CHAPTER 5

Linguistic Commentary

1 Invocation (1-6)

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

TRANSL. MOST 2007

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

10  In further Pindaric passages [GOD] and [MAN] occur at close distance, but in a dif-
ferent syntactic relation (i.e. non-copulative), cf. 0. 1.64-66, O. 1110, P. 3.81, N. 6.1, N.
10.54.



LINGUISTIC COMMENTARY 39

Bedv xal xat’ dvlpwmwy dyvidg, fr. 224 6edv dvdpa te,1! which can be
compared with oN god 0l ok gumar “all gods and humans” (Ls. 45.3,
55.6), allra gudanna ok manna “among all gods and men” (Gylf. 21).12

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

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

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

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

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

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

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

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

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

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

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

4-5).

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

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

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

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

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

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

2 Transition (7-8) and Myth (8—24)

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

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

a  Athena helps Perseus and Perseus beheads Medusa

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

¢ Athena finds the ‘tune of many heads’

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Chronological order Mythological digression

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

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

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

[=" - )

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

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

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

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

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

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

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

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

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

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

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



48 CHAPTER 5

Cath Maige Tuired 125

Immesol didiu Riaddn ler tabairt in gai do, & geogoin

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

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

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

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

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

TRANSL. GRAY 1982

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

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

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

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

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

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

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

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

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

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

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

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

2.1 Weaving Songs: A ‘Gendered Metaphor’?

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

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

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

Beow. 3150—3152

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

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

TRANSL. BOZZONE 2016:14

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

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

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

2.2 Weaving Songs in Pindar and Indo-European

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

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

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

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

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

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

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

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

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

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

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

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

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

2.1]).

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

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

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

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

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

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

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

suggests that the metaphor originates from the practice of weaving complex

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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



66 CHAPTER 5

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

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

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

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

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

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

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

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

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

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

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

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

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

44 & xapmaApdy yevdwy: significantly, both xapmdiipog and AdBpos may be etymologized
as belonging to roots with a basic meaning ‘to take/seize’. As first proposed by Schrader
(1890:473) xapmdAipog may be based on IE *(s)kerp- ‘to pluck’ (L1v2 559, IEW 944-945, cf.
Gk. xapmég ‘fruit) Lat. carpo ‘I seize’; on the -aipog formation cf. Arbenz 1933:28-29), while
AdBpog may reflect a ro-formation from 1E *sleh,g*- ‘to seize’ (L1v2 566, IEW 958, cf. Gk. Aoy~
Bavw ‘I take’), cf. the semantic shift seen in Lat. rapio ‘to seize’, rapidus ‘rushing’. The word
for jaw’ is inherited: Gk. yévug reflects “genu- (cf. Nikolaev 2010a:1-18).
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parallel for abv évteat instead of the ‘simple instrumental’ (¢vteot), Bernardini
(2006%:679) proposes P. 4.39.

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

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

HH 3.161-164

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

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

TRANSL. NAGY 2013:230, modified by the author

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

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

the passages must be highlighted in this context:

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

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

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

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

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

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

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

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

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

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

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

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

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

(22).

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

in P. 5.3 Ppotiatog avnp.

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

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

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

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

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

As already touched upon (see above, 5), in Pindar Gk. edxAevg has a possess-
ive (‘whose xAéog is good’) or a factitive value (‘making xAéog good’). £ P.12.42 Dr.
glosses ehikeng as Evdo&og ‘famous’; but this does not necessarily speak in favour
of a possessive meaning of ebxéa since &vdo&og recursively glosses dxeng, cf.
2 0.6.124b Dr. (on 0. 6.76 and the role of Xdapig as ‘glory-maker’ through poetry
cf. Adorjani 2014:250). I believe that the compound has a factitive value in this
context (cf. chapter 10, sections 3—4). Following Bernardini (20064:680), who
proposes that the adjective is in hypallage, Meusel (2020:304—310) reconstructs
a collocation *[ebxAenc—dywv] underlying 24 (cf. 1. 3/4.1 €086&0(s ... d€Bhoig, Ba.
9.21 e036Ewv dywvwv). This reconstruction matches the emendations Ahlwardt
1820 and Thiersch 1820 propose to the verse: ebxAéwv Aaogadov. In turn, Meusel
compares the Gk. reconstructed iunctura to Ved. [srauvasd- —aji-] (Rv7.98.4d),
which would constitute an almost perfect match to the Pindaric collocation.
While Gk. ebxeng may be transposed as [*#;su-kléues-], Ved. srauvasd- reflects
a thematic vrddhi-derivative of srdvas-; Gk. dywv, Ved. gji- are both derived to
IE *yag- ‘to lead/drive’ (cf. L1V? 255—256, IEW 4-5).
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The referent of the entire expression ebxAéa ... pvaatiip’ dywvwv is identified
with the aulos by Clay 1992:523, with the avAntudy) téxwy by Kohnken 1976, and
with the vépog moivxéparog by Bernardini 20064:681. I concur with the latter
hypothesis (cf. chapter 10).

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

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

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

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

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

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

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

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

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

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

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

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

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

Maas 1913:307 [= 1914:19].

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

48  Aaogebwy pvaotip’ dywvewy: Aaooodwy (Il 13.128+) displays a scM based on IE *kiey- ‘to put
in motion, underlying Ved. cyav ‘to set in motion), Av. $(ii)auu- ‘to undertake’ (as per Garcia
Ramon 1993, 1994:71, cf. also Costa 1987, contra L1v2 394-395 [cf. IEW 539], reconstructing
*kjey- ‘to put oneself in motion’), cf. Gk. oedw, coéw™ ‘to put in motion, from which the
scMs of dopuoodog ‘brandishing the spear’ ([Hes.] Sc. 54+) and inmosdag ‘inciting horses’
(P. 2.65+) are derived.
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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. pvaotip is a nomen agentis based on the 1E root *mneh,- ‘to think to’ (cf.
LIVZ 447, 1EW 726—727), which underlies both Gk. pvdopat ‘to woo’ and pipvioxw
‘to remember’. In principle, the term might count here as ‘inviter’ (cf. uvdopot)
or ‘reminder’ (Race 19974, cf. piuwjoxw and X 1. 2.1a Dr., hence my translation
‘memento’), pace Kéhnken 1971:140, who proposes ‘proclaimer’ (“Kiinder”). Ex
Pindaro ipso cf. pvagiotépavos reminding crowns, inviting to the victory’ (Slater
1969 s.v. pvaagtotépavog), which probably refers to dywv in fr. 19 and matches
the collocation pvactp otepdvwy “reminder of crowns”, “inviter to crowns(/vic-
tory)” (Pi. fr. 10).

3 Transition (25-27)

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

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

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

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

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

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

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

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

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

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

As X P.12.44a, 45ab Dr. suggest (olxodat ... pvovtat), this is the verb vaiw ‘to
inhabit’ (see above, 3), not vaw ‘to flow’, preserved by Theon (P. Oxy. 2536: vdotat,
judged as ‘improper’ [dxvpov] by Theon himself, cf. Maehler 1968, Treu 1974).
The Charites are daughters of Zeus and Eurynome (Hes. Th. 907, [Apollod.]
113, Call. Aet. 6, Paus. 9.35.1, Hyg. Fab. praef.) or Helios and Aegle (Ant. 140,
apud Paus. 9.35.5+), or Dionysus (Anacr. 38+). The cult of the Charites associ-
ated with three stones in Orchomenos was established by Eteocles, the son of
river Cephisus (Hes. fr. 71, X O. 14 inscr.c Dr.+, Strabo 9.2.40, Paus. 9.35.1, 9.38.1),
who had received them from the sky. In Orchomenos, the remains of a temple
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in honour of the Charites have been identified cf. Amandry—Spyropulos 1974.
On the Charites in O. 14 cf. also Athanassaki 2003, Lomiento 20102011, Nieto
Hernandez 2017.

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

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

4 Gnomai (28-32)

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

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

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

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

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

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

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

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

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

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

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

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

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

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