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Chapter 1

Crete

1.1 A Cretan hymn to Zeus of Mt. Dikta

Ed. princ.: R.C. Bosanquet & G. Murray, ‘The Palaikastro Hymn of the
Kouretes’, in: ABSA 15 (1908-9), 339-365.!

Editions and Studies: Harrison (1963, 1-30); K. Latte, ‘De saltationibus
Graecorum’ RGVV 13, 3, Giessen 1913, 43-51; Wilamowitz (1921, 499-
503); Powell (1925, 160-162); Guarducci (1942); M.L. West, ‘The Dic-
tacan Hymn to the Kouros’, JHS 5, 1965, 149-159; M. Guarducci (2),
‘Ancora sull’ inno cretese a Zeus Dicteo’, in: Antichita Cretesi, Studi
Doro Levi Catania 1974 /1978, 11 34-35; H. Verbruggen, Le Zeus crétois,
Paris 1981, 101-111 and passim;2 P. Perlman, ‘Imvocatio and Impreca-
tio: the Hymn to the Kouros from Palaikastro’, JHS 115, 1995, 161-167;
MacGillivray et al. (2000).

To péyiote xolpe,
xaipé yot, Kpébvete,
TUYXPATES Yavog, PéBaxeg
doudvwy dyduevog:

5 Alxtav é¢ eviautdv Epre
xal yéyabt poina,

TAV TOL XPEXOUEY TaXTIOL
peiloavrteg au’ avholoty

'Bosanquet, one of the British archaeologists who found the inscription in 1904, de-
scribes site and inscription; Jebb, invited to give an interpretation of the text, died before
he could do so; his task was passed on to Gilbert Murray.

2Cf. the reviews of this book by P. Faure in REG 96 (1983), 295, R. Parker in CR 33
(1983),144-5 and Y. Duhoux in RBPh 61 (1983), 236-7.



10

15

20

25

30

35

3 ydvoc Wilam.: yavoug lapis, edd. pl.: y&v 6¢ West

eVepxd) Bosanquet 12 apoptov lapis, corr. Bosanquet

Crete

xal otdvteg deidouey teov
auel Bwuoy odepxd),
o péyiote xolpe xTA.

evla yép oc nald’ duPpotov
donid|

ndp ‘Péac Aafdvtec ndda

x[

o péyiote xolpe XTA.

(missing
missing
missing)
td]c xahdg Adc,
o péylote xolpe XTA.

Qoat d’ €BJpvov xatijtog
xal Bpotog Abxa xatijye
[ai mdvtoa di)fine LO]
a plhorfog Eiprva,

o péytote xolpe XTA.

&[N, dvag, 660’ ¢ otajuvia
xat 06p’ ebnox’ é[c ndea
xéc Ao xapndy Hépe

xé¢ 1ehecp[bpog olxog,]

o peylote xolpe XTA.

06pe uéc] Moo AUy,
O6pe xég movtondpog vaag,
B6pe xéc v[éoc nolheitac,
B6pe xég BéUY XA [nvdy,

& péyiote xolpe XTA.

10 ouepxr lapis:
13 donid[ecot

Koupfiteg Bosanquet, Wilam.: domd[npdpol tpopiiec Murray, Powell 14
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noha lapis: né6da Bosanquet: émha West (“fortasse’) 15 x[polovies améxpu-
tparv Murray: x[uxhévtes anéxpudayv] Wilam.: x[povovtee dvtdyov Powell 22
Qoo d¢ Bledov Murray: xoprot 3¢ West (‘fortasse’) 24 ol ndvto dt]fjne

Lo Wilam.: .neloagiorBooeipnva lap.: ndvta U dypt” duglere L& Mur-
ray 27 G, &val West: &M Bév 06p” € moljuvia Wilam.: &fuw Bépe
xé¢ ota|uvia Murray: &[udv 8¢ 86p’ é¢ mot]uvio Guarducci (2) 28 ¢[c nden
Wilam.: €[ ufjla Guarducci (2): €[¢ noluvia Murray 29 xéc Mo Murray:
Ad]o Latte 31 teheoyp[bpwe olxoc Wilam.: -p[épouc oluBiouc Murray: -
¢p[6pouc dypouc Bosanquet: -¢[6poc Bétpuc Latte 32 suppl. Murray 33
Tovtogopog lap., corr. Powell 33 suppl. Bosanquet 35 x)\[nvo’cv Wilam.:
xa]A&v Murray: xi[ettnv Bosanquet. »

Metre

The stanzas are composed in ionici a maiore (either ‘normal’ ——vv or
‘anaclastic’ —v—v), and consist of four dimeters, the last running invari-
ably in the form —v—v—ov —» tro dim. The final stanza, however, is in
ionici a minore. The switch or swing from a maiore to a minore will have
been intentional and expressive, to underline the importance of this last
stanza. — In Greek poetry of the fifth ¢c. BC ionici a minore were associated
with processional songs: the parodos of the Elders in Aesch. Pers. from 65
on-wards, culminating in the deeply religious 93-114, of the maenads in
Eur. Bacch. 64ff. and of the mystai in Ar. Frogs 323ff. (cf. Thesm. 101-129).
This metre is also used in the paeans composed by Philodamos (339/8 BC,
for the dating see section 2.5) and Isyllos (last quarter of 4th c.). If we go
by the poetry which has come down to us, ionici a maiore do not occur at
all in archaic or classical poetry; they are found for the first time in just
two lines quoted from the fourth-century poet Kleomachos of Magnesia
(SH 341, cf. West (1982b, 144)); cf. Koster, Traité 1966 (4th ed.), 199-200
and 207-9, and more recently West (1982a, 9-12). The refrain goes as
follows:

1 v—v—v—— ia dim cat
2 —u—ue—— ith

3 —v—uv—u—x tr dim

4 —v———u— tr dim cat
5 ———vv—v—— hipp

6 —v—uv—— ith

For the refrain West (1982b, 148) compares Archilochus 324 and observes
that “the Cretan poet has evidently incorporated something of a traditional
acclamation”.
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Date of the Hymn

In vol. I we have considered in general terms how the dating of the inscrip-
tion and the hymn involves at least three separate considerations: (1) the
dating of the inscription; (2) the age of the text and (3) the age of the cult
to which the hymn belonged. As to (1), Guarducci (1942) observes that the
letter-forms prove beyond doubt that the actual chiselling was done in the
third c¢. A.D. This tallies with some instances of late orthography like the
itacism roheitac; the form BéBaxec (instead of BEPnxac) by analogy with
3rd person sing. B¢Boxe; and the Attic/koing ending xpéxouev instead of
the normal Doric ending on -peg. As to (2), it is certain that the text was
re-inscribed from an earlier original, perhaps because an older inscription
was damaged or had become difficult to read. A number of metrical and
stylistic features indicate that the text belongs in mainstream Greek po-
etry of the late classical period. For the metrical form see above; elements
derived from the language of choral lyric are xoUpog instead of Cretan
x&poc; the dat. plur. -otow; the ace.plur. téAnag instead of Cretan méAtve
or néAig; Homeric words like Bpotée, dufpotog; and poetic compounds
like mayxpatig, ¢pthoAPog, moviéonopog. These elements form a thin ve-
neer over a text with basically (East-)Cretan features: £¢ = Attic eig, the
length being metrically certain in the recurrent phrase é¢ éviautév, aog =
Attic fjolc; ayduevog = Attic yoduevog; ovepxd instead of gv-; Epmes is
also Doric where Ionic-Attic would use £€pyouat; the acc. plur. of o-stems
on -o¢, as in Bpotog (23) and movtonépog (33), while in the law code of
Gortyn (5th c. B.C.) one still finds forms ending on -ov¢, and other Doric
dialects, e.g. Laconian, have -w¢. All this points to, or is at least compati-
ble with, a date of composition in the 4th c. B.C. For (3), the age of the cult
itself, see our remarks in vol. [, especially on the possible relation between
this song and the (Minoan) Palaikastro Kouros.

Notes

1. uéywote: as often in religious contexts uéyag denotes power rather than
size, cf. M. Bissinger, Das Adjektiv MEGAS in der griechischen Dichtung,
Miinchen 1966, 67-71.

xobpe: Other edd. (Guarducci, West) print KoUpe and take the noun as
a theonym. In Homer xobpot is the normal word for young men (Iliad
2.510, 551, 562; 4.321; 9.86 etc.; twice for dancers 18.494; Od 8.286).
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The word was not used in common Attic or Ionic (but Plato uses it in Laws
772a, 785a). Significantly, Kritias (6,14 West) has Aaxedaipoviwy xdpot:
in Doric speech the noun remained in use to denote adolescents.

Who is this xoUpo¢? For the Greeks in the historical period, of course,
Apollo is the adolescent god par excellence. Hesychius s.v. xoupiSiov
tells us that the Laconians call Apollo xoupiStoc. In Theran inscriptions
(IG XII 3, 354,355) qopeg, presumably to be understood as xopng occurs
as the name of a god, presumably Apollo; some scholars have identified
him with the young god of the Palaikastro hymn. However, since di-ka-ta-
jo di-we, Awctalor Atpet, is found on tablets from Knossos (KN Fp 1,2),
and above all because this same xoUpoc is given the patronymic Kpdvete
in the next line, the identification of this god who is asked to come to Dikte
as Zeus is beyond reasonable doubt.

This hymnic text is something of an exception in not taking meticulous
care to call the god by his name. In fact it does not even name the god at
all, apart from the patronymic ‘son of Kronos’. Even so, one has to take
this text as a hymn to Zeus: neither Poseidon nor Hades, the other sons
of Kronos, would fit in the hymnic discourse which follows; and there
is an unmistakable suggestion of the supremacy of this god in doubvev
ayouevog (4). But xobpoc is a surprising epithet for Zeus, who is tradi-
tionally “father of gods and men”. Ap. Rhod. 1.508-9 uses it, but only in
the course of Orpheus’ narrative about the three generations of gods: Zgug
gt xoUpog, €1l ppeot v eidde, Awctalov vaicoxev Ond onéog. We
have already referred in vol. I p. 70 to the cult of Zeus as a boy at Aigion.

2. yaipe. Greeks used yaipe as a greeting, but also to say farewell. Quite
a few hymnic prayers start with a yaipe, as here: e.g. Eur. Hipp. 64 and
Aristoph. Thesm. 111; a 6-c BC hymnic text begins with yaipe pdvag
hépaxiec (CEG 396). One also finds it at the end of hymns: in many
Homeric hymns the poet takes leave of the god with xal o0 uév obtw
yolpe xTA. (3.545; 4.579; 9.7 etc.) or simply with yaipe (5.292; 10.4; 11.5
etc.). Wachter (1998, 69) suggests that in archaic hymnic poetry yoipe
functioned as “eine Aufforderung an eine Gottheit, eine Votivopfergabe
freudig anzunehmen, wobei auf die Gabe selber mit einem grammatischen
Komponent Bezug genommen werden kann”. The instance in this Cretan
hymn confirms his point, for in line 6 the singers repeat and rephrase yaige
as yéyabt yoAndit. — On yolpe and ydpic in general as key terms in worship
see vol. I p. 61f. and Bremer (1998).
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The expression yaipé uot is used in tragedy and comedy to express in-
timacy between speaker and addressee: between parents and children in
Eur. Hec. 426, Hipp. 1453, Troad. 458, Phoen. 618, Ba 1379, Men. Samia
128. With more distance, but still as a sign of endearment and devotion, it
is used by Oedipus in addressing Theseus at S. OC 1137, by Hippolytus’
hunter-friends addressing Artemis Eur. Hipp. 64 and 70, by Iphigeneia to
the light of life she is about to leave Eur. /A 1509. The yaipé pot here in
this hymn is certainly an instance of this second category.

2. Kpévete. The formation of patronymics in -gto¢ is common in Aeolic
dialects (Boeotian, Thessalian, Lesbian) but not unknown elsewhere. The
use of the patronymic here has particularly force as it is Zeus’ youthful
aspect which is receiving emphasis.

3. TANOTYZX. The word can be read three times on the stone; in the first
case the stonecutter, having first written 'TANQ?Y, inserted a diminutive T
between O and X; in the two other cases it is written TANOYZX. This
opens the way for three possible readings:

a. TayXpates yavougs: so Murray (358), who translated the phrase: ‘lord
of all that is wet and gleaming’. — Referring to Hesychius who gives
napddetooc as one of the meanings of ydvog, A. Motte, Prairies et Jardins
de la Grece antique, Brussels 1973, 59, interprets the phrase in our hymn
as ‘almighty lord of the garden’. But Hesychius may be defining a sense
of ydvoc¢ which derives from Semitic ‘gan’=‘garden’. — Guarducci (1974-
8: 34-35) translates moyxpoateg ydvoug by ‘signore supremo della gioia’,
taking the element noy- as ‘completamente dominatore’; for the meaning
of y&vog she, too, refers to Hesychius (who gives also ydpuoa, n80v¥).

There are two serious objections to reading yd&voug in this way, one syn-
tactical, the other morphological: (i) wherever the vocative noyxpatéc oc-
curs — and one finds it in no less than twelve cases used as an attribute
of a god or divine power — Simon. 541.5; Pind. N 4.62, fr. 70b15; Bac-
chyl. 11.44, 17.24, fr. 14.4; Aesch. Suppl. 816, Eum. 918, Eur. Rhes. 231,
Aristoph. Thesm. 317, 368 and Cleanthes’ hymn 1 — it is invariably a self-
sufficient term without an object in the genitive. The nov- element already
represents a kind of object to the action implied by »pat-, making a sec-
ond object syntactically impossible. Probably this was what Wilamowitz
meant when he wrote in his apodeictic way: “der Genetiv ‘allméchtig iiber
vévog® gibt gar keinen Sinn” (500). In a similar vein West (151): “it is
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stimply not Greek”. (ii) ydvoug would be an Atticism (or koiné form) in a
text which shows several characteristics of East Cretan: the contraction of
€ + o should lead to yévwg, as in ayduevoc.

b. mayxpatéc, yav 6g. West’s conjecture is intended to kill several birds
with one stone: 1) he provides BéBaxeg with an object phrase (yav, ‘to
earth’) 2) he eliminates the asyndeton between the BéBaxec statement and
the following £pmne, 3) he obtains an opening stanza which conforms to the
traditional pattern of invocation (‘der Relativstil der Pridikation’, Norden
(1913, 168ff.)), and 4) he is rid of the problematic genitive ydvoug (see
point a). For the presence of the Y in TANOYY he offers the ingenious
explanation (151-2) that the insertion of this T was prompted by the mis-
reading of a rough breathing just above OX in the hand-copy® which the
engraver used.

But this reading, too, involves serious difficulties. To take the last point
first: a rough breathing (of whatever shape) in the stonecutter’s hand copy
(if he had one) would have been positioned either before, or possibly
above, the omikron of OX. It is not readily comprehensible why the cutter
should have confused any sign in this position with an upsilon between the
omikron and sigma of OX. Second, it is difficult to accept West’s own in-
terpretation of yav o¢ BéfBaxeg as “who to earth art gone”4, for which he
adduces as parallel Persephone “who vanishes below the earth in the winter
months and returns in the spring” (156). If one looks in early Greek poetry
for expressions denoting ‘going below the earth’, one finds Um0 x66va or
Ono yBovée (Pind. fr. 137; Semon. 1.14)°, yfig Ono Loégpov (Aesch. Pers.
839) or Umd xevbeot yaing (Theognis 243). — There are cases of yav be-
ing the destination to which someone has gone (or is requested to come),
but then it is not the nether world: to take three examples from one text:
Kodueiwv Euolov yav E. Phoen. 216, €Bag & yav matpdiay ibid. 295,
and Babu tévde yav ibid. 682. In all cases, however, yav is specified
(Kaduetiov, ntatpdray, tévde). Third, how are we to envisage the Kouros

3Most probably this was a copy written on a papyrus, see E. Turner in Greek
Manuscripts of the Ancient World, Oxford 1971, 14, who points out that breathings are
noted in papyri from the second century B.C., and that the rough breathing could take the
form k-, Lorv.

*In his comm. on Hesiod’s Theog. (published in 1966, one year after his JHS article)
West repeats this interpretation on p. 291.

>]1. 6.411 has the phrase ¥86va 8Guevos. But there the verb implies the notion of going
down.
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“who to earth art gone” leading a retinue of gods (dotudvwy &yduevog)?
If the idea is that the Kouros goes underground, then surely we are not to
imagine the other Olympians following him;® if he is thought to have come
to this earth, i.e. Crete, what is the sense of the cletic appeal in the follow-
ing line “come to Dikta!” (Aixtav... €pne)? An awkward reduplication
of the idea and construction “come to...” results.

C. mayxpateg ydvoc. Wilamowitz, comparing this phrase to Aratus 15
yalpe ndtep, uéya Badua, uéy’ avipdrotot Gvetap, takes the poet of this
hymn to have meant something prior to, or beyond, myth: “der Mythos
ist bereits nur ein Ornament, fast Rudiment, und er tritt ganz zuriick vor
einer universalen Lebensempfindung des nayxpatec ydvog, des univer-
salen Lebensprinzipes, der allgegenwiirtigen Gottheit.” (501-2) Two other
arguments support this reading: a general one, viz. that in the choice of
words and phrases this hymn seems strongly influenced by fifth-century
poetry, in which case a word used so prominently by Aeschylus and Eu-
ripides is hardly surprising; and a more specific one, viz. that yévog be-
longs to the language of ritual and cult: it may refer to the god-givenness
of what is decisive for the quality of human life: water, wine, honey. The
word ydvog, not found in epic, elegiac or early lyric poetry, occurs sev-
eral times in Aesch. and Eur. (not Soph.). In Aesch. Ag. 1391-2 Swoo8éTwL
véverrefers to rain as Zeus’ gift; the miraculous supply of water in Egypt is
called Nefhou yé&voc in Eur. Hel. 462 (and perhaps also in Aesch. fr. 300.3).
Wine is referred to as gunélou yévog in Pers. 615 and Eur. fr. 146.3, as
Bétpuog ydvog in Eur. Ba. 261, 383, as Awovioou ydvog in Cycl. 415; in
IT 634 honey is described as avOeudpputov yévog uehioons. E. Fraenkel
observes in his note on Ag. 1392 : “...in this particular usage (of water,
wine and honey) the word perhaps goes back to the language of ritual and
cult”.

Therefore something like ‘almighty splendour’ by itself is acceptable as
a hymnic invocation. One still has to explain an isolated BéBaxeg. LSJ
inform us that perfect forms of Baivetv can mean stand or be in a place,
e.g. Arch. 114.4 aoparéwg BeBnxde nooat, ‘standing firmly on his feet’.
In other instances’ an isolated BéBnxe (BePdol) means: ‘he is gone, dis-

SWest prefers to think of the Kouretes following this Cretan Zeus: “perhaps the
Kouretes are all the gods concerned in this religion” (156).

7 Aesch. Pers. 1002-3; Soph. EL 1151; Phil. 494, OC 1678; Eur. Alc. 392, 394, Androm.
1022, Or. 971, Tro. 582, Suppl. 1138.
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appeared, died’. This latter meaning is clearly inapplicable here, but the
former gives good sense, particularly when taken closely with the follow-
ing phrase daiwdévwyv ayduevog, “you stand at the head of (a train of)
gods” (see next note); cf. in particular Eur. Hcld 910-11 Eotwv €v odpavést
BeBaxde, “he (sc. Herakles) has taken up his position in heaven”.

4. dawwdvey ayduevog: this expression must refer to Zeus’ leadership of
the gods in general. Already in /l. 1.494-5 one finds him walking ahead of
the gods towards Olympus: xat t6te 8% npog "Ohvurov toav Oeol aiev
gbvtec [ névrec dua, Zedg 8’ fpye. Cf. Terpander fr. 1 ZeO, nédvtwv dpyd
/ mavtwy &yftwp. . .. As for the wording, Guarducci (1) adduces a strik-
ing parallel from Plato’s Phaedrus: 6 uev wéyag HYep®v €v oDpavéL
Zetg, Ehadvwy TTNVOV dpua, Tp@dTog TopedeTat, T@L d EMETAL OTPATLY
Oedv te xal dapbvewyv (246E). A magnificent rf. dinos in Basel by the
Berlin Painter (inv. Lu 39) shows the scene of Zeus mounting his chariot
at the head of a train of (six) gods; the picture captures in a visual image
Zeus’ leadership of the gods.

5. Aixtav. Although modern maps show Mt. Dikta (with a ‘cave of Zeus’
etc.) at the Lasithi massif near Agios Nikolaos, it is virtually certain that
Dikta was the ancient name of the mountain, nowadays called Petsophas,
close to the site at Palaikastro in E. Crete, halfway between the ancient
towns of Itanos and Praisos.® Here British excavators found remains of
a Minoan town, and — not at the highest point of this town but half way
up the SE slope — the remains of a Greek temple dating from the seventh
century B.C. and later: an altar, remains of pediment and sima; an antefix
and a bronze lion; and, some distance from all this, the stone with our
hymn inscribed on front and back. “This lonely Hellenic temple, which
stood a thousand years later on the ruins of the prehistoric town, occupied
— by chance or by some direct religious survival — a site of immemorial
sanctity.” (BSA 11, 1904, 310). — There never was a ‘Dictacan Cave’; this

8C. Crowther, ‘A note on Minoan Dikta’, BSA 83, 1988, 37-44, points out that there
are only relatively late, Hellenistic and literary references to a ‘Diktaian Cave’, and that
there is no archaeological evidence whatsoever for it. In MacGillivray et al. (2000, 147)
Crowther restates his case: “I conclude that the classical toponym Dikte, the mountain on
which Cretan Zeus was believed to have been born, corresponds to Mt. Petsophas” — The
identification of the Idaean Cave, on the other hand, is beyond doubt. New investigations
have been undertaken there, discussed by J.A. Sakellarakis, Kernos 1, 1988, 207-14; he
stresses that “the sequence from Minoan to Greek worship was unbroken: the Idacan Cave
went on to be a most important shrine”.
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conception probably arose out of a mistaken identification of Mount Dikta
with Mount Ida in Central Crete (with its famous Idaean cave’). Strabo
10.4.12 took pains to point out that Dikta was far from Mt. Ida and close to
Praisos in Eastern Crete, évtalfa xai 10 100 Awctalou Awdg tepdv, xal
yap ythioug N Abern tfig "Idng anéyel, mpog avioyovta fiov an’ adtiic
xewuév. It must have been a sanctuary where worshippers of various cities
came together. Zeus Diktaios occurs in oath-formulas of Praisos (/C III,
vi 7, 15-16), of Itanos (ibid. iv 8,3) and of Hierapytna ibid. iii 5, 11-12);
the sanctuary of Zeus Diktaios is mentioned four times in a treaty between
Hierapytna and Itanos (ibid. iv 9, 38/69/82). The fact that a number of
cities were linked to the cult of Zeus Diktaios fits in very well with the
plural néAnag auéyv in line 32. There is, finally, the interesting item in
the (admittedly late) Etym. Magnum: Aixtn évtalfa 8¢ Awg dyalua
dyévetov lotaTo.

5. éviautdv. In this context this word probably refers not to a ‘year’ as a
span of time but to the celebration of the ‘anniversary’; cf. LSJ s.v. A good
example is a Phocian inscription about rituals in honour of the deceased:
unde tat Lotepaial uRd’ év taic dexdtalg uRd’ év tolg éviautols AT’
oludley uit’ érotilew (C. Michel, Rec. Inscr. Gr., Brussels 1900, 995,
C49).

5. g€pne: in Homer this verb refers to walking on earth (of men and an-
imals), as opposed to swimming (fishes) or flying (birds). In the Doric
dialect of choral lyric, and hence in Attic tragedy, £pnw is simply ‘to walk,
go, come’; e.g. Bur. Andr. 433, Hel. 477. In IC 111 (East Crete), one finds
instances of €pmnw used in the same general sense, e.g. iii, 1B,15 and iii
3B,3. In this hymn €pne certainly means ‘come’, and it characterizes this
hymn, already in its first stanza, as a Uuvog xAntuedc, a song calling upon
the god to come and appear. In the last two stanzas this invocation is inten-
sified: O6pe B6pe is more urgent than Epne. Note that the specific meaning
‘creep’ (=Latin serpere) is confined to Attic, and only from Aristophanes
onwards: Knights 607 (of a crab), Clouds 710 (of lice).!?

6. yéyafu this is a poetical form, obviously related to Homeric ynféw
perf. yéynBa. Schwyzer Gr. Gramm. I 800, suggests that the form ought
to have been yéyoafe (imper. from the perfect yéyabfa), and that -1 is used

®See previous note.
19%ts prose career can be briefly traced as follows: not in Hdt. Thuc. Xen. Plato. Then
again in Aristotle (Hist. Anim. 501 a3, Part. Anim. 686b9-10) etc.
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to accommodate it to the aorist imperatives xAU0t, TAnOt, @dvnli, which
occur frequently in invocations addressed to the gods. Alternatively, one
can take ya- as the verbal stem, cf. ydvupat, yalo.

6. pokndt: in lines 7-9 the choir describes itself as singing (aeidouev)
having taken up a position (otdvtec) round the altar; they do not men-
tion dance, although neither otdavtec nor acidoueyv strictly precludes danc-
ing; after all, the chorus’ dance in tragedy is denoted by otdoiwuov; for
uéineofar denoting song and dance, cf. Iliad 7.241, 16.182.

7. WOATAL Tav...xpéxouev: originally xpéxw is the technical term for
weaving. As early as Bacchylides 5.9 one finds Ogaivew Uuvov, ‘weave
a hymn’. At the end of the 5™ cent. BC the poet Telestes (victory with a
dithyramb is attested for him by the Marm. Par. in 402/401) uses xpéxw
metaphorically for making music on a stringed instrument: . .. 6&ugpdvolg
mtidwy Paluolc xpéxov AdSiov Uuvov (PMG 810). The strings are
comparable to standing threads of the warp (otuwv), while the TAfixtpov
used by a player to pluck notes from the strings can be seen as the shuttle
(xepxic) used by the weaver to pass the horizontal thread (xpdxn) nim-
bly between the vertical ones of the warp. The verb xpéxw is then also
used for vocal music (Eur. Hyps. fr. 1 ii 9-11 with Bond’s comm.), and
even for playing the flute (Ar. Birds 682 with Dunbar ad loc; Pae. Delph.
i (no. 2.6.1) 14-15). On this metaphorical use of weaving to denote the
composition of a text see Scheid & Svenbro (1996, 111-30), who, sur-
prisingly, make no reference to xpéxw itself; these authors argue that the
metaphor became current first with the choral lyricists Pindar (e.g. O 6.86-
7 mhéxwv Guvov) and Bacchylides (above); cf. J. McIntosh Snyder, ‘The
Web of Song’, CJ 76, 1981, 194-5.

7. naxtiot A mnxtic seems originally to have been a many-stringed harp of
Lydian origin, cf. Pind. fr. 125 (Snell-M) AG3wv Joaiuov OPnhdg dxodwy
naxtidog, and Telestes PMG 810 (quoted above). Athenaios 14. 636b
quotes lines from the Semele of Diogenes showing the use of the nnxtic in
the Lydian cult of Artemis: {aAuols Tpry®dvwy mxtidey ... xpexoloag
uwtA.; cf. West (1992, 70-75); in “When is a harp a panpipe?’, CQ 47,
1997, 48-55, M.L. West collects passages showing that the meaning of
mnxtic varied from harp to lyre or lute, or even panpipe (this only in late
texts); on p. 51 he suggests that the mnxtidec in this hymn were in fact
lyres: “There is no proof that these are not still harps, but I can recall no
evidence for harps in cult use, or in combination with auloi, whereas lyres
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can certainly be documented in both connections. As the singers all(?)
seem to be equipped with them, something humbler than the kithara is
likely”. The pektis is possibly referred to in a fragmentary hymn to Apollo
from Tenos (Kaibel, 1878, no. 1025) as “friend to (?)heavenly celebration
[and choral dance]” (9 mn]x[t{|da & odpaviwv Etdpny Baking t[e yopdv
te]). For illustrations of the pektis see de Martino & Vox (1996, 1388-91).
— Note that if this text were composed in pure Doric it would have been
naxticol (<-Wol).

7-10. This first stanza is a good specimen of what has been called in
vol. I (p. 60) the ‘self-referentiality’ of a hymn: the singers sing about
their singing.

10. Bwudv: the site and size of this altar has been precisely determined by
the excavators (see above p. 9).

10. ovepxf): this refers most probably to the wall which surrounded the
entire precinct; the excavators have been able to trace the remains of this
wall over a distance of 36 metres. The diphthong ou for Attic gv is oc-
casionally found in Cretan inscriptions (/C iii 1,3 otpatouduevor, and i
19,1 €hotlepoc). Note Pindar Pa 6.114 gpxelov ﬁwp&v, ‘walled altar’, or
‘forecourt altar’; Aesch. Suppl. 955 €0epxf) ToOAw.

12-14. €vba. .. nap Péag hafbvtec: €vBa relates anaphorically to Dikta.
The worshippers believed, or claimed, that the location where they were
performing, Dikta, was where Rhea had handed the recipient of this hymn,
as a baby god, naid’ dufpotoyv, to — yes, to whom? The text as it stands
does not contain Kouvpfitec. But tradition is unanimous that it was the
Kouretes who received the infant Zeus from Rhea and protected him from
his child-swallowing father Kronos by clashing their metal weapons to-
gether and thus drowning the tell-tale wails of the baby (Eur. Ba 120-
125;"" Corinna 654 i 12-16 PMG; Call. Hymn to Zeus 52-53; Strabo X
468,11; Diod. Sic. V 65+70, ps.-Apollod. 1 1.6; Hyginus 139.3). As
Strabo’s is the most explicit statement,'> we quote it here verbatim: "Ev 3¢

""Kouretes are mentioned in Eur. Cretans fr. 79 Austin, Hyps. p. 28 Bond. West (1983,
131-32) points out that ‘baby Zeus protected by the Kouretes’ was also part of what he
calls the Eudemian Theogony.

"1n his tenth book Strabo, dealing with Acarnania and Aetolia, comes upon the Kouretes
(c. 463) and embarks upon a long discussion in which he presents geographical, histori-
cal and mythological data; the Kouretes are compared with Satyrs, Korybantes, Idaean
Dactyls, Telchines. In c. 474 he apologizes for this long excursus, resumes the thread of
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it KeAmu. .. ta 100 Awg tepa dlwg éneteleito yet’ opylaouol xal
TOLVTLY TPoTOAwWY olol epl TOV Atbvucdy eicly ol Ldtupol: toltoug
d” dvéualov Koupfitag, véoug Twviag EvOTAlov xivnoly UeT’ OpYHoeEws
dnodwbvrag, mpoctnoduevol uibov tov mepl i To0 Awg yevéoenc,
év O tov uev Kpobvov elodyovow elfiiouévov xatanivewy & téxva
anod tiig yevéoewg evBic, Ty 8¢ Péav nelpwuévny Enxpintechor tag
ddivag xal 1o yevwnlev Bpépoc éxnodmv motelv xal meptodilew eig
dOvauy, mpog 8¢ tolto ouvepyous Aofeiv toug Koupfitag, ot peta
Tourdvey (...) xal évomhiov yopeiag xai Boplfou meplémovieg Ty
Beov éxnAnEewy Eueldov tov Kpbvov xal Ao Omoondoavtee altod
tov naida.!® — It is therefore fair to assume that the Kouretes were men-
tioned or at least referred to in line 13 of our hymn. The two supplements
which have been suggested reflect this assumption: donid{ecor Koupfiteg
conforms to the rhythm of line 28, and doni8[npdpot Tpopijec to the rhythm
of line 23.

14-15. n6da %[ : in support of Wilamowitz’ supplement one can adduce
the phrase n6da xuxAoUv in Eur. El. 561, Or. 632 and in Aristoph. Birds
1379. The idea of the Kouretes hiding the baby Zeus is traditional (see the
Strabo passage above).

20. xaAdc Ade. All other stanzas end on v———. Therefore metre requires
here a short first syllable. But the Cretan dialect normally has x&log,
HHPOG.

16-20. Tag xardc Adc. One would like to think that the full text of this
stanza told in a few words that the young Zeus, having defeated Kronos,
was the bringer “of beautiful Dawn” = “of a new era to the world”. This
metaphorical use of the word is trite for us, but one looks in vain for it in
Greek. LSJ gives only: ‘dawn’, ‘daybreak’, ‘East”. — Another possibility
is that this stanza describes the coming to power of Zeus, his enthrone-

his exposition and passes on to Crete.

13In Crete the rites of Zeus were celebrated in a noteworthy manner with revelry and
by attendants comparable to the satyrs of Dionysiac cult: the name they gave these was
Kouretes, young men who perform an enhoplian dance, whereby they cite the myth about
Zeus’ birth which relates that Kronos was accustomed to swallow down his children im-
mediately after their birth, whilst Rhea tried to conceal her labour-pains and to save the
new-born infant from his clutches and to preserve it to maturity, and that she availed her-
self of the assistance of the Kouretes to this end, who planned, by surrounding the baby
with drum-beats and dancing-in-armour and hubbub, to thwart Kronos’ purpose and to
remove the baby from his grasp undetected.”
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ment so to speak; in that context he might have been described as “[more
radiant] than the beautiful Dawn”. — Guarducci (1) suggests that this stanza
described the way in which Zeus ordained the boundaries of day and night,
of the year and the entire course of nature. — We simply do not and will
never know what stood in the text here.

22. Murray’s supplement has been accepted by most scholars. Hesiod’s
Theogony informs us that Zeus, after his union with Metis of which Athena
was the issue,

deltepoy rydyeto Amaphy Ouw, 1) téxev “(lpag,
Edvoulnv te Abxnyv te xal Elppvny teboiuviay,
al v’ Epy’ wpelovot xatabvnroiot Peotoiot (901-3)

Three centuries later, Bacchylides insists that Zeus has provided mankind
with these divine conditions of happiness: év uéowt xeitat xtyelv / ndowy
avlpdnow Alxav tBetav, dyvag / Edvoplag dxdéhovBov xai mvutdg
O¢utog (15.53-55). The occurrence of Aixa (23) and Eiprvn (25), and
Béuic coming at the very end of the hymn make Qpat a probable supple-
ment, the term for the group as a whole coming first. It is interesting to see
how this element of myth functions in the hymn: “then your birth, Zeus,
produced peace and justice, sheer bliss, on earth; come now again, Zeus,
and let our cities, too, share in that prosperity” (see vol. I p. 14f.). This
will be spelled out in the last two stanzas. — It is worth noting an anony-
mous fragment (PMG 1018b = Stob. ecl. 1.76ft.) which invokes the Moirai,
Daughters of Night, to send Good Rule, Justice and Peace to a city:

TEUTET’ quuy (Tav) poddxoitov
Edvoulav Anapofpdvoug T’ adehpag
Aixay xal otepavnpdeov Eipdvay,
TOAY Te TaVde Bapuppdvwy
Aehdfoite ouvTuyLaAY.

“Send to us rosy-bosomed Good Government and the sisters on their pol-
ished thrones, Justice and crown-bearing Peace, and help this city to forget
distressing disasters.”

22. €Bpuov. Hesychius informs us that et is used properly for the grow-
ing of olives: udhtota €nl éAatwy. This may go back to lliad 17.56 where



1.1 The Dictaean hymn 15

the poet describes a young olive-tree which is in full splendour of white
blossom: xai te Bplel &vbet Aeuxdt. A similar evocation of rich growth
with Bptw in Eur. Ba 107. The word £ufpuov (in Od 1.245 of a lamb, in
Hippocr. of the fruit in the womb) of course also has to do with fertility.

22. xotfitog Murray suggested reading xot¥|tog, the phonetical changes
being from xatd fétoc — xatd £€tog — xatitog, cf. the Mycenaean
za-we-te (PY Ma 225,2) — Att. tfjteg, ‘of this year’). West (157) points
out that €Bpuov xatfjrog would suit the idea of a Golden Age better if
xotito¢ meant ‘throughout the year’, but this meaning is only found in
cases like Hdt 6.42.1 xotd 10 #tog toUto. The expression xat’ #tog
(with or without €xactov) means ‘annually’ (Thuc. 1.56.2; 2.31.3; 3.58.4;
4.53 and 66.1; D.L. ii 14); therefore one probably has to suppose that this
phrase in the hymn means that the crops (West prefers to read xaprnot d)¢)
“were abundant every year”.

23. Bpotéc is acc. plur., like movrondpoc in 33, and the very probable
supplements teheo@[bpog oixoc] in 30 and véoc in 34. See above p. 4

24. xai névto di]fine We have followed Wilamowitz, confirmed by Guard-
ucci who reads before the IT “potius H quam E”, and at the end Z2. Mur-
ray’s supplement du¢lene is impossible: before the II is an upright. Ac-
cording to West, “iota is the only one that fits the preserved trace”, and
he suggests fjjp]ute in a transitive sense (only Nic. Th. 724 is a parallel for
that). After the epsilon he reads =€2 and not Z§2. But he does not sug-
gest a supplement. It is hard to imagine Eirene presented as throwing out
forcefully — what? something evil? — Hesiod describes the activity of the
Horai in Th. 903: “they help mortals by keeping a close watch over their
fields” (see West ad locum, pp. 406-7). This hymn then extends their realm
from the cultivated fields to névta &, all living creatures: animals and
mankind.

22-25. For this and the two following stanzas two passages in Hesiod’s
W&D are relevant:

ot 8¢ dixog Zetvolot xal évdfiuoioL Sidoloty

Oelac xal uf tv napexBaivouot duatov,

toiot Té€nie oA, Aaol &’ avBéouowy €v alTiL.

Eiprvn 8’ ava yav xovpotpdpog, obudé mot’ adtolg
dpyohéov ToAepoy TexpaipeTtat evplona Zedg. (225-29)
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and also:

Tolot @épet uev yaio moAby Blov, olpeot 3¢ dplg

axpn UV te @épel Pakdvoug, uéaon de pellocag:
elpondxot d’ Gieg wokholg xatofeBpifaocty:

Tixtouow ¢ yuvaixeg €odTa Téxva yYovelouy. (232-35)

Hesiod leaves it in no doubt that farming and politics cannot lead to pros-
perity if the local population is attacked by enemies from abroad (néAeuoc)
or riven by internal strife and injustice. The situation envisaged by the wor-
shippers in this Dictaean hymn is strictly comparable to the ideal sketched
by Hesiod: under the protection of the supreme god Zeus, his daughters
the Horai lead a polis to prosperity (n.b. the adjective @iAoABoc occurs
only here).

27. &[A\’ &vag. Photios’ lexicon (ed. Theodoridis) has an item &[AN” &vag:
xWopwtdueob eZodiov dpyt. Denniston (1954, 14): “aAAd in commands
and exhortations expresses a break-off in the thought, a transition from
arguments for action to a statement of the action required. Hence aAA&
in this sense usually occurs near the end of a speech as a clinching and
final appeal”. This would be very appropriate here. Cf. Pind. O 2.12 &AN’
o Kpévie nal Péag; 4.6 ald Kpbvou mat; 7.87-90 AN’ & Zel mdtep.
Other instances of &AA& at the end of a prayer followed by the name or title
of the god invoked are HHDem 490, Theognis 781, Aesch. Pers. 628, 640;
Soph. OT 903, Phil. 1040; Eur. Hipp. 82; Timotheus Pers. 237 PMG 791;
Philod. Scarph. (no. 2.5) 144, Aristonoos (no. 2.4) 41, Cleanthes’ Hymn
to Zeus 32; Limenius (no. 2.6.2) 33. Therefore it is no exaggeration to
call West’s suggestion &[AN’ &val a palmaria. One can understand why
Guarducci (2) wants in 27 to have a form of the first person plural, &uév
in 27, compared with the other in 32, but hardly how she can reject West’s
avag as a mere filler: “ha I’aria di una zeppa” (36).

27f. Latte supposes that the anaphora of 66pe in the last two stanzas
evokes a very old, sacred formula; he adds wisely: “quam quo sensu sac-
erdotes intellexerint, nescimus” (49). According to him 66pe does not
convey the notion of Zeus dancing. Similarly Guarducci (1): “G6pe non
saltantis sed insilientis”. OpdLoxw is, however, used of dancing, e.g. Eur.
Ba 13.90. — Expressions describing a god jumping and dashing towards
something or someone are found elsewhere in Greek poetry, but they usu-
ally denote a menace or impending catastrophe e.g. Aesch. Pers. 515-6,
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Ag. 1175 and 1468; Soph. Trach. 1028, OT 263 and 1300, Ant. 782 and
1346. — Here the imperative O6pe evidently functions as an intensification
of the appeal we find in other cletic hymns: é\0¢, 8eTUpo, xA00L, pdvnii
xtA. There are two possible associations: either with a renewal of the god’s
birth: West (157) refers to €x &’ €9ope npd pdwaode (HHApollo 119), and
0¢ xol €énel 3N untpog an’ abavdtwy 66pe yuiwv (HHHermes 20), or
with the fertilizing power of the god, the verb Hpdioxw being also used for
the sexual activity of the male: ‘mounting’; cf. Aesch. Eum. 660; fr. 15;
the same poet makes the chorus in Suppl. 301 describe Zeus as npénovta
BoubBdpwt Tavpwt déuag.

27. According to West, Wilamowitz’ Bo&v 06p’ é¢ moluvia is “unaccept-
able: moluviov Podv is no more Greek than ‘flock of cows’ is English”
(153). He prefers the god to jump into Murray’s otauvia. About these
jars Wilamowitz had already said: “in die Kruge wird der Gott nicht sprin-
gen” (500). But it is not more strange a priori that a god would jump into
wine-jars than into houses or young citizens. Of course the fertility of the
cattle is important, but they come in the next line. Cf. Eur. Alc. 5691f., esp.
588-592 where Apollo’s presence is celebrated as causing the well-being
and fertility of Admetus’ flocks.

28. The adjective ebnoxog, ‘woolly’, occurs also in Aesch. Ag 1416 for
flocks of sheep. At EIl 705 Eur. talks of an dpva xaAlinoxov (Heath, Dig-
gle: xaAAhmAoxapov L), ‘well-fleeced lamb’. — Wilamowitz’ supplement
noea, ‘flocks’ (sc. of sheep) is preferable to Guarducci’s unmetrical pfjha.

29. Adio. The word Afiov occurs already in Homer (fliad 11.560 and
23.599) for the ‘standing crop’. Latte was of course right in writing the
word with the Doric «.

30. xé¢ teheop[6poc oixog). In all cases the last line of a stanza ends with
v——— . Not only is Wilamowitz’ supplement correct in this respect, it has
the great merit of conforming to Hesychius s.v. teheopbpoc olxog t0d
yeyaunxétog xal teExviddoavtog. But one must be cautious: Hesychius
will not have taken his lemma from our hymn, which is not a literary poem
but a cult song. But one may assume that the phrase teheagpbpoc oixog
occurred in another Greek poem which has not come down to us. There
is an apparent objection to this supplement, viz that the last syllable of
tehecpbpog should be long, but the acc. plural of the o-stems in Cretan
Greek, if not -ovc, 1s -o¢ which must be taken as -6c. The answer to this
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objection is that in Crete the digamma remained in force until the 3rd (and
in Central Crete even into the 2nd) century B.C. So the syllable is long by
position, as in the cases of Bpotoc Aixa (23), -népoc vaag (33) and v[éog
no]heitag. (34)

32. néAnac audv, aremarkable phrase: téAroc is a poetic formation metri
causa taken from Homer, Od. 17.486, and au&v comes from the language
of choral lyric. The Cretan forms would be ntéiwvg (or nohag, ndhels, see
Thumb-Kieckers, Handbuch der griechischen Dialekte, Heidelberg 1932,
vol. 1, 162). méic was already in use in the Mycenaean period,'* most
probably referring to the citadel, the fortified section of a human settle-
ment; in the archaic period (cf. A. Snodgrass, Archaic Greece, London
1980, ch. 3) the meaning of the word was gradually extended to the area
around it and the community inhabiting it with its institutions, temple(s)
etc. The cities which are meant here are most probably Praisos, Itanos and
Hierapytna (see vol. I, p. 73 and note on line 5 Aixta).

33. The metre requires -tondpog vaag to be scanned as vv——. Hero-
dianus i 328 gives the acc. sing. v&v as Doric, and with this form an acc.
plur. va¢ would go very well. Ruijgh (1967, # 108 n. 163) compares the
Mycenaean acc. plur. yw@®ve standing beside the acc. sing. fév, which is
found in Homer.

34. The supplement v[éog no]heitag has been universally accepted since
the discovery of the inscription. It inspired Jane Harrison’s hypothesis
that the hymn is a vital part of the annual ritual in which boys on reach-
ing manhood were initiated into full citizenship. She perceived a line
running straight from the xoGUpe (1) via the Kouvpfiteg (13) to the v[éog
no|Aeitag (34), and she took the kouretes to be young men of privileged
status who lead this ceremony because they have already been initiated
themselves. In Harrison’s words: “they will initiate other young men; in-
struct them in tribal duties and tribal dances, will steal them away from
their mothers, conceal them, make away with them by some pretended
death and finally bring them back as new-born, grown youths, full mem-
bers of their tribe. The word koures is simply a specialized derivative of
Kouros, as yvuvic of yuuvég” (1963, 19-20). They centre around their
mythical paradigm, the Kouros; they form his thiasos and sing a hymn

“As mtéhic belonged to the vocabulary of Arcado-Cyprian (C.J. Ruijgh, L’élément
achéen dans la langue épique, Assen 1957, 75-6), it will have been a word in Mycenaean
Greek. The personal name po-to-ri-jo (IIto-Ai-ywv) occurs on KN As 1517.12.
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which contains an aetiology of their dancing around this altar. She finds
strong support for her view in the statement of Strabo x 11.468, that the
Cretans themselves associated the ritual dancing with the myth: €v 3¢ tijt
Kertnt ta 100 Awog tepd ©ding éneteheito xTh. .. tobtous & dvéualov
Koupfjtag, npootnoduevolr uibov tov mepl tiig 100 Awog yevéoenq.
The text (quoted in full above in the annotation to line 12-14) suggests
that in Strabo’s time the ritual was a thing of the past: €éneteAeito, imper-
fect tense. For information about the rituals of initiation in Cretan cities
see Willetts (1962, 213ff.). Koehl (in MacGillivray et al., 2000, ch. III,
11) deals with a body of evidence found on Mt. Petsophas, a peak sanc-
tuary in the immediate proximity of Palaikastro. A large number of LM
terracotta figurines has been found there, roughly resembling the chrys-
elephantine kouros but without its distinctive size, precious materials or
outstanding craftsmanship. He suggests that while the Kouros represents
a Minoan divinity, the figurines represent his mortal peers, and offers a
speculative reconstruction of initiation rites undergone by Cretan youths
during that period. This looks like further confirmation from archaeology
that elements of the Kouros hymn go back many centuries before the text
was composed, let alone inscribed on stone. If one combines the textual
data (KoUpe, véog mokeitag with 1) the Cretan mythographic tradition as
recorded by Strabo, 2) the archaeological finds discussed by Koehl and 3)
the oath taken by young Itanians (see vol. I p. 74), it is not rash to con-
clude that this Kouros-hymn functioned in a context which was political as
well religious: the inauguration of new citizens into the body-politic, with
Kronos’ son himself leading the way.

35. €¢ Béuw xh[nvév. The difficulty here is not so much in the adjective
(given the certainty of x\[, Wilamowitz’ guess is as good as Bosanquet’s)
but in the status of the noun. Murray, Harrison, Guarducci print a capital
0. Are we to suppose that the worshippers pray to Zeus to ‘rush on’ to her,
to repeat the original copulation as a result of which the Horai were born?
Certainly not: that would give an almost obscene ending to the hymn, and
it would not fit with the trend of the prayer in the last two stanzas (see
next note, on 27-35). Harrison at least does not take it that way. In her
last chapter she observes, rightly, that 6¢éuw printed with © or 6 connotes
ayog, the place where men organize the life of their community according
to rules. Two Homeric passages are relevant:
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Mooouat fjugy Znvog ‘Oluuniov %8¢ Oéuiotog
1 U avdpdv ayopag fuev AdeL K¢ xabilet xth. (Od. 2.68-9)

in the second passage Patroklos comes running to the ships of Odysseus,

... lva o’ dyopy| te Béulg te
#inv, T 87 xal o Bedv étetedyato Pouot. (I1. 11.807-8).

It is evident that this concept of themis, like the Latin word fas, refers
to a social imperative with religious force behind it. In the words of H.
Vos (OEMIY, Assen 1956, 2): “Diese 6¢uic wurde als gottlich empfun-
den und erlebt, war also eine Gottin, und zwar die Gottin des staatlichen
Zusammenlebens, das sich in der dyop?) konzentrierte”. See now Rudhardt
(1999, 25).

27-35. In these two stanzas there is a powerful rhetorical climax (Guard-
ucci 2, 37-38). In the first the worshippers pray for the availability of
wine and cheese (27), warm clothes (28), food (29), and they pray also for
children (30). All these are blessings in the private life of the individual
families. In the following and last stanza, lines 32-35, community life in
the cities (32) becomes the issue; they pray for the crews who cross the
sea (33), for the young generation of citizens (34), and finally for law-
and-order (35). — With this widening of perspective the meaning of the
‘magical’ O6pe changes: in lines 27-28 one might think of a lustful and
salacious god like Pan, but gradually the god assumes more impressive
features and ends by promoting justice. Perhaps one can take the final two
words of the hymn thus: having entreated the god to bestow prosperity on
their private life, the worshippers in the last stanza pray to him to bless
their community with his presence in such a way that they will be famous
for their well-ordered existence. The adjective xA[nvdv would then be used
in a predicative-proleptic fashion, like tehecgdbpoc in 30.



Chapter 2

Delphi

2.1 Alkaios’ paian to Apollo

Alkaios fr. 307¢ Voigt ap. Himerion, Or. 48.

Editions and Studies: F. Duebner, Himerii sophistae declamationes, 1849;
A. Colonna, Himerii Declamationes et Orationes, Rome 1951, 200; Page
(1955, 244-52); Kippel (1992, no. 1B); Libermann (1999, fr. 307a-¢).

Eféhw 3¢ Dulv xal Adxaiov tva Adyov einely, ov éxeivog
Noev €v uéheot mandva Ypdpwy Anéhovt. gpd 8¢

Oy o0 xatd Ta WéAn ta Aéofa, €mel unde monTdg Tig
EY®, GANX 1O Uétpov alTd Aoug eig Aoyov Tiig Alpag.

5 &te AnOAAwV €yEveTOo, XoouNous alTov 6 Zelg uitpal Te
xevoiiL xal Adpat, dolg te €nl TovTolg dppa ENAOVEY —
xOxvol 8¢ Noav 1O dpua - elc AeApolg TéuneL (xal)
Kootahlag vauata, éxeifev npognretoovta dlbxnv xal Géuw
toic "EAAnow. 0 3¢ émPag énl tév dppdtwy E@iixe Toug

10 xOxvoug €¢ “YrepPopéoug néteabaut. Aehgol utv oby, &O¢
firabovto, madiva ouvliévteg xal uéhog, xal yopoig NiBéwy
nepl TOV Tpinoda othoavieg, ExdAouy tov Oeov €€ YTrepBopiwy
€NDelv. 0 B¢ €tog Ohov mapd Toig exel Heprotedoog
avlpdrolg, Emewdn) xatpov Evéule xal Tovg Achpueolg fyfoal

15 tpinodac, avbic xeledel Toic xdxvorg €€ “YnepPopéwy
agintacbal. Nv yev odv Bépog xal tol Bépoug T6 uéoov
auto, ote €& TrepBopéwv Alxalog dyel 1oV AndAAwvar
obev 81 Bépoug exhdunovtog xal emdnuolvtog Anéhhwvog
Bepwvév L xal ) AMdpa mepl ToOv Oedv dPpdvetal. dwdovat

20 pEv andbveg avTéL Onolov elxd¢ oot Top’ Alxaimt Tag
Spvibag: ddovat 3¢ xal xeMdOVES xal TETTLYEG, O THY
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EauT@Y oYMV THY v avlpdrolg ayyéAlovoat, AAAX TEvTA T&
wéAn xotd Geol @Beyyoduevar pel xal dpyvpoic  Kaotohio
xotd moinoy vauaot, xal Kngooog uéyag atpetat mopplpwy

25 toic xbuaot, tov Evitéa 100 ‘Ouieov upoduevog. Braletat
uev yap Alxaiog 6poiwg ‘Ounpwt moujoat xal U8wp Bedv
emdnuioy alobéabar Suvduevoy.

1 Adxaiou edd.: avayxaiov cod. 8 mpogrreboovta Duebner: npogntedovta
cod. 14 évéuile edd.: véuo® cod.: évopobéter Colonna.

Notes

5. Alkaios reflects oriental influence in his choice of a uitpa as Apollo’s
distinguishing headgear. The mitra was commonly called ‘Lydian’ (e.g.
Alcman 23, 67; Pindar, N. 8, 15) and in Herodotus (1.195) denoted a Baby-
lonian head-dress. Sappho’s poetry also contains signs of the influence of
nearby Lydia (e.g. 16.19: ta A¥dwv dpuata; 44.30: earliest mention in
Greek of the oriental imports myrrh, cassia and incense; 96: mention of
Sardis and a girl who has gone to Lydia; cf. yitpdva in frg. 98 (a) 10, (b)
3 L.-P.). At Soph. OT 209 Dionysos is invoked as Tov ypucouitpay. On
the oriental elements in archaic Greek poetry cf. J.-P. Vernant, Origins of
Greek Thought, London 1982, 72; West (1997, 526-533).

10. Pindar, P 10.30ff., says that Apollo particularly relished the outlandish
sacrifice of donkeys practised by the Hyperboreans and appreciated the
fine choruses of girls who sang at these celebrations. On Apollo’s annual
visit to the Hyperboreans see vol. I, p. 126f. with n. 54.

11 madva ouvhévteg. .. exdhouy tov Geov: Bacchyl. 16.8-10, says that
Apollo comes to Delphi to appreciate the ‘flowers of song’ (mainévwy
&vBea) which the Delphic choruses sing for him (11-12); i.e. the paian
has a cletic quality.

18ft. Fr. 347, from a drinking song, has a comparable description of cicada
song in mid-summer heat. Their song is relevant to Apollo’s return to
Delphi as they were creatures favoured by the god; he had given them their
musical song: see Carm. anacr. 34.12-14 West: gpuiéovot uév ot (sc. the
cricket) Moloat, / ghéel 8¢ Poifog adtog, / Aryvphy 8 Edwxev oluny.
Plato, Phaidros 230c2, describes the spot by the Ilisos where Socrates and
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Phaidros sit Bepvév te xal Aryvpov dnnyel téL 1@V TeTTiywy Yopdt, “it
resounds to the clear and summery sound of the chorus of cicadas”.

20ff. Callimachus’ HApollo opens with the signs among normally inani-
mate things of Apollo’s approach: the shaking of the god’s laurel and the
whole temple; footsteps resounding on the threshold; the nodding of the
god’s palm-tree; and the swan-song (1-5). That the Kephisos here flowed
silver to mark the event is similar to mythical accounts of the alchemic
effects of Apollo’s birth: cf. id. HDelos 260-4, where the whole of Delos,
including the river Inopos, turns to gold when Leto gives birth to Apollo
(on the birth ‘epiphany’ of Apollo see introduction to this chapter in vol. I
and below p. 951.).

21f. Himerios’ reference to the fate of the swallows and cicadas while
among men (not necessarily mentioned in the original Alkaios text) proba-
bly refers to stories of humans being turned into these creatures as a result
of some accident or misfortune. Philomela, the sister of Prokne, was turned
into a swallow, whose twittering song relates to the fact that she lost her
tongue at the hands of Tereus.! Plato, Phaidros 259b5-c6, invents an acti-
ological story telling how cicadas were once men who, on learning the art
of music and song from the Muses, ‘singing, took no thought for food or
drink, and died before they realized what they were doing’. Or Himerios
may have had Tithonos in mind, who was mercifully turned into a cicada
when he grew older and older but could not die (schol. 7I. 3.151; 11.1).

23f. Although Himerios mentions the behaviour of both Kastalian Spring
and river Kephisos, this is not necessarily the passage to which Pausanias
refers (10.8.10), when he says that, according to Alkaios’ ‘prooimion to
Apollo’, the water of the Kastalian Spring was a gift of the Kephisos (see
Libermann, 1999, fr. 307d). The idea that the Kephisos fed the Kastalian
Spring through an underground source is difficult topographically as the
spring is higher than the river, a fact noted by Page (1955, 245-6); but
perhaps Page’s logic is too pedantic in context: divine rivers could perhaps
give gifts uphill! Libermann (1999, fr. 307e) cites a very corrupted passage
of Strabo (= fr. 307b Voigt) which contains the information that Alkaios
described the Kastalian Spring at Delphi as y]dvog Tpitdafc, ‘drop of
Trita[i]a’ (i.e. a town called Tritaia in Phokis), ‘endowed with prophetic
waters’ (uoavtyx[o]y &yovoa [Gdwp)).

'Cf. Radt, TGF IV 435-7.
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24ff. Homer, Od. 11.235-252, describes the seduction of Tyro by Poseidon
in the guise of the river-god Enipeus. The river’s waters are said to rise up
in a screening curtain around the union of the god and the mortal woman.
Thus Himerios is comparing Alkaios’ attribution of emotional sensibility
to a river with that of Homer, not its shiny radiance (dpyupoic vduoot),
as one might think at first. Himerios’ nop¢@ipwv may reflect Homer’s de-
scription of the Enipeus as nopgipeoc (ibid. 243).

2.2 Pindar’s 6th paian

Editions: (ed. princ.) Grenfell & Hunt (1908); O. Schroeder, Pindari
carmina cum fragmentis selectis, Leipzig 1908; Radt (1958); Snell &
Maehler (1975); Rutherford (2001)

Studies: A.E. Housman, ‘On the paeans of Pindar’, CR 22, 1908, §8-12; T.
Tosi, ‘Sul sesto Peana di Pindaro’, Atene e Roma 11, 1908, 201-20; A.W.
Verrall, ‘The paeans of Pindar and other new literature’, CR 22, 1908, 110-
18; J. Sitzler, “Zum sechsten Paian Pindars’, WKPh 28, 1911, 1015-18; H.
Jurenka, ‘Zu Pindars sechstem Péaan’, WS 35, 1913, 382-83; J.H. Finley,
‘The date of Paean 6 and Nemean 7°, HSCP 60, 1951, 61-80 (= Studies
Pease 61-80); Pavese (1993); Burnett (1998).

Title: Aekgoig eic ITubd

ITpog "Ohvuniov Aibe oe, ypuota [oTp. a0’
xAvtéuavtt ITubot,
Mooopar Xapiteo-
otv 1€ ot obv Agpoditat
5 év Labéot pe dé&on ypbvol
aowiuwy Iepidwv npopdtay:
Udatt yap €nt yaAxombAwt
Pépov diey Kaotahiog
oppavoy Gvdedv yopelotlog HHov
10 Etoug dpoyavioy &fplé€wy
teoiow guais te Tufalic:
firopt d¢ @lhwt malc dte potépt xedvat
TEBOUEVOC XATEBAY OTEPAVELY
xal BaAdv tpogov dhcog A-
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oA wvVoe, 1601 Aatolday

Bopvd Aehpéy xbpat
xBovoc Sueahoy opd oxtdevto pehn[6]uevat
Todt xpotéo[vtL Yav foldt

vv. 19-49 desunt

xal nébev dfavat—vv djpZaro,
talta Beolot [u)ev '
ety oopov[c] duvatdy,
Bpotoiow &’ audyavo[v eb]péuey:
AN apBévor vép, 168’ 811}, Molijoat,
TévTa, xe[hot]vepel oLy
natpt Mvapoo[dvjar te
toUtov Eoyet[e 1eh]udy,
xAOte viv- Epaftat] 8¢ poly
YABooa uéATog dwtov YAuxDV [xeladficot
dyva Aollafi} xatafBdvt’ edpby
év Bedv Eevia.

Odetar yap dyradc Onép Havel-
A&Bog, av te Aehpdv
€0[v]oc elifato At-
wo¥ 6]
(vv. 66-78 pleraque non leguntur)
71 xeno([tnlet. . . 72 Iu]bwvébev. . .
73 xoai notel. .. 74 HavBool. ..
75 & ¢ Teotalv. .. fveyxe[v
76/77 .. .Bpacuundea mdic. ..
78 ... ]ov éuBafA. ..
[éaptoc E[xaPbdrog Bpotn-
olwt déual Hedg,
Thlou d¢ Ofjxev dpap

oitépay Ghwoty,

XUAVOTAOXOLO Talda TovTiac
Oétiog Bratdy,
Totov Epxog Ayat-
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&v, Opaoel povwL neddouic:
oooa T’ €pl&e AEUXWAEVLL
Sxvauntov “Hpat puévog av[t|epeidwy
6oa te IIohddt. mpod nédvwv
3¢ e peydhwv Axpdavioy
€npabev, el un pohaooey Ané[A]N[w]v:
végpe(o)oL d’ v ypuatolg ‘Ohdunot-
o xat xopugafict]y Wwv
ubpo’ avalh]ev Zebe 6 Hedv oxondg ob TOA-
par tept & UPixduot [E]kévar
xpfiv dpa Hi€pyapoy evpl[v] d-
wotdoal oéhag alffouévou
Tupde énkl & dhxipov
véxuv [E]ly té[pwt] tohvotdver Bévto TInketday,
ahoc ént xOua Bavres [HIA-
Bov &yyeho[t] oniow
Exvpbbev Nlelontdreuo[v]
evpuBlayv dyovteg,

0¢ diénepoey Thiou nON[wv
GAN olte potép’ Emettor XEdVAY
€idev olite matpwiong €v dpov[pauis
nroug Mupuidévwy,
YoaAxoxopulot)av [S]uthov eye[ip]wy.
oxedov 3¢ To]udpou MohoooiBa yalayv
gZixet’ 00d’ [d]vépoug E[Ma[blev
0UdE ToV [e]dpupapétpay Exafbiov:
&[uoloe [ydp Bledc,
vélpov]9” B[] plapov
n[ploc Epxeiov fivape Poudy €[n-
ev]Bopbvta, uh viv ebppov’ €¢ olx]ov
WiT énl yhipag 1&é-
uev Blou: aupuméhog B¢
ujuptay mept Tyl
dnptjalbpevov xtdvey
(ev) tepé]vel pilot yag top’ Supakdy elplv.
() tte vOv, uétpa mound-
v]wv ifjte véoL.
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6 dowdiuwy IT%: dotdiov I, edd. pl. 8 diwvG.H. 10nos coll. N7.61 dnéycwv
goyov: af.Jelwv I, &fp]hEwy IT%, dé€wy X: g[Alé€wvedd. pl. 14 3wutodv dhoog
Y. 17 Housman: oxwevta 1T 18 edd.: xpoted[IT 50 dBav[drwy Epic Bury:
dbdav[atog névoc Poland: alii alia 52 neifewv 115, m[ ¥ 54 Jurenka: {cov
(ve vyéuowoat Bury, G.H.: To{o}te (ye) Moloot Schréder: io{c}ate Moioat
Snell 57 x6ojuov Slater 59 G.H.: xatoreifBerv Wilamowitz: xotayedot
Kamerbeek ap. Radt 60 G.H., Snell: hoZiow II, Radt, Rutherford 65 6[Vewv
Snell 83 suvavoxépoo ¥ 91 Enpabov Bury, G.H. 92 corr. G.H. metri gratia
96 Schroeder: mepyapoveupul.]. [/ wotdoar II: e0pb du{ahotdour GH. 97
aiféuevoc IT - 99 mnAeiday II: TInkelda G.H. 109 G.H., edd. plL.: 3[...Juop..u
legit Radt i.e. Juapiou vel sim. 112 Housman: o[..]Jog][....Jeoc II: &Suooev 8¢
Be6c G.H. 113 Turyn: yepadv 8¢ G.H. 115 Housman: olyov G.H. 118
Radt, Rutherford: .Jup[.7.] II, X, TIuBiay X, pupiav £ N 7: pl{ot)p[iav] Boeckh,
G.H.: »Jupdv Housman 119 ¥, G.H.: xtoveiv/[...]vet II 121 suppl. e
ve(dpetan) unte X 122 suppl. e yp(dgetar) [ininte véor T

Metre

Aeolic with lyric iambs. For the variety of aeolic measures and freedom in
responsion see Radt (1958, 93-96)

Strophe:

1 wu—u— ia ia ~hipp
2 —v—uu—— pher ia ba

3 —UU— U — ChO ba v
4 U—u——uv— Uy — ia cho ba

5 w s — DU — 4 cho

6 —_—— cho pher

7 T—U— U — e e X—/\hlpp

8 —UIU— — U — U — — cr pherd 4da

—uU— U — Uy —
—uu—uw—

VU — — O —



28 Delphi

9 wo—u— «ia ia (pher)

10 v —u— {~gl) ia cho

11 —v—u—uu— cho dim

12 —Uv ey — cho ba

EII

1 —wu—v—u—u— (~glia

2 ——v—vu—u—— sp ~hipp

3 G —uu— U — i — — glio

4 —— - sp cho

5 —vu——U—vu—— cho pher

6 v ——v—uu—— 2~pher

7 ——v—uu—u—— sp ~hipp

8 —vu—uu—Uu—uu—su—u— gl3d

9 v—u—vu— »cho dim

10 U——v—uU—uv— v —u— sy — ba ~gld ia io

11 —ov—v—g—To—wv—v—u—uu——  (agl) (rgl) Apher

12 —v—vu—u— gl

13 — o — — U — o — — pher ~pher

v—u— ia ~Aphera cho dim

Notes

Title AEAPOIY EIX IITOS. This must mean ‘for the Delphians to (i.e.
in) Delphi’, comparable with Pa 7o EIX. AHAOI[N, not ‘in honour of
Pytho’. It is true that the poem opens with apostrophe of Pytho, but the
place is hardly the recipient of the paian as a whole. Callimachus can write
one of his literary hymns ‘to Delos’ but places were not the recipients of
cult hymns normally. Eic is used in the title of hymns to indicate in whose
honour the hymn is sung, but in the titles of choral poems sung by choruses
representing their state thedria at a pan-Hellenic cult centre, €ic means that
the poet is sending his song fo a cult destination. The paian’s destination
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‘to Apollo’ emerges from the god’s twin epiphanies in the poem (once to
kill Achilles and again to kill Neoptolemos) and in the Apolline paian-cry
invoked in 1. 121-2 (cf. Burnett, 1998).

1-6. The opening prayer or captatio benevolentiae serves to secure a
favourable reception for Pindar’s song in Delphi similar to that in Pa 5.44-
48, where Leto’s children are asked to receive fepdnovta Ouétepov at De-
los with ‘kindly heart’ (no. 3.2). For the combination of Aiocouat with im-
perative d¢Zat Radt compares Alkaios fr. 374 LP 8¢éEa pe xwudodovta,
d¢é€at, Moooual og, AMooouat; see too the Pindaric parallel N 3.1-3 Aioo-
ouat. .. ixeo. The direct address is to Pytho, the genius loci of Del-
phi, with the Charites and Aphrodite. Pindar appeals to the place and
two deities standing, in this case, for the aesthetic success of his song:
charm and loveliness. We should take oUv apo koinou with Xopiteoow
and Agpoditat, as te xai indicate. Note the two-tier appeal to deity: the
prayer is to Pytho, by Zeus. That Zeus has pride of place among the deities
addressed reflects Pindar’s own observation N 2.1-3 that the Homeridai
have established the convention of commencing with Zeus. — For the iden-
tity of ue see intro. to this piece in vol. I and p. 211 below. When we
imagine this piece being performed before the assembled pilgrims to the
Theoxenia and the imagined divine guests, we see that these lines are the
opening prayer, or exordium, to the paian proper (whose addressee is, of
course, Apollo: 60, 182), designed to open the song on a propitiatory note
(apoorboopar).

1. mpog "Ohvuniov Atde. In the first instance an appeal by the poet to
Zeus, but perhaps also with the connotation that Pytho (i.e. the Delphic
oracle) has received its privileged position by Zeus’ approval, to be his
mouthpiece on earth.

yeuoga, ‘golden’ in the widest sense of ‘treasured’, ‘splendid’, but also
(pace Radt) with reference to the gold hoarded at the oracle: P 2.54 Del-
phi is the nroAbypucov d&ua of Apollo; P 6.7-8 nohuypicwt AnoAlwvial

vémaLt.

2. Xopiteoolv te xal obv Agpoditat. We take (above) these words to
mean that Pindar is appealing to Pytho with the Charites and Aphrodite.
obyv in that case would be parallel to its use in 1. 55 where Pindar says that
the Muses have in common with Zeus and Mnemosyne universal knowl-
edge. Others construe AMocoyat oLv. .., i.e. Pindar appeals to Pytho with
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the help of the Charites and Aphrodite (= the charm of his song); Radt:
“sie sind es ja, die dem Lied, um dessen Aufnahme Pindar die Pytho bit-
tet, Anmut verliechen haben, und stehen daher bei einer solchen Bitte auf
seiner Seite”. But this is to accuse Pindar of hybris: he is not claiming
that the Charites and Aphrodite are attributes of his song, but rather wish-
ing they be such. Alternatively, but probably less attractively, one might
construe dé€at pe oUv. .., “receive me in the company of (= favoured by)
the Charites and Aphrodite”. Presumably the sense of the whole introduc-
tory prayer is analogous to O 4.8-11 & Kpévou ral..."Olvuriovixay /
degat Xopltwy 0’ Exatt t6vde xduov, “Son of Kronos, receive this song
of Olympic victory for the sake of (or) on behalf of the Charites”, where
Xoapltwv Exatt parallels ouv Xopiteoow in this paian. The supreme im-
portance of the Charites in lending poetry its charm is acknowledged by
Pindar in a hymnic address at the beginning of O 14 (cf. O 9.27-9); see
W.J. Verdenius, Commentaries on Pindar, Leiden 1987, 103-106 (= his
introduction to O 14). A telling phrase is found in O 10.94: tiv &’ &dvenrc
Te Apa yYAuxig T’ adlog avamdooet ydptv: it is the music of the pleas-
ing lyre and sweet pipes which gives ydpuw to Pindar’s epinician. — For
the combination Aphrodite + Charites cf. P 6.1-3, Aristoph. Lys. 1279-90
(our no. 11.2); Peace 40-41; cf. ibid. 456 (Charites and Aphrodite, among
others, should send peace).

5. Cabéwt ypdvwe. The occasion is specified at 61, the Theoxenia, an an-
nual Delphic festival celebrated probably in March/April (see below p. 60f.
and Rutherford (2001, 310f.) with notes). For {&f8co¢ see p. 327.

6. aowtuwv. It is surely preferable to accept the scribe’s correction here
rather than have Pindar call himself ‘famous’. In P 8.59 Pindar calls Delphi
vag ouparov dolduwov and in fr. 70 he applies the epithet to Athens. In O
14.3 we find dolSwor Baciielat, of the Charites, but the reading doiSiuot
is disputed here (see W. Verdenius’ comm. ad loc.). Radt strives to inter-
pret aotdwuov as ‘liederreich, Lieder singend’, thus acquitting Pindar of the
charge of boasting, but this is going against the normal sense of doidtpoc.

7-18 The poet’s calling. Pindar explains his personal motivation in con-
tributing a paian to the Theoxenia (see vol. 1).

7. Bdatt yohxondiwt. A scholion reads enet i yohx&v Aeovtoya|oud)-
TV pel elg adt(Nv) 6 Knglode, though what Aeovtoydopata might mean
is uncertain: perhaps funnels or spouts in the form of lions’ heads (Radt:
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‘bronzene Miindungen in Form von Léwenk&pfen’); these, on the other
hand, do not seem compatible with ‘gate’ in yaAxontAwt. The fact that the
scholion mentions Kephisos here reflects the belief that the river Kephisos
fed the Kastalian Spring through Mt. Parnassos (see p. 23).

8. qwbv. Aorist, rather than diwv, present: Schwyzer I 686. Radt argues
that this verb can only signify direct acoustic perception (i.e. not hearing
that. .. ); hence Pindar was at the Kastalian Spring when he noticed that
men were not dancing round it; thereupon he composed the present song
for the Delphians. But this is strained philology: to imagine Pindar listen-
ing to the noise of water bubbling from the Kastalian Spring and noticing
that it was not accompanied by the sound of dancing feet is quite absurd.
There is no reason why the construction of dtw should not be like that of
axobe: there axolw + acc. (& participle) occupies an intermediate posi-
tion between (1) éx. + gen. (direct acoustic perception) and (3) dx. + inf.
(by report), and then closer to (3) than to (1); cf. KG I 360 Anm. 8+9.

9. avdpdv yopeloloc. For our interpretation of this as ‘choral dancing of
(young) men’, compatible with the véot addressed in 122, see vol. 1.

10-13. Note how the image of Kastalia ‘orphaned’ of a chorus is main-
tained in the further image of Pindar arriving in Delphi ‘like a child obey-
ing its mother’. In O 10.86 Pindar uses a similar image of a child welcom-
ing a father home (&AN’ &te maic...) to illustrate the welcome Pindar’s
song will give the returning athlete.

10-11. &[¢p|éZwv, ‘keeping off”, ‘preventing’, seems preferable to &[A]é€wv,
as most editors who adopt this latter supplement believe that the form is
future, an otherwise unattested form. For dnéyw in the sense ‘prevent’,
‘keep distant’ cf. N 7.61 anéywv Poyov, in exactly the same sense: Pindar
is ‘keeping blame distant’ by praising the athlete.> For the construction
anéyw + acc. & dat. of the person cf. Od. 20.263. Moreover, dnéyw is pre-
ventive or prophylactic, whilst & A¢€w is combative, when a threat exists: it
is not clear why the absence of a chorus of men at Delphi for this festival
constitutes a threat to Pindar’s honour(s) in particular. Radt suggests that
by éuaic te Tyufaic Pindar is referring to specific privileges (npopavreia,
npoedpia) which late sources say that Pindar enjoyed at Delphi. In par-
ticular Plut. de ser. num. vind. 5571, says that Pindar and his descendants

One might even speculate that because anéyw was used in Pa 6 Pindar uses it again
in the (palinodic) N 7.
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enjoyed the privilege at the Theoxenia of receiving a choice portion of the
sacrifice (uepic); whether this privilege accrued to Pindar as a result of Pa
6, or preceded it and is included in guaic twwaic we cannot know. On the
aunyavio which poetry may alleviate (in Pindar and other poets) see R.P.
Martin, Healing, sacrifice and battle. Amechania and related concepts in
early Greek poetry, Innsbruck 1983 (= Innsbrucker Beitrdge zur Sprach-
wissenschaft vol. 41), pp. 55-58 (56-57 on the present instance).

12. naic dte patépt. Radt sees an inconsistency between the image here
(dependent on inner motivation) and the previous statement that Pindar was
coming to Delphi to fill a gap (outer motivation). But this is too literal;
in fact the two images combine well. Pindar noticed the lack at Delphi,
then, obeying his ‘conscience’, as we say, made his way there. Note the
emphasis on the female quality of Delphi in the lines which follow the
image — tpopov 20, x6épat 16, yav 18 — thus underlining why Pindar’s call
to Delphi was like that of a mother calling her child. Pindar emphasizes
his feeling of piety toward Delphic Apollo, comparable to filial piety, cf.
Plato Symp. 188c-d where Eryximachos defines aoéfeLa as failure to obey
the xéoutoc "Epwe in relations with parents, living and dead people, and
the gods.

16f. Achpdv xbpar. The chorus of Delphic women/girls appears to
have been a standing institution, comparable to the Deliades on Delos (see
p. 87).

17. oxudevta, ‘shaded’, ‘shadowy’. Radt believes y6ovog ougarov should
be taken in a broad sense, ‘temple’, ‘sanctuary’, not specifically the Del-
phic omphalos, an oval rock decorated with criss-crossing fillets (see p. 81).
He takes oxtdevta as ‘dark’, referring to the inside of the temple, but we
should consider other passages which refer to the shade cast by laurels at
Apollo’s sanctuary (see p. 326). At O 3.16 Herakles acquires the oxtapov
@Utevpa (an olive) for Olympia. Shade from trees was a blessed commod-
ity in the Mediterranean heat! (cf. ibid. 23ff.)

50-61 Appeal to Muses. Pindar appeals to the Muses’ command of knowl-
edge accessible only to gods for guidance in tracing the origin of the myth
he is about to relate. The appeal to the Muses for poetic guidance is, of
course, a commonplace, but Pindar employs it prominently, and, no doubt,
devoutly; the effect is to mark his poetry with divine authority. Cf. Pa

cr

7b.15-20 Tupral yalp avdpdv geévee, [/ 8lotic dveud’ Eixwviddwy /
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Babeiav. . . €peuvat coplag 0d6v. Verdenius ap. Radt (1958, 126) com-
pares Il 2.484ff. (fcal €ote ndpeoté te lote te ndvta) for the appeal to
the Muses for divinely inspired knowledge compared to mankind’s igno-
rance.

50. Clearly some form of afdvatoc follows nébev and the verb at the
end is plausibly restored as dp&ato. The missing noun required as sub-
ject depends on interpretation. S.-M., following Bury, print dfav[dtwy
€ptc, believing that the line anticipates the divine struggle between Apollo
and Hera + Athena in lines 88-9, but Radt and Rutherford correctly ob-
serve that the motive of divine struggle is peripheral to the Neoptolemos
myth as a whole and therefore makes a poor introduction to the myth in
line 50. Rutherford (see vol. 1) favours a word connecting with the lines
which follow more closely, i.e. the question as to how the Theoxenia fes-
tival began (2001, 309). He writes &fdv]atog névog, referring to the ‘di-
vine labour’ of celebrating the Theoxenia, comparable with Aristonoos’
abavérorg duot[Baic (no. 2.4, 27-8). He might also have adduced Pa 7b.22
(our no. 3.1) dfdvatfo]v mévov in support of this supplement. Sitzler,
thinking on the same lines, suggests yépag, ‘privilege, honour’; one might
also consider afav[dta (or) dBav[dtwy ydptc as alternatives.

54. o8’ t[i]. Rutherford prefers Snell’s to{o }at[e] (which he accredits
to Ferrari, 1992), a rare form of oida, ‘you know’. But, as he points out
(2001, 309 n. 13), delayed &t is by no means rare in Pindar, and {oore,
whilst removing the involved syntax of 54-58, leaves the verbs €oyete and
xA0te stranded of construction and necessitating punctuation after névto.
Rutherford seems unaware of Radt’s rejection of ioate on palacographical
and metrical grounds (we need —vv but loate would give vwv). Read-
ing 106’ 6t (with Jurenka and Radt) we get the prose word-order aAh&
napbévor Moloat, Gt (=81611) lote ndvta, €oyete ydp toltov TOV
tefudv (...), , xAUte, “but, maiden Muses, since you know everything
— for you received this privilege (...) — listen!”

gpatat yA@ooa. The hymn singer often claims that part of his mind or
body feels the urge to sing a hymn; cf. the beginning of a mutilated popular
hymn to Artemis in Athenaios 14.636¢d (our no. 12.3): "Apteut oot ué Tt
peny Epiucpov Buvov tuevartet, “Artemis, my heart (urges) me (to sing)
a lovely song to you...”; the beginning of a hymn to Hermes by Alkaios
(fr. 308b V): yaipe Kukhdvag o pédetg, ot ydp pot / Ouog Buvnv: “1
salute you, god of Kyllene: my heart induces me to hymn you...” Pindar
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O 3.38 gue Ouuog otpdver @dauev. ... These expressions are part of the
‘enthusiasm’ necessary on the hymn-singer’s part in order to inspire the
chorus and the worshipping community with reciprocal enthusiasm. Note
Euripides’ remark in Suppliant Women 180ff. (quoted in vol. I p. 63), that
the hymnodist must himself feel happy if his works are to cheer others.

59. uéhwrog. Literally ‘honey’, frequently in Pindar practically equivalent
to puélog, ‘song’ e.g. N 7.53 (LSJ I 2). In P 10.53-4 Pindar compares
his poetic activity to the bee’s: éyxwuiny yap dwtog Huvwy én’ dhAoT’
aihov &te yélooa Bivel Aéyov. See J.H. Waszink, ‘Biene und Honig als
Symbole des Dichters in der griechisch-romischen Antike’, Rhein.-Westf.
Akad. Wiss. Vortrage G 196, Opladen 1974.

Of suggested supplements for the infinitive required at the end of the line
xehadfjoat (G.H.) seems most convincing; cf. Pa 2.101 xehad[¢ov]tL yAu-
xOv addat [tpérjov; O 2.2; 11.14 &duueli} xoouov xehadfow; Pa 5 xe-
AadevviiL / oLy pehrydpul nat-/ dvog ayaxiéog oupdr; Eur. Ion 91-93
Bodg, / ¢ v Anéihwy xehadhont; HF 691-4 natdvag. . . xeAadfow.

60. ayé&va...evpvuv. These accusatives are governed by xatafdvt’, as
in 1. 13-14 xatéBav. .. &Aoog, ‘I have come to Apollo’s grove’. Radt
points to the attribute ebplv, ‘wide’ (of space), and to Homeric paral-
lels, in support of his view that dyov here means ‘versammelte Menge,
Versammlungsplatz’. See vol. 1 and below p. 60 for the non-competitive
nature of the ‘assembly’ of gods, heroes and state embassies participating
at the Theoxenia. — We follow G.H. and S.M. in deleting ¢ in AoZio{t}
(against e.g. Radt and Rutherford) as the dative sits awkwardly with fol-
lowing xotof3dvt’, which is presumably dative (not accusative), with yot.
That the participle could apply to Apollo ‘descending’ to his festival is
unlikely in view of xatéBav (13).

61. Oeddv Eeviat. Literally ‘banquet of the gods’, a periphrasis for the name
of the festival Theoxenia (Radt: ‘Die Dichtung — und nicht nur die antike —
vermeidet technische Ausdriicke und zieht es vor, sie zu umschreiben’).
Similar periphrases at O 3.21 peyddwv déOhwv ayvav xplow for the
Olympic Games; O 3.39-40 Eewlawg tpanélaig of a Theoxenia festival.
Vollgraff (BCH 49, 1925, 121) suggested reading Zévia (an unnecessary
emendation). On the festival see vol. 1 and below p. 60.

64. AwoU. In vol. 1 we suggested that, although the circumstances of
this famine are neither clear in the poem (because of the missing lines
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65ff.) nor known to us from independent sources, we might conjecture
that it was Neoptolemos’ death, or perhaps the lack of respect shown to
him after his death, which was thought to have caused divine displeasure
resulting in famine. The Theoxenia is here depicted as a pan-Hellenic
festival going back to an original Delphic sacrifice for deliverance from
famine. A scholion beside line 62 runs: | . [. . . .nt . v EAA&da
/  mepte[Oletmplag /oy, dc xal péyet /  |Exdot]o]u Etoug| from
which we can at least extract the information that the festival was annual
and aimed to secure ebetnpla, ‘a good annual harvest’, i.e. the opposite of
famine.

73-120 Myth of Neoptolemos. It is not quite clear where the myth starts,
but xai mote in 73 looks a likely beginning (Rutherford). The myth traces
Apollo’s resistance to the remorseless onslaught of the Greeks, aided by
Hera and Athena, on Troy. Hera’s and Athena’s antipathy toward Troy is
explained (trivially, one feels) by Paris’ preference of Aphrodite over them
({1 20.313 and 24.27); Apollo’s support of Troy goes back to his building
the city walls with Poseidon (I/. 21.441-457.; Eur. Andr. 1009-11).

89. npd névwy. . . Enpabdev. Radt defends the reading of the papyrus (Enpaf-
ev), of which Achilles must be supplied as subject, against those who feel
that sense is smoother if the subject of the previous sentence (Hera and
Athena) is understood here and the verb emended to €npafiov. We agree; it
is hardly a question of the goddesses sacking Troy; rather, Achilles sacking
it with their help. — Radt and Rutherford are no doubt right (against G.-H.)
that npo here means ‘before’, not ‘in return for’ (i.e. owing to). The sense
is: Achilles would have sacked Troy much sooner (‘before a multitude of
labours’) if Apollo had not defended Troy.

96. Iépyapov etpL[v]. IIépyauog is feminine and edpic is used as an adj.
with two terminations (Radt).

109. The Molossan land (in Epeiros), mentioned also in [Aesch.] Prom.
829 as one of the extremities of civilization visited by o in her wander-
ings. In Pindar N 7.38-9 Neoptolemos is said to have ruled in Molossia

for a short while, leaving descendants who continued his line of rule; cf. J.
Perret, ‘Néoptoleme et les Molosses’, Rev. Et. Anc., 48, 1946, 5-28.

110. €[X]o[0]ev (v—v) from ABw, not aor. of Aavldve.

114. epxeiov Bwpov. A reference to the altar of Zeus Herkeios in Troy, cf.
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Paus. 4.17.4 Neontohépmt yap tdLAyMEwS, dnoxteivavtt [lplaupov énl
Tt €oydpot ToU Epxelouv xth.; in id. 10.27.2 we read of a variant main-
tained by Lescheos: Priam was not killed at the altar of (Zeus) Herkeios
but rather Neoptolemos dragged him from the altar and killed him ‘at the
doorway’.

117ff. qugumbdho. .. dnptjaléuevov xtdvev. The scholiast on N 7 has
two completely different explanations for the ‘quarrel with the (temple-)
attendants’: ftoL 1@y x[pedv d dpralédviov ouvifng tdv Alehg|dv
gduoydpatve xal ExdAueg, S0 xal aviental 7 OV Yenudtev d Si-
apmalwy eig Exduciay ToU matpog avnieéhr. These alternatives bear some
relation to the two visits of Neoptolemos to Delphi in Euripides’ Andr. In
the first Neoptolemos was foolhardy enough to demand reparations from
Apollo for killing his father; in the second, when he returned to Delphi
to make good his previous affrontery to the god, the temple attendants
thought he was still an enemy of Delphic Apollo and decided to ambush
him while at sacrifice. Thus in the second visit it is Neoptolemos who is
rather the injured party (corresponding more closely with the scholiast’s
first explanation), whilst in the first he demanded reparations from Apollo
(congruent with the scholiast’s second explanation). In Pindar’s seventh
Nemean ode with its apologetic tendency Neoptolemos is cleared of all
blame. He ‘rushes to the aid of” Delphi (33 Boafoév), where, intending
to dedicate some of the spoils from Troy to the god (xtéat’ dywv), he was
killed by a ‘man with a knife’ when they fell out ‘over meat’ (42-3). In
this version Neoptolemos’ intentions were thoroughly honourable; he was
killed by ‘a man’ (not a temple-attendant) and his Delphian hosts were
grievously troubled (43 Bépuvlev nepiood) by his death.

118. pjuptay nepl Tiwdy. In a detailed discussion of the constitution of the
text Radt ends by defending pjuptdv nepl Twdy in the sense of ‘unzidhlige
Opfergaben’ brought by participants at the Theoxenia. He suggests that
Neoptolemos in the myth attended this very festival — curiously he does
not refer to Euripides Andr. 1086-7, where it is stated that Neoptolemos’
party stayed three days at Delphi ‘watching the spectacle’ before he was
assassinated — and was killed when he intervened in a fight over the ap-
portioning of these meat sacrifices. Against the conjectures xuptév (Hous-
man), potpl@dy (Wilamowitz, G.H.), and the scholion ITjuftav Rutherford
(2001, 313 n. 34) concludes that they are not “necessary since pvpldy is
comprehensible”. Comprehensible perhaps, but ambivalent and surpris-
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ing. The strongest argument for pvptav is schol. Pindar N 7.94a which
reports that the Aiginetans were offended by Pindar’s ‘paian for the Del-
phians’, in particular by his account of Neoptolemos’ death while fighting
with temple-attendants yupiav mept tiwav. Although the scholion is not
a literal quotation from the paian (cf. Radt, 1958, 164) one wonders how
uuptav found its way into the note if it was not in the original.

119. xtdvev seems the best restoration of xtavelv in the papyrus combined
with the scholia {(nteitat) xtévev év- yp(dgetar) [xtav]év. One might
consider whether a future infinitive (xtevelv) might not have stood here,
parallel to i€€uev (116), but the construction uy ... u#Ht’ seems complete
after Blou. The next sentence (adversative d¢) shows what happened to pre-
vent Neoptolemos reaching old age. We should not, perhaps, be surprised
by the formulation ‘Apolio killed” when previously Pindar had written that
Apollo, in the shape of Paris, killed Achilles (78ff.). In this second case
we must also assume that a man (or men) killed Neoptolemos, but Apollo
willed it. Some confirmation of the reading xtéavev (Apollo subject) comes
in the adjective @ikwt applied (probably) to Apollo’s téuevog and having
the force of a possessive pronoun.

121. ifjte. As Rutherford (2001, 316-18) says, an unparalleled plural form
of the ritual paian-cry i}. He points out that the verb aidlw is formed
from a similar ritual cry aiai. Some help comes from other odd plural
formations, e.g. 3cUte, ‘come here!” (plural), from the adverb depo, also
common in hymnic invocations (see p. 114), tfjte from t# (Wackernagel).
Rutherford discusses two main options: (1) ifjte is a ‘pluralized interjec-
tion’ and such interjections (like atol) are often constructed with an ac-
cusative ‘object’; (2) (after Wilamowitz) the form deliberately recalls a
form of Tnut (e.g. teite, ‘may you send’), and this verb was sometimes
(e.g. Callimachus H 2.103) associated by a playful etymology with the
Pythoktonia (Apollo shot Python to cries from Delphians ‘shoot (Tt} an
arrow!’). Rutherford goes so far as to suggest that the latter interpretation
points to a deliberate analogy here on Pindar’s part between the triumphant
cry following Neoptolemos’ demise and the Pythoktonia; i.e. Neoptolemos
in challenging Delphic prerogatives is a kind of latter-day Python. In our
opinion this is a far-fetched hypothesis.



