glory’ and ἀγακλέης ‘hav-

ing great glory’ are antonyms of δυσκλέης and ἀκλέης, they may have an

underlying Homeric model.

(b) Onemight alternatively imagine that accusatives like εὐκλέᾰ and ἀγακλέᾰ

are analogical to the regular uncontracted acc.sg.masc. of compounds

with s-stems as scms, i.e. -έᾰ < *-eh-a < *-es-m̥, cf. e.g. μελαντειχέαO. 14.20

(μελαντειχής, τεῖχος), εὐτειχέα N. 7.46 (εὐτειχής, τεῖχος), εὐανθέα P. 2.62, Ι.

7.51 (εὐανθής, ἄνθος), λευκανθέα N. 9.23 (λευκανθής, ἄνθος), ἁλιερκέαO. 8.25,

I. 1.9 (ἁλιερκής, ἕρκος) 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 εὐκλέᾰ, i.e.

the accusative form of εὐκλεής. 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 arguedbyBowra (1930:182) andmentionedby

Gentili (20064:317), the versemay exhibit a metrical lengthening of -ᾰ followed

by λ- (λαοσσόων is the next word), like the one seen in Il. 6.64 #οὖτα κατὰ λαπά-

ρην, cf.West 1982:15–16; on thephenomenonof a short vowelwhich ismetrically

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

Maas 1913:307 [= 1914:19].

24 λαοσσόων μναστῆρ᾽ ἀγώνων The compound λαοσσόων is built with the same

lexicalmaterial as the collocation ἐπεσσεύοντο…λαοί (Il. 2.86+),48withmid.intr.

σεύομαι. Moreover, it partially matches Vedic collocations of the type [to set

in motion (Ved. cyav)–men (Ved. nár-, jána-)/people (Ved. kr̥ṣṭí-)], found in

48 λαοσσόων μναστῆρ᾽ ἀγώνων: λαοσσόων (Il. 13.128+) displays a scm based on ie *kie̯u̯- ‘to put

inmotion’, underlyingVed. cyav ‘to set inmotion’, Av. š(ii)auu- ‘to undertake’ (as perGarcía

Ramón 1993, 1994:71, cf. also Costa 1987, contra liv2 394–395 [cf. iew 539], reconstructing

*ku̯ie̯u̯- ‘to put oneself in motion’), cf. Gk. σεύω, σοέω* ‘to put in motion’, from which the

scms of δορυσσόος ‘brandishing the spear’ ([Hes.] Sc. 54+) and ἱπποσόας ‘inciting horses’

(P. 2.65+) are derived.
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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. μναστήρ is a nomen agentis based on the ie root *mneh2- ‘to think to’ (cf.

liv2 447, iew726–727), which underlies bothGk. μνάομαι ‘towoo’ and μιμνήσκω

‘to remember’. In principle, the term might count here as ‘inviter’ (cf. μνάομαι)

or ‘reminder’ (Race 1997a, cf. μιμνήσκω and Σ I. 2.1a Dr., hence my translation

‘memento’), pace Köhnken 1971:140, who proposes ‘proclaimer’ (“Künder”). Ex

Pindaro ipso cf. μνασιστέφανος ‘reminding crowns, inviting to the victory’ (Slater

1969 s.v. μνασιστέφανος), which probably refers to ἀγών in fr. 19 and matches

the collocation μναστὴρ στεφάνων “reminder of crowns”, “inviter to crowns(/vic-

tory)” (Pi. fr. 10).

3 Transition (25–27)

Themention of the ‘tune of many heads’ concludes themythological 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 κεφαλᾶν πολλᾶν

νόμος, Pindar quickly shifts the focus from the occasion on which the nomos

is executed (24) to the instrument onwhich 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 λεπτοῦ διανισόμενον χαλκοῦ θαμὰ καὶ δονάκων “(the tune) often passing

through thin bronze and reeds”. For λεπτοῦ … χαλκοῦ cf. λεπτότατος … χαλκός

“very thin bronze” (of a shield, Il. 20.275).

According toWysłucha (2019:231 fn. 61, cf. also Σ 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, χαλκέοψwas integrated by Snell–Maehler in fr. 52c.94 (Pae. 3.94

= D3 Rutherford χαλκ]έοπ᾽ αὐλῶν ὀμφάν) on the basis of this very passage and

the reference to the ‘bronze voice’ of the maidens of Delphi in fr. 52b.100 (Pae.

2.100 = D2 Rutherford χαλκέᾳ … αὐδᾷ) 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 theauloi fromPompeii),whichwere almost entirely coveredwith

a double layer of bronze foil;49 the tibiaheld by Euterpe on the Pompeian fresco

from the Inn of Sulpicii Monagine (Pompeii, inv. nr. 85182). Horace (Ars 202–

204, onwhich cf. Brink 1971:262–266) toomentions a wind-instrument covered

with brass or a metal-alloy (tibia … orichalco vincta, 202, cf. Wysłucha 2022)

as opposed to the simple, tender tibia (tenuis simplexque, 203, cf. Wysłucha

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 δονάκων stands out in opposition to the possible metrical

equivalent καλάμων, which, in Pindar, commonly applies to the aulos’ pipes

(cf. O. 10.84, N. 5.38, fr. 52i.36 [Pae. 8.66 = B2 Rutherford], fr. 70.3). As Luisi (in

Gentili–Luisi 1995:20–21) suggests, δόναξmayhint 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’ (ὑμνοποιός) in Eur. TrGF 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”,

whichwere controlled by the lips (by compression and expansion) so as to pro-

duce different sound effects (Wysłucha–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’ (ὁμοζυγέων

τύπον αὐλῶν); in D. 40.227, the Phrygian auloi onwhich the nomos polykephalos

is performed are called δίζυγες ‘having two yokes or a towfold yoke’. Nonnus’

terminology can be connected to that employed by Theophrastus (Hist. Pl.

4.11.1–9), who seems to apply ζεύγη to mouthpiece’s parts in a general sense

(in opposition to γλωττίς, denoting a single reed, cf.Wysłucha–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 PythianTwelve, wemay reconstruct that, by Nonnus’ time,

our passagewas 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 01, 2023).

http://www.icr.beniculturali.it/pagina.cfm?usz=5&uid=67&rid=50&rim=159
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A more remote option is that λεπτοῦ … χαλκοῦ 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 allowMidas to play

the aulos τρόπῳ σύριγγος ‘in the way of the syrinx’ after the reed of his aulos

had broken (Σ 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,50 syringeswere regularly employed by the auleteswho

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 amoving 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 kephalān pollān, 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. Avgerinoú in Terzḗs–

Hagel 2022): these instruments offer the oldest (known) attested examples of

syringes, whichwere activated by bronze rings. However, the ringswere pushed

away to uncover the speaker-hole. As a consequence they were not ‘traversed

by the sound’ (διανισόμενον).

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 abronzeφορβειά, i.e. a bandput round the lips of pipers to assist them

50 The provided date is connectedwith information concerning of Telephanes of Megara, cf.

αὐτίκαΤηλεφάνης ὁΜεγαρικὸς οὕτως ἐπολέμησεν ταῖς σύριγξιν ὥστε τοὺς αὐλοποιοὺς οὐδ᾿ ἐπι-

θεῖναι πώποτε εἴασεν ἐπὶ τοὺς αὐλούς, ἀλλὰ καὶ τοῦ Πυθικοῦ ἀγῶνος μάλιστα διὰ ταῦτ᾿ἀπέστη

(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. ε 5411 lc ἐπίχαλκον στόμα· τὸ

τῶν αὐλητῶν, διὰ τὴν φορβειάν, 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 διανισόμενον, glossed as διαπορευόμενον by Σ P. 12.44b Dr., is an

acc.masc.pr.ptc.mid. of the δια-prefixed verb νίσομαι ‘to come’ (cf.O. 3.10,O. 3.34,

N. 5.37), which reflects a reduplicated pr. *ni-n̥s-e/o- from the ie root *nes- ‘to

go home’ (see above, 3 ναίεις). In all Pindaric instances, νίσομαι exhibits a long ῑ

from 1cl *-ins- > *-īs- (cf. all dialects, except Thessalic and Lesbian). Therefore,

there is no reason to read διανισσόμενον with V (Sandys 1937). For διανισόμενον

… θαμά cf. N. 5.37 θαμὰ νίσεται “often comes”. In both P. 12.25 and N. 5.37 the

use of the adverb θαμά 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 θαμά is preserved by the majority of the mss. and by Theon’s

hypomnema as a varia lectio besides θ᾽ἅμα ‘(passes through thin bronze)

together with (the reeds)’ (adopted by Gentili 20064).

26 τοὶ παρὰ καλλίχορον ναίοισι πόλιν Χαρίτων “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) αἵτε ναίετε καλλίπωλον ἕδραν vaguely recalls

P. 12.26 and P. 12.1–2 (see above, ἕδρα and ἕδος both derive from ie *sed-).

The compound καλλίχορος, matching a collocation [καλός–χόρος] (Od. 12.318+,

cf. esp. ηη 27.15 Χαρίτων καλὸν χορὸν ἀρτυνέουσα), first occurs in hexam. (Od.

11.581+).

As Σ P. 12.44a, 45ab Dr. suggest (οἰκοῦσι … φύονται), this is the verb ναίω ‘to

inhabit’ (see above, 3), not νάω ‘to flow’, preserved byTheon (P. Oxy. 2536: νάοισι,

judged as ‘improper’ [ἄκυρον] by Theon himself, cf. Maehler 1968, Treu 1974).

The Charites are daughters of Zeus and Eurynome (Hes. Th. 907, [Apollod.]

1.13, 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, Σ 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 2010–2011, Nieto

Hernández 2017.

27 Καφισίδος ἐν τεμένει, “in the precinct of Caphisis”. Καφισίς is first attested in

hexam. (Il. 5.709+) in connection with a lake (λίμνη). Here the name is identi-

fiedwith that of the riverCephisus’ nymph.The riverCephisus is a sonof Ocean

and Tethys (Hyg. Fab. 6). Gk. τέμενος denotes a sacred space, which is ima-

gined as ‘cut-out for a god’ (on Gk. τέμενος, Lat. templum and common poetic

usages cf. García Ramón 2008). The collocation [τέμενος–godgen./godadj.] is

often attested in the Pindaric corpus as a variation or substitution kenning for

a pn, cf. Ποσειδάωνος … τέμενος (P. 4.204) Ποσειδάνιον … τέμενος (: the Isthmus,

N. 6.41), Κρονίου πὰρ τεμένει (: Olympia, N. 6.61), τέμενος Ἄρεος (: Syracuse, P.

2.2), πῖον τέμενος Κρονίδα (: Libya, P. 4.56).51

27 πιστοὶ χορευτᾶν μάρτυρες “faithful witnesses of dancers”. For πιστοί … μάρτυ-

ρες cf. P. 1.88. In fr. 70 Pindar states that the streams of the Boeotic river Melas

nourish the “most musical reed” (τὸν ἀοιδότατον … κάλαμον, 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 andMelas, was renowned for the production of aulos reeds (cf.

Roesch 1989). As Bernardini (20064:682) points out, Corinna (692.2) describes

the Cephisus as εὔδενδρος ‘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 immediateproximity of this image to thementionof the choreuts (theonly

occurrence of the word χορευτάς 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 Gnōmai (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 Ἀργεῖον … τέμενος (Pi. N. 10.19) with the structure [τέμενος–cityadj.]. Differently,

Τυνδ]αριδᾶν… || τεμέ]νει (supp. Lobel) in fr. 52s.2 (Pae. 18.2 = S7 Rutherford)may refer to an

actual τέμενος 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 gnōmai warning about the variability of fate, such

as O. 7.94–95 (cf. O. 5.23–24, P. 7.20–22, I. 3/4.17–18).

The final section of our ode includes a series of three gnōmai, 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

gnōmai themovement 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 gnōmē at 30, and expanded by a relative

sentence at 31–32. The entire section is characterized by the use of a ‘chain’ of

enjambments (ἄνευ καμάτου || οὐ φαίνεται, 28–29; τελευτάσει … || δαίμων, 29–30;

χρόνος || οὖτος, 30–31; on the enjambment in Pindar cf. Giannini 2008). The first

gnōmē 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 ἄνευ καμάτου ‘without toil/effort’ (28) and the

main verb οὐ φαίνεται (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 gnōmē is debated. It begins at 29, but it

is somehow suspended, being interrupted by the third gnōmē, which is for-

mulated in parenthetic form at 30. The way we understand 29–32 is condi-

tioned by the interpretation of ἤτοι at 29. Whether the particle is emphatic

(‘truly’) or constructed with σάμερον (29) and taken as disjunctive (‘either

today’), it is apparent that we lack something: continuation, if ἤτοι is emphatic;

a second term for the correlation, if we concur with the disjunctive hypo-

thesis. The gnōmē stops in anacoluthon and is continued by an adversative

coordinating sentence (ἀλλ᾽ ἔσται χρόνος) after theparenthetic clause. By break-

ing the main gnōmē, 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—like a listener—for the first time”. In this case,

one may argue, the parenthetic interruption, which coincidentally occupies a

paroemiac sequence (∪∪–∪∪– – – x), resembles a gnomic comment expressed

by a tragic chorus.

The continuation of the previous gnōmē at 30 startswith an adversative con-

junction ἀλλά. Although ἀλλά follows a negative clause like elsewhere in Pindar

(Slater 1969 s.v. ἀλλά [1]), it is possible that here it introduces a different atti-

tude. After all, ἀλλά, etymologically belonging together with ἄλλος [*h2el-io̯-],

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 εἰ δέ τις ὄλβος ἐν ἀνθρώποισιν, ἄνευ καμάτου || οὐ φαίνεται “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 σφραγίς’ (P. Oxy. 2536 τοῦ[τ]ο

δὲ ὥσπ(ερ) ἐπισφραγίζων [π]οεῖ, cf. Anderson 2023). The sententia of 29–30,

introduced as “a sort of cosmic law” (Welles 1966:92, RiañoRufilanchas 2001:81–

82 who cites the conception underlying Il. 24.527–533 as a parallel), can be

compared to other Pindaric gnōmai concerning the link between ‘happiness’

(ὄλβος) and ‘toil/effort’ (κάματος/πόνος, cf. Welles 1966:93, Köhnken 1976:259–

260), cf. P. 1.46, N. 6.44–45, I. 6.10–12. The term ὄλβος, of debated etymo-

logy (cf. Chantraine delg, Frisk gew, Beekes edg s.v. ὄλβος; see also Janda

2005:275–278), denotes happiness and (material) prosperity (cf. Slater 1969 s.v.

ὄλβος, cf. also Konstas 2003, Coin-Longeray 2014). Ancient interpreters explain

the gnōmē as hinting at Midas’ extraordinary victory (cf. chapter 1, section

2). According to these commentaries, Midas had won the competition even

though his reed (Σ P. 12 inscr. Dr.) or pipe (Σ P. 12.52, 54 Dr.) broke, but he

had carried on his execution μόνοις τοῖς καλάμοις τρόπῳ σύριγγος “only with

the pipes, in the way of the syrinx” (Σ 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 20064 trust the scholiast.

According toWelles 1966:93 and Köhnken 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 ἐκ δὲ τελευτάσει νιν ἤτοι σάμερον || δαίμων “whether a god will bring it

to fulfilment today”. Denniston–Dover (1954:554) propose ‘verily today’ as a

possible translation for ἤτοι σάμερον. For Christ (1896) ἤτοι expresses hesita-

tion (“will it be today?”). As an alternative interpretation, followed by Slater

1969 s.v. ἤτοι 2.a, Denniston–Dover (1954:554) suggest that ἤτοι stands here

in anacoluthon ‘either’. According to Bernardini 20064:683 ἤτοι = ἤ τοι can

introduce an alternative whose second part is implicit. Σ P. 12.51–52 Dr. pro-

pose that a temporal complement ‘today’ should be followed by an omit-

ted/implicit ἢ ἄυριον “or tomorrow” or ἢ ὕστερον “or later”. While Schroeder

1922 joins ἤτοι and ἀλλά 30, Riaño Rufilanchas 2001:83–85 unites ἤτοι with

Χρόνος (personified): “this will accomplish today a god or … Time”, neglect-
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ing the presence of ἀλλά. A correlation ἤτοι … ἀλλά 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. νιν is interpreted by Σ P. 12.51–52 Dr. as referring to ὄλβος,

while ἐκτελευτάω is understood as ‘to fulfil’ (ἐπὶ τέλος ἄξει “will bring to comple-

tion”, so Σ P. 12.51 Dr.), i.e. as a synonym of ἐκτελέω (Il. 9.493+). This interpret-

ation is accepted by Boeckh 1811–1821, Cerrato 1934, Köhnken 1971, with whom

I concur (pace von Mezger 1880 and Gildersleeve 1885, for whom νιν refers to

κάματος).

In Pindar’s victory odes, derivatives of the Gk. root τελ-, that is, synchronic-

ally and etymologically connectedwith the term τέλος ‘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 (τελέθω),Ο. 13.115 (τέλειος, as noted by Rutherford 2013:45),O. 3.41

(τελετά), O. 5.22, I. 7.48 (τελευτά), P. 5.117, I. 1.68 (τελέω), P. 9.118, N. 8.45 (τέλος).

Pfeijffer 1991 argues for an ‘ambiguous’ meaning of ἐκτελευτᾶν, i.e. as both ‘to

end’ (the god can end the human happiness) and ‘to fulfil’ (the god can favour

the human being). Riaño Rufilanchas 2001:87 suggests an unstated substantive

θέμις in the light of hh 4.531. Gk. δαίμων (on the synchronic connection with

δαήμων ‘wise’ cf. Pl.Crat. 398b) denotes the divinitywithout a specific reference

to a god nor anymonotheistic nuance (cf. François 1957:69ff., Burton 1962:188).

The term is etymologically related to δαίομαι ‘to divide’ andmay be traced back

to ie *deh2-i-̯ ‘to cut, divide’ (cf. liv2 103–104, iew 175–176). Such an etymolo-

gical connection was also perceived at the synchronic level, cf. Hsch. δ 73 lc

δαίμονες … ἢ ὅτι πάντα μερίζουσιν, ἀπὸ τοῦ δάσασθαι (cf. also Et. Gud. δ 328.23).

The fact that δαίμωνwas perceived as the ‘distributor’ at a certain level of Greek

synchrony does not imply that Pindar too preserves this etymology, although

themention of δαίμων is immediately followed by a reference to the ‘allotment

of fate’ (see below). On the passage cf. Boeke 2007:35. On specific usages of δαί-

μων in some Pindaric passages cf. Molyneux 1972 (O. 9), Taillardat 1986 (P. 8),

Lavecchia 1999 (fr. 282).

30 τὸ δὲ μόρσιμον οὐ παρφυκτόν “the allotment of fate cannot be escaped”. Gk.

μόρσιμον (τὸ μοιρίδιον Theon P. Oxy. 2536) is ‘allotment of fate’/‘share [of des-

tiny]’ (from ie *smer- ‘to get a share’, cf. μέρος, 11). On ‘fate’ in this and other

Pindaric gnōmai cf. Boeke 2007:32–37. The variant γε, found in Theon’s hypo-

mnema, is preferred by Pavese 1990:92, Riaño Rufilanchas 2001:87 and Bern-

ardini 20064:683. As Turner 1968 tab. iii points out, Theon already read οὔ

πα φυκτόν (found in V and preferred by Pavese 1990:72), while παραφεύγω is

preserved in Theon’s paraphrasis (Pardini 1997). However, the majority of the
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manuscripts preserve οὐ παρφυκτόν (allegedly, hapax eiremenon). I read παρ-

φυκτόν and propose a parallel ex Graeco ipso: Il. 6.488 μοῖραν δ’ οὔ τινά φημι

πεφυγμένον ἔμμεναι ἀνδρῶν.

30–31 ἀλλ᾽ ἔσται χρόνος || οὗτος, ὃ καί τιν᾽ ἀελπτίᾳ βαλών “else it will be Time

such as that, striking someone with surprise …”. As emphasized by Riaño Rufi-

lanchas (2001), the wording of the passage is similar to that of Il. 4.160–161, 164

εἴ περ γάρ τε καὶ αὐτίκ᾽ Ὀλύμπιος οὐκ ἐτέλεσσεν, || ἔκ τε καὶ ὀψὲ τελεῖ […] ἔσσεται

ἦμαρ ὅτ(ε), Diag. 2 κατὰ δαίμονα καὶ τύχαν || τὰ πάντα βροτοῖσι ἐκτελεῖται, and to

that of other sententiae in which time plays a role in fulfilling human destiny

(cf. Aeschl. Pers. 740). Furthermore, Riaño Rufilanchas proposes that (i) ἤτοι

creates an opposition between δαίμων and χρόνος, (ii) χρόνος is personified in

P. 12, like elsewhere in Pindar, cf. O. 2.17, O. 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,

Riaño Rufilanchas’ proposal of a disjunction δαίμων … ἤτοι … χρόνος* (“a god

or Time [will fulfill …]”) may be weakened by the fact that χρόνος/Χρόνος is

introduced by ἀλλά, which does not usually correlate with ἤτοι. This difficulty

might be overcomeby taking ἀλλάas ‘otherwise, else’, i.e. as “simply introducing

a newattitude” (Slater 1969 s.v. ἀλλά 2.c). For ἀελπτίᾳ cf. Archil. 105.3 ἐξ ἀελπτίης.

The reading τιν᾽(α) is preferable over τίν ‘you’ (Christ 1896, cf. also Gildersleeve

1885), since it suits the general tone of the gnōmē, cf. P. 8.76–78 (as proposed

byWelles 1966:95).

32 ἔμπαλιν γνώμας τὸ μὲν δώσει, τὸ δ᾽ οὔπω “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 τὰ καὶ τά (P. 5.55, P. 7.22, I. 5.52), on which cf. Bischoff

1938:159–160. The meaning of οὔπω is debated: some interpreters opt for ‘not’

(Gentili and Bernardini 20064), others for ‘not yet’ (e.g. Slater 1969 s.v. οὔπω,

Race 1997a). Both interpretations make sense, although the overall meaning of

the gnōmē acquires different nuances according to which solution is preferred.

By employing ‘not’ alone interpreters confer amore definite tone to the gnōmē:

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

orTime. Employment of ‘not yet’ emphasizes the timingof destiny’s gifts: ‘itwill

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 χρόνος/Χρόνος,

attested elsewhere in Pindar cf. Komornicka 1976.
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chapter 6

The νόμος πολυκέφαλος in Nonnus of Panopolis’

Dionysiaca

1 The Gorgons’ Bellowing in Nonnus’Dionysiaca

It has longbeenacknowledged that PythianTwelve’smyth is themodel for some

passages of Nonnus’ Dionysiaca.1 In contrast to Pindar, who is reticent about

the Gorgons’ location,2 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.3According to theDionysiaca, the

city known as Μυκαλησσός takes its name from “the re-enactment of Euryale’s

throat” (D. 13.77–78 Μυκαλησσοῦ || Εὐρυάλης μίμημα φερώνυμον ἀνθερεῶνος).

This folk-etymology is a pun on Gk. μυκάομαι ‘to bellow’ (also ‘to lament’),4

which Nonnus, Herodianus and Suida apply to the Gorgons’ cry,5 cf. Nonn. D.

30.266 Εὐρυάλης μυκώμενον ἀνθερεῶνα “the bellowing throat of Euryale”;6 Hdn.

De Pros. 3.2 Μυκάλη … ἐκλήθη δὲ ἐπεὶ αἱ λοιπαὶ Γοργόνες … μυκώμεναι τὴν κεφα-

λὴν Μεδούσης ἀνεκαλοῦντο “Mycale … was named (so) because the remaining

Gorgons … bellowed (mukōmenai) and cried out to Medusa’s head”;7 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 γ]ύαλα μι[νυᾶν in Pi. fr. 70d.9 (= Dith. 4.9), as proposed by Lavecchia 2000:231

(differently Lobel: γ]ύαλα μι[δέα), 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 Dağı (cf. Blümel–Lohmann 2006). It is possible to identify the

placewithHitt. Arinnanda. According to Il. 2.869,Mycalewas 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 700bce). 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 μάτηρ κεφαλὰν μυκήσατο παιδός. 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 EtymologicumMagnummakes a connectionwith μυκάομαι but associates the ‘bellowing’

with a different moment of Perseus’ endeavour, cf. em 594Μυκάλη· παρὰ τὸ ἐκεῖ μυκᾶσθαι τὰς

Γοργόνας διωκούσας τὸν Περσέα.

6 Cf. also Nonn. D. 40.228, on which see chapter 6, section 3.

7 Cf. also Steph. Byz. Ethn. μ 459.

https://creativecommons.org/licenses/by-nc/4.0/
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Μυκάλη· Μυκάλη καὶ Μυκαλησός … παρὰ τὸ ἐκεῖ μυκᾶσθαι τὰς Γοργόνας “Mycale

and Mycalesos … (named) after the Gorgons bellowing (mukāsthai) 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

νόμος πολυκέφαλος. 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’.8 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

μὴ δόνακας φλέξειας, ὅθεν σέο Μυγδόνες αὐλοί,

μή ποτέ σοι μέμψαιτο τεὴ φιλόμολπος Ἀθήνη,

ἥ ποτε Γοργείων βλοσυρὸν μίμημα καρήνων

φθεγγομένων Λίβυν εὗρεν ὁμοζυγέων τύπον αὐλῶν

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 themythological parenthesis is

reminiscent of P. 12.23–27 (cf. chapter 5, sections 2–3), verses inwhich the focus

shifts from amythological 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 δόνακας : δονάκων (P. 12.25, cf. chapter 5, section 3, 25), which probably hints

at a specific part of the aulosmouthpiece in Pindar

35 αὐλοί : αὐλῶν (P. 12.19)

36 Ἀθήνη : Ἀθάνα (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 ἥ ποτε : τάν ποτε (P. 12.6)

37 Γοργείων : ⟨Γοργόνων⟩ (P. 12.7)

37 μίμημα : μιμήσαιτ(ο) (P. 12.21)

37 καρήνων : κεφαλαῖς (P. 12.9), κρᾶτα (P. 12.16), κεφαλᾶν (P. 12.23)

38 εὗρεν : ἐφεῦρε (P. 12.7), εὗρεν θεός … εὑροῖσ᾽(α) (P. 12.22).

As already touched upon, Pindar’s first reference to Athena’s invention is τέχνᾳ

(P. 12.6) and his second κεφαλᾶν πολλᾶν νόμον (P. 12.23). However, commentat-

ors disagree onwhether τέχνᾳ denotes the aulos and the auletic art or the ‘tune

of manyheads’ (cf. chapter 1, section 3, chapter 5, section 2, 6). FromD. 24.38we

deduce that Nonnus concurs with the interpretation of Σ P. 12.12a Dr., accord-

ing to which τέχνᾳ (P. 12.6) stands for αὐλητικὴ τέχνη. Certainly, the invention

of the νόμος πολυκέφαλος 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. χαλκοῦ ‘bronze’ to

the gen.pl. δονάκων ‘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 aulosmouthpiece.
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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

θρῆνος πολυκάρηνος. Although the reference to the ‘tune of many heads’ strictly

involves onlyD. 40.224–233, here I present the passage alongwith its preceding

sequence (215–223), since they both contain some pieces of relevant informa-

tion.

Nonn. D. 40.215–233

215 Βάκχοι δ᾽ ἐκροτάλιζον ἀπορρίψαντες ἐνυώ,

τοῖον ἔπος βοόωντες ὁμογλώσσων ἀπὸ λαιμῶν·

‘Ἠράμεθα μέγα κῦδος· ἐπέφνομεν ὄρχαμον Ἰνδῶν’.

καὶ γελόων Διόνυσος ἐπάλλετο χάρματι νίκης,

ἀμπνεύσας δὲ πόνοιο καὶ αἱματόεντος ἀγῶνος

220 πρῶτα μὲν ἐκτερέιξεν ἀτυμβεύτων στίχα νεκρῶν,

δωμήσας ἕνα τύμβον ἀπείριτον εὐρέι κόλπῳ

ἄκριτον ἀμφὶ πυρὴν ἑκατόμπεδον· ἀμφὶ δὲ νεκροῖς

Μυγδονὶς αἰολόμολπος ἐπέκτυπεν αἴλινα σύριγξ,

καὶ Φρύγες αὐλητῆρες ἀνέπλεκον ἄρσενα μολπήν

225 πενθαλέοις στομάτεσσιν, ἐπωρχήσαντο δὲ Βάκχαι

ἁβρὰ μελιζομένοιο Γανύκτορος Εὐάδι φωνῇ·

καὶ Κλεόχου Βερέκυντες ὑπὸ στόμα δίζυγες αὐλοί

φρικτὸν ἐμυκήσαντο Λίβυν γόον, ὃν πάρος ἄμφω

Σθεννώ τ᾽ Εὐρυάλη τε μιῇ πολυδειράδι φωνῇ

230 ἀρτιτόμῳ9 ῥοιζηδὸν ἐπεκλαύσαντο Μεδούσῃ

φθεγγομένων κεφαλῇσι διηκοσίῃσι δρακόντων,

ὧν ἄπο μυρομένων σύριγμα κομάων

θρῆνον πουλυκάρηνον ἐφημίξαντο Μεδούσης

The Bacchoi played the cymbals, sending out a enuō-cry, shouting this

word from their throats, which spoke with the same tongue:—We ob-

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 Γοργόνος ἀρτίτομον κεφαλήν.
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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 theawfulLibyan lament,whichonce

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 thrēnos 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. 22.393,10 which, as Nagy 1979:79 points out, virtually

includes two verses of a paean, cf.

Il. 22.393 Nonn. D. 40.217

Ἠράμεθα μέγα κῦδος Ἠράμεθα μέγα κῦδος –∪∪–∪∪– –

ἐπέφνομεν Ἕκτορα δῖον ἐπέφνομεν ὄρχαμον Ἰνδῶν ∪–∪∪–∪∪– –

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 ἄυσεν in P. 12.11 describes a shout of triumph.11 If this

interpretation is correct, ἔπος βοόωντες (Nonn. D. 40.216) may parallel P. 12.11.

This hypothesis is further supported by the fact that, in Greek, βοάω and ἄυω

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. μ 133

lc μακρὸν ἄϋσε· μεγάλως ἐβόησεν. 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 thrēnos 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 (ἀμπνεύσας δὲ πόνοιο … πρῶτα μὲν ἐκτερέιξεν

ἀτυμβεύτων στίχα νεκρῶν), resembles the sequence of Athena’s composition

in P. 12.18–19 (ἀλλ᾽ ἐπεὶ ἐκ τούτων φίλον ἄνδρα πόνων || ἐρρύσατο, παρθένος αὐλῶν

10 On the similarities and discrepancies between this passage and Il. 22.395–472 cf. Bannert–

Kröll 2016:490–491.

11 A battle cry is also possible, cf. chapter 9, section 4.1.
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τεῦχε πάμφωνον μέλος): in both texts, the κεφαλᾶν πολλᾶν νόμος is performed

after the πόνος of the victory.

In particular, the θρῆνος πολυκάρηνος 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 εὐκλεὴς μναστὴρ ἀγώνων

at P. 12.24. By applying εὐκλεής to μναστήρ, 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 (εὐκλεὴς μναστήρ) wars/contests (ἀγώ-

νων) and the people who took part in them. The representation of the nomos’

performance in Nonnus matches its definition in P. 12.24: the θρῆνος πολυκάρη-

νος 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 thrēnos (cf. chapter 5, section 2, 8, 21), while Nonnus treats goos (228)

and thrēnos (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 ἀνέπλεκον ἄρσενα μολπήν : θρῆνον διαπλέξαισ᾽ Ἀθάνα (P. 12.8). Pindar does

not identify Athena’s composition as male or female. The fact that ‘male’

(ἄρσενα) describes the melody woven by the Phrygian pipes reflects a situ-

ation opposite to the onewe reconstructwithinGreek traditional hexameter

poetry, where lamenting and weaving are typical activities of women (cf.

chapter 5, section 2.1)

225 πενθαλέοις στομάτεσσιν : δυσπενθέι σὺν καμάτῳ (P. 12.10), καρπαλιμᾶν γενύων

(P. 12.20)

227 δίζυγες αὐλοί : διανισόμενον χαλκοῦ θαμὰ καὶ δονάκων (P. 12.21): the opposi-

tion χαλκοῦ (sg.) vs δονάκων (pl.) hints at the two-piped double-reed aulos

(see above, section 2)

228 φρικτὸν ἐμυκήσαντο… γόον : ἐρικλάγκταν γόον (P. 12.21)

229 Σθεννώ τ᾽ Εὐρυάλη : Εὐρυάλας (P. 12.20)

229 μιῇ πολυδειράδι φωνῇ recalls both κεφαλᾶν πολλᾶν νόμον (P. 12.23, see below)

and αὐλῶν … πάμφωνον μέλος (P. 12.19)

230 ῥοιζηδόν lit. ‘rushing’, which I freely translated as ‘uncontrollably’ may be

interpreting καρπαλιμᾶν (P. 12.20, of Euryale’s jaws)
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231 κεφαλῇσι … δρακόντων : ὀφίων κεφαλαῖς (P. 12.9); furthermore, φθεγγομένων

κεφαλῇσι διηκοσίῃσι δρακόντων is comparable to Pi. fr. 70b.15 (= Dith. 2.15)

μυρίων φθογγάζεται κλαγγαῖς δρακόντων “(Athena’s aegis) screams with the

cries of a thousand serpents” (cf. Accorinti 2004:100, fn. ad 231). The resemb-

lance is evenmore significant because the serpents onAthena’s aegis belong

to Medusa’s head

232 ἄπο μυρομένων … κομάων : ὑπό τ᾽ ἀπλάτοις ὀφίων κεφαλαῖς … λειβόμενον (P.

12.9–10), the comparison μυρομένων and λειβόμενον is supported by an Hesy-

chian gloss, which interprets μύρειν as ‘to cry’, cf. Hsch. μ 1887 lc μύρειν· ῥεῖν

[ὕδωρ.] κλαίειν, θρηνεῖν

233 θρῆνον πουλυκάρηνον : κεφαλᾶν πολλᾶν νόμον (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

Λιβύης ἐπέβης; ἢ Περσέος εἶχες ἀγῶνα;

ἢ Σθεννοῦς ἴδες ὄμμα λιθώπιδος ἠὲ καὶ αὐτῆς

δύσμαχον Εὐρυάλης μυκώμενον ἀνθερεῶνα;

ἢ πλοκάμους ἐνόησας ἐχιδνοκόμοιο Μεδούσης

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 λιθώπιδος vaguely recalls λίθινον θάνατον φέρων (P. 10.48) and, more faintly,

λαοῖσί τε μοῖραν ἄγων (P. 12.12), since λαοῖσι may create a wordplay with λᾶας

‘stone’ (cf. chapter 5, section 2, 12)

266 δύσμαχον … ἀνθερεῶνα is reminiscent of ἀπλάτοις ὀφίων κεφαλαῖς (P. 12.9)

266 μυκώμενον may be compared to ἐρικλάγκταν γοόν (P. 12.21), as Gk. κλαγγή

suggests an associationwith “animalistic sounds” (cf. chapter 5, section 2, 21)
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266Εὐρυάλης… ἀνθερεῶνα vaguely recalls Εὐρυάλας ἐκ…γενύων (P. 12.20), since

both throat and jaws are body parts involved in the emission of sounds

267 πλοκάμους… ἐχιδνοκόμοιοΜεδούσης12 is comparable to ποικίλον κάρα || δρα-

κόντων φόβαισιν “(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 theGorgons, it is possible todeduceNonnus’ solution to a fewdebated

aspects of Pythian Twelve, namely:

(i) The match between Nonn. D. 24.37 Γοργείων and P. 12.7 ⟨Γοργόνων⟩ indir-

ectly supports the integration ⟨Γοργόνων⟩ from Σ P. 12.15ab Dr., as pro-

posed by von Schroeder 1900 (cf. Pavese 1990:71);

(ii) Nonn. D. 24.38 ὁμοζυγέων τύπον αὐλῶν identifies Athena’s invention with

the double-piped aulos and not with the νόμος πολυκέφαλος. Nonnus thus

aligns with Σ P. 12.12a Dr., according to which the τέχνα (6) discovered by

Athena is auletic art itself;

(iii) The fact that, in Nonn. D. 40.216, ἔπος βοόωντες precedes the thrēnos sec-

tion parallels the sequence of mythological events, which we reconstruct

for Pythian Twelve by accepting the reading ἄυσεν 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 ἄυσεν nor thatD. 40.216

relies upon Pindar’s Pythian Twelve;

(iv) The correspondence between ἀνέπλεκον … μολπήν (Nonn. D. 40.224) and

θρῆνον διαπλέξαισ᾽(α) speaks in favour of διαπλέκωmeaning ‘to weave’, i.e.

‘to fashion’ (cf. Held 1998), not ‘to interweave’ (as per Clay 1992).

12 Cf. Nonn. D. 36.20 ποιητὴν πλοκαμῖδα νόθης ἐχάραξε Μεδούσης “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

Themyth 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. Themeth-

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 fromaprevious 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’,1

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 andOld Indic are ie languages of old

attestation, it is commonly assumed that they branched off from the ie 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 ie family tree. On themethodological problem connectedwith the label(s) ‘(Proto-)Indo-

European’ see the overview provided byWest 2007:19–24.

https://creativecommons.org/licenses/by-nc/4.0/
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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.2 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 Saṁhitā (rv), the

oldest collection of religious hymns written in Vedic Sanskrit.3 Specifically, my

choice of mymain 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-headsadj./gen.].

AlthoughPindar’s text does not preserve the collocation in this exact form, it

canbe reconstructed as suchon thebasis of 22–23 of PythianTwleve (cf. chapter

4, sections 3–4, chapter 5, section 2, 22–23):

εὗρεν θεός· ἀλλά νιν εὑροῖσ᾽ ἀνδράσι θνατοῖς ἔχειν,

ὠνύμασεν κεφαλᾶν πολλᾶν νόμον

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. νιν εὑροῖσα, i.e. νόμον/μέλος εὑροῖσα*). Indeed, by giving

a name to the nomos, Athena makes her invention identifiable and for this

reason reproducible. The collocation [(Ἀθάνα/)θεός–εὑρίσκω–νόμοςacc.–πολλὰ

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 (ἀρετή/ἀρεταί)], and [song/poetic word] and ie (mostly Indo-

Iranian) comparanda.

3 The collection (Skr. saṁhitā) of Rigvedic hymns derives froman oral tradition. Different parts

of the Saṁhitā 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 secondmillennium bce has been proposed as an approximate

date (Witzel 1997, Dunkel 2021).
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κεφαλάgen.pl.]* can thus be assumed to underlie P. 12.22–23. Strikingly, a com-

parable phraseme opens rv 10.67, a hymnultimately dealingwith the aetiology

of Vedic sacrifice, cf.

rv 10.67.1ab

imāṃ́ dhíyaṃ saptáśīrṣṇīm pitā́ na

r̥táprajātām br̥hatīḿ avindat

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

father find.

The iunctura [(Br̥haspati/)pitā́ naḥ–ved–dhī-́acc.–saptáśīrṣan-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 CalvertWatkins’ 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 theGreek and theVedic 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 creationacc.–multiple-

headsadj./gen.]

god invents

(: finds)

artistic cre-

ationacc.

multiple-

headsadj./gen.

Gk. (Ἀθάνα/)θεός εὑρίσκω

(εὗρε/εὐροῖσα)

νόμον πολλᾶν κεφαλᾶν

‘of many heads’

Ved. (Br̥haspati/)pitā́

naḥ

ved

(avindat)

dhíyam saptáśīrṣṇīm

‘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

Br̥haspati’s invention with the Vala-myth, a cattle-raid episode. The twomyths

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 motifs4 as well as compon-

ents of both ie and non-ie 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 κίβισις ‘leather pouch’, which commonly denotes a pouch or

satchel carried by Perseus is interpreted by Hesychius (κ 2600 lc) as a Cyp-

riot dialect word that was probably borrowed from Hebrew qbṣ ‘gather’ (cf.

Lewy 1895:91).5

– Perseus’ sickle, Gk. ἅρπη, has been compared by Hopkins (1934:348) to the

royal weapon of kings in Byblos.6

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 90–95 “the warrior whose face is a lion’s grimace”.9

– TheAssyrian representations of Humbaba’s deathmay also lie at the basis of

the typical knielaufend pose of the Gorgon. Comparison between the Cyp-

rian cylinder fromBodeMuseumBerlin, va 2145 (aherowith 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 uc2-a-kam “when he looks at someone, it is the

look of death”, a characteristic which perfectly parallelsMedusa’s power. Gk.

5 On κίρβα ‘leather bag’ (Hsch. κ 2766 lc) cf. Kretschmer–Hartmann–Kroll 1921:247.

6 The etymology of ἅρπη is debated. Grimme 1925:17, followed by West 1997:291 (cf. Robert

1955:12, Sekunda 1996:9–17, Miller 2004:168–171), suggests that ἅρπη is an adapted borrowing

from Semitic ḥéreb ‘sword’. Frisk gew and Beekes edg s.v. ἅρπη, though favouring the hypo-

thesis of a non-ie etymology, mention a possible connection with Balto-Sl. terms, ocs srъpъ,

Latv. sirpe ‘sickle’, as well as with Lat. sarpiō, sarpō ‘to trim’ (on whose problematic vocalism

cf. Schrijver 1991:493, em s.v. sarpiō).

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-

graphyhavebeen formulated: Six 1885:94 andPettazzoni 1921–1922proposeEgyptianparallels

for the Gorgon’s head’s iconography (namely: the god Bes, the goddess Hathor). Robbins Dex-

ter (2010) claims thatMedusa’s figure results from amerger between the Neolithic goddess of

Old Europeans, non-ie (i.e. Near-Eastern) features, and ie elements.

8 As a recent reference cf. Graff 2012.

9 On the influence of the iconographic type of Humbaba’s head on the gorgoneion cf. Giuliano

1959–1960, Karaghiorga 1970.
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Γοργώ and the adjective γοργός 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.11

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 (“Br̥haspati

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 referencingmyths andexpressions connectedwith theVala-

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 Gorgonmyth, which are associ-

ated with the episode of Perseus andMedusa 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–drives away–goods (cattle,

women etc.)];

4. Acoustic dimensions of the narratives.

Withmy analysis I seek to show that themythological accounts associatedwith

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 byWest 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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Vr̥tra (i.e. rv 10.67 and others). In my conclusions (chapter 10, “Midas’ δόξα and

Br̥haspati’s dákṣinā”) I argue that the cumulative phraseological and thematic

evidence suggests that, even in the case that themythof Pindar’s PythianTwelve

was invented ex novoby theThebanpoet, Pindar operatedwith inherited them-

atic and phraseological stock.
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chapter 8

Br̥haspati and the Poetic Vision of Seven Heads

Rigveda 10.67: Text and Commentary

1 Introduction

Rigveda 10.67 centres on the god Br̥haspati and his role in the Vala-myth. This

is a cattle-raid narrative, the details of which are attested in several Rigvedic

hymns.1 The Paṇis, 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, Saramā, to find

the cows (rv 1.62.3, 10.108). Saramā locates the Paṇis’ hiding place. The Paṇis

deride Saramā, so, she returns to Indra, who decides to head to Vala himself.

The god splits open the cavern and steals the Paṇis’ cows.

In a number of passages, Indra destroys Vala thanks to the help of Br̥haspati,

the god of sacrifice,2 and a group of singing priests,3 identified as the Aṅgirasas

or theUśijas.4 Indra and Br̥haspati are associated in several texts.5 For instance,

1 On Br̥haspati cf. Shende 1947; on the myth cf. Oberlies 2012:200–207.

2 As the god of ritual speech, Br̥haspati is invoked for protection (cf. rv 1.18.3, 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 (rv 1.40.4–6, 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 (rv 10.182).

3 The Aṅgirasas are Br̥haspati’s troops, cf. rv 4.50.5ab sá suṣṭúbhā sá ŕ̥kvatā gaṇéna , valáṃ

ruroja phaligáṃ ráveṇa “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 gaṇā́nāṃ tvā gaṇápatiṃ havāmahe , kavíṃ kavīnā́m

upamáśravastamam / jyeṣṭharā́jam bráhmaṇām brahmaṇas 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. uśíj- (: OAv. usij-) designates both ‘poet’ and ‘priest’. In the Rigveda, the term also occurs

as an epithet of Agni. The etymology of theword is unknown. Itmay reflect a compounduś°íj-

with a fcm reflecting a zero-grade of the same root underlying Ved. vaś ‘to want’ (ie *u̯eƙ-, cf.

liv2 672–673, iew 1135) and a scm based on the root ie *h1aĝ- ‘to lead, convey’ (reconstructed

as *h2eĝ- in liv2 255–256, iew4–5) or *Hia̯ĝ- ‘to sacrifice’ (cf. liv2 224–225, iew501). However,

Scarlata 1999:398 criticizes these reconstructions.

5 Cf. rv 1.40.1–2, where Br̥haspati is associated with Indra and the Marutas. rv 4.49 reflects a

further overlap between the two gods. This short hymn to Indra and Br̥haspati is likely to be

based on hymns to Indra and Vāyu (cf. Jamison–Brereton 2020). Furthermore, in rv 4.50.10–

11, Br̥haspati and Indra are invited together to drink the soma. From the phraseological point

of view, cf. also the overlap between Indra acyutacyút- ‘shaker of the unshakable’ (rv 2.12.9d,

https://creativecommons.org/licenses/by-nc/4.0/
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the expressions “with Br̥haspati as yokemate” (bŕ̥haspátinā yujā́, rv 8.96.15d)

and “with Indra as a yokemate” (índreṇa yujā́, rv 2.23.18c)6 apply to Indra and

Br̥haspati 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 Br̥haspati. As shownbyHans-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 Aṅgiras singers as his helpers. In this role he received the epi-

thet “br̥haspati”. But in time the epithet was split off into a separately

conceived divine figure Br̥haspati, 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 triṣṭubh-meter by Ayāsya Āṅgirasa. It consists of

twelve stanzas, which display a set of lexical and semantic repetitions (see

below, sections 2 and 4).7 The poem opens with a reference to Br̥haspati and

the Aṅgirasas (1–3) and moves on to the description of Vala’s opening and

Br̥haspati’s accomplishment (4–5): by destroying the Vala cave, Br̥haspati

found ‘the dawn, the cow, the sun and the chant’ (5). The second part of the

hymn starts by recalling theVala-endeavour (6–8), celebrates Br̥haspati (9–10),

and concludes with a final invocation of Br̥haspati (11) and of Indra (12), who is

identified as the smasher of Vr̥tra, as well as the crusher of Arbuda’s head and

the liberator of the waters.

6.18.5c) and rv 2.24.2c prā́cyāvayad ácyutā bráhmaṇas pátiḥ “the Lord of the Sacred Formu-

lation moved the immovable forward” (cf. Scarlata 1999:125–126).

6 rv 2.24.12cd ácha indrābrahmaṇaspatī havír nó’ , ánnaṃ yújeva vājínā jigātam “O Indra, O

Lord of the Sacred Formulation, do you two come here to our offering, like two prize-winning

yokemates to their food”. Br̥haspati’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] dhíyam (1a) :: dīd́hyānā (2a) :: dhībhíḥ (8b)

[correctness] r̥tá° (1b) :: r̥tám (2a)

[to generate] r̥tápra°jātām

(1b)

:: janayad viśvá°jan-

yaḥ (1c)

[to find/invent] avindat (1b) :: viveda (5d)

[Indra] índrāya (1d) :: índraḥ (6a) :: índraḥ (12a)

[solemn speech] śáṃsan (1d) :: śáṃsanta (2a)

[think/thought] mananta (2d) :: mánasā (8a) :: matíbhiḥ (9a)

[comrade] sákhibhiḥ (3a) :: sákhibhiḥ (7a)

[Br̥haspati] bŕ̥haspátiḥ (3c) :: bŕ̥haspátiḥ (4c) :: bŕ̥haspátiḥ

(5c)

:: bráhmaṇas

pátiḥ (7c)

:: bŕ̥haspátiḥ

(8c)

bŕ̥haspátim (9c) :: bŕ̥haspátim (10c)

[cow] gā́ (3c) :: gā́ (4a) :: gā́m (5c) :: gā́ (6c) :: gódhāyasam

(7c)

:: gópatiṃgā́

(8a)

[light] jyótiḥ (4c) :: jyótiḥ (10c)

[to search] ichánn (4c) :: ichámānáḥ (6c)

[up + dawn-cows] úd usrā́ (4d) :: úd usríyā (8d)

[to split apart] vibhídyā (5a) :: ví … abhinat (12b)

[authentic(ity)] satyébhiḥ (7a) :: satyéna (8a) :: satyā́m (11a)

[to increase] vardháyantaḥ

(9a)

:: vardháyantaḥ

(10c)

[seat] sadhásthe (9b) :: sádma (10b)

[bull] vŕ̥ṣaṇam (9c) :: vŕ̥ṣaṇam (10c)

Further semantic repetitions and parallelisms can be detected:

table 8 Rigveda 10.67, semantic repetitions

[head] saptáśīrṣṇīm (1a) :: mūrdhā́nam (12b)

[like loud animal] haṃsaír iva vā́vadadbhiḥ (3a) :: siṃhám iva

nā́nadatam (9b)

[to open/crush apart] ví … ā́vaḥ (4d) :: ví cakartā (6b) :: ví … adardaḥ (7b) :: víy ā̀naṭ (7d)

The entire set of repetitions is hereunder schematically presented:
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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 thoughtacc.] and the smashing of Vala

(cf. the reiteration of ‘to split/open apart’: vibhídyā [5a] : ví … abhinat [12b]; ví

… ā́vaḥ [4d], ví cakartā [6b] : ví … adardaḥ [7b] : víy ā̀naṭ [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

1 imā́ṃ dhíyaṃ saptáśīrṣṇīm pitā́ na

r̥táprajātām br̥hatīḿ avindat

turīýaṃ svij janayad viśvájanyo

a’yā́siya ukthám índrāya śáṃsan

1. This seven-headed poetic thought here,8 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 r̥táṃ śáṃsanta r̥jú dīd́hyānā

divás putrā́so ásurasya vīrā́ḥ

vípram padám áṅgiraso dádhānā

yajñásya dhā́ma prathamám

mananta

2. Pronouncing the truth, thinking straight, the sons of

heaven, the heroes of the lord, the Aṅgirases, establish-

ing their inspired word [/laying their inspired track],

pondered the first foundation of the sacrifice.

3 haṃsaír iva sákhibhir vā́vadadbhir

aśmanmáyāni náhanā viyásyan

bŕ̥haspátir abhikánikradad gā́

utá prā́staud úc ca vidvā́m̐ agāyat

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,

Br̥haspati both started the praise song and struck up the

melody, as knowing one.

4 avó dvā́bhyām pará ékayā gā́

gúhā tíṣṭhantīr ánr̥tasya sétau

bŕ̥haspátis támasi jyótir ichánn

úd usrā́ ā́kar ví hí tisrá ā́vaḥ

4. With two (gates) below, with one above, the cows

standing hidden in the fetter of untruth—Br̥haspati,

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”.



br̥haspati and the poetic vision of seven heads rigveda 10.67 107

5 vibhídyā púraṃ śayáthem ápācīṃ

nís trīṇ́i sākám udadhér akr̥ntat

bŕ̥haspátir uṣásaṃ sū́ryaṃ gā́m

arkáṃ viveda stanáyann iva dyaúḥ

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. Br̥haspati

found the dawn, the sun, the cow, (found) the chant

while he was thundering like heaven.

6 índro valáṃ rakṣitā́raṃ dúghānāṃ

karéṇeva ví cakartā ráveṇa

svédāñjibhir āśíram ichámānó

a’rodayat paṇím ā́ gā́ amuṣṇāt

6. Indra cut apart Vala, the guard over themilkers, 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 sá īṃ satyébhiḥ sákhibhiḥ śucádbhir

gódhāyasaṃ ví dhanasaír adardaḥ

bráhmaṇas pátir vŕ̥ṣabhir varā́hair

gharmásvedebhir dráviṇaṃ víy ā̀naṭ

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 té satyéna mánasā gópatiṃ gā́

iyānā́sa iṣaṇayanta dhībhíḥ

bŕ̥haspátir mithóavadyapebhir

úd usríyā asr̥jata svayúgbhiḥ

8. With trusty mind begging the cowherd for the cows,

they compelled him with their poetic thoughts.9 Br̥has-

pati loosed the ruddy ones upward, with his own yoke-

mates who protect each other from fault.

9 táṃ vardháyanto matíbhiḥ śivā́bhiḥ

siṃhám iva nā́nadataṃ sadhásthe

bŕ̥haspátiṃ vŕ̥ṣaṇaṃ śū́rasātau

bháre-bhare ánu madema jiṣṇúm

9.With our propitious thoughts strengthening him, ever

roaring in his seat like a lion, we would celebrate Br̥has-

pati the bull, victorious at the contest of champions, vic-

torious in every raid,

10 yadā́ vā́jam ásanad viśvárūpam

ā́ dyā́m árukṣad úttarāṇi sádma

bŕ̥haspátiṃ vŕ̥ṣaṇaṃ vardháyanto

nā́nā sánto bíbhrato jyótir āsā́

10. When he won the prize of all forms and mounted to

heaven, to the higher seats. Br̥haspati the bull (would

we celebrate), strengthening him—though each (of us)

brings light with our mouth in our own way.

11 satyā́m āśíṣaṃ kr̥ṇutā vayodhaí

kīríṃ cid dhiy ávatha svébhir évaiḥ

paścā́ mŕ̥dho ápa bhavantu víśvās

tád rodasī śr̥ṇutaṃ viśvaminvé

11. Make our hope come true, our hope for the confer-

ring of vigor. For you help even the weakling in your

ownways. Let all slighters be off, be behind (us). You two

world-halves, who set all in motion, hear this.

12 índro mahnā́ maható arṇavásya

ví mūrdhā́nam abhinad arbudásya

áhann áhim áriṇāt saptá síndhūn

devaír dyāvāpr̥thivī prā́vataṃ naḥ

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 Br̥haspati’s discovery is described as a ‘poetic thought/vision’, Ved. dhī-́ (cf.

Ved. dhay ‘to look, perceive, conceive, think’), “insightful thought” (Jamison–

Brereton 2014), “Dichtung” (Geldner 1951–1957). Since Ved. dhī-́ sometimes

means ‘poem, i.e. the result of an insightful thought/vision’, Ayāsya Āṅgirasa

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. saptáśīrṣan- ‘having seven heads’ (1a) is usually interpreted as an

allusion to the seven Aṅgirasas, the singing priests who escort (Indra/)Br̥has-

pati in his endeavour (Schmidt 1968:228). In fact, one passage might allow us

to recover a link between the number ‘seven’ and the Aṅgirasas in the Vala-

myth, cf. rv 4.2.15 ádhāmātúr uṣásaḥ saptá víprā , jā́yemahi prathamā́ vedháso

nŕ ̥̄n / divás putrā́ áṅgiraso bhavema , ádriṃ rujema dhanínaṃ śucántaḥ “then

as the seven inspired poets might we be born from mother Dawn, as the fore-

most ritual adepts formen.Might we become sons of heaven, Aṅgirasas. Might

we break the rock that holds the prize, as we blaze”. The association between

Br̥haspati 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 saptā́siyas tuvijātó ráveṇa , ví saptáraśmir

adhamat támām̐si “he, possessing seven mouths [= Aṅgirasas] and seven reins

[= seers?], being powerfully born, blew apart the dark shades with his roar”.

The expression pitā́ naḥ, “our father” (1a), addressed to Br̥haspati (cf.

rv 6.73.1c, tautometric), is reminiscent of “(our) fathers” (Ved. pitáro naḥ), a

commondesignation of the Aṅgirasas (rv 1.71.2a, 10.62.2a, cf. also 10.62.5). Else-

where Br̥haspati is called ‘father to all the gods’, Ved. pitré viśvádevāya (dat.,

rv 4.50.6a). Significantly, the apostrophe to ‘our father’ (1a) is followed by three

occurrences of the root jani ‘to generate’ (ie *ĝenh1-, cf. liv2 163–165, iew 373–

375), cf. r̥táprajāta- “born of truth” (1b), janayat “he generated”, viśvájanyaḥ

“belonging to all men (° janya-)” (1c). The use of jani in (1c) turīýaṃ svij janayat

is also reminiscent of passages in which Br̥haspati is identified as the ‘beget-

ter of sacred formulations’, cf. rv 2.23.2d janitā́ bráhmaṇām. At the same time,

the compound r̥táprajāta- “born of truth” (1b), together with the expression

r̥táṃ śáṃsanta r̥jú dīd́hyānāḥ “pronouncing the truth, thinking straight” (2a)

stresses that Br̥haspati’s and the Aṅgirasas’ invention is in conformity with the

truth/cosmic order (Ved. r̥tá-).

According to Jamison–Brereton 2014:1488, “the fourth one”,Ved. turīýam (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 Br̥haspati is said to pronounce a śáṃsa- “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 vasuvíd- ‘finding riches’ (rv 1.18.2b), svarvíd- ‘finding

the sun’ (Br̥haspati’s chariot in rv 2.23.3d), and two verses from rv 10.68: 9ab

sóṣā́m avindat sá súvàḥ só agníṃ “he found the dawn, found the sun, found the

fire”; 11d bŕ̥haspátir bhinád ádriṃ vidád gā́ḥ “Br̥haspati split the rock and found

the cows”.

2 The stanza introduces (Indra/)Br̥haspati’s helpers by their name: the Aṅgi-

rasas (2c) are the ‘sons of Heaven’ (divás putrā́saḥ [2b], cf. rv 3.53.7b) who

are distinguished by rectitude (r̥tám … r̥jú)11 in speaking (śáṃsantaḥ, vípram

padám … dádhānāḥ “pronouncing … establishing their inspired word”) and

thinking (dīd́hyānāḥ … mananta “thinking … they pondered”). The two par-

ticiples śáṃsantaḥ … dīd́hyānāḥ “pronouncing … thinking” (2a) recall śáṃsa-

“solemn speech” (1d) and dhī-́ “poetic thought” (1a), while r̥tám “truth” (2a)

reprises r̥táprajātām “born in truth” (1b).

The termpadá- (2c) is ambiguous, since itmay refer both to ‘word’ and ‘track’

(cf. Thompson 1995). In turn, padá- ‘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 7.87.4cd, 10.53.10cd. At 2d the poet stresses the role of the Aṅgirasas in con-

nection with the creation of the sacrifice. While vípram padám … dádhānāḥ

“establishing their inspired word” (2c) emphasizes the sphere of speech, the

verbmananta “they pondered” (2d), semantically paralleling dīd́hyānāḥ ‘think-

ing’ (2a), highlights the sphere of mental activity.

3 The focus shifts progressively from the Aṅgirasas to Br̥haspati, in an accu-

mulation of acoustic elements: the Aṅgirasas are compared to ‘geese’, cf. haṃ-

saíḥ iva … ā́vadadbhiḥ “constantly gabbling like geese” (3a), while the acous-

tic dimension of Br̥haspati is emphasized by Ved. abhikánikradat “roaring

to the cows” (3c), prā́staut “started the praise song” út … agāyat “struck up

the melody” (3d). This sequence of lexemes apparently marks a climax from

‘unarticulated/animal-like sound’ (haṃsaír iva … ā́vadadbhiḥ, abhikánikradat

gā́ḥ “constantly gabbling like geese… roaring to the cows”, [3a], [3c]) to ‘musical

10 On this term, phraseology and etymology cf. García Ramón 1992.

11 Cf. rv 2.24.7a, 4.50.3ab (where the Aṅgirasas are called r̥taspŕ̥śaḥ ‘touching the truth’). In

rv 2.24.8a Br̥haspati is said to possess a ‘bow whose string is truth’ (Ved. r̥tájya-).
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sound’ (prā́staut … út … agāyat “he started the praise song … struck up the

melody”, [3d]), which is produced by Br̥haspati, the ‘knowing one’ (Ved.

vidvā́m̐s- [3d]).

The comparison between the Aṅgirasas and the birds in (3a) is similar to

the metaphor found in rv 10.68, in which Br̥haspati’s chants are compared to

water birds, cf. rv 10.68.1ab udaprúto ná váyo rákṣamāṇā , vā́vadato abhríya-

syeva ghóṣāḥ “constantly gabbling like water birds watching out for each other,

like the sounds of booming (thunder) emanating from a cloud”.12 The god is

often associatedwith loudutterances of a distinctly different innature, namely:

non-articulated cries and correctly pronounced formulations. His ‘roaring and

bellowing’ is emphasized in rv 1.190.1, 4.50.1ab, 6.73.1d. Elsewhere, his call is dir-

ectly compared to a ‘terrible beast’ (mr̥gáḥ ná bhīmáḥ, rv 1.190.3d, mr̥gā́ṇām

ná, rv 1.190.4c). Other passages stress the leading role of the priest god, identi-

fying himas the ‘guide of the song’ (gāthāníyàḥ, rv 1.190.1c, asyá yantā́ sūktásya,

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 aśmanmáyāni náhanā “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 *u̯el- ‘to enclose, envelop’ (cf. liv2 678, iew 674), Ved. valá-

is the enclosure par excellence, cf. chapter 9, section 1.4.

4 Vala is again compared to a fetter (ánr̥tasya sétau “in the fetter of untruth”

[4b]), a place where the cows are hidden (gā́ , gúhā tíṣṭhantīḥ [4ab]), and

to a sort of stable, the doors of which are opened by (Indra/)Br̥haspati. The

same accomplishment is ascribed to Agni (rv 7.9.2) or, more often, to Indra, cf.

rv 6.17.6cd aúrṇor dúra usríyābhyo ví dr̥ḷhā́ , úd ūrvā́d gā́ asr̥jo áṅgirasvān “You

(: Indra) opened the doors, opened up the strongholds for the dawn-red ones.

Accompanied by the Aṅgirasas, you sent the cows surging up from the enclos-

ure” (cf. also rv6.18.5, 6.31.5). In rv 10.67, the result of (Indra/)Br̥haspati’s heroic

deed is described as both the liberation of the cows (úd usrā́ ā́kar “he brought

12 Cf. also rv 4.50.2a, where the Aṅgirasas are called dhunétayaḥ ‘those of noisy tread’.

13 The samemetaphormay underlie rv 1.18.7d sá dhīnā́ṃ yógam invati “he drives the teamof

insightful thoughts”; rv 1.190.4ab asyá ślóko divīýate pr̥thivyā́m , átyo ná yaṃsad yakṣabhŕ̥d

vícetāḥ “when his signal-call speeds in heaven and on earth like a steed, the discriminat-

ing one [= Br̥haspati?], 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]; úd usríyā asr̥jata “he loosed the ruddy ones upward”

[8d]) and a cattle theft (ā́ gā́ amuṣṇāt “he stole the cows” [6d]). Elsewhere the

base collocation [hero–leads/drives ([sam-]/[ud-]aj)–goods] summarizes

the final achievement of the Vala-myth, cf. rv 2.24.3c úd gā́ ājat “he drove up

the cattle” (cf. rv 4.50.5cd, 10.68.7d), rv 6.73.3a bŕ̥haspátiḥ sám ajayad vásūni

“Br̥haspati entirely conquered [= carried off together] goods” (cf. chapter 9, 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 ápa dvā́rāmatīnāám , pratnā́ r̥ṇvanti kārávaḥ / vŕ̥ṣṇo hárasa āyávaḥ

“the ancient bards thrust open the doors of poetic thoughts—the Āyus for the

raging of the bull”. Elsewhere, Br̥haspati 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’,17 cf. rv 2.24.4ab

áśmāsiyam avatám bráhmaṇas pátir ,mádhudhāram abhí yám ójasā́tr̥ṇat “the

cistern with its mouth of stone, containing streams of honey, which the Lord

of the Sacred Formulation drilled out by his power”.18 In rv 10.68, Br̥haspati

14 Vala is also imagined as a ‘mountain filled with goods’, cf. rv 2.24.2d ā́ cā́viśad vásuman-

taṃ ví párvatam “he entered into and throughout the mountain filled with goods”. For

Br̥haspati as carrying away the stakes cf. rv 2.24.9, 13. In rv 10.68 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 rv 10.68.2 the action of Br̥haspati reuniting the Aṅgirasas with their cows

is compared to a wedding, cf. chapter 9, section 3.4.

16 Geldner 1951–1957 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. rv 1.78.5 ávocāma ráhūgaṇā , agnáyemádhumad

vácaḥ / dyumnaír abhí prá ṇonumaḥ “we Rahūgaṇas have spoken a honeyed speech to

Agni.– We keep bellowing to (him), with éclat”. For ie 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 túbhyaṃ khātā́ avatā́ ádridugdhā ,mádhva ścotantiy abhíto virapśám

“for you do the deep-dug springs, milked by the stone, drip an abundance of honey all

about”, rv 10.68.8ab áśnā́pinaddham mádhu páry apaśyan , mátsyaṃ ná dīnáudáni kṣi-

yántam “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’,19 cf. rv 10.68.7ab bŕ̥haspátir

ámata hí tyád āsāṃ , nā́ma svarīṇ́āṃ sádane gúhā yát “for Br̥haspati 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

15. té gavyatā́ mánasā dr̥dhrám ubdháṃ

gāá yemānám pári ṣántam ádrim

dr̥ḷháṃ náro vácasā daíviyena

vrajáṃ gómantam uśíjo ví vavruḥ

16. té manvata prathamáṃ nāḿa dhenós

tríḥ saptá mātúḥ paramāṇ́i 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,20 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. jyótir ichán) in rv 10.67.4c, (ii) the passage may be

19 Jackson [Rova] 2006:127.

20 The correlation betweenmusical/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 ἀλλ᾽ ὅ γ᾽ ἀναΐξας ζήτει βόας

Ἀπόλλωνος […] ἔνθα χέλυν εὑρὼν ἐκτήσατο μυρίον ὄλβον· || Ἑρμῆς τοι πρώτιστα χέλυν τεκτή-

νατ᾽ ἀοιδόν “but he sprang up and sought Apollo’s cows […] he found a tortoise there and

gained endless happiness. For it wasHermeswho firstmade the tortoise a singer”. Onhh4

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 fændyr, 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 fændyr with the bones

of his sons and performs with that the funeral rite. Afterwards, he bestows the fændyr 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 performeddaily at dawn.21 Agni,

Uṣas, 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 ápa dvā́rā támaso

váhnir āvaḥ “as the draft-horse … [Agni] has opened the doors of darkness”;

rv 4.51.2cd víy ū̀ vrajásya támaso dvā́rā , uchántīr avrañ chúcayaḥ pāvakā́ḥ “they

[: the Dawns] have unclosed the doors of the enclosure of darkness as they

dawn, blazing andpure”, rv 5.45.1 vidā́ divó viṣyánnádrimukthaír , āyatiyā́ uṣáso

arcíno guḥ / ápāvr̥ta vrajínīr út súvàr gād , ví dúro mā́nuṣīr devá āvaḥ “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. usrá- ‘ruddy’ in (4d) (a thematic delocatival derivative

of uṣás- ‘dawn’) should be highlighted. As the term is homophone of usrá- ‘calf ’,

it is not always possible to distinguish between usrá-1 ‘dawny, ruddy’ and usrá-2

‘calf ’ (EWAia i 239), especially because usrá-1 often applies to dawn’s cows,

i.e. Uṣas’ light-beams (Campanile 1986). The metaphorical overlap [cows] :

[light beams] may also be confirmed by texts which connect Br̥haspati with

the creation of light (the sun, the dawn, the fire). Since sacrifices are performed

every day at dawn, Br̥haspati, the inventor of the first sacrifice, is said to have

hidden darkness and have made the sun visible, cf. rv 2.24.3d ágūhat támo víy

àcakṣayat súvàḥ “he hid the darkness andmade the sun visible”, to have pressed

away darkness and mounted on “the chariot of r̥ta, which is light-bearing and

sun-finding” (rv 2.23.3bd jyótiṣmantam rátham r̥tásya […] suvarvídam), to have

blown darkness apart or driven it away, cf. rv 4.50.4cd ráveṇa… ví … adhamat

támām̐si “(sc. Br̥haspati) blew apart the dark shades with his roar”, rv 10.68.5ab

ápa jyótiṣā támoantárikṣād ,udnáḥ śīṕālam iva vā́ta ājat “withhis light hedrove

away the darkness from the midspace as the wind drives the śīpāla-plant from

the water”.22

Finally, (iii) ‘cows’ are often compared to ‘waters’. This metaphor creates an

overlap between the Vala-myth and the Vr̥tra-myth, in which Indra kills ‘the

encloser’ (Vr̥tra, a further derivative of ie *u̯el- ‘to enclose, envelop’) and frees

the waters (cf. chapter 9, sections 3.3–4). Such a mythological correspondence

is particularly evident in passages like rv 2.23.18cd índreṇa yujā́ támasā

párīvr̥tam , bŕ̥haspate nír apā́m aubjo arṇavám “with Indra as your yokemate,

Br̥haspati, 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 rv 10.68.9.
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framework of the same association of images, Br̥haspati is said to search for

the sun and the waters, cf. rv 6.73.3c apáḥ síṣāsan súvàr ápratītaḥ “when he

sets out to win the waters and the sun, (Br̥haspati) is unopposable”.

5 This stanza recalls the main achievements of Br̥haspati: the god split Vala

and found themost precious cosmic treasures. The collocation vibhídyā púram

“having split apart the stronghold”, (5a), in which Ved. púr- ‘stronghold’ hints

at Vala as the ‘enclosure’, may be recognized as a varied version of the myth’s

base collocation [hero–(vi-)bhed–valá-/ádri-acc.], cf. e.g. rv 2.11.20d bhinád

valám índro áṅgirasvān “together with the Aṅgirasas, Indra split the Vala cave”,

rv 6.73.1ab adribhít … bŕ̥haspátiḥ “hewho is splitter of the stone…Br̥haspati”.23

In 5b trīṇ́i ‘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 Br̥haspati

extracts from Vala (see above [4], metaphor [ii]).

Hence, 5c could be taken as a clarification of trīṇ́i, cf. bŕ̥haspátir uṣásaṃ

sū́ryaṃ gā́m [viveda (d)] “Br̥haspati [found] the dawn, the sun, the cow”. As

already anticipated, Ved. ved in 5d (arkáṃ viveda stanáyann iva dyaúḥ “he

[found] the chant while he was thundering like heaven”) builds a lexical repe-

tition with pāda 1ab (cf. section 2 above).

Ved. arká- (5d) is the ‘blazing chant’ (cf. ie *h1erku̯- ‘to shine, sing’, liv2 240–

241, iew 340, cf. Ved. arc ‘to sing’, Hitt. arku- ‘id.’ [as per Melchert 1998], ta

yärksāt ‘he worshipped’) and probably alludes to the chant performed at the

fire-ritual. In rv 10.68.4, Br̥haspati is compared to the ‘firebrand of heaven’, cf.

rv 10.68.4 āpruṣāyán mádhunā r̥tásya yónim , avakṣipánn arká ulkā́m iva dyóḥ

/ bŕ̥haspátir uddhárann áśmano gā́ , bhū́myā udnéva ví tvácam bibheda “spray-

ing the womb of truth with honey, flinging (it = honey?) down like a firebrand

from heaven when the chant (sounded), Br̥haspati, 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 yadā́ valásya pīýato

jásum bhéd , bŕ̥haspátir agnitápobhir arkaíḥ “when Br̥haspati 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. rakṣitā́raṃ dúghānāṃ “the guard over the milkers” (6a). Indra smashes Vala

using the same means as Br̥haspati, i.e. the roar (karéṇeva … ráveṇa “with the

roar as a tool” [6b]). While 6c alludes to the search for the cows (cf. Ved. ichá-

23 Cf. also rv 2.24.3c ábhinad bráhmaṇā valám “he split the cave by the sacred formulation”,

rv 10.68.6, 10.68.7cd.
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table 9 Rigveda 10.67, distribution of divine names

1–2: no name : introduction + focus on the Aṅgirasas

3b–4b–5b: Br̥haspati : focus on Br̥haspati

6a: Indra : focus on Indra

7b: Brahmanas pati : focus on Indra-Brahmanas pati

8b–9b–10b: Br̥haspati : focus on Br̥haspati

11: no name : invocation

12: Indra : focus on Indra

mānaḥ “seeking” [6c]), in 6d Indra is said to have made his enemy lament for

the loss of his cows (cf. arodayat paṇím “he made the niggard lament” [6d]). A

similar motif occurs in rv 10.68.10ab himéva parṇā́ muṣitā́ vánāni , bŕ̥haspát-

inākr̥payad való gā́ḥ “as the woods (lament) their leaves stolen by cold, Vala

lamented for the cows (stolen) by Br̥haspati”.

As pointed out by Jamison–Brereton 2014:1488, the position of Indra’s name

at 6a suggests that the figures of Indra and Br̥haspati overlap: Ved. índraḥ is

the first word of 6a and 12a. Br̥haspati’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 ([8c], [9c], [10c]). The collocation

bráhmaṇas páti- “Lord of the Sacred Formulation”, which is the synchronic ety-

mology of Br̥haspati, 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 : Br̥haspati, as illustrated in table 9, above.

7 satyéhiḥ sákhibhiḥ śucádbhiḥ “with his trusty comrades blazing” (7a)

vaguely recalls haṃsaír iva sákhibhir vā́vadadbhiḥ “along with his comrades,

who were constantly gabbling” (3a). The poet seems to play with the poetic

image of the ‘blazing chant’: the Aṅgirasas are ‘constantly gabbling’ (3a) and

thus they ‘blaze’ (śucádbhiḥ, [7a]). In this strophe Vala is again personified and

defined ‘cow-nurturer’ (gódhāyasam, [7b]).

The verb (ví-)dar, cf. ví … adardaḥ “he cleaved apart” (7b), also applies to

Vala in rv 1.62.4d valáṃ ráveṇa darayo dáśagvaiḥ “with a roar you cleft Vala

with the Daśagvas”.24 As already anticipated (see above, [6]) 7c contains the

synchronic etymology of the nameBr̥haspati (bráhmaṇas pátiḥ [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 (vŕ̥ṣabhiḥ, [7c])

and boars (varā́haiḥ, [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, Br̥haspati and theAṅgirasas are associatedwith

the notion of ‘truth’ as ‘correctness’ (r̥tá-, cf. 1b, 2a), here they are connected

with the ideaof ‘truth’ as ‘authenticity’–satyénamánasā “with trustymind” [8a]

includes the adj. satyá-, which reflects *h1s-n̥tio̯-, cf. ie *h1es- ‘to be’ (liv2 241–

242, iew 340–341).

In 8a Vala is again personified as a gópati- ‘cowherd’. Ved. dhībhíḥ “with

insightful thoughts” (Jamison–Brereton 2014)/“with poetic thoughts” (my

translation) (8b) recallsdhíyam (1a) and dīd́hyānāḥ (2a), while in 8d the expres-

sion úd usríyā asr̥jata “he loosed the ruddy ones upward” is reminiscent of (4d)

úd usrā́ ā́kar “he brought up the ruddy ones”.

9 The focus shifts on the officiants (madema “wewould celebrate”, in [9d])who

are singing Br̥haspati, the god “who roars like a lion” (siṃhám iva nā́nadatam

[9b], cf. above [3], [5d]). The stanza creates a partial overlap between the role

of the Aṅgirasas, who honour (Indra/)Br̥haspati because he split Vala, and that

of the priests honouring the god in the present. In this connection, note the use

of (9a) táṃ vardháyanto matíbhiḥ śivā́bhiḥ “strengthening himwith propitious

thoughts”, withmatí- being related tomananta ([2d], cf. ie *men- ‘to think’, liv2

435–436, iew 746–748) and belonging to the same semantic sphere of dhī-́ (1a),

dīd́hyānāḥ (2a), and dhībhíḥ (8b).

The last pāda defines (Indra/)Br̥haspati bháre-bhare … jiṣṇúm “victorious in

every ride” (9d) and may be compared to rv 2.23.13ab bháreṣu hávyo

námasopasádyo , gántā vā́jeṣu sánitā dhánaṃ-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 táṃ vardháyanto matíbhiḥ śivā́bhiḥ … bŕ̥haspátiṃ vŕ̥ṣaṇam “with our

propitious thoughts strengthening him, ever roaring like a lion” (9a), (9c),

cf. the next stanza and rv 1.190.1ab anarvā́ṇaṃ vr̥ṣabhám mandrájihvam ,

bŕ̥haspátiṃ vardhayā návyam arkaíḥ “with chants I will strengthen anew the

unassailable bull of gladdening tongue, Br̥haspati”.

10 This stanzamirrors the preceding one: it begins with amention of (Indra/)-

Br̥haspati’s omniform prize (vā́jam… viśvárūpam “the prize of all forms” [10a])

25 Cf. rv 6.73.1d ā́ ródasī vr̥ṣabhó roravīti “the bull [:Br̥haspati] keeps bellowing to the two

world-halves”.
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table 10 Rigveda 10.67, stanzas 9 and 10

9a vardháyantaḥ :: 10c vardháyantaḥ

9a matíbhiḥ śivā́bhiḥ :: 10c bíbhrato jyótir āsā́

9b sadhásthe :: 10b sádma

9c bŕ̥haspátiṃ vŕ̥ṣaṇam :: 10c bŕ̥haspátiṃ vŕ̥ṣaṇam

9d bháre-bhare … jiṣṇúm :: 10a vā́jam ásanad viśvárūpam

and moves to Br̥haspati’s ascent to heaven (ā́ dyā́m árukṣat “he mounted to

heaven” [10b]). Significantly, the god is associated with the cow viśvárūpa- in

rv 1.161.6b (bŕ̥haspátir viśvárūpām úpājata “Br̥haspati drove near [the cow]

of all forms”). Moreover, he is identified as a ‘bull of all forms’ in rv 3.62.6

(vr̥ṣabháṃ carṣaṇīnāáṃ , viśvárūpam ádābhiyam / bŕ̥haspátiṃ váreṇiyam “to

the bull of the settled domains, having all forms, undeceivable, Br̥haspati

worthy to be chosen …”).

The stanza closes with the poets ‘strengthening’ Br̥haspati through their

words (vardháyantaḥ [10c]) (Indra/)Br̥haspati (with bŕ̥haspátiṃ vŕ̥ṣaṇam [10c]

identical to bŕ̥haspátiṃ vŕ̥ṣaṇam [9c]). The final part of the stanza focuses on

the priests ‘who carry the light in their mouths’ (bíbhrato jyótir āsā́ [10d]).

According to Jamison–Brereton 2014, “the final pāda 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’

Aṅgirasas (cf. śucádbhiḥ [7a]). As table 10makes evident, stanzas 9 and 10 dis-

play a set of lexical and semantic repetitions, which are disposed in an almost

perfectly symmetrical way.

11 Ayāsya Āṅgirasa expresses the wish for vigour (11a) and help (11b) as well

as his hope of avoiding troubles (11c). In d, the poet addresses the ródasī ‘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 arementioned, namely: the splitting apart of Arbuda’s head (ví

mūrdhā́nam abhinad arbudásya “split apart the head of Arbuda” [12b]) and the

victory over Vr̥tra, which culminates with the liberation of the waters (áhann

áhim áriṇāt saptá síndhūn “he let flow the seven streams” [12c]).

Ved. áhann áhim “he smashed the serpent” (12c) is the base collocation of

Indra’s combat against Vr̥tra (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 han in a number of cases (see

chapter 9, section 2.3.3). In an analogous way, (ví-)bhed is regularly employed

in connection with the heroic deed at Vala, but han is sporadically associated

with (Indra/)Br̥haspati’s accomplishments, cf. amīvahán- ‘who smashing afflic-

tions’ (Br̥haspati in rv 1.18.2a), ghnán vr̥trā́ṇi “smashing obstacles (= Vr̥tras)”

(rv 6.73.2c), bŕ̥haspátir hántiy amítram arkaíḥ “Br̥haspati smites the foe with

his chants” (rv 6.73.3d).

The nameof Arbuda, here probably identifiedwith a flood, cf. (12ab)maható

arṇavásya … arbudásya “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 1.51.6c), and to have

pressed him down to the depths (rv 2.14.4c). Elsewhere, however, Indra drives

away Arbuda’s cows (rv 8.3.19cd árbudasya … gā́ ājaḥ “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 níy árbudasya viṣṭápam … tira “undermine

the topside of Arbuda”) and then said to have pierced his enemy with snow

(rv 8.32.26c himénāvidhyad árbudam “with snow he pierced Arbuda”). In 12b,

ví mūrdhā́nam abhinad arbudásya, the reference to the enemy’s head as being

split by Indra is reminiscent of the splitting of Vala (cf. Ved. [ví-]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 (dhíyaṃ saptáśīrṣṇīm

[1a], cf. section 2 above). The poem finally concludes with an invocation to

Heaven and Earth (devaír dyāvāpr̥thivī prā́vataṃ naḥ “O Heaven and Earth,

along with the gods, further us” [12d]).
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chapter 9

How to Find a Song of Multiple Heads: Collocations

in Context

Common traits between Perseus’ slaying of Medusa and Indra/Br̥haspati’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 andOld 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 themeans of attain-

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

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

1.1 The Gorgons’ Abode

References toMedusa and the gorgoneion are attested in the Iliad and theOdys-

sey,1 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 Il. 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:

ii 408 proposes that Γοργύρα, 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) χθονία (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).

https://creativecommons.org/licenses/by-nc/4.0/
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ical location fromHesiod’sTheogony. In Hesiod,Medusa, Euryale, and Sthenno

are the daughters of Phorcys and Ceto and live in the furthestWest, beyond the

stream of Ocean,2 cf.

Hes. Th. 270–276

Φόρκυι δ’ αὖ Κητὼ γραίας τέκε καλλιπαρῄους […]

Γοργούς θ᾽, αἳ ναίουσι πέρην κλυτοῦ Ὠκεανοῖο

ἐσχατιῇ πρὸς νυκτός, ἵν’ Ἑσπερίδες λιγύφωνοι,

Σθεννώ τ’ Εὐρυάλη τε Μέδουσά τε λυγρὰ παθοῦσα

Then to Phorcys Ceto bore beautiful-cheeked old-women (: the Graeae)

… and theGorgonswho dwell beyond glorious Ocean at the edge toward

the night, where the clear-voiced Hesperides are, Sthenno and Euryale,

and Medusawho 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 Ion 988–989, states that Medusa was born by the Earth (Γῆ) in

Phlegra,3 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 τῷ δ᾽ ὑποκυσαμένη τέκε Γοργόνας, αἰνὰ πέλωρα, || αἳ Σαρπηδόνα

ναῖον ἐν ὠκεανῷ βαθυδίνῃ || νῆσον πετρήεσσαν “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

LibyanGorgon to “theGreeks”, cf. ἀπικόμενον δὲ αὐτὸν ἐς Αἴγυπτον κατ᾽ αἰτίην τὴν

καὶ Ἕλληνες λέγουσι, οἴσοντα ἐκ Λιβύης τὴν Γοργοῦς κεφαλήν “…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’Phorcides5 situates the Graeae in Libya, cf. Aeschl. TrGF 262

Περσεύς … λαβὼν ἔρριψεν αὐτὸν εἰς τὴν Τριτωνίδα Λίμνην, καὶ οὕτως ἐλθὼν ἐπὶ τὰς

2 According to Croon 1955:10, Hesiod locates the Gorgons near the entrance to the underworld.

3 Φλέγρᾳ … ἐνταῦθα Γοργόν᾽ ἔτεκε Γῆ. Cf. Theon P. Oxy. 2536, on which see Calvani 1973 and

Ucciardello 2012:119–126.

4 Cf. also Hsch. γ 845a lc Γοργίδες· αἱ Ὠκεανίδες.

5 Cf. Goins 1997, who proposes 461 or 460bce as a date for the tetralogy.
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Γοργόνας ὑπνωκυίας ἀφείλετο τῆς Μεδούσης τὴν κεφαλήν “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.7 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 LakeTritonis before reachingMedusa’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 ὅταν περάσῃς ῥεῖθρον ἠπεί-

ροιν ὅρον, || πρὸς ἀντολὰς φλογῶπας ἡλιοστιβεῖς || πόντου περῶσα φλοῖσβον, ἔστ᾽

ἂν ἐξίκῃ || πρὸς Γοργόνεια πεδία Κισθήνης “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.8 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 themonsters’ abodemight be recovered from the FourthDithyramb.

However, the context of the passage is too fragmentary to allow any definitive

conclusion. If we follow Lavecchia 2000:231 and integrate γ]ύαλα μιν[νυᾶν in

fr. 70d.9 (=Dith. 4.9),9 the FourthDithyrambmight refer to Libya as theGorgons’

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

κίβισις 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. Σ P. 10.72b Dr. On the verses cf. Bernardini 20064:638.

9 Differently Lobel: γ]ύαλα μι[δέα followed by van derWeiden 1991:156.
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In Olympian Thirteen we read that Bellerophon tamed Pegasus, son of Me-

dusa, ‘beside the spring’, cf.

O. 13.63–64

ὃς τᾶς ὀφιώδεος υἱ-

όν ποτε Γοργόνος ἦ πόλλ᾽ ἀμφὶ κρουνοῖς

Πάγασον ζεῦξαι ποθέων ἔπαθεν

(Sc. Bellerophon) who once sufferedmuch indeed in his yearning to yoke

Pegasus, the snaky Gorgon’s son, beside the spring.

The landscapedetail alludes to the folk-etymologyof Πήγασος (Att.-Ion.)/Πάγα-

σος (non-Att.-Ion.), as it is preserved in Hesiod’s Theogony, which had the

name Pegasus deriving from Gk. πηγή (Att.-Ion.)/παγά (non-Att.-Ion.) ‘water-

spring’,10 cf.

Hes. Th. 281–283

… καὶΠήγασος ἵππος

τῷ μὲν ἐπώνυμον ἦεν, ὅτ᾽ Ὠκεανοῦ περὶ πηγάς

γένθ᾽(ο) …

… 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 inwhich

Medusa was beheaded by Perseus close to a water spring.11 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. Πήγασος is a borrowing from

Luwian Piḫaššašši ‘brilliant’ (an epithet of the Storm-god, from ie *bheh2- ‘to shine’).

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. 70a.15–17 (= Dith. 1.15–17)

λέγοντι δὲ βροτοί

[ ]α φυγόντα νιν καὶ μέλαν ἕρκος ἅλμας

κορᾶν] Φόρκοιο

I agree with D’Alessio (1995:271) and Lavecchia (2000:103), who propose that

15–17 include a reference to the Gorgons.12 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’ (ἕρκος ἅλμας),13 i.e. ‘the sea’. The iunctura reflects a ‘type

ἕρκος ὀδόντων’ (‘the enclosure of the teeth’, a common substitution kenning for

‘mouth’ or ‘lips’ in Homer),14 i.e. a collocation [ἕρκος–Xgen.], in which ἕρκος is

followed by a genitive of material.15 The structural similarity between ἕρκος

ἅλμας and ἕρκος ὀδόντωνmay appear to us evenmore remarkable if we take into

account that both Pi. ἕρκος ἅλμας and Hom. ἕρκος ὀδόντων combine with φεύγω

‘to escape’ in a collocation [to escape (φεύγω)–from enclosure (ἕρκοςacc.)–

12 Van der Weiden (1991), who integrates Περσέα 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 collocationmay be etymologised in ie terms: ἕρκος ‘fence, enclosure’

is an s-stem deriving from ie *serƙ- ‘to repair by weaving’ (as per Covini 2017), ἅλμα ‘salty

water, brine’ a fem. abstr. to amo-derivative to ie *seh2l- ‘salt/saline’ (cf. Gk. ἅλς ‘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. TheHomeric expression

matches tb tañ kemeṣṣepi serkentse (iol-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. ἕρκεϊ χαλκείῳ ‘a bronze fence’, i.e. a defence-wall (Il. 15.567). In other

collocations with the structure [ἕρκος–Xgen.] the genitive specifies (i) the object warded

off by the ‘enclosure, defence’, cf. ἕρκος ἀκόντων (: ‘shield’, Il. 15.646), ἕρκος βελέων (Il.

5.316+), ἕρκος πολέμοιο (Il. 4.299); (ii) the subject/object whom/which is defended, cf.

[ἕρκος–peoplegen.], designating ‘the strongestwarrior’, ἕρκοςἈχαιῶν (Il. 3.229+), forwhich

ie parallels have been identified by Schmitt 1967:282–283, Campanile 1977:120–121, West

2007:454–455.
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of something (Xgen.)]: φυγόντα … ἕρκος ἅλμας (fr. 70a.16 [= Dith. 1.16]), φύγεν

ἕρκος ὀδόντων (Il. 4.350+).16

The identification of ἕρκος ἅλμας as a substitution kenning for ‘sea’ is guar-

anteed by a Pindaric phraseological survey,17 cf. P. 2.80 ἀβάπτιστος εἶμι φελ-

λὸς ὣς ὑπὲρ ἕρκος ἅλμας, and the compound ἁλιερκής, which applies to ter-

ritories washed by the sea in O. 8.25 (‘Aegina’), P. 1.18 (‘Cuma’s shores’), and

I. 1.9 (‘the Isthmus’).18 If ἕρκος ἅλμας || κορᾶν Φόρκοιο (fr. 70a.16–17 [= Dith.

1.16–17]) 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. Φόρκος, in Pi. P. 12.13, Dith. 1),19 is eponymous to ‘Phorcys’ har-

bour’, a bay in Ithaca, where two headlands protect the ships from the winds,

cf.

16 Od. 1.64, 3.230, 5.22, 19.492, 21.168, 23.70.

17 The sea is black at night. Thus, the adj. μέλας as well as the verb μελαίνω apply to the

‘water’ of the sea, springs and waves in Homer, cf. μελάνει πόντος (Il. 7.64), μέλαν … κῦμα

(Il. 23.693+), μέλαν ὕδωρ (Il. 2.825+), underlying the compound μελάνυδρος (Il. 9.14+).

18 The Pindaric compound semantically matches on kennings for ‘sea’ with the structure

[fence (garðr)–Xgen.], cf., especially, hár hranngarðr ‘the high-wave enclosure’ (Steinn

Óldr 10.2), on which see Massetti 2019:16–18.

19 As pointed 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, themale character represents the

sea-god. Significantly, Phorcus is portrayed holding a trident on a bronze Etruscan mirror

from Vulci, 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. ⟨Purciuś⟩, 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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Od. 13.96–101

Φόρκυνος δέ τίς ἐστι λιμήν, ἁλίοιο γέροντος,

ἐν δήμῳ Ἰθάκης· δύο δὲ προβλῆτες ἐν αὐτῷ

ἀκταὶ ἀπορρῶγες, λιμένος πότι πεπτηυῖαι,

αἵ τ’ ἀνέμων σκεπόωσι δυσαήων μέγα κῦμα

ἔκτοθεν· ἔντοσθεν δέ τ’ ἄνευ δεσμοῖο μένουσι

νῆες ἐΰσσελμοι, ὅτ’ ἂν ὅρμου μέτρον ἵκωνται

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.20

As shown by Ginevra (forthc./a),21 Φόρκος and Φόρκυς are nominal derivatives

from ie *bhergh- ‘toward’ (liv2 79–80, cf. iew 145), which, among others, under-

liesGk. φράσσω ‘I fence, surround’ (*bhr̥gh-ie̯/o-).The themeφορκ- is a secondary

‘extraction’ from the aorist stemφραξ-, whichwas re-analyzed as resulting from

*phrak-s-.22 Φόρκος reflects a thematic derivative *phórk-o- ‘obstructing/enclos-

ing/surrounding’, which was substantivized with accent retraction: *phork-ó- >

*phórk-o- (Φόρκος).23 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 ποταμός which surrounds the earth.24 The

thematic stem (*phork-ó-) may have been remodelled into Φόρκυς in analogy to

20 Cf. Σ Od. 13.96 Di. V ἐφ’ ᾧ λιμένι Φόρκυνός ἐστιν ἱερὸν τοῦ θαλασσίου δαίμονος; Σ Od. 13.96 Di.

ὁ λιμὴν οὗτος ἔκ τινος Φόρκυνος θεοῦ ποτε γέγονε κἀκ τούτου τὴν κλῆσιν ἔσχεν.

21 Contra Chantraine delg, Frisk gew, Beekes edg s.v. φορκόν. Frisk gew s.v. φορκόν and

φαρκίς hypothesises a meaning ‘white’ (cf. Hsch. φ 773 hc φορκόν· λευκόν, πολιόν, ῥυσόν

“phorkon: white, grey,wrinkled”) andproposes a connectionwith the same root underlying

MoE bright. However, the latter termmaybe tracedback to ie *bherh1ĝ- (Kroonen 2013:60–

61) or *bherĝ- (Huld 1984:40), which is incompatible with Gk. Φόρκος/Φόρκυς. A possible

reconstruction of a root *bherku̯- (liv2 93–94, iew 110–111) is discarded by de Vaan 2010

s.v. farciō because the root shape *DheRT is judged as inexistent. The sequence *DhReT- is

rare and seems to occur only with roots displaying an initial *bh-, cf. *bhReƙ- ‘to whet’ (cf.

liv2 93, iew 168).

22 It is also tantalizing to connect the Homeric expression φράξαντο … ἕρκεϊ (Il. 15.566–567)

and ἕρκος ἅλμας … Φόρκοιο (fr. 70a.16–17 [= Dith. 1.16–17]).

23 According to Giangrande 1987:85–86, in Phan. 1.20 φόρκος is an appellative of λιμήν.

24 See the remarks of Nagy 1990b:238–239 and Ginevra (forthc./b), on ὠκεανός and its pos-

sible formular ‘stand-in’ Ἠριδανός.
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other sea-gods’ names, e.g. Τηθύς, or may have been the basis for a secondary u-

substantivation, which underlies Φόρκυς (dat.sg. Φόρκυϊ [Hes. Th. 270], acc.sg.

Φόρκυν [Hes. Th. 237]). The un-stem (cf. gen. Φόρκυνος, acc. Φόρκυνα [Od. 13.96,

Il. 17.312+]), built on the acc. Φόρκυν, was re-characterised (cf. acc. Φόρκυνα in Il.

17.312+) according to the same analogical process seen in the inflection of the

name Ζεύς, acc. Ζῆν (Il. 8.206+) and Ζῆνα (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 (νῆσον πετρήεσσαν), they live on the ‘rocky island’ Sarpedon.25 Moreover,

Medusa possesses the power of petrification,26 as recalled by Pindar, cf.

P. 10.47–48

… ἤλυθε νασιώταις

λίθινον θάνατον φέρων

He (: Perseus) came to the islanders, bringing them stony death…

fr. 70d.39–41 (= Dith. 4.39–41)

… τὸ μὲν ἔλευσεν· ἴδον τ᾿ ἄπ̣οπτα

…..] .· ἦ γὰρ [α]ὐτῶν̣ μ̣ετά̣σ̣τα̣σιν̣ ἄκ̣ρ̣αν̣[.

. θη]κ̣ε· πέτραι δ᾿ [ἔφ]α̣[ν]θ̣εν ἀντ[̣ὶ] φωτῶν

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 Paṇis 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 fromVulci, (550–500bce, BritishMuseum, London, cat. nr. 302168).

Elsewhere, Perseus and theGorgons 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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1.4 Vala: Location and Descriptions

The Vedic word valá- ‘cavern, enclosure’ matches YAv. vara- ‘close space’. Both

terms are derivatives of the Indo-Ir. root var2 ‘to close, cover’ (cf. EWAia s.v.

var2, ie *u̯el- ‘to enclose, envelop’, cf. liv2 678, iew674, cf. section 2.3.1 below).27

The term, which occurs twenty three times in the Rigveda, is applied to a stony

prison, where the Paṇis, Indra’s enemies,28 hide their cattle. Given its ‘envelop-

ing’ nature, Vala is often called the ‘enclosure of cattle’ (vrajó góḥ), cf.

rv 3.30.10ab

alātr̥ṇó valá indra vrajó góḥ

purā́ hántor bháyamāno víy ā̀ra

Vala, the enclosure of cattle, unquiet and fearful, opened up (even)

before being struck, O Indra.29

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

– a ‘stronghold’ (Ved. púr-),30 cf. rv 6.18.5d r̥ṇóḥ púro ví dúro asya víśvāḥ “you

opened its strongholds and its doors, all of them”;

– an enclosure provided with ‘barricades’ (Ved. paridhí-)31 cf. rv 1.52.5cd ín-

draḥ … bhinád valásya paridhīm̐́r iva tritáḥ “Indra … split the barricades of

the Vala cavern, as Trita had”;

– a ‘mountain fortification’ (Ved. párvatasya dr̥ṃhitā́ni)32 cf. rv 2.15.8ac bhi-

nád valám áṅgirobhir gr̥ṇānó , ví párvatasya dr̥ṃhitā́niy airat / riṇág ró-

27 Cf. Janda 2005:319–320.

28 The etymology of Ved. paṇí- is unclear (cf. EWAia s.v. paṇí-). A connection with the name

Πάρνοι (Strabo 11.7.1+), an Iranian people, has been repeatedly proposed, cf. Wackernagel

1918:411, Schmidt 1968:209ff.

29 Cf. rv 1.10.7c, 1.132.4bc, 4.1.15d, 4.16.6d, 4.20.6c, 8b, 6.73.3b, 8.32.5a, 10.28.7d, 10.45.11d. In

rv 4.1.13c the cows are called áśmavraja- ‘those with a rock as their pen’.

30 On the etymology of the term cf. Frisk gew s.v. πόλις and Schwyzer 1939:344, who con-

nect Ved. púr-, Gk. πόλις ‘city’ and Lith. pilìs ‘castle’. For Strunk 1969 Gk. πόλις andVed. púr-

reflect *plh̥1(-i-), whereas, according to Beekes edg s.v. πόλις, these same terms are based

on *tpol-. Slade 2008:29–32 presents a list of passages in which the collocation [(ví-)bhed–

púr-acc.] and the compound pūrbhíd- 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. paridhí- is lit. ‘what is set/put’ (Ved. dhā, Gk. τίθημι, ie *dheh1-, cf. liv2 136–138, iew

235–239) ‘around’ (pari° : Gk. περί).

32 Cf. also rv 2.15.8, on which see below. Ved. dr̥ṃhitá- is a derivative to the Ved. root darh ‘to

steady’, cf. Av. dǝrǝz- ‘fetter’.
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dhāṃsi kr̥trímāṇiy eṣāṃ “Being sung by theAṅgirasas, 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’ (ádri-)33 or described as a ‘cistern with a mouth of stone’ (Ved.

áśmāsya- avatá-),34 cf.

rv 6.39.2a

ayám uśānáḥ páriy ádrim usrā́ḥ

This one here eagerly (breaks) the rock en(closing) the ruddy (cows)

rv 2.24.4ab

áśmāsiyam avatám bráhmaṇas pátir

mádhudhāram abhí yám ójasā́tr̥ṇat

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 ἕρκος ὀδόντων (Hom., see above, section

1.2), a ‘set of teeth’, cf.

rv 10.68.6

yadā́ valásya pīýato jásum bhéd

bŕ̥haspátir agnitápobhir arkaíḥ

dadbhír ná jihvā́ páriviṣṭam ād́ad

āvír nidhīm̐́r akr̥ṇod usríyāṇām

When Br̥haspati 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. ádri- ‘stone, rock, mountain’ reflects a compound *n̥-dr-i- ‘the unsplittable one’ (cf.

Ved. dar, ie *der, cf. liv2 119–121, iew 206–208). The juxtaposition of [dar–ádri-acc.] cre-

ates a figura etymologica, ‘to split the un-splittable’, in rv 4.16.8a apó yád ádrim puruhūta

dárdar “when you tore open the rock for the waters, O much invoked one”.

34 áśmāsya- is a compound with a fcm to Ved. áśmān- ‘stone’, cf. Gk. ἄκμων ‘stone’, Lith.

ašmuō ‘edge’, a derivative from ie *h2eƙ- ‘sharp, pointed’, and a scm toVed. ā́s- ‘mouth’ (also

‘face’), cf. Av. āh- ‘mouth’, Lat. ōs, OIr. ā from ie *h3éh1-s-. The etymology of Ved. avatá- is

opaque, cf. EWAia s.v. avatá-, which mentions a possible connection with Gk. εὐνή ‘bed’,

Latv. avuōts ‘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 valáṃ rakṣitā́raṃ dúghānām “Vala, the guard over the milkers”,

gódhāyasa- “cow-nurturer” (rv 10.67.7b), gópati- “cowherd” (rv 10.67.8a).35

Be it materialised or personified, Vala is located in the farthest region of the

world, beyond the Rasā stream. The Vedic water-stream Rasā́- (: Av. Raŋhā-) is

said to separate the Vala from the rest of the world,36 cf.

rv 10.108.137

kím ichántī sarámā prédám ānaḍ

dūré híy ádhvā jáguriḥ parācaíḥ

kā́sméhitiḥ kā́ páritakmyāsīt

katháṃ rasāýā ataraḥ páyāṃsi

[Paṇi:] Seekingwhat has Saramā 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 Rasā?

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

Common Traits

Three characteristics are shared by the Greekmyth 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. Γοργούς θ᾽, αἳ ναίουσι πέρην κλυ-

τοῦὨκεανοῖο, Hes.Th. 274), the poet of theCypria on the island Sarpedon (cf.

Γοργόνας … αἳ Σαρπηδόνα ναῖον ἐν ὠκεανῷ βαθυδίνῃ, Cypr. 32.1–2). InOlympian

Thirteen (ἀμφὶ κρουνοῖς, O. 13.63) Pindar seems to follow a Hesiodic model

and in Dithyramb One (cf. ἕρκος ἅλμας || κορᾶν Φόρκοιο, fr. 70a.16–17 [= Dith.

1.16–17]) to locate the Gorgons in the sea or close to it. The rocky prison of

Vala is situated beyond the Rasā stream (cf. katháṃ rasā́yā ataraḥ páyāṃsi,

rv 10.108.1d);

35 On Vala’s lament (rv 10.68.10) cf. section 4.5 below.

36 Cf. rv 9.41.6 pári ṇaḥ śarmayántyā , dhā́rayā soma viśvátaḥ / sárā raséva “O Soma, flow

for us in a protecting stream all around on all sides, like (the heavenly river) Rasā”. On the

Rasā cf. Lommel 1926. OnAv. Raŋhā cf. Brunner 1986 [2011]. For a comparison betweenAv.

Raŋhā- and Gk. ὠκεανός cf. Kellens 1979:711–712.

37 rv 10.108 is a dialogic hymn, in which the Paṇis address the dog Saramā, 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. Φόρκυνος … λιμήν, Od. 13.96). Vala is ‘the enclosure’ par excel-

lence (cf. Indo-Ir. var2, ie *u̯el- ‘to enclose, envelop’). For this reason, it is

materialised as ‘the enclosure of the cattle’ (cf. vrajó góḥ, rv 3.30.10ab), or

represented as a ‘barricade’ (cf. valásya paridhīḥ́, rv 1.52.5d), a ‘stronghold’

(Ved. púr-, rv 6.18.5d) or a container (cf. áśmāsyam avatám, rv 2.24.4a).

– In both myths, enemies are somehow associated with [rocks] and

[stones]: Medusa turns into stone whoever looks at her (cf. λίθινον θάνα-

τον φέρων, P. 10.48); Vala is made of stone or even directly referred to as ‘the

rock’ (Ved. ádri-).

2 Association with the Base Collocation [hero–kills–serpent]

2.1 From Lizards to Serpents

The associationwith 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,38 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. 660bce (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 Centaur39 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 themodel, 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 1991:116, 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 (musée du

louvre) / photograph:

hervé 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.40The lizardmaybe interpreted as a benignor apotropaic animal.

However,Hurwit (2006:123–130)proposes aparallelwith lizards representedon

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 1991:123, Topper 2007:86, and Langdon 2008:208 propose that the plant decora-

tions allude to the ‘meadow’, inwhichMedusa unitedwith 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, whichmay be

taken as ominous symbols of imminent death.41

Alternatively, the lizardmayhint at theMischwesen-nature of monsters such

as the Gorgon and the Chimaera.42 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,43 cf.

[Hes.] Sc. 229–234

… ταὶ δὲ μετ᾽ αὐτόν

Γοργόνες ἄπλητοί τε καὶ οὐ φαταὶ ἐρρώοντο …

… ἐπὶ δὲ ζώνῃσι δράκοντε

δοιὼ ἀπῃωρεῦντ’ ἐπικυρτώοντε κάρηνα

The Gorgons, dreadful and unspeakable, were rushing after him … At

their girdles, two serpents hung down, their heads arching forward.44

2.2 Reconstructing [Perseus–kills–serpentine–Gorgon]*

Pindar toomentions the Gorgons’ snakes. InOlympianThirteen, Medusa is said

to be ‘snakelike’ (O. 13.63–64 ὀφιώδεος … Γοργόνος, cf. section 1.2 above);45 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. 560bce, 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. 540–530bce, preserved at Musée du Louvre, Paris (catalogue nr. f 99), cf. also limc

s.v. Gorgo.

44 The iconography of the snake-belted Gorgons seems tomatch 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 ὀφιώδης ‘snakelike’ contains the productive suffix °ώδης, recognizable as a scm

based on ie *h3ed- ‘to smell’ (liv2 296, iew 772–773, cf. Gk. ὄζω ‘to smell’, ὀδμή ‘scent’), and

a fcm ὀφι° reflecting the inherited word for ‘snake’ (ie *h3e/ogu̯hi- or *h1ogu̯hi-), on whose

problematic reconstruction cf. Katz 1998, Oettinger 2010a, 2010b.
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P. 10.46–47

… ἔπεφνέν

τε Γοργόνα καὶ ποικίλον κάρα

δρακόντων φόβαισιν ἤλυθε νασιώταις

He killed the Gorgon and bearing her head adorned with locks of ser-

pents, came to the islanders

P. 12.9

τὸν παρθενίοις ὑπό τ’ ἀπλάτοις ὀφίων κεφαλαῖς

From under the maidens’ heads and the unapproachable heads of the

snakes.

In P. 10.46, Gk. θείνω ‘to kill’ (ie *gu̯hen- ‘id.’, cf. liv2 218–219, iew 491–493)

describes the core-event of the myth.46 In turn, the collocation [θείνω–

Γοργώacc.] underlies the adjective and mn Γοργοφόνος, cf. Hes. fr. 193.13 Γοργο-

φόνον θ’] ἥ̣ρωα, and the wn Γοργοφόνη (Paus. 2.21.7+).47 As Watkins (1995:364)

points out, by combining the description of Medusa in O. 13.63, ὀφιώδεος (sec-

tion 1.2 above), and the description of Perseus’ endeavour in P. 10.46 ἔπεφνεν

… Γοργόνα “he slew the Gorgon”, it is possible to reconstruct a base colloca-

tion

[Perseus–kills (θείνω, ie *gu̯hen-)–serpent (ὀφι°, ie *h1ogu̯h-i-) i.e. the

Gorgon]48

A phraseological structure of this description would parallel the collocation

[hero–kills (ie *gu̯hen-)–serpent (ie *h1ogu̯h-i-)], which mostly applies to

dragon-killings in Indo-Iranian, Germanic and Hittite mythological narratives,

cf. Ved. áhann áhim “he killed the serpent” (rv 1.32.1c+, cf. section 2.3.3 below),

Av. janat ̰ ažim ‘he killed Aži (the serpent)’ (Y 9.8b, cf. section 3.3 below), on

46 Differently, Hesiod specifies that theGorgonwas beheaded, cf. Hes.Th. 280 τῆς ὅτε δὴΠερ-

σεὺς κεφαλὴν ἀπεδειροτόμησεν, 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 (Γοργοφόνη) 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 κτεῖνε … ὄφιν. Ogden 2013:21 criticizes Watkins’

approach.



134 chapter 9

orms einbani “the serpent’s single bane” ([= Thor], Hym. 22), Hitt. mušilluyankan

… kuenta “he (sc. the Storm-god) killed Illuyanka” (cth 321 §24 A Rs. iii 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 Vr̥tra-myth.50 But in turn this

heroic deed displays a variety of similarities with the story involving Vala. In

the Vr̥tra-myth, Indra fights against the serpent Vr̥tra and his mother Dānu.

By defeating the monsters, the god sets free the waters which his enemies

were keeping back.51 Some hymnsmention that theMarutas, a group of storm-

gods, help Indra in the battle and celebrate his victory with a shout of tri-

umph.

The association between theVala and theVr̥tra-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 Vr̥tra- and the Vala-myths (cf.

chapter 8, sections 1 and 4), in the Rigveda he is regularly referred to as ‘killer

of Vr̥tra’ (vr̥trahán-, rv 1.16.8c+) or the ‘gnawer of Vr̥tra, the breaker of Vala’

(vr̥trakhādó valaṃrujáḥ, rv 3.45.2a). In post-Vedic literature, where Vala and

Vr̥tra are brothers, the god is addressed as valabhíd- ‘splitter of Vala’ and

valavr̥trahán- ‘killer of Vala and Vr̥tra’.

49 Slade 2008:42–52 argues that Ir. kirm…škāft “thewormburst asunder” (Kārnāmag īArdax-

šīr ī Pābagān 8.11) and oe forwrāt … wyrm on middan “he cut asunder the dragon in

the middle” (Beow. 2705) are lexically renewed versions of ie [split (*bheid̯-)–serpent/

worm], cf. Ved. [bhed–áhi-acc.] (rv+, see below) and Ved. [bhed–kŕ̥mi-acc.] ‘to split the

worm’ (avś 5.23.13ab).

50 OnVr̥tra’s combat and ie comparanda cf. Bréal 1882, Renou 1934, Fontenrose 1959, Schmidt

1968, Dandekar 1979, Lahiri 1984, Söhnen-Thieme 2001, Watkins 1995, Witzel 2004.

51 According to Oldenberg 1923, the waters enclosed by Vr̥tra 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 Vr̥tra: distribution of the roles

[hero (Indra[/Br̥haspati])] [with helpers] vs [enemy]

Vr̥tra-myth: Indra Marutas Vr̥tra

Vala-myth: Indra/Br̥haspati Aṅgirasas/Uśijas Vala

Indra’s enemies share the common trait of ‘enclosing’. Both Ved. vr̥trá- and

Ved. valá- are nominal derivatives of theVedic root var2 ‘to close, cover’ (ie *u̯el-

‘to enclose, envelop’, cf. section 1.4 above): Ved. vr̥trá- reflects *u̯l-̥tró-, a nomen

instrumentiwith suffix -tro-: ‘the means of enclosing’ (Renou 1934), while valá-

reflects *u̯oló-, a thematic derivative with agentive value, ‘enclosing’ (possibly

subst. ‘the encloser*’).

In both mythological narratives Indra(/Br̥haspati) is accompanied by a

group of deities or priests: the Marutas are on Indra’s side in the fight against

Vr̥tra, the Aṅgirasas or the Uśijas 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 valám áṅgirobhiḥ ,

hán “with the Aṅgirasas … 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 ayám índro marútsakhā , ví vr̥trásyābhinac chíraḥ “this Indra …

with theMarutas as comrades, split apart the head of Vr̥tra” (cf. also rv 8.76.3a),

or by means of a vant-adjective, cf. rv 1.80.11d vr̥trám marútvām̐ ávadhīḥ “you

have slain Vr̥tra with the Marutas alongside”, rv 2.11.20d bhinád valám índro

áṅgirasvān “together with the Aṅgirasas, Indra split the Vala cave”. The parallel

distribution of roles is recapitulated in chart 2 (above).

2.3.2 The Cave and the Mountain

Themyths of Vala andVr̥tra exhibit parallel lexical usages. Specifically, theword

bíla- ‘cave opening’ occurs only twice in the entire Rigveda, always as the object

of the verb ápa-var ‘to open, uncover’.52 In rv 1.32 Ved. bíla- applies to the lib-

eration of waters, which Vr̥tra held captive, while in rv 1.11, it refers to Vala, cf.

rv 1.32.11cd

apā́m bílam ápihitaṃ yád ā́sīd

vr̥tráṃ jaghanvā́m̐ ápa tád vavāra

52 The verb often applies to Vala, e.g. rv 2.14.3b yó gā́ udā́jad ápa hí valáṃ váḥ “… who drove

up the cattle–for he had opened the cave”.
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Whatwas thehiddenopening for thewaters—that Indrauncovered after

he smashed Vr̥tra

rv 1.11.5ab

tuváṃ valásya gómató

a’pāvar adrivo bílam

You uncovered the opening of Vala filled with cattle, O possessor of the

stone.

Moreover, both Vala andVr̥tra are connected with rockymountains. As already

anticipated, Vala is a rocky enclosure, which is also called ‘stone’, ‘mountain’ or

‘mountain fortification’ (see above, section 1.4). Significantly, Vr̥tra is said to lie

down on a mountain, cf.

rv 1.32.2a

áhann áhim párvate śiśriyāṇám

He smashed the serpent resting on the mountain

rv 4.17.7cd

tuvám práti praváta āśáyānam

áhiṃ vájreṇa maghavan ví vr̥ścaḥ

With your mace you hewed apart the serpent who was lying against the

(mountain) slopes, O bounteous one.53

In further passages the action of splitting the mountain(s)/the ‘belly’ of the

mountains is juxtaposed to the killing of Vr̥tra, cf. rv 1.32.1cd áhann áhim ánuv

apás tatarda , prá vakṣáṇā abhinat párvatānām “he smashed the serpent. He

bored out the waters. He split the bellies of the mountains”, rv 4.17.3ac bhinád

giríṃ… vádhīd vr̥tráṃ vájreṇa “he split themountain…He smashedVr̥tra with

his mace”.54

The parallel lexical usages speak in favour of an overlap between the combat

against Vr̥tra and the smashing of Vala, cf.

53 Cf. also rv 1.54.10b antár vr̥trásya jaṭháreṣu párvataḥ “(there stood) amountainwithin the

belly of Vr̥tra”.

54 Cf. also rv 10.89.7.
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chart 3 Myths of Vala and Vr̥tra: parallel lexical usages

[enemy (*u̯el-)] [mountain (párva-

ta-/pravát-/girí-)]

(blocks/closes) [cave (bíla-)]

Vr̥tra-myth: Vr̥tra párvate śiśriyāṇám

prati praváta āśáy-

ānam

bíla-

Vala-myth: Vala párvatasya dr̥ṃhitā́ni bíla-

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. var2)]

In connection with the Vr̥tra-myth, the base collocation mostly features Ved.

han ‘to slay’ (ie *gu̯hen- ‘to kill’, cf. Gk. θείνω, Lat. fendo, Hitt. kuenzi)55 and a

direct object ‘serpent’, Ved. áhi-, or ‘encloser/obstacle’, Ved. vr̥trá-, cf.

rv 1.32.1c

áhann áhim ánuv apás tatarda

He smashed the serpent. He bored out the waters

rv 1.32.5a

áhan vr̥tráṃ vr̥tratáraṃ víyàṃsam

Indra smashedVr̥tra[/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 (ie *bheid̯- ‘to split’, cf. liv2 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. García Ramón 1998. As pointed out

by Slade 2008:32–42, other verbs apply to the same heroic deed, namely: (ví-/ní-)vraśc ‘to

cut (down/apart)’, bhed and roj (on which see also below). Slade 2008:41 also argues that

[(ví-/ní-)vraśc/roj–serpent] are lexically renewed collocations for [bhed–serpent].
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rv 2.11.20d

bhinád valám índro áṅgirasvān

Together with the Aṅgirasas, Indra split the Vala cave.

Nevertheless, quasi-synonymous verbs occasionally apply to the smashing of

Vala, namely:

– (ví-)dar ‘to cleft’ (ie *der-, cf. liv2 119–121, iew 206–208), cf. rv 1.62.4d valáṃ

ráveṇa darayaḥ “with a roar you cleft Vala”.

– (ví-)roj ‘to break’ (ie *leu̯g-, cf. liv2 415–416, iew 686), cf. rv 6.39.2c rujád

árugṇaṃví valásya sā́num “he breaks apart the unbreakable back of theVala

cave”.56

Significantly,Ved.han andbhed are also employedas if theywere exchangeable.

Occasionally, han describes the killing of (personified) Vala and (ava-)bhed the

slaying or beheading of Vr̥tra (Renou 1934:118), cf.

rv 6.18.5ac

tán naḥ pratnáṃ sakhiyám astu yuṣmé

itthā́ vádadbhir valám áṅgirobhiḥ

hánn acyutacyud dasmeṣáyantam

Let our age-old partnership with you (all) (still) exist, with the Aṅgirasas

speaking in just this way—along with them you smashed the prospering

Vala cave, O wondrous shaker of the unshakable

rv 2.11.18ab

dhiṣvā́ śávaḥ śūra yéna vr̥trám

avāb́hinad dā́num aurṇavābhám

Take to yourself the vast power, O champion, by which you cut down

Vr̥tra, the son of Dānu, that son of a spider!

rv 1.52.10cd

vr̥trásya yád badbadhānásya rodasī

máde sutásya śávasāb́hinac chíraḥ

56 Significantly, roj applies to the splitting of mountains in rv 6.30.5b, at close distance to

[áhan áhim] (rv 6.30.4c). Ved. (ví-)kar ‘to separate’ (ie *ku̯er-, cf. liv2 391–392, iew 641–

642) is attested in rv 10.67.6ab índro valáṃ rakṣitā́raṃ dúghānām… ví cakartā “Indra cut

apart Vala, the guard over the milkers”.



how to find a song of multiple heads: collocations in context 139

When, in the exhilaration of the pressed soma, with your vast power you

split the head of Vr̥tra, whowas pressing harder and harder upon the two

world-halves.57

chart 4 Myths of Vala and Vr̥tra: lexeme-crossing in the base collocations

[hero kills/splits enclosing one (*u̯el-)]

Vr̥tra-myth: Indra han

(→ bhed)

Vr̥tra

Vr̥tra(’s head)

Vala-myth: Indra/Br̥haspati bhed

(→ han)

Vala

cf. also Indra/Br̥haspati breaks (Ved.

[ví-]roj)

Vr̥tra/Vala

Additionally,Ved. roj ‘to break’ refers to bothVala andVr̥tra in the collocation(s)

[Indra–breaks apart ([ví-]roj)–Vala/Vr̥traacc.], cf. e.g. rv 4.50.5b valáṃ

ruroja phaligáṃ ráveṇa “he broke Vala, broke its bolt with his roar”, rv 8.6.13

yád asya manyúr ádhvanīd , ví vr̥trám parvaśó ruján / apáḥ samudrám aírayat

“when his battle fury smoked, he, breaking Vr̥tra apart joint by joint, sent the

waters to the sea”.58

Once again, the phraseological analysis demonstrates that the two heroic

deeds overlap andmerge. 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 ví mūrdhā́nam

abhinad arbudásya “Indra split apart the head of Arbuda” (cf. chapter 8, sec-

tion 4) is reminiscent of both the passages in which Indra splits Vr̥tra’s head

(cf. the collocation rv 1.52.10cd vr̥trásya … śávasā́bhinac chíraḥ), and those in

which Indra/Br̥haspati smashes Vala (e.g. rv 2.11.20d bhinád valám).

57 Cf. Slade 2008:25–29. The same collocation is attested in other two passages, cf. rv 8.6.6 ví

cid vr̥trásya dódhato , vájreṇa śatáparvaṇā / śíro bibheda vr̥ṣṇínā “with his mace of a hun-

dred joints, with the ram, he split apart the head of raging Vr̥tra”; rv 8.76.2 ayám índro

marútsakhā , ví vr̥trásyābhinac chíraḥ / vájreṇa śatáparvaṇā “this Indra here, with the

Marutas as comrades, split apart the head of Vr̥tra with a hundred-jointed mace”.

58 Cf. also rv 8.6.37a, 10.49.6b, and the type [Indra–breaks(ví-roj)–body-part–Vala/

Vr̥tragen.] which is also attested in rv 10.152.3ab ví rákṣo ví mŕ̥dho jahi , ví vr̥trásya hánū

ruja “smash away the demon, away the scornful; break apart the jaws of Vr̥tra”; rv 1.56.6d

ví vr̥trásya samáyā pāṣíyā̀rujaḥ “you broke apart all at once the two jaws of Vr̥tra”.
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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 thematicmaterial. 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(/Br̥haspati)’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 theGorgons as snaky-

girdled ([Hes.] Sc.) or snaky-haired (Pi.+). Reflections of the collocation

[hero–kills (ie *gu̯hen-)–serpent (ie *h1ogu̯hi-)], not attested directly in

Greek, are scattered in two Pindaric passages: ὀφιώδεος … Γοργόνος (O. 13.63)

and ἔπεφνεν … Γοργόνα (P. 10.46, cf. also mn Γοργοφόνος, Hes. fr. 193.13).

– Derivatives of the ie *gu̯hen- ‘to kill’ and ie *h1ogu̯hi- ‘serpent’ regularly apply

to the Old Indic Vr̥tra-myth, which parallels the Vala-myth in several re-

spects.

(i) Themain roles and events of themyths are similarly distributed: Indra

and Indra/Br̥haspati smash an enemy, who is an ‘encloser’ (Ved. vr̥trá-

and Ved. valá-); the hero-god is helped and/or celebrated by a group of

characters, namely: the Marutas or the Aṅgirasas/Uśijas.

(ii) Both Vr̥tra and Vala possess or block a ‘cave opening’ (Ved. bíla-) and

are associatedwithmountains ormountain slopes (Ved. párvata-, girí-,

pravát-).

(iii) Althoughdifferentbase collocations regularly apply to the twomyths—

[hero–kills (ie *gu̯hen-)–serpent (ie *h1ogu̯hi-)] is most commonly

referred to the Vr̥tra-myth (cf. e.g. áhann áhim [rv 1.32.1c+]), [hero–

splits (*bheid̯-)–valá- or stone (Ved. ádri-)] to the Vala-myth (cf. e.g.

bhinád valám [rv 2.11.20d], adribhíd- [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 Vr̥tra/Vr̥tra’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 Vr̥tra- 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 themost commonaccount of the story, Polydectes, tyrant of Seriphus,makes

Danae his concubine and asks Perseus to obtainMedusa’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 furthermythological account, which Ezio Pel-

lizer (1987:46) defines as “a sort of reduplication of the qualifying deed [sc.

the Gorgon episode]”.60 In this story, the hero faces a sea-monster, which is

infesting the Ethiopian coasts.61 As a consequence of his victory, he obtains

the hand of Andromeda, the daughter of Cassiepea/Cassiopea and king of

Ethiopia Cepheus.62 The story is summarised by Pseudo-Apollodorus.63 The

mythographer’s account relies uponprevious sources,which are not in our pos-

session. Indeed, Andromeda was the subject of lost plays by Euripides64 and

Sophocles:65

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 l’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. ἐπεὶ δὲ Περσεὺς ὁ Δανάης

τε καὶ Διὸς ἀπίκετο παρὰ Κηφέα τὸν Βήλου καὶ ἔσχε αὐτοῦ τὴν θυγατέρα Ἀνδρομέδην, γίνεται

αὐτῷ παῖς τῷ οὔνομα ἔθετο Πέρσην, τοῦτον δὲ αὐτοῦ καταλείπει.

63 In connection 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, Cristóbal

López 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 See Pagano’s (2010) edition. Cf. also the edition of Bubel 1991 (onwhich cf. Kannicht 1993).

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. Pàmias 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

παραγενόμενος δὲ εἰς Αἰθιοπίαν, ἧς ἐβασίλευε Κηφεύς, εὗρε τὴν τούτου θυγα-

τέρα Ἀνδρομέδαν παρακειμένην βορὰν θαλασσίῳ κήτει. Κασσιέπεια γὰρ ἡ

Κηφέως γυνὴ Νηρηίσιν ἤρισε περὶ κάλλους, καὶ πασῶν εἶναι κρείσσων ηὔχη-

σεν· ὅθεν αἱ Νηρηίδες ἐμήνισαν, καὶ Ποσειδῶν αὐταῖς συνοργισθεὶς πλήμμυράν

τε ἐπὶ τὴν χώραν ἔπεμψε καὶ κῆτος. Ἄμμωνος δὲ χρήσαντος τὴν ἀπαλλαγὴν

τῆς συμφορᾶς, ἐὰν ἡ Κασσιεπείας θυγάτηρ Ἀνδρομέδα προτεθῇ τῷ κήτει βορά,

τοῦτο ἀναγκασθεὶς ὁ Κηφεὺς ὑπὸ τῶν Αἰθιόπων ἔπραξε, καὶ προσέδησε τὴν

θυγατέρα πέτρᾳ. ταύτην θεασάμενος ὁ Περσεὺς καὶ ἐρασθεὶς ἀναιρήσειν ὑπέ-

σχετο Κηφεῖ τὸ κῆτος, εἰ μέλλει σωθεῖσαν αὐτὴν αὐτῷ δώσειν γυναῖκα. ἐπὶ

τούτοις γενομένων ὅρκων, ὑποστὰς τὸ κῆτος ἔκτεινε καὶ τὴν Ἀνδρομέδαν ἔλυ-

σεν.

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 themon-

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 575–550bce, rep-

resents the battle of Perseus against the sea-monster (figure 3).66 On the

amphora all characters are identified by name. On the left, a giant sea-monster

(⟨κητοσ⟩) 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 κῆτος. 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,67 but they also allude to the fact that the fight against the κῆτος

66 On the iconography of Andromeda cf. limc s.v. Andromeda.

67 Cf. limc s.v. Perseus. The hero is regularly represented as having the winged shoes and/or

the ἅρπη in the hand, and/or the κίβισις.
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figure 3

Black-figure Corinthian

amphora from Cerve-

teri, 575–550bce, 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 thewinged sandals, the pouch, andHades’ 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 κῆτος after he took away Medusa’s head.68

68 Cf. Eur.TrGF 124.5–6Περσεύς, πρὸςἌργος ναυστολῶν, τὸ Γοργόνος || κάρα κομίζων “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-

nectedwith theaitionof the coral,whichwas generated fromthe 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 κῆτος 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:

– In the Andromeda episode, Perseus’ enemy is called κῆτος ‘sea-monster’.

Thus, the hero’s adversary is almost homonymous of the Gorgons’ mother

Ceto (Κητώ, being related to κῆτος),69 cf. Hes. Th. 270–274 Κητώ … τέκε …

Γοργούς (section 1.1 above). Therefore, Pliny seems to identify Andromeda’s

κῆτος and the Gorgons’ mother (hn v 14.69 saxo in quo vinculorum

Andromedae vestigia ostendunt; colitur illic fabulosa Ceto).

– Themaritime 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

ἔα· τίν᾿ ὄχθον τόνδ᾿ ὁρῶ περίρρυτον

ἀφρῷ θαλάσσης, παρθένου δ᾿ εἰκὼ τίνα,

ἐξ αὐτομόρφων λαΐνων τυκισμάτων

σοφῆς ἄγαλμα χειρός;

[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 clashwith theGorgon, themain event of the Andromeda

episode consists in the killing of a (sea-)monster. The expression τὸ κῆτος

ἔκτεινε ‘he killed the sea-monster’ ([Apollod.] 2.4.4) is a variant of the col-

location [hero–kills–enemy/monster]:71 Gk. κτείνω is a lexical variant

of θείνω in the collocations [hero–kills–serpent],72 cf. e.g. P. 4.249 κτεῖνε

… ὄφιν “he killed the serpent” and [hero–kills–enemy], cf. the synonymic

69 Κητώ reflects a name containing a suffix -ōi- (the so-called ‘Σαπφώ-type’), which regu-

larly underlies femalemythological names.These formationsmaypair bothwith thematic

stems, e.g. γοργός : Γοργώ, and other types of stem, including s-stems, cf. Κητώ : κῆτος.

70 The samemotif 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

her locks andwarm tears welled in her eyes, he would have thought her a work of marble”.

71 Cf. Watkins 1995:383–390.

72 Watkins 1995:302, 326, 358, 372.
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andmetrically non-equivalent compounds ἀνδροφόνος (Il. 1.242+) : ἀνδροκτό-

νος (Ba. 4.23+) ‘slayer of men’.73 Remarkably, in portraying Perseus’ combat,

Ovid compares the sea-monster to a serpent, cf.

Ov. Met. 4.714–715

utque Iovis 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 themonster is followed by the liberation of a woman: by killing

the Gorgon, Perseus sets Danae free from the condition of slavery (λυγρόν

… θῆκε ματρός τ᾽ ἔμπεδον || δουλοσύναν τό τ᾽ ἀναγκαῖον λέχος, P. 12.14–16); by

killing the sea-monster, he frees Andromeda from chains (Ἀνδρομήδην ἔλυ-

σεν, [Apollod.] 2.4.4)74 andmarries her (σωθεῖσαν αὐτὴν αὐτῷ δώσειν γυναῖκα,

[Apollod.] 2.4.4). In Euripides’Andromeda, the heroine concedes to Perseus

‘to carry her off ’, cf.

Eur. TrGF 129a

ἄγου δέ μ᾿, ὦ ξεῖν᾿, εἴτε πρόσπολον θέλεις

εἴτ᾿ ἄλοχον εἴτε δμωΐδ᾽(α) …

Take mewith 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. ἄγου … ἄλοχον, in which the notion of ‘leading/carrying

off/away’ is conveyed by Gk. ἄγω (ie *h1aĝ-, cf. liv2 255–256: *h2eĝ-, cf. chapter

5, section 2, 13). The verb applies to the harvesting of a booty (cf. lsj s.v. ἄγω i.3,

with reference to Il. 1.367+), but it also expresses ‘to take (someone) as a bride’

(cf. lsj vii 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 2019:19–22 on the compounds in Pindar and Bacchylides.

74 Cf. Eur. TrGF 122.4–5 ἀλλ᾿ ἐν πυκνοῖς δεσμοῖσιν ἐμπεπλεγμένη || κήτει βορά … πρόκειμαι “but

entangled in close bonds I am presented as food for the monster” (transl. Collard–Cropp

2008).
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3.3 Indra(/Br̥haspati), Trita Āptya and Θraētaona, Son of Āθβiia

In Indo-Iranian, the base collocations [hero–kills (*gu̯hen-)–serpent

(*h1ogu̯hi-)] and [hero–leads/drives away–goods] occur in the framework

of anothermyth,which is often compared to the successes of Indra(/Br̥haspati)

against Vala and Vr̥tra: the Vedic myth of Trita Āptya, corresponding to the

Avestanmyth of Θraētaona.75 In the Rigveda, the heroTritaĀptya fights against

three-headed Viśvarūpa, son of Tvaṣṭr̥. The hero kills him and carries off his

cows as booty.76 Trita thus becomes a terminus comparationis of Indra(/Br̥has-

pati) or a doppelgänger of the god(s).77 Take, for instance, the following pas-

sages:78

– Trita is credited with the killing of Vr̥tra, cf. rv 1.187.1cd yásya tritó víy ójasā ,

vr̥tráṃ víparvam ardáyat “(sc. food) by whose might Trita shook Vr̥tra 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 ánu tritásya yúdyataḥ , śúṣmam āvann utá krátum /

ánuv índraṃ vr̥tratū́riye “they stood by the unbridled force and the resolve of

Trita, while he was fighting, (stood) by Indra at the overcoming of Vr̥tra”.

– Indra is said to have split Vala “as Trita (did)”, cf. rv 1.52.5cd índraḥ … bhinád

valásya paridhīm̐́r iva tritáḥ “Indra … split the barricades of the Vala cave, as

Trita had”.

75 Cf. Watkins 1995:313–320. Ved. Tritá- (‘the Third’) corresponds to Θraētaona- (uno-deriva-

tive based on *tritá-with secondary vr̥ddhi), while Āptya and Av. Āθβiia are derivatives of

Indo.-Ir. *āp- ‘water’. However, Av. Āθβiia- displays a metathesis, cf. Gershevitch 1969:188–

189, Watkins 1995:314. Both Trita and Θraētaona face a three-headed monster. While

Trita is occasionally associated with Indra, Θraētaona is helped by Vərəθraγna (‘killer of

Vərəθra’, cf. Vr̥tra), cf. rv 10.8.8b índreṣita āptiyó abhíy àyudhyat “Āptya, urged on by Indra,

attacked”, Yt 14.38e, 40a aməmca vərəϑraγnəmca … yim ϑraētaonō taxmō barat ̰ “and the

strength of Vərəϑraγna … which brave Θraētaona bore”.

76 On Trita Āptya cf. MacDonell 1897:67–69, Oberlies 2012:72–73, 161–163, 404–405.

77 According toDōyama (2023), Tritamight have the role of a priestly king. If this reconstruc-

tion is correct, one may argue that Trita stands close to Br̥haspati. I thank Eijirō Dōyama

for the stimulating discussion we had on this point.

78 Cf. rv 10.8.9 bhū́rīd́ índra udínakṣantam ójó , á’vābhinat sátpatir mányamānam / tvāṣ-

ṭrásya cid viśvárūpasya gónām , ācakrāṇás trīṇ́i śīrṣā́ párā 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 Viśvarūpa, the son

of Tvaṣṭar, 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. víp-), which is reminiscent of the weapon used

by Indra(/Br̥haspati) in the Vala-myth, cf. rv 10.99.6 sá íd dā́saṃ tuvīrávam pátir dán ,

ṣaḷakṣáṃ triśīrṣā́ṇaṃ damanyat / asyá tritó núv ójasā vr̥dhānó , vipā́ varāhám áyoagrayā

han “just he, the household lord, subdued the mightily roaring Dāsa, with his six eyes
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In the Avestan version of the myth, Θraētaona, son of Āθβiia,79 kills three-

headed Aži Dahāka with the help of Vərəθraγna- (i.e. *Vr̥tra-killer). In both the

Indo-Iranian mythological accounts the slaying of the enemy is described by

means of derivatives of ie *gu̯hen-: Vedic han and Avestan jan, cf.

rv 10.8.8cd

triśīrṣāṇ́aṃ saptáraśmiṃ jaghanvāń

tvāṣṭrásya cin níḥ sasr̥je tritó gā́ḥ

Having smashed the three-headed, seven-reined (monster), Trita let

loose the cows, even those of Tvaṣṭar’s son

Y 9.8 (cf. Yt 14.40)

yō janat ̰ažīm dahākəm

ϑrizafanəm ϑrikamərəδəm

xšuuaš.ašīm hazaŋrā.yaoxštīm

(Sc. Θraētaona), who slew the dragon Aži Dahāka, the three-jawed,

three-headed, six-eyed, one of a thousand skills.80

Not only does the main accomplishment of Θraētaona resemble that of Indra

andTrita, but the result of his endeavour also parallels that of Indra(/Br̥haspati)

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

Vr̥tra cross and merge (cf. section 2.2 above), the base collocation referring to

the result of the parallel heroic achievements of Indra, (Indra-)Br̥haspati and

Trita also overlap. By smashing Vr̥tra, Indra sets the waters free, by smashing

Vala he frees the cows. Analogously, by killing Viśvarūpa, Trita ‘lets the cows

loose’ (cf. níḥ sasr̥je tritó gā́ḥ, 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 Y 9.7ch–8a āϑβiiō… yat ̰ hē puϑrō us.zaiiata… ϑraētaonō / yō janat ̰ ažīm dahākəm “Āθβiia

… to him a son was born … Θraētaona, who killed Aži Dahāka”.

80 Themyths of TritaĀptya and that of Θraētaonadisplay great similaritieswith that of Gery-

oneus and Cacus (cf. Bréal 1882, Watkins 1995), cf. Pi. fr. 169a.6–8 Γηρυόνα⸥ βόας … ἔλασε

“(Heracles) carried off Geryoneus’ cows”. Geryoneus, who isMedusa’s grandson, has three

heads (cf. Hes. Th. 287), six hands and six-feet (cf. Stes. 5).



148 chapter 9

(cf. chapter 8, section 4),81 the water-streams Indra sets free resemble cows. In

parallel, Br̥haspati is credited with the liberation of the water-flood, cf.

rv 1.32.2cd

vāśrā́ iva dhenávaḥ syándamānā

áñjaḥ samudrám áva jagmur āṕaḥ

Like bellowingmilk-cows, streaming out, thewaterswent straight down

to the sea82

rv 2.23.18d

bŕ̥haspate nír apāḿ aubjo arṇavám

Br̥haspati, 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. [úd-/sám-]aj)–goods]84

The notion [goods] is expressed bymeans of unmarked lexemes (such asVed.

vásu- ‘goods’), cf. rv 6.73.3a bŕ̥haspátiḥ sám ajayad vásūni “Br̥haspati 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 tásya vr̥trásya śīrṣató gáva ud āyan

“from the head of Vr̥tra cows came out”.

82 Cf. also rv 1.32.11ab, 1.32.12cd, 1.61.10cd.

83 Since in theRigveda ‘cows’ are also ametaphoric designation for the light-beamsof the sun

and the dawn, Indra and/or (Indra/)Br̥haspati are also said to have ‘produced’ or ‘found’

the sun and the dawn, by destroying Vr̥tra/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 Matasović 1996, the fact that the base collocation [hero–drives

(*h1aĝ-) away–cattle (*gu̯eh3u̯-)] often combines with derivatives of ie *gu̯hen- ‘to kill’

in Indo-Iranian and Old Irish suggests that cattle-raids, crucial events in the ie culture

(cf. Lincoln 1976), were connected with dragon-combats (Ivanov–Toporov 1974). In Old

Irish [hero–drives away (*h1aĝ-)–cattle (*gu̯eh3u̯-)] occurs in the same expression

‘womenare taken,men are killed, cattle are driven off ’, cf.Táin BóCúailnge 3425 fir eontair,

mná brattair, baí agthar; Táin Bó Cúailnge 2124 mná brataitir, ol Cú Chulaind, eti agatair,

fir gonaitir “women are taken, said Cú Chulainn, cattle are driven off, men are killed”. In

Vedic ud-aj occurs at close distance to han in rv 2.12.3, 2.14.3. On the symbiotic interaction

between ie *h1aĝ- and *gu̯hen- cf. also Anttila 1999.
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rv 3.45.2ab

vr̥trakhādó valaṃrujáḥ

purā́ṃ darmó apāḿ ajáḥ

Gnawer of Vr̥tra, breaker of Vala, splitter of strongholds, driver of

waters…

rv 2.24.3c

úd gā́ ājad ábhinad bráhmaṇā valám

He drove up the cattle; he split the cave by the sacred formulation.

In the Avestan parallel account, the hero Θraētaona, killer of Aži Dahāka,

carries away his enemies’ wives.85 Significantly, the notion of ‘carrying off ’ is

expressed by means of Av. az (ie *h1aĝ-, matching Ved. aj [see above] and Gk.

ἄγω), cf.

Yt 5.34no

uta hē vaṇta azāni

saŋhauuāci arənauuāci

And that I may carry off his (sc. Aži Dahāka’s) two belovedwives, Saŋha-

vac and Arənavac.

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 Dāsa as [their] husband’

(Ved. dāsápatnīḥ)86 and ‘cows, who have the serpent as their herdsman’ (Ved.

áhigopa-), cf.

rv 1.32.11ab

dāsápatnīr áhigopā atiṣṭhan

níruddhā āṕaḥ paṇíneva gāv́aḥ

The waters stood still—their husband was the Dāsa; their herdsman,

the serpent—hemmed in like the cows by the Paṇi.

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. rv 3.12.6b, 5.30.5d, 8.96.18d.
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table 11 ie lexemes for ‘to lead’ in the collocations [to lead–waters/women]

1. ie *neiH̯- [water] Ved. apā́ṃ netā́ ‘the guide of the waters’ (rv 2.12.7d+)a

Hitt. wātar nai ‘he drives/leads the waters’

Luw. wāar nanamman ‘led waters’

[woman] Ved. pūṣā́ tvetó nayatu “Pūṣan shall lead you (: the bride)

inside” (rv 10.85.26a)

2. ie *u̯edh- [water] Bactr. αβο οζοοαστο ‘he leads the waters’

YAv. vaiδi- ‘irrigation canal’, vād ‘canal’

OIr. uisce tairidne ‘led water’

[woman] OAv. vaziiamnā ‘bride’

SCr. te vode djevojku “they are leading the bride”

3. ie *u̯eĝh- [water] Gk. ὕδωρ ὀχετευόμενον ‘canalised water’ (Hdt. 3.60+)

[woman] Gk. ὀχέων ‘(Apollo’s) chariot (carrying his bride Cyrene)’

(Pi. P. 9.10)

Ved. vahyá- ‘wedding litter’ (ms+)

OAv. vaziia- ‘(wedding) chariot’

Ved. vahate ‘to marry’, OAv. vazaite ‘id.’ (Y 53.5)

4. ie *deu̯k- [water] Lat. aquam ducere, aquae ductus ‘lead water, aqueduct’

[woman] Lat. uxorem ducere ‘to marry’

5. ie *h1aĝ- [water] Gk. ὕδωρ ἄγειν (Pl.+) ‘to lead water’ (cf. Pi. N. 7.62)

[woman] Gk. γυναῖκα ἄγειν ‘to lead the bride’ (cf. Pi. P. 9.122–123)

Av. vaṇta azāni (Yt 5.34)

Lat. agere uxorem ‘to marry’

a Cf. also rv 9.74.3d.

Moreover, not only is the collocation [to lead (ie *h1aĝ-)–womenacc.] a

‘marked’ lexical variant for [to carry/drive away–goodsacc.], but the struc-

ture [to lead–womanacc. (= bride)] also came to semantically specialise as

[to marry] in several ie languages. As Watkins (2009:231) showed, the notion

of ‘leading’ within the collocations for [to lead–the womanacc. (= bride), i.e.

to marry], and [to lead–wateracc.] is expressed by a set of interchangeable

synonyms in diverse ie languages,87 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 In Massetti 2019:126–129, I propose to integrate [to lead–gloryacc.] inWatkins’ scheme.
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Aṅgirasas and their cows in rv 10.68. In this hymn, the Aṅgirasas and the cows

are first likened to Bhaga andAryaman, i.e. to the deities who preside overmar-

riage, then to amarried couple (dámpatī, du. ‘the household pair’); Ved. nay (cf.

above, table 11 [1]) expresses the notion of ‘leading the bride’, cf.

rv 10.68.2

sáṃ góbhir āṅgirasó nákṣamāṇo

bhága ivéd aryamáṇaṃ nināya

jáne mitró ná dámpatī anakti

bŕ̥haspate vājáyāśū́m̐r ivājaú

(Bellowing) with the cows, (Br̥haspati) Aṅgiras, coming near, led (the

Aṅgirasas) together with the cows, as Bhaga leads Aryaman. As the ally

among the people [= Agni] anoints the household pair, he anoints (the

Aṅgirasas). O Br̥haspati, 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/)Br̥haspati, Trita Āptya and the Avestan serpent-killer Θraētaona.

3.5 Association with the Collocation [hero–drives

away–goods(cattle, women etc.)]: Common Traits

The Gorgon myth and the Indic myths of Vala and Vr̥tra 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 (λυγρόν … Πολυδέ-

κτᾳ θῆκε || ματρός τ᾽ ἔμπεδον δουλοσύναν τό τ᾽ ἀναγκαῖον λέχος, 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 endeavour, i.e. the killing of a sea-monster (cf. τὸ κῆτος ἔκτεινε, [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 prathamáṃ nā́ma dhenós , tríḥ saptá

mātúḥ paramā́ṇi vindan / táj jānatīŕ abhíy ànūṣata vrā́ , āvír bhuvad aruṇīŕ yaśásā góḥ

“they brought tomind the first name of themilk-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–ἄγω–

Andromedaacc.–ἄλοχος(pred.)acc.] in Eur. TrGF 129a (ἄγου μ᾽[ε] … ἄλοχον).

The passage thus preserves a collocation [hero–leads (ie *h1aĝ-)–

woman–as wife], which in Greek, like in other ie languages, expresses ‘to

marry’.

– In the Vr̥tra-myth, Indra liberates the waters, which were imprisoned by

Vr̥tra; in the Vala-myth, he sets the Paṇis’ 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–leads/drives away

(ie *h1aĝ-)–goods] applies to the final achievement of the Vr̥tra- and Vala-

myths. The same base collocation is found in the Iranianmyth of Θraētaona,

who, like Indra and Trita Āptya, ‘kills a serpent’ (cf. Av. Y 9.8 janat ̰ ažīm

dahākəm). Significantly, Θraētaona ‘carries off ’ the two wives of his enemy

(Yt 5.34). Even though neither Indra nor (Indra/)Br̥haspati is connectedwith

the liberation/carrying away of women, the waters imprisoned by Vr̥tra are

metaphorically compared to women (rv 1.32.11+). Since the collocation [X–

leads (ie *h1aĝ- or synonym)–womanacc.] also specialises as ‘tomarry’ (i.e.

to lead the bride), the re-conjunction between the Aṅgirasas and their cows

is also compared to a marriage (dámpatī, rv 10.68.2c).

Perseus’ rescue of Andromeda, leading to his marriage, is analogous to the

accomplishments of Indra, (Indra/)Br̥haspati, Trita and Θraētaona: 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.

4.1 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) Gorgonacc.], cf. Περσεὺς ὁπότε τρίτον ἄυσεν κασι-

γνητᾶν μέρος.
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The use of Gk. ἄυω ‘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.

Il. 20.48–52

ὦρτο δ᾽ Ἔρις κρατερὴ λαοσσόος, αὖε δ᾽ Ἀθήνη

στᾶσ᾽ ὁτὲ μὲν παρὰ τάφρον ὀρυκτὴν τείχεος ἐκτός,

ἄλλοτ᾽ ἐπ᾽ ἀκτάων ἐριδούπων μακρὸν ἀΰτει.

αὖε δ᾽ Ἄρης ἑτέρωθεν ἐρεμνῇ λαίλαπι ἶσος

ὀξὺ κατ᾽ ἀκροτάτης πόλιος Τρώεσσι κελεύων

Then up leapt mighty Strife, the rouser of peoples, and Athene cried

aloud,89—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 βριήπυος ‘loud-shouting’

(Il. 13.521), βρόμιος ‘roaring’ (Lyr. adesp. 109b), and ἐνυάλιος ‘Enyalios’ (Il. 17.211+).

This epithet, of obscure etymology (cf. Chantraine delg, Frisk gew, Beekes

edg s.v. ἐνυάλιος),90 was synchronically connected with the gn Ἐνυώ, who

embodies war and/or the war cry, cf. e.g. Phil. 244* Ἐνυάλιος· παρὰ τὴν Ἐνυὼ

δαίμονα, ἥτις ἐστὶ προστάτις τοῦ πολέμου, Et. Gud. ε 481.19 Ἐνυώ· … [παρὰ] τὸ

ἐν⟨α⟩ΰειν, [ὅ] ἐστι βοᾶν.

Athena is described as ἐγρεκύδιμος ‘awakening the battle cry’ by Hesiod (Th.

925),91 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 (O. 7.36–37 Ἀθαναία … ἀλάλαξεν ὑπερμά-

κει βοᾷ) and is addressed as ἐγχειβρόμος ‘having the thunder-roar in the spear’

(O. 7.43).92 In Pindar’s SecondDithyramb, it is Athena’s aegis that resoundswith

the screams of a thousand snakes, cf. fr. 70b.17–18 (= Dith. 2.17–18 ἀλκάεσσα [τ]ε

89 On Athena and the association with the battle cry cf. García Ramón 2021b.

90 On cults of Ares and Enyalios cf. Gonzales 2004. On a possible etymological interpretation

of the name cf. Bader 2001–2002.

91 In Il. 5.738–742Athena’s aegis is said to contain a series of allegoric entities, such as Phobos

‘fear’, Eris ‘strife’, Alkē ‘force’ and Iōkē ‘battle cry’. Cf. also the epithet ἐρίγδουπος ‘highly-

resounding’, which is referred to the goddess in q.s. 14.421.

92 On the epithet cf. Massetti 2019:39–40.
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Παλλάδο[ς] αἰγίς || μυρίων φθογγάζεται κλαγγαῖς δρακόντων).93 The use of ἄυω in

connectionwith Athena’s protégé in PythianTwelvemay 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 traditionalmotif inGreekhexameter poetry. Inpassages of this fash-

ion, the expression μακρὸν ἀΰσας ‘shouting aloud’, elsewhere co-occurring with

different verbs of speech such as καλέω ‘to call’94 and κέλομαι ‘to command’,95

combines with ἐπεύχομαι ‘to exult’,96 cf.

Il. 13.413–414

Δηΐφοβος δ᾽ ἔκπαγλον ἐπεύξατο μακρὸν ἀΰσας

οὐ μὰν αὖτ᾽ ἄτιτος κεῖτ᾽ Ἄσιος …

AndDeïphobus exulted over him in terriblewise, and cried aloud:—Hah,

so not unavenged lies Asius!

In the light of theHomeric parallels, the reference toPerseus’ battle cry or shout

of triumph in P. 12.11 (ἄυσεν, “[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. ἐρικλάγκταν γόον ‘highly shouted wail/lament’, 21, vs θρῆνος ‘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 κλαγγάalludes to the soundof theaulos. OnpossibleAnatolian comparanda

to fr. 70b.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 κέκλετ᾽ αΰσας (Il.

4.508).

96 Il. 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

τῆς δ᾽ ὅτε δὴ Περσεὺς κεφαλὴν ἀπεδειροτόμησεν,

ἔκθορε Χρυσάωρ τε μέγας καὶΠήγασος ἵππος.

τῷ μὲν ἐπώνυμον ἦεν, ὅτ᾽ Ὠκεανοῦ περὶ πηγάς

γένθ᾽, ὃ δ᾽ ἄορ χρύσειον ἔχων μετὰ χερσὶ φίλῃσιν.

… Χρυσάωρ δ᾽ ἔτεκεν τρικέφαλον Γηρυονῆα

μιχθεὶς Καλλιρόῃ κούρῃ κλυτοῦ Ὠκεανοῖο

Andwhen Perseus cut off her head, there sprang forth greatChrysaor and

thehorsePegasuswho is so called becausehewas bornnear 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 Χρυσάωρwith Gk. ἄορ. As confirmed by theMyc. mn

a-o-ri-me-ne /Ahorimenēs/ (pyQa 1296), this termmaybe tracedback to *h2n̥sr̥-,

*h2n̥sor- (cf. Lat. ensis, as per Nikolaev 2009). Indeed, theMyc. mn a-o-ri-me-ne

shows no trace of the internal semivowel -u̯-, so, ἄορ must be kept apart from

Gk. ἀείρω, a derivative of ie *h2u̯er- ‘to hang’ (cf. liv2 290, iew 1150). Neverthe-

less, the term was connected to ἀείρω within Greek, cf. e.g. Et. Gud. α 157 ἄορ

… παρὰ τὸ ἀείρω ἄορ.98 As such it came to mean ‘belt’ and also to denote the

‘lyre/kitharis-belt’. This synchronic etymological link explains why Hesychius

glosses χρυσάωρ as χρυσοκίθαρις ‘having a golden kitharis’ (Hsch. χ 777 hc) and

why Pindar defines Orpheus χρυσάωρ in fr. 128c.11–12 (Ὀρφέα χρυσάορα).

The name of Chrysaor’s son Geryoneus (Γηρυονεύς) belongs to the semantic

field of ‘loud utterance’, being etymologically related to Gk. γηρύω (non-Att.-

Ion. γαρύω ‘to utter [a sound]’, ‘to sing’) and γῆρυς (non-Att.-Ion. γᾶρυς) ‘voice’,99

98 As explained by Janko (1978:194), the compound χρυσάορος (Il. 15.256+) can belong to-

gether with ἀ(ϝ)είρω. Janko proposes that the change from athematic to thematic declen-

sion was “mediated through the genitive singular in the formula Ἀπόλλωνος χρυσάορου

before a vowel at the bucolic diaeresis”, where the alternative Ἀπόλλωνος χρυσάορος could

have been replaced.

99 According to Forssman 1966:119–120 the Pindaric form Γηρυόνας (I. 1.13+), instead of the

expected Γαρυόνας*, can be explained as a reference to Hes. Th. 289–294, 982–983.
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cf. ie *ĝar- ‘to utter a loud sound’ (cf. liv2 161, iew 352).100 A proper name with

a basicmeaning ‘Shouter’* is actuallywell-suited to the guardian of theHesper-

ides’ apples, who is provided with three heads (τρικέφαλος, Hes. Th. 287), and,

one can imagine, threemouths to give the alarm loud and clear.101 The prerogat-

ive of a loud voice is a peculiar trait of Geryoneus’ Latin counterpart Cacus,102

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

singingmaidens, 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. μιμήσαιτ(ο), onwhich 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’. As I previously highlighted (chapter 5, section 2,

24), interpreters are divided on the meaning of the wording εὐκλέα … μναστῆρ᾽

ἀγώνων. The reference to the ‘tune of many heads’ at 23 suggests that εὐκλέα …

100 On the root and its derivative cf. Massetti 2020. The form in -ονεύς (Γηρυονεύς, Hes.+) may

pair with a ων-stem (cf. Γηρυών, Aeschl. Ag. 870) in the sameway as ἡγεμονεύς ‘leader’ pairs

with ἡγεμών ‘id.’

101 The semantic shift ‘to utter a loud sound’ > ‘to give the alarm’ > ‘to stay on thewatch’ under-

lies Gk. φύλαξ ‘guard, watcher’, a derivative of ie *bhelH- ‘to resound’, cf. Kölligan 2016, who

makes reference to a variety of passages in which φύλακες are compared or resembled to

watch dogs, such as Pl. Rep. 375a, 375e.

102 West 2007:261, fn. 73.

103 Cf. Prop. 4.9.10 with v.l. sonos.
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μναστῆρ᾽(α) (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. Σ P. 12.42 Dr. ἔνδοξον ὑπόμνημα τῶν ἀγώνων τῶν τοὺς λαοὺς

σοούντων καὶ παρορμώντων εἰς τὴν θέαν. φησὶ δὲ τὸ μέλος.104

The epithet λαοσσόος 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 anon-animate referent, ἀγών ‘contest’. In the Iliad, the epithet is only

peculiar to deities who have an active role in battle, namely: Athena (Il. 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, λαοσσόος 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 λαοσσόος … ἀγών* ‘contest …

which stirs people’ can be compared to ἔρις … λαοσσόος ‘strife which rouses the

people’ (Il. 20.48, quoted above). At the same time, since λαοσσόος 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 κεφαλᾶν πολλᾶν νόμος 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, whichmightmake it suitable

for performance in an agonistic setting.

4.4 Vala-Myth’s Acoustic: Br̥haspati’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/)Br̥haspati,

(ii) the lament of the enemy, and

(iii) the musical skills of the Indra’s and/or (Indra/)Br̥haspati’s helpers.

As already anticipated, Br̥haspati bears a namewhichwas synchronically inter-

preted as based on the appellative bráhmaṇas páti-, ‘Lord of the Sacred Formu-

lation’,105 i.e. as a compound with scm °pati- ‘lord’ (cf. OAv. paiti- ‘lord, spouse’,

Gk. πόσις ‘lord’, Lith. pàts ‘spouse’ etc.), and fcm br̥h́as°, an allegro-form of Ved.

bráhman- ‘sacred formulation’, cf. Av. bərəj- ‘praise’.106 Pinault (2016:1002–1003)

104 Σ P. 12.42Dr. seems to suggest that themelos created byAthena is performedon contests in

honour of the goddess. However, [Plut.]Mus. 1133 states that the nomos honoured Apollo,

cf. chapter 1, section 4. Phillips 2013 suggests that the nomos kephalān pollān 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 alternateswith the god’s name in the samehymn (Schmidt 1968:23–

25).

106 Renou 1955:12, fn. 12. Praust 2004 apud Pinault 2016 proposes that bŕ̥has reflects the voc-
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tracks br̥h́as° back to an ie root *bhreĝh- ‘to formulate, set in a specific form’,

which underlies on bragr ‘poetic skill’ and on Bragi, name of the divine poet,

or, alternatively, *bhleh2- ‘to invoke’, cf. Lat. flamen ‘sacrificial priest’.107 As such,

Br̥haspati 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. kaví-, vípra-, ŕ̥ṣi-),108 ‘singer’ (Ved. r̥kvá-),109 ‘driver/guide/con-

veyer of the speech/song’ (Ved. yantā́ sūktásya, gāthānī-́),110 ‘king of the song’

( jyeṣṭharā́j- bráhmaṇām)111 and ‘begetter of the sacred formulations’ (Ved. jani-

tā́ bráhmaṇām),112 cf. e.g.

rv 2.23.1–2

1. gaṇā́nāṃ tvā gaṇápatiṃ havāmahe

kavíṃ kavīnāḿ upamáśravastamam

jyeṣṭharāj́am bráhmaṇām brahmaṇas pata

ā́ naḥ śr̥ṇvánn ūtíbhiḥ sīda sā́danam

ative of bŕ̥hant- ‘high, lofty’. However, as pointed out by Pinault (2016:1001), this vocative

does not exist outside the name bŕ̥haspati-, which speaks against Praust’s hypothesis.

107 According to Pinault (2016), the genitive of *bherĝhmen, i.e. *bhr̥ĝhmnés/ós would have

been simplified to *bhr̥ĝh-n-és/ós (cf. the case of gen.-abl.sg. áśmanaḥ [*h2éƙmen-es/os]

besides áśnaḥ [*h2éƙn-es/os]). The form *br̥h́nás pate (voc.sg.) was treated as an allegro-

formwithmetathesis, through a Prakrit evolution *-hn- > -nh-. The form *br̥ṁ́has patewas

then replaced by *br̥h́as pate.

108 kaví- in rv 2.23.1b; 10.64.4a, 16a; vípra- in rv 3.26.2d; 10.64.16c, ŕ̥ṣi- in rv 10.13.4c.

109 Cf. rv 10.36.5b bŕ̥haspátiḥ sā́mabhir r̥kvó arcatu “let Br̥haspati the chanter chant along

with the melodies” (cf. MacDonell 1897:101–102, Schmidt 1968:29–35).

110 Cf. rv 2.23.19ab bráhmaṇas pate tuvám asyá yantā́ , sūktásya bodhi tánayaṃ ca jinva

“Lord of the Sacred Formulation, become the guide of this hymn and give life to our

lineage!”, rv 1.190.1 anarvā́ṇaṃ vr̥ṣabhám mandrájihvam , bŕ̥haspátiṃ vardhayā návyam

arkaíḥ / gāthāníyàḥ surúco yásya devā́ , āśr̥ṇvánti návamānasya mártāḥ “with chants I

will strengthen anew the unassailable bull of gladdening tongue, Br̥haspati, the brightly

shining leader of song towhom the gods and themortals harken as he bellows”. The colloc-

ation [leader–songgen.] partly overlaps [leader–poetic thoughtsgen.], which may

underlie Apollo’s epithet Μοισαγέτας (Pi. fr. 94c.1), Μουσηγέτης (Pl. Leg. 653d) and Ved.

[netár- matí-gen.pl.] (rv 9.103.4), as pointed out by Janda 2010:291 and further supported by

Massetti 2019:82–83.

111 This expression, together with [rā́jan-—gír-/bráhman-gen.pl.], semantically overlaps a col-

location [to rule(ἀνάσσω)–over song/hymn], which underlies two Bacchylidean hapax

eiremena: ἀναξίμολπος ‘ruling over the song’ (Urania, in Ba. 6.10), ὑμνοάνασσα ‘ruling over

the hymn’ (Cleo, in Βa. 12.1–2), cf. Massetti 2019:18.

112 As I propose in Massetti 2019:225–226, the collocation [father–chant/songgen.pl.] can

be compared to ἀοιδᾶν πατήρ (Orpheus in P. 4.176), Gall. gutuater ‘father of the voice’ (as

per Campanile 1976, García Ramón 2011b:195–197), on fǫður galdrs ‘father of the enchant-

ments’ (Óðinn in Bdr. 3).
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2. devā́ś cit te asuriya prácetaso

bŕ̥haspate yajñíyam bhāgám ānaśuḥ

usrā́ iva sū́riyo jyótiṣā mahó

víśveṣām íj janitā́ bráhmaṇām 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 fromyou,

lordlyBr̥haspati. As the great sun is (the begetter) of ruddy dawn through

its light, you are the very begetter of all formulations.

Furthermore, Br̥haspati possesses an ‘exhilarating tongue’ (Ved.mandrájihva-,

rv 1.190.1a, 4.50.1d), a ‘bright’ and ‘powerful roaring’ (Ved. śúcikranda-,

rv 7.97.5c, tuvīrávan-, 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 *h1erku̯-, cf. liv2 240–241, iew 340), cf. rv 10.36.5b

bŕ̥haspátiḥ sā́mabhir r̥kvó arcatu “Let Br̥haspati the chanter chant alongwith

the melodies”;114

– Ved. krand ‘to cry, shout’ (ie ?ku̯Rend-, cf. liv2 369, iew 549), cf. rv 4.50.5cd

bŕ̥haspátir usríyā havyasū́daḥ , kánikradad vā́vaśatīr úd ājat “Br̥haspati drove

up the ruddy (cows) who sweeten the oblation, who kept lowing as he was

bellowing”;115

– Ved. nad ‘to roar’ (ie *ned-, cf. liv2 448, iew 759), cf. rv 10.67.9ab táṃ var-

dháyanto matíbhiḥ śivā́bhiḥ , siṃhám iva nā́nadataṃ sadhásthe “with our

propitious thoughts strengthening him, ever roaring in his seat like a lion”;

– Ved. nav ‘to bellow’ (ie *neu̯H-, cf. liv2 456, iew 767), cf. rv 10.68.12ac idám

akarma námo abhriyā́ya , yáḥ pūrvīŕ ánuv ānónavīti / bŕ̥haspátiḥ “this act of

reverence here we have performed for the one belonging to the storm cloud,

who keeps bellowing after the many (cows?): Br̥haspati”;

– Ved. rav ‘to roar, bellow’ (ie *h3reu̯(H)-, cf. liv2 306, iew 867), cf. rv 4.50.1ab

yás tastámbha sáhasā ví jmó ántān , bŕ̥haspátis triṣadhasthó ráveṇa “he

113 rv 10.64.4ab kathā́ kavís tuvīrávān káyā girā́ , bŕ̥haspátir vāvr̥dhate suvr̥ktíbhiḥ “how will

the powerfully roaring poet Br̥haspati grow strong, through what hymn with its well-

twisted (ornaments)?”; rv 7.97.5cd śúcikrandaṃ yajatám pastiyā̀nām , bŕ̥haspátim ana-

rvāṇ́aṃ huvema “we would invoke the brightly roaring one, worthy of the sacrifice of the

dwelling places, unassailing Br̥haspati” (on which see Gonda 1959:114).

114 Cf. rv 10.68.9, where the instrumental form arkéṇamay be interpreted as ‘with his ray’ or

‘with (his) chant’.

115 Cf. rv 10.67.3.
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who with his strength propped apart the ends of the earth, with a roar—

Br̥haspati possessing three seats …”,116 rv 6.73.1cd pitā́ na , ā́ ródasī vr̥ṣabhó

roravīti “our father the bull keeps bellowing to the two world-halves”;117

– stani ‘to thunder’ (ie *[s]tenh2-, cf. liv2 597, iew 1021), cf. rv 10.67.5d arkáṃ

viveda stanáyann iva dyaúḥ “he found the chant while he was thundering

like heaven”.

‘Loud voice’ and ‘knowledge of the sacred formulation’ are such distinctive

traits of Br̥haspati that he smashes the Vala-cavern thanks to his roaring. For

this reason, the enlarged base collocation [hero–kills/splits–enemy–

weaponinstr.] commonly occurs as

[Bŕ̥haspáti-nom.–han/bhed–enemyacc.–(verbal/sung) utterancesinstr.]

E.g. rv 6.73.3d

bŕ̥haspátir hántiy amítram arkaíḥ

He smites the foewith his chants

rv 2.24.3c

úd gā́ ājad ábhinad bráhmaṇā valám

He drove up the cattle; He split the cave by the sacred formulation

rv 4.50.5b

valáṃ ruroja phaligáṃ ráveṇa

He broke Vala, broke its boltwith his roar.

On the strength of the textual evidence presented, the trait of a loud voice

appears to be a distinctive prerogative of Br̥haspati 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 arkáṃ viveda stanáyann iva dyaúḥ “(found) the

chant while he was thundering like heaven”).

116 Cf. also rv 9.80.1c, 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.



how to find a song of multiple heads: collocations in context 161

4.5 Vala Laments

Reference to the lament of the defeated enemy is found in rv 10.67 (cf. chapter

8, section 4, 6). The latter hymn introduces an elaboratedmetaphor to describe

how Vala misses his cows, cf. rv 10.68.10ab himéva parṇā́ muṣitā́ vánāni ,

bŕ̥haspátinākr̥payad való gā́ḥ “as thewoods (lament) their leaves stolen by cold,

Vala lamented for the cows (stolen) by Br̥haspati”. rv 10.67 specifies that the

Paṇis lament their loss after Indra robbed them, cf.

rv 10.67.6d

árodayat paṇím ā́ gā́ amuṣṇāt

Hemade 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

(ie *reu̯dH-, cf. liv2 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,119 the state of things underlying this passage is somehow inverted: in

the Avestan tradition the kauuah (cf. Ved. kaví- ‘poet’) and usijah (cf. Ved. uśíj-

‘fire priest’) are Zaraϑuštra’s impious opponents. In their edition of the Gāthās,

Humbach–Elfenbein–Skjærvø 1991 read and translate as follows:

Yt 44.20cd

yāiš gąm karapā usixšcā aēṣə̌māi dātā

yācā kauuā ąnmən̄ē urūdōiiatā

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 ąnmə̄nē (dat.sg.) ‘to the wind’ (cf. Gk. ἄνε-

μος, ie *h2enh1-mo- a derivative of ie *h2enh1- ‘to breath’, cf. liv2 267–268, iew

38–39) as a locative ąnmə̄nī ‘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, Güntert 1914, Benveniste 1967, Burrow 1973 on the categories of daēva-

and ahura-.
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Yt 44.20cd

yāiš gąm karapā usixšcā aēṣə̌māi dātā

yācā kauuā ąnmən̄ī urūdōiiatā

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 Av.

ruδ- ‘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 hymnsmake reference to Indra’s and (Indra/)Br̥haspati’s sing-

ing escorts (cf. section 2.3.1 above). During his heroic deed at Vala Br̥haspati

is attended by the Aṅgirasas, the ‘seven poets’ (Ved. kārú-, vípra-)120 or ‘seers’

(Ved. ŕ̥ṣi-), during the combat with Vr̥tra Indra is attended by the Marutas.121

Ved. áṅgiras- is a termof unclear etymology,122 which, in the Rigveda, mostly

occurs in plural to denote a group of characters associatedwith sacrifice123 and

120 Ved. kārú- ‘singer’ is an etymological cognate of Gk. κῆρυξ, cf. Chantrainedelg, Firsk gew,

Beekes edg s.v., pace Beekes 2003, who argues in favour of a non-ie origin of the word. On

the meaning of Gk. κῆρυξ and Mycenaean cognates cf. Panagl 2007.

121 Cf. rv 4.16.3c divá itthā́ jījanat saptá kārū́n “in just that way he [= Indra?] begot the

seven bards of heaven”; rv 4.2.15ac ádhā mātúr uṣásaḥ saptá víprā , jā́yemahi… áṅgiraso

bhavema “then as the seven inspired poets might we be born from mother Dawn”. Ved.

saptá víprāḥ/víprāsaḥ 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 Aṅgirasas’ father in the Vedic literature (Shende 1950:108–131). Since Agni, the

Aṅgiras, has the function of mediator and messenger in the Rigveda, Mondi 1978 pro-

poses anetymological connectionwith ἄγγελος,which, however, remainsunclear.Watkins

1995:421, fn. 10 reconstructs a [*h2nĝh1l-o-], of obscure meaning and derivation, as under-

lying Ved. áṅgiras- and Gk. ἄγγελος. On Gk. ἄγγαρος ‘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. ἄγγαρος; see also Schmitt 1971:97–100,Man-

cini 1995–1996, Brust 20082:17 ff.).

123 rv 10.67.2cd víprampadámáṅgirasodádhānā , yajñásyadhā́maprathamámmananta “the

Aṅgirases, establishing their inspired word [/laying their inspired track], pondered the

first foundation of the sacrifice”.
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poetic activity.124 In the framework of the Vala-myth, the Angirasas are said to

help (Indra/)Br̥haspati both in the quest for the Paṇis’ cows and in the god’s

victory celebration, cf.

rv 2.15.8a

bhinád valám áṅgirobhir gr̥ṇānáḥ

Being sung by the Aṅgirasas, he split the cave

rv 1.62.3

índrasyā́ṅgirasāṃ ceṣṭaú

vidát sarámā tánayāya dhāsím

bŕ̥haspátir bhinád ádriṃ vidád gā́ḥ

sám usríyābhir vāvaśanta náraḥ

At the desire of Indra and the Aṅgirasas, Saramā found the wellspring

for posterity. Br̥haspati: 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 Br̥haspati and theAṅgirasas seem tomerge. For instance,

in rv 10.67 Br̥haspati intonates, and thus leads, the song of praise, which is per-

formed together with the Angirasas, cf.

rv 10.67.3

haṃsaír iva sákhibhir vāv́adadbhir

aśmanmáyāni náhanā vyásyan

bŕ̥haspátir abhikánikradad gā́

utá prāśtaud úc ca vidvā́m̐ agāyat

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, Br̥haspati 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 Aṅgirasas

during the first sacrifice is also likely to be preserved in rv 10.63.7ab yébhyo hótrām pra-

thamā́m āyejé mánuḥ , sámiddhāgnir mánasā saptá hótr̥bhiḥ “you for whom Manu, with

his fire kindled bymind, along with the seven Hotars, first attracted Hotrā (Libation) with

sacrifice”.
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As already pointed out, this stanza allows us to recognize a concurrence of dis-

articulated sounds of theAṅgirasas (vā́vadadbhiḥ, pāda [a]) and the articulated

songof praise, startedbyBr̥haspati (utáprā́staudúc ca vidvā́m̐ agāyat, [d]).This

twofold reference (vā́vadadbhiḥ vs prā́staut) may imply that Br̥haspati some-

how brings order into the Aṅgirasas’ chant, in a way which vaguely resembles

Athena transforming the disarticulated goos of the Gorgons into a thrēnos (cf.

chapter 5, section 2, 21).

Finally, the Aṅgirasas are occasionally credited with the splitting of Vala, cf.

rv 4.2.15cd

divás putrā́ áṅgiraso bhavema

ádriṃ rujema dhanínaṃ śucántaḥ

Might we become sons of heaven, Aṅgirasas. Might we break the rock

that holds the prize, as we blaze.

The figures of the Aṅgirasas and Br̥haspati stand so close that the god bears

the epithet āṅgirasá- (‘belonging to the Aṅgirasas’).125 Such a tie is commonly

thought to lie at the basis of Br̥haspati’s association with the number ‘seven’,

which is reflectedby several epithets of the god, suchas saptā́siya- ‘having seven

mouths’ (rv 4.50.4c), saptáraśmi- ‘having seven reins’ (rv 4.50.4d), saptágu-

‘having seven cows’ and, last but not least, ‘seven-headed’, which applies to the

poetic insight found by the god in rv 10.67.1a (cf. chapter 8, section 4, 1):

rv 10.47.6

prá saptágum r̥tádhītiṃ sumedhā́m

bŕ̥haspátim matír áchā jigāti

yá āṅgirasó námasopasádyo

a’smábhyaṃ citráṃ vŕ̥ṣaṇaṃ rayíṃ dāḥ

To the one with seven cows [/Saptagu], whose poetic vision is truth, to

Br̥haspati of good wisdom my thought goes forth, to him, the Āṅgirasa,

who is to be reverently approachedwith homage.Tous give bright, bullish

wealth.

125 Cf. rv 6.73.1ab yó adribhít prathamajā́ r̥tā́vā , bŕ̥haspátir āṅgirasó havíṣmān “he who is

splitter of the stone, first born, possessed of truth—Br̥haspati Āṅgirasa, possessing the

oblation”. The epithet Āṅgirasá- (Br̥haspati in rv 4.40.1d, 10.47.6c, 10.68.2a, 10.164.4c, Savitr̥

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 theMarutas

in the Vr̥tra-myth and vice versa (cf. section 2.3.1 above). Being connected with

thenatural phenomenaof stormandwind,126 theMarutas are occasionally por-

trayed as singing or playing an instrument, cf.

rv 1.85.10

ūrdhváṃ nunudre a’vatá tá ójasā

dādr̥hāṇáṃ cid bibhidur ví párvatam

dhámanto vāṇám marútaḥ sudā́navo

máde sómasya ráṇyāni 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.127

Furthermore, they are said to accompany and celebrate Indra on occasion of

his combat against Vr̥tra, cf.

rv 5.29.2

ánu yád īm marúto mandasānám

āŕcann índram papivā́m̐saṃ sutásya

ā́datta vájram abhí yád áhiṃ hánn

apó yahvīŕ asr̥jat sártavā́ u

When theMarutas chanted to him after he became exhilarated, to Indra

whohad drunk of the pressed soma, he took up themace.Whenhe (had)

smashed the serpent, he released the exuberant waters to flow

rv 5.30.5d, 6ab

víśvā apó ajayad dāsápatnīḥ

6. túbhyéd eté marútaḥ suśévā

árcantiy arkám …

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 Il. 20.51 αὖε δ᾽ Ἄρης ἑτέρωθεν ἐρεμνῇ λαίλαπι ἶσος “and over against her shouted Ares,

dread as a dark whirlwind” (section 4.1 above).

127 Cf. rv 1.19.4, 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 [= Vr̥tra] was a Dāsa.

// Just for you do these friendlyMarutas 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, Br̥haspati 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

loudutterance. In P. 12.11 (Περσεὺς ὁπότε τρίτον ἄυσεν κασιγνητᾶν μέρος) the

reading ἄυσεν is attested in the manuscript tradition and is defendable.

Homeric parallels suggest that ἄυω ‘to shout’ may describe Perseus’ battle

cry or the hero’s shout of triumph over defeatedMedusa. In the Rigveda, a

‘loud voice’ is a peculiar trait of god Br̥haspati, the Lord of Sacred Formu-

lation. Indra and/or Br̥haspati split(s) Vala by roaring, (cf. índro valám …

karéṇeva ví cakartā ráveṇa “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 rv 10.67 Br̥haspati is said to ‘have started a praise song’ (cf.

utá prā́staud úc ca vidvā́m̐ agāyat 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 (Χρυσάωρ)

and diachronically (Γηρυών/Γηρυονεύς, cf. ie *ĝar-) 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 Εὐρυάλας …

ἐρικλάγκταν γόον). 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 Paṇis, the cattle herders of

Vala, are said to lament (Ved. rod) over their loss after Indra robs them

(cf. árodayat paṇím, rv 10.67.6d). A verbal derivative of the same Indo-

Iranian root applies to the lamentation of Zaraϑuštra’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’ δαίμων, 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 Vr̥tra-myths, the hero’s helpers

celebrate Indra’s and/or (Indra/)Br̥haspati’s achievement with a song of

praise. The detail of the Old Indic narrative is not isolated: in the Vr̥tra-

episode the Marutas intone a chant to cheer Indra as a winner (ā́rcann

índram … yád áhiṃ hán, rv 5.29.2). Finally, in the Vala-myth, Br̥haspati

performs a song of praise together with the Angirasas (cf. haṃsaír iva

sákhibhir vā́vadadbhiḥ… bŕ̥haspátiḥ… utá prā́staud úc ca vidvā́m̐ agāyat,

rv 10.67.3): the hero’s song is the tool for splitting Vala and leading away

the cows. At the same time, Br̥haspati’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-headsgen.pl.]* and [(Br̥haspati/)god–invents–

poetic thought–seven-headsadj.], I recapitulate the phraseological and

thematic correspondences shared by the Perseus’ myth and the Old Indic

myths of Vala and Vr̥tra in schematic form, cf.

table 12 Common traits between the Perseus myth and the Vala, Vr̥tra, and Trita myths

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

Gk. – [water stream] Hes. Th. 274 Γοργούς θ᾽, αἳ ναίουσι πέρην κλυ-

τοῦ Ὠκεανοῖο

– [enclosure] Pi. fr. 70a.15–17 (= Dith. 1.15–17) φυγόντα … μέλαν ἕρκος ἅλμας

Cf. Od. 13.96 Φόρκυνος … λιμήν

– [stone] Pi. P. 10.48 λίθινον θάνατον φέρων

Ved. – [water stream] rv 10.108.1d katháṃ rasā́yā ataraḥ páyāṃsi

– [enclosure] rv 3.30.10ab valáḥ… vrajó góḥ

Cf. Ved. paridhí-, párvatasya dr̥ṃhitā́ni,

púr-

– [stone] [Vala] = Ved. ádri- ‘the rock’, áśmāsya-

avatá- ‘stone-mouthed cistern’
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table 12 Common traits between the Perseus myth and the Vala, Vr̥tra, and Trita myths (cont.)

2. [hero kills (*gu̯hen-) serpent (*h1ogu̯h-i-)]

Gk. P. 10.45 [Perseus] ἔπεφνέν … Γοργόνα

O. 13.63–64 ὀφιώδεος … Γοργόνος

Ved. rv 1.32.2c [Indra] áhann áhim

cf. rv 1.32.5a vr̥trám

e.g. rv 1.52.10cd [Indra] abhinat vr̥trásya … śíraḥ

cf. rv 2.11.20d [Indra] bhinát valám

rv 6.18.5bc [Indra] hán valám

nb rv 10.67 [Indra] ví … abhinat mūrdhā́nam arbudásya

Av. Yt 14.40+ ϑraētaonō janat ̰ ažīm dahākəm

3. [hero drives (*h1aĝ-) away goods]

Gk. Eur. TrGF 129a [Perseus] ἄγου (με …) ἄλοχον

[marriage] [kill–enemy] + ([take/lead–woman] >) [marry]

[Apollod.] 2.4.4 αὐτῷ δώσειν γυναῖκα … τὸ κῆτος ἔκτεινε καὶ τὴν Ἀνδρομέδαν ἔλυσεν

Ved. rv 6.73.3a bŕ̥haspátiḥ sám ajayat vásūni

rv 3.45.2b [Indra] ajáḥ apā́m

rv 2.24.3c úd … ājat gā́ḥ

→ [waters]/[cows] :: [wives], [to lead–goods] cf. [to marry]

rv 10.68.2 sáṃ góbhir āṅgirasó nákṣamāṇo , bhága ivéd aryamáṇaṃ nināya

jáne mitró ná dámpatī anakti , bŕ̥haspate vājáyāśū́m̐r ivājaú

“(Bellowing) with the cows, (Br̥haspati) Aṅgiras, coming near, led (the Aṅgirasas) together

with the cows, as Bhaga leads Aryaman. As the ally among the people [= Agni] anoints the

household pair, he anoints (the Aṅgirasas). O Br̥haspati, incite them like swift (horses) in a

contest”

Av. Yt 5.34no uta hē vaṇta azāni / saŋhauuāci arənauuāci

“And that I may carry off his (Aži Dahāka’s) two beloved wives, Saŋhavac and Arənavac”

4. Acoustic Dimensions of the Narratives

[hero shouts enemy]

Gk. P. 12.11 Περσεύς ἄυσεν τρίτον κασιγνητᾶν μέρος

[of enemy lament(s)]

P. 12.20–21 Εὐρυάλας ἐρικλάγκταν γόον

[helper celebrates > finds song multiple heads]

P. 12.22–24 θεός εὗρε, εὑροῖσα κεφαλᾶν πολλᾶν νόμον

εὐκλέα λαοσσόων μναστῆρ᾽ ἀγώ-

νων
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table 12 Common traits between the Perseus myth and the Vala, Vr̥tra, and Trita myths (cont.)

Ved. [hero shouts/destroys enemy]

rv 10.67.6 índro karéṇeva ví cakartā ráveṇa valám

[enemy laments]

rv 10.67.6d paṇím árodayat

[helpers/chief god celebrates > finds song multiple heads]

rv 10.67.3 bŕ̥haspátir abhikánikradad gā́ utá prā́staud úc ca vidvā́m̐

agāyat

“While he kept roaring to the cows, Br̥haspati both started the praise song and struck up

the melody, as knowing one”

nb rv 10.67.1 pitā́ naḥ avindat imā́ṃ dhíyaṃ saptáśīrṣṇīm

6 [god–invents–song–multiple-headsadj./gen.]

The comparative study shows that the episodes from the Perseusmyths share a

variety of narrativedetails (motifs, collocations, themes)with theOld Indic and

Iranian myths of Vala, Vr̥tra, Trita Āptya and Θraētaona. 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, Vr̥tra, Trita and

Θraētaona: the stories exhibit reflections of themes, which are found in almost

all ie 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-

headsadj./gen.] acquires 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, Br̥haspati 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 Ayāsya Āṅgirasa introduce the struc-

ture [god–invents–song–multiple-headsadj./gen.] in a 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), Ayāsya Āṅgi-

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.

εὑρίσκω and Ved. ved) build lexical repetitions (cf. chapter 2, section 4, chapter

8, section 3): in the Pythian ode, Παλλὰς ἐφεῦρε at 7 is echoed by εὗρεν θεός·

ἀλλά νιν εὑροῖσ᾽(α) at 22; in rv 10.67 imā́ṃ dhíyam… avindat (1ab) is reprised by

arkáṃ 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 Br̥haspati and the Aṅgirasas 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 pāda (a). A comparable structural

strategy may be identified in Pythian Twelve, where the name Περσεύς and the

synonym expression υἱὸς Δανάας 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 [heads], which build further ‘rings’ within

the poems. In Pindar’s ode, terms meaning [heads] occur three times. At

9 Pindar mentions the heads of the serpents (κεφαλαῖς) hissing over dead

Medusa. The same word occurs at 23, in connection with the name of Athena’s

newly invented song (ὠνύμασεν κεφαλᾶν πολλᾶν νόμον). Additionally, the word
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scheme 6 P. 12 and rv 10.67: rings built with [to find–artistic creation] and [hero’s name]

κρᾶτα 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’ (dhíyaṃ saptáśīrṣṇīm) in 1a and concludes

with a reference to Indra smashing the head of Arbuda (vímūrdhā́namabhinad

arbudásya) 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 describedbymeans of the same

lexemes, which regularly apply to the Vala-myth,128 i.e. Ved. (ví-)bhed ‘to split’,

and through the base collocation [hero–splits–enemy’s body part(head)],

commonly referred to the killing of personified Vala.129 This coincidence is

actually emphasised by one internal ring of the hymn, built with the repetition

of ví-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 As already pointed out (cf. chapter 8, section 4, st. 12), the victory over Arbuda is described

by means of ví-bhed only in this passage.

129 Cf. [(ví-)bhed–śíras-acc.] in rv 8.6.6, 8.76.2.
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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.
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chapter 10

Midas’ δόξα and Br̥haspati’s dákṣinā

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.1 This poetic mechan-

ism is also reflected by structural elements of the ode:2

scheme 8 Lexical repetitions in Pythian Twelve

The identification of possible overlaps between the historical andmythological

protagonists of the poemmay 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 For a complete list and analysis of lexical and semantic repetitions within the Pindaric poem

cf. chapter 2, section 4.

https://creativecommons.org/licenses/by-nc/4.0/
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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 (καμάτῳ, 10, πόνων, 18, καμάτου, 28, in green,

scheme 8). The insistence on the concept ‘effort’ creates a parallel between

Midas’ endeavour and Perseus’ accomplishment.3More specifically, in the light

of Σ P. 12 inscr. Dr., the reference to κάματος ‘toil, effort’ at 28–32 is usually inter-

preted as a reference to an accidentMidas hadduring hismusical performance.

Thus, the aulete achieved victory bymeans of ‘effort’, while Perseuswas rescued

by Athena from the perils of the encounter with theGorgon(s). As already anti-

cipated (cf. chapter 1, section 3), it is impossible to verify the truthfulness of the

ancient anecdote aboutMidas 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 gnōmē might entail a reference

to the laudandus and his mythological alter ego, Perseus. In Pindaric epinicia,

κάματος and πόνος apply to both the struggle of the Panhellenic winners (e.g.

κάματος: P. 5.47, N. 8.50, I. 8.1; πόνος: O. 5.15, N. 6.24, N. 10.24+) and the troubles

endured by the protagonists of the myth (e.g. κάματος: N. 1.70, πόνος: P. 4.178).

Therefore, the poet might have introduced a gnōmē 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 τέχνα 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’ (στεφάνωμα τόδε), the

hymnperformed in honour of the Pythianwinner. But since crowns are ‘woven

objects’ (cf. στεφανηπλόκος, Simon.+), ‘this crowning hymn’ recalls Athena’s

poetic creation after Perseus’ victory, which consists is a ‘woven’ thrēnos (cf.

διαπλέξαισ[α], 8). In this respect, Midas stands close to Perseus, while Pindar,

the weaver of Midas’ στεφάνωμα (i.e. Pythian Twelve), stands close to Athena,

who weaved the nomos of many heads for Perseus.

The poet defines the winning aulete as εὔδοξος (5), ‘possessing good fame’:

Midas’ glory primarily derives fromhis Panhellenic victory, but the actualmani-

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 Köhnken 1971.
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means thatMidas’ celebratory ode is a song about Perseus. It follows thatMidas

achieves his own fame through Perseus’ glory, which here literally configures as

κλέος, etymologically ‘what is heard’ (nomen rei actae from ie *ƙleu̯- ‘to listen,

hear’) about Perseus in Pindar’s words.4

3 Midas and Athena

Good fame and glory are a further crucial theme of the ode. Pindar introduces

two compounds with the structure [good (Gk. εὐ°, ie *h1su-)°fame/glory

(Gk. δόξα, κλέος)]: εὔδοξος (5) and εὐκλεής (24), in pink (scheme8).5 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

δέξαι στεφάνωμα τόδ᾽ ἐκ Πυθῶνος εὐδόξῳ Μίδᾳ,

αὐτόν τέ νιν Ἑλλάδα νικάσαντα τέχνᾳ, τάν ποτε

Παλλὰς ἐφεῦρε θρασειᾶν ⟨Γοργόνων⟩

οὔλιον θρῆνον διαπλέξαισ᾽ Ἀθάνα·

…

εὗρεν θεός· ἀλλά νιν εὑροῖσ᾽ ἀνδράσι θνατοῖς ἔχειν,

ὠνύμασεν κεφαλᾶν πολλᾶν νόμον,

εὐκλέα λαοσσόων μναστῆρ᾽ ἀγώνων6

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’ κλέος (see above, section 2); at the same time,

(ii) Perseus’ κλέοςwas first celebrated byAthenawith her invention, the ‘tune of

manyheads’, which, in turn, (iii)was performedbyMidas atDelphi and allowed

him to achieve glory. Because he possesses great skill in the αὐλητικὴ τέχνη and

because he re-enacted the Gorgons’ lament with the κεφαλᾶν πολλᾶν νόμος 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 δόξα and κλέος 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 RichardMartin (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 contestsmight attain glory

through the nomos and shine through Athena’s and Perseus’ κλέος. In this way,

Midas’ glory is linked to the condition of ‘prosperity’ (Gk. ὄλβος) fulfilled by the

god, cf.

P. 12.28–30

εἰ δέ τις ὄλβος ἐν ἀνθρώποισιν, ἄνευ καμάτου

οὐ φαίνεται· ἐκ δὲ τελευτάσει νιν ἤτοι σάμερον

δαίμων …7

I propose that the reference to this ‘circular’ mechanism, which characterises

the spreading of fame andmight be voluntarily or involuntarilymirrored by the

ode’s ring-composition, is the key to interpreting the complicated metaphor

that is applied to the ‘tuneof manyheads’ at 24.Here, thenewly inventednomos

is defined as the ‘glory-makingmemento of contests which stir people’ (εὐκλέα

λαοσσόων μναστῆρ᾽ ἀγώνων, cf. chapter 5, section 2, 24). The fact that εὐκλεής is

referred to the nomos stresses the indissoluble link between ‘memory/thought’

(μναστήρ cf. ie *mneh2- ‘to think to’) and the attainment of glory through

poetry and music.8 The compound εὐκλεής might be understood as factitive

‘which produces/makes good glory’ like elsewhere in Pindar.9 Furthermore, as

already pointed out, Pindar applies one of Athena’s epic epithets, λαοσσόος (Il.

13.128, Od. 22.210) to ἀγών ‘contest’, i.e. to the occasion in which the nomos is

(potentially) performed (cf. chapter 9, 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’ doppelgänger, 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.

8 West 2007:33 ff., Massetti 2019:79–83.

9 E.g.O. 2.90 εὐκλέας ὀιστοὺς ἱέντες “sending arrowswhichmake (people) glorious”. Εὔδοξοςmay

have the same value in I. 8.1.
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4 Gk. δόξα and Ved. dákṣinā

At 5 the co-occurrence of δέξαι and εὐδόξῳ creates a wordplay and a sound-

effect, which finds a parallel ex Pindaro ipso, cf. P. 9.73–75 ἅ νιν εὔφρων δέξεται

… δόξαν ἱμερτὰν ἀγαγόντ’ ἀπὸ Δελφῶν “and she (sc. Cyrene) will gladly welcome

him … he who brought desired fame from Delphi”.10 The connection between

δέκομαι and δόξα, which is perceived at a synchronic level, is also grounded on

the diachronic one. Gk. δόξα and δέκομαι are cognate: δέκομαι is a thematic

e-grade present from ie *deƙ- ‘to notice, to receive’ (liv2 109–111, iew 189–

190), while δόξα ‘the thing perceived/received’ reflects *doƙ-tia̯- or *doƙ-sa- (cf.

Chantraine delg, Frisk gew, Beekes edg s.v. δόξα). The connection between

terms for ‘glory, fame’ and the notion of ‘receiving’ is a well-developed Pindaric

theme.11 Indeed, the poet compares glory (κλέος, κῦδος) to a reward (μισθός),12

cf.

N. 7.63

κλέος ἐτήτυμον αἰνέσω·

ποτίφορος δ᾿ ἀγαθοῖσι μισθὸς οὗτος

I proclaim genuine fame, for that is the proper reward for good men

I. 1.47–51

μισθὸς γὰρ ἄλλοις ἄλλος ἐπ᾿ ἔργμασιν ἀνθρώποις γλυκύς,

… ὃς δ᾿ ἀμφ᾿ ἀέθλοις ἢ πολεμίζων ἄρηται κῦδος ἁβρόν,

εὐαγορηθεὶς κέρδος ὕψιστον δέκεται, πολια-

τᾶν καὶ ξένων γλώσσας ἄωτον

For a different payment for different tasks is sweet tomen…But hewho

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.13

The two passages clearly describe the link between glory achieved through

(poetic) praise (εὐαγορηθείς, I. 7.51, αἰνέσω, N. 7.63), and reward (μισθός, N. 7.63,

κέρδος, 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 (σύνθεσις) between patron

and poet cf. Gentili 1981.

12 On this term cf. Will 1975.

13 On the ode cf. Bundy 19864.
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receive (δέξαι) a song (στεφάνωμα τόδε) for Midas of good fame (εὐδόξῳ Μίδᾳ).

In this context Pindar’s song of praisewhichmakes good glory (cf. also εὐκλέα…

μναστῆρ᾽ ἀγώνων, 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

dákṣiṇā-, the fundamental dynamic of the Vedic world, “without which sacri-

fice cannot happen” (Oberlies 2012:223). Ved. dákṣiṇā-, reflecting *deƙ-s-i-neh2-,

is a linguistic cognate of δόξα 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 dákṣiṇā́śvaṃ dákṣiṇā gā́ṃ dadāti , dákṣiṇā can-

drám utá yád dhíraṇyam “the dákṣiṇā gives the horse; the dákṣiṇā the cow; the

dákṣiṇā the lustrous andwhat is golden”. As several passagesmake evident, the

dákṣiṇā is the means by which Vedic patrons achieve glory and immortality,

cf.

rv 1.40.4ab

yó vāgháte dádāti sūnáraṃ vásu

sá dhatte ákṣiti śrávaḥ

Who gives to the cantor liberal goods, he acquires imperishable fame14

rv 1.125.6

dákṣiṇāvatām íd imā́ni citrā́

dákṣiṇāvatāṃ diví sū́ryāsaḥ

dákṣiṇāvanto amŕ̥tam bhajante

dákṣiṇāvantaḥ prá tiranta ā́yuḥ

Only for the givers of dakṣiṇās there are these brilliant (bounties) here; for

the givers of dakṣiṇās there are suns in heaven. Givers of dakṣiṇās have

a share in immortality; givers of dakṣiṇās 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 καὶ σύ, Πολύκρατες, κλέος ἄφθιτον ἑξεῖς || ὡς κατ’ ἀοιδὰν καὶ ἐμὸν κλέος “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 2017c, 2017d.
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The etymological link between Gk. δόξα and Ved. dákṣinā 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

themain events of the Vala-myth. It has often been acknowledged that the role

of Br̥haspati and the Aṅgirasas in this myth can be interpreted as the myth-

ical representation of the poet/sacrificer. In the sameway as the poet/sacrificer

obtains the dákṣinā because he pronounces rightly formulated words at the

ritual, Br̥haspati and his priestly escort win the cows thanks to chants and sac-

red formulations.15 In this way, they achieve eternal glory among the gods, cf.

rv 10.62.7

índreṇa yujā́ níḥ sr̥janta vāgháto

vrajáṃ gómantam aśvínam

sahásramme dádato aṣṭakarṇíyàḥ

śrávo devéṣuv 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 Br̥haspati are the gods who gained the first mythical dakṣinā, they

are invoked by the singer who desires a reward, cf. e.g. rv 6.47.20cd bŕ̥haspate prá cikitsā

gáviṣṭāv , itthā́ saté jaritrá indra pánthām “O Br̥haspati, 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. rv 10.67. In turn, the Vala-mythmay be interpreted

as the aetiological myth of the Vedic sacrifice and of the dákṣiṇā, 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 [(Ἀθάνα)–εὑρίσκω–νόμοςacc.–

πολλὰ κεφαλάgen.pl.] builds 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 Aṅ-

girasas, who helped Br̥haspati/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 [Br̥haspati–ved–seven-headed–

poetic thoughtacc.] ‘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’ (ví-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 śrávas- (=Gk. κλέος) 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

achievementof thepoet’s reward,whichultimately bestows glory on thepat-

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 (κλέος, δόξα) and prosperity (ὄλβος) 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 (εὔδοξος). Rigveda 10.67 includes
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the mythological account of Vala, i.e. the mythological transposition of the

dákṣiṇā ‘reward of the poet’. In turn, the dákṣiṇā 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

aprevious 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 fromwhom 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 preservingmany 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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mūrdhā́n- 104, 117, 118, 139, 168

padá- 109, 162n123

rod 115, 161, 162, 166, 169

sā́man- 54, 158n109, 159
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