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Preface

This book collects comparative studies about three Pindaric odes: Pythian Three,
Nemean Three, and Nemean Five. I presented several of the themes of the book in
talks, conferences, and workshops which I took part in between 2022 and 2025. The
attendance of these academic events and the redaction of the book itself were pos-
sible thanks to my work on the project “The Lords of the Rings: A Comparative Lens
on Ring-Compositions of Greek Lyric Poetry” (MSCA_0000083 project LORACOLA,
CUP: C61B22002760001), carried out at University of Naples “L’Orientale” from
December 2022 to December 2025. The project received funds from the program
“NEXT Generation EU, NRRP M4C2.” Furthermore, a consistent part of the book
was redacted and edited during my stay at the Fondation Hardt (May 2024).
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Abbreviations

Ancient Authors and Works (Editions)

The namestitles of Greek and Latin authors and works are abbreviated as per the
Oxford Classical Dictionary (abbr. OCD): https://oxfordre.com/classics/page/3993
(last accessed: 04.07.2025). The names of authors and works who/which do not
appear in the OCD are not abbreviated.

Old Indic

AiBr. Aitareya Brahmana (Keith [1920])

ApSS Apastambasrautastra (Garbe/Kashikar/Fushimi [1983])

AVP Atharvaveda Paippalada (different editors, AVP 4.15, Griffiths/Lubotsky
[2000-2001])

AVS Atharvaveda §aunakTya (Kim [2021])

|B Jaiminlya Brahmana (Ehlers [1989])

MBh Mahabharata (Sukthankar et al. [1937-1964])

MS Maitrayani Sarhhita (von Schroeder [1881-1886]; transl. books I-II,
Amano [2009])

RV Rigveda (van Nooten/Holland [1994])

SB Satapatha Brahmana (Kanviya Recension, Caland [1926], rev. Vira [1983],
Madhyandina Recension, Weber [1855])

TS TaittirTya Samhita (Keith [1914])

Y. Nir. Yaska, Nirukta (Sankar Sarma ‘Rishi’ [1961])

Avestan

S. Sir6za (Darmesteter [1883], Geldner [1896], Raffaelli [2014])

vd. Videvdad (Darmesteter [1880], Geldner [1896], Dhabhar [1949])

vr. Visperad (Geldner [1896], Dhabhar [1949])

N. Nirangistan (Kotwal/Kreyenbroek [2009])

Y. Yasna (Yasna 29, Pirart [2018], Peschl [2022], Yasna 27-54, Kellens/Pirart
[1988-1991] vol. 1, Humbach/Elfenbein/Skjeervg [1991], Martinez Porro/Cantera
[2019-])

Yt. Yast (Darmesteter [1883], Geldner [1896], Martinez Porro/Cantera [2019-])
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https://oxfordre.com/classics/page/3993

XVIII =— Abbreviations

Old Norse
GSurs Lv
KormQ. Lv

Gisli Sarsson, Lausavisur (Gade [2022])
Kormakr Qgmundarson, Lausavisur (Marold [2022])

Skd Snorri Sturluson, Skdldskaparmdl (Faulkes [1998])

Anatolian Languages

KBo Keilschrifttexte aus Boghazkéi (1979-2015), various eds.

KUB Keilschrifturkunde aus Boghazkdi (1921-), various eds.

Other Abbreviations

acc. = accusative IE =Indo-European

adj. = adjective ind. = indicative

adv. = adverb or adverbial instr. = instrumental

Aeol. = Aeolic interr. = interrogative

Alph. Gk. = Alphabetic Greek Lat. = Latin

aor. = aorist Latv. = Latvian

arg. = argumentum lit. = literally

Arm. = Armenian Lith. = Lithuanian

Av. = Avestan masc. =masculine

BCE = before Christian Era MN =man’s name

cat. = catalogue Myc. = Mycenaean

dat. = dative nom. = nominative

du. = dual nr. =number

encl. = enclitic ntr. = neutral or neuter

Eng. = (Modern) English OAv. = 0ld Avestan

ex(x). = example(s) Olr. =0Id Irish

FCM(s) = first compound ON =0ld Norse
member(s) pass. = passive

fem. =feminine pf. = perfect

ff. = and the following PIE = Proto-Indo-European
pages/lines PIIr. = Proto-Indo-Iranian

fn. = footnote pl. = plural

fr(r) = fragment(s) pres. = present

gen. = genitive pret. = preterite

Gk. = Greek ptc. = participle

Hitt. = Hittite SCM(s) =second compound

HLuw. = Hieroglyphic Luwian member(s)

Hom. = Homeric sg. =singular

id. =identical sth. = something



st(t).
subst.

superl.

TA
B

= stanza(s)

= substantive
= superlative
=Tocharian A
=Tocharian B

Ved.
voc.

VS,
WN

YAv.

Abbreviations = XIX

= Vedic

= vocative

=in contrast to
=woman’s name
= Young Avestan



Phraseological and Linguistic Conventions,
Definitions

Irefertothe same conventions thatIemployedin my previous study (Massetti 2024a),
which I report here, without any significant change.

+

*xX

x>y
y<x

X:y

[x]

[x-yl/
[x-y]

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

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

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

= ‘y derives from x’ (i.e. ‘x becomes y’): The sign marks the passage from
a linguistic shape that existed or might have existed to a following lin-
guistic stage, which may or may not be historically attested.
=unattested form: A certain form is not attested in a certain case or end-
ing, but might have existed as such within the synchrony of a language.
The convention often applies to the first singular of rare verbs or to the
nominative case of inflected hapax eiremena.

= first compound member (FCM)

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

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

= concept: The convention is used here to refer to a lexeme, to a hypero-
nym of a group of synonymic terms, or their semantic field.

= collocation: A collocation is the frequent co-occurrence of two (or
more) individual lexical items, in a sort of semantic or phraseological
connection.! The combination of the term is not fixed, but relatively free.

1 See Bufimann (2008), s.v. Kollokation: “[...] characteristic word combinations which have devel-
oped an idiomatic relation based on their frequent co-occurrence” (translated into English by the
author), Crystal (2004), s.v. collocation: “the habitual co-occurrence of individual lexical items.”
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Phraseological and Linguistic Conventions, Definitions == XXI

Furthermore, the lexemes may combine in different structures: [SUB-
STANTIVE — ADJECTIVE], [SUBSTANTIVE — SUBSTANTIVE], [SUBSTAN-
TIVE — VERB] etc. For purely stylistic purposes the following terms are
sporadically used in this study as synonyms of ‘collocation’: iunctura (pl.
iuncturae), phraseme.

In collocations of the type [SUBSTANTIVE — ADJECTIVE], featuring Greek,
Vedic or Avestan forms, I conventionally provide the nominative singular
or plural (pluralia tantum) (Greek) or the stem-form (Vedic/Avestan) even
if they occur in a different case in the texts. In collocations of the type [SUB-
STANTIVE — SUBSTANTIVE] too, substantives are indicated in nominative
singular or plural (pluralia tantum) (Greek), stem-form (Vedic/Avestan),
different cases are subscribed to the second substantive, e.g. [ABODE —
DEITY,,,] means ‘abode of a deity’. In collocations of the type [SUB-
STANTIVE — VERB], the substantives are indicated in nominative (Greek),
stem-forms (Vedic/Avestan); different cases are subscribed to the substan-
tives; verbs are indicated in the 1sg. ind. pres. (Greek) or their root in guna
(Old Indic and Avestan) is provided, e.g. [to FIND — wORDSs] will appear as
GKk. [e0ploKw—EMOG, . ()] and Ved. [ved — vdcas-,c ). Through the phrase-
ological comparison different types of matches can be identified, namely:
Perfect match = the constitutive members of a collocation go back to
the same root and display identical formations, e.g. Gk. iepov pévog ‘holy
energy’ : Ved. isiréna manasa ‘with a vigorous mind’ (see Kuhn 1853b).
Partial match = the constitutive members of a collocation go back to the
same root and display non-identical formations, these include: (i) cases
of collocations in which both members go back to the same root, but
are formally non-identical, e.g. Ved. dksiti- — srdvas-, Gk. kAéog d@BLTov
‘unperishable fame’ (Kuhn 1853a); (ii) cases of collocations in which one
member of the collocation is a perfect or partial match and another/
others is/are expressed by means of a different lexeme, as a consequence
of lexical renewal, e.g. the pair Gk. Eteo-kAfi¢ ‘having authentic fame’ and
Ved. Satya-sravas- ‘having authentic fame’.



XXII = Phraseological and Linguistic Conventions, Definitions

[x]-[¥]

[x+Y]

= association: A phraseological connection between two concepts that
are attested in a text, although it is not reflected by a collocation of the
type [SUBSTANTIVE — ADJECTIVE/SUBSTANTIVE/VERB]. That is, two con-
cepts/ideas or images are attested in the same context, at close distance,
but they are not part of the same collocation. Take, for instance, the fol-
lowing passage: Pind. fr. 205.1-2 dpya peyaiag dpetds, | Gvaco” AAaBela
“Beginning of great excellence, queen Truth!” The verses do not reflect a
collocation [ApeTa—AAAOEL gy 5] OF [AAADELO-APETA g 7). Yet the ideas of
apetd and aAdBela are associated in the passage: the two concepts occur
at a close distance from one another and are somehow linked together.
=joining of two concepts: Two concepts are connected together in a sin-
gle unity, such as a compound word, or a merism, i.e. a structure whose
components are joined together to signify a different notion.

= similar to, comparable to: Two or more concepts, phrases, or formu-
lations are comparable.



Introduction

1 Topic and Structure of the Study

Pythian Three, Nemean Three and Nemean Five seem to have little in common
besides their all having been written by Pindar. While the two Nemeans celebrate
Aeginetans who won at the Nemean Games,! the dedicatee of Pythian Three, Hieron
of Syracuse, is of a different geographic provenance. Moreover, the ode is not an
encomium €ni vixn,2 but a consolatio to Hieron, who failed to win at the Pythian
Games in 474 BCE and was ill when Pindar composed the ode.3 In fact, my criterion
for selecting these works is of a stylistic/linguistic nature: I concentrate on odes in
which Pindar uses the term téktwv ‘builder, craftsman, fashioner’ metaphorically.

As arbitrary as my selection might at first appear, a quick check of the Téxtwv
entry in Slater’s (1969) Pindaric Lexicon confirms that the distribution of the word
in the extant Pindaric poems is, actually, remarkable, especially if it is compared
with the instances of the noun in traditional hexameter poetry. Pindar uses the
term téktwv, which in Homer is applied exclusively to “fashioners of objects from
solid materials,” principally within metaphors. In only one of the five instances in
Pindar, namely, in Pythian Five, does the term refer directly to skilled chariot makers
of Cyrene:

Pyth. 5.34-37

... (AN KpEpatal
omooa yeplapdv
TEKTOVWY SauSaAuat dywv
Kptoaiov A6gpov

... But it is hung in dedication all that ornate handiwork of skilled fashioners which he drove
past the hill of Crisa ...5

1 Take, for instance, Pfeijffer (1999), who groups the two odes together, as both are dedicated to
Aeginetan winners.

2 The hypothesis that the ode is not an epinician was formulated by Heyne (1824), 182 and devel-
oped by von Wilamowitz-Moellendorf (1922), 280, 283.

3 Cingano (1991). Gentili (1995), 81, fn. 7 talks of “impure encomium,” pointing out that the consol-
atory themes of the ode include encomiastic elements.

4 Riedenauer (1873), Miiller (1974), LfgrE sv. TékTwv.

5 Snell/Maehler (1987): 8aiSa)’ tywv. I read here Saddipat dywv with Gentili (1995). Giannini
(1995), 522 notes that this is a reference to the makers of Cyrenean chariots, which were renowned
in antiquity, e.g. Antiphanes PCG 88 apud Ath. 3.58, Mnaseas FGH 40 apud Hsch. B 237 (see also

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-001
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Significantly, this is also the only case in which the term does not occur in proxim-
ity to the beginning and/or the end of an ode. In all the other four instances of the
word, téktwv (i) applies to creators of immaterial objects and (ii) occurs close to the
first and/or the final words of the ode (see Table 1).

Table 1: Distribution of téktwv in the extant Pindaric odes

téktoveg of material Pyth. 5.36 TEKTOVWV builders ode middle
things SatdaApar’(a)
téktoveg of immaterial  Pyth. 3.6 Téktova vwduviag physician  ode beginning-
things proximity

Pyth. 3.113 € éMEwV ... TEKTOVEG  poets ode end-proximity

Nem. 3.4-5 pehlyaplwv téktoveg  performers ode beginning-
|| Kwpwv proximity

Nem. 5.49 téktov’ agBAntaiow  trainer ode end-proximity

In a way, these metaphors are the protagonists of my book. Starting from the pecu-

liar distribution of the téktwv-metaphors, the study ‘decomposes’ the intricate

Pindaric expressions and attempts to frame them within their poetic contexts. It

also compares them and the macro-structures in which they occur to analogous

metaphors and structures in the oldest poetic texts of India and Iran. This analysis
provides novel insights into Pindar’s style and compositional technique. It turns out
that not only do the metaphors involving Téxtwv have parallels in other Indo-Euro-
pean languages of old attestation, but the occurrence of the metaphors in ‘special’
places of the Pindaric odes is also no coincidence, since it is paralleled by the anal-
ogous use of cognate words in Old Indic and Avestan religious hymns. The meta-
phors and the structures of the poems thus acquire a meta-thematic relevance in
these three Indo-European traditions.

The book aims at casting new light on the following aspects:

(i) the Pindaric art of the word at the level of phraseology, that is, how words are
chosen and combined in Pindar’s poems. In this respect, I argue that the poet
selects images from an ancient background according to the demands of the
occasion. Such metaphors correlate with specific themes that are linked to one
another in a system of poetic images;

Schol. Soph. EL 727), Steph. Byz. s.v. Bdpkn. On the structure of the Cyrenean chariots see Chamoux
(1990) and West (2012).
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(i) those features peculiar to Pindar’s compositional technique which are in
a relation of historical continuity with features attested in the hymns of the
Avesta and the Rigveda, that is to say, texts that were orally composed circa one
thousand years before Pindar, in Iran and the north-western part of the Indian
subcontinent. This is the case of phraseological and structural devices which
Pindar may have inherited from a previous, unattested (Indo-European) phase
of poetic grammar. Fashioning-metaphors and specific textual organisation
strategies thus appear to be features that were transmitted, mostly orally, from
teacher to student, for centuries, in different geographic regions, inhabited by
speakers of Indo-European sister languages.

The book is divided into three parts, one for each of the three odes of interest.
Each part begins with the Pindaric text I intend to focus on, and includes a chapter
on one or more Indo-Iranian parallels. I print Pindar’s text as per Snell/Maehler’s
(1987) edition; the texts of the Rigveda are taken from van Nooten/Holland’s (1994)
edition and the translations from the original Vedic, if not otherwise indicated, are
Jamison/Brereton’s (2014); Yasna 29 is printed as per Pirart’s (2018) edition. Other
Avestan texts are printed in Humbach/Elfenbein/Skjeervg’s (1991) edition; the Eng-
lish translation of the Avestan passages is my own, but relies on those by Kellens/
Pirart (1988-1991), Humbach/Faifs (2010) and Kreyenbroek (2023).

In Part 1, I compare the structure, themes and phraseology of Pythian Three to
a Rigvedic hymn to the A$vins (Rigveda 10.39). I focus on the two téktwv-metaphors
of the poem, paying special attention to their inherited background and the ode’s
ring-composition. I then move on to the phraseology, structure, and themes of my
0ld Indic comparandum. Part 1 concludes with a discussion on the ‘weight’ of the
numerous identified thematic matches and includes a reflection on the ‘effects of
fashioning’.

In Part 2, I concentrate on the structure and themes of Nemean Five. In this
ode, the term téktwv seems to be connected with the capacity of making something
or someone move. In this respect, I compare the products of Pindaric fashioners
to those of the Old Indic carpenters and healers, as they are described in textual
sources: here, a verb linguistically related to Greek téktwv, i.e., Old Indic taks, is
connected with the capacity of producing or restoring movement in things and
people. The reference to the mythology of ‘Oppetg and the Rbhus (Rigveda 4.36)
supports the reconstruction of the inherited background of the Pindaric metaphor.

In Part 3, I focus on the téxtwv-metaphor and the structure of Nemean Three.
In this ode, the metaphor is implicitly connected with a further complex metaphor,
that of the drink of song. Therefore, I compare these metaphors and the structure
of Nemean Three to those of some Rigvedic hymns dedicated to and/or mentioning
gods who share analogous associations with ritual and poetic drinks: the ASvins and
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the Rbhus. I finally concentrate on the structure of Yasna 29, an Old Iranian hymn
in which derivatives of Avestan tas, another congener of Greek téktwv, acquire a
ritual relevance. A closing chapter recapitulates the main themes of the book and
draws conclusions about common themes, structures and phraseology as well as
about the similar ‘states of things’ reflected by the Greek and Indo-Iranian texts.

2 Comparing Greek and Ancient Indo-Iranian Poetic Texts

The identification of word-by-word (or even phoneme-by-phoneme) matches
between combinations of words in Greek poetic texts from the Archaic and Classical
Ages, Vedic and/or Iranian religious hymns falls within the so-called field of ‘com-
parative philology’, which is almost as old as the beginning of Indo-European Stud-
ies.5 Comparative philological work relies on the linguistic comparative method,
which establishes the genetic kinship of two or more languages on the basis of sys-
tematic formal correspondences testified on every level of grammar. Furthermore,
it is generally assumed that artistic aspects of texts belonging to cognate languages
are just as related as their grammatical ones. Linguistic studies then set up recon-
struction models on the basis of formal comparisons. However, this does not allow
us to parse out the details of historical transmission: how, when and from whom
Pindar and the Rigvedic poets learned ‘the inherited’ poetic collocations of kA¢og/
srdvas-, apetd/rtd-, énog/vdcas- and the like remain unsolved questions.

In the case of Pindaric-Rigvedic comparisons, the chronological and geograph-
ical gap between our comparanda allows us to exclude that correspondences
between our comparanda are due to borrowings. Pindar and Vedic rsis (‘seers’)
never met: the Greek poet lived in Greece, in the 6th—5t% centuries BCE; the Rigvedic
collection began to be composed in the 2nd half of the 2nd millennium BCE in India
and is attributed to several different poets. The same applies to Pindar and poetic
material from the Avesta. Pindar did not meet Zaradustra or any other poet of the
Avesta, since the original oral composition of the most ancient parts of the Avesta
began in Iran from the 2nd half of the 2nd millennium BCE.

The possibility of polygenesis is much more difficult to exclude. On theori-
cal grounds, it is anti-economic to think that two related traditions innovated in
the same way independently, instead of theorising that two expressions contain-
ing the same lexemes derived from a common ancestor. However, the hypothesis
of an independent origin is still not put to rest: one could imagine that a pair of
related words came to be combined in poetic texts of different traditions because

6 Kuhn (1853a), (1853b), and (1864).
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two poets, one from Greece and one from Iran or India, wanted to express a certain
concept and independently arrived at the same solution. According to this expla-
nation, formal matches are due to the fact that Greek and Indo-Iranian languages
are cognate, not to the fact that two traditions share the same ‘poetic grammar’. To
exclude this possibility, I embrace a methodological criterion clearly formulated by
Marcello Durante in his 1976 book on Indo-European inheritance in Greek poetry:?

The probability of the single match [sc. to be inherited] does not assume value in itself, but
rather insofar as it contributes to the overall evaluation of sets of correspondences in which
the single case is coordinated. [...] Deeper understanding is accomplished, for example, when
one integrates the above-discussed formula of unperishable glory within a dense set of other
matches concerning the semantic field of glory [...]; and likewise, when one ascertains what
impact the archaisms have in noun and epithet associations that present themselves to com-
parative study.

Single matches of poetic collocations should be framed within a system of com-
plementary expressions and images, attested in two or more cognate traditions.
In this respect, comparison gains from the methodology of associative and combi-
natory semantics:? ‘states of things’, that is, systems of poetic images/metaphors,
can be reconstructed on the basis of complementary traits, which are reflected at
a lexical and phraseological level: taking into account complementary expressions
makes it less likely that formal or partial matches between the comparanda are
merely fortuitous. It is thanks to phraseological analysis of complementary, cumu-
lative evidence that the disiecta membra of a certain metaphor or a complex poetic
image may be recomposed. If the above-mentioned condition of complementarity
is fulfilled, the comparative phraseological method can also operate with partial
matches, that is to say, combinations of words which overlap semantically, but
not, or only in part, formally. It is often the case that matches between expressions
of cognate languages are not perfect. In fact, the phenomenon of lexical renewal
affects all living and dead languages, Greek, Vedic and Avestan are no exceptions.
However, an in-depth analysis of the phraseological data enables us to reconstruct
() patterns of semantic overlap between lexical archaisms and ‘new’ word(s),

7 Durante (1976), 9-10.

8 Original Italian: “La probabilita della corrispondenza singola non assume valore in sé stessa, bensi
in quanto contribuisce alla valutazione complessiva degli insiemi di corrispondenze in cui il caso sin-
golo si coordina. [...] Si compie opera di approfondimento, per esempio, quando si integra la formula
sopra discussa della gloria che non perisce entro un fitto insieme di altre corrispondenze concernenti
il campo semantico della gloria [...]; e altresi quando si verifica quale incidenza abbiano gli arcaismi
nelle associazioni di sostantivo ed epiteto che si presentano alla comparazione.”

9 Watkins (1977), Campanile (1977), (1986).
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which are constituents of comparable collocations, and (ii) linguistic mechanisms
that played a role within the phenomenon of lexical renewal, such as the transfer
of epithets or suppletion.

3 Pindar and the Rigveda

Pindaric odes preserved in their entirety and hymns from the Rigveda are the
main comparanda of the book. This choice deserves an explanation. Comparisons
between Pindar and the Rigvedic corpus are more than one hundred years old.1
Moreover, they have received new impetus through recent phraseological and
structural studies, which have proven that the two corpora share several themes
and expressions.! One may thus wonder why comparing Pindar to the Rigveda
awakens so much interest. On this question, I quote a sentence from a 2002 paper
by Calvert Watkins, which, as far as I am concerned, is as illustrative as it is danger-
ously deceptive: “The coeditor of this volume once remarked that she never under-
stood Pindar until she read the Rigveda.”

Taken literally, this sentence is misleading. It does not make sense to try to elu-
cidate something difficult, like Pindar’s poetry,'2 through the Rigveda, that is, some-
thing even more difficult,'3 obscurum per obscurius. For the exegesis of the Pindaric
texts, we need and always shall need a variety of synchronic and diachronic refer-
ences coming from the Greek tradition. Needless to say, the same also applies to the
Rigveda: we do not need Pindar to better understand the cryptic art of the word of
Vedic kavis (‘poets’).

Nonetheless, the sentence appears to be true, when it is transferred to the
impression that a simultaneous reading of Pindar and the Rigveda produces
on a modern audience, even in translation. Similarities between Greek and Old
Indic texts are occasionally remarkable. Indeed, as I have recently argued,’* our

10 Particularly relevant to this study are the contributions by James von Darmesteter (1877)
and (1878).

11 Relevant studies on Pindar and the Rigveda span over the century, see Wist (1968), Watkins
(1995), (2002a), (2002b), but also Toporov (1997), Meusel (2020).

12 Pindar was already famed for being ‘a difficult poet’ in antiquity, see Hamilton (2004), Thomas
(2012), 224. For the opinion of modern-day scholars and readers see Hubbard (1985), 1 and, in short,
Most (1985), 11: “Pindar seems, for us, to be the very paradigm of poetic difficulty.”

13 “While there is much that remains obscure in the Rgveda, interpreters of the text have been
able to make progress by the simple assumption that the hymns do make sense and that the poets
did know exactly what they were doing” (Jamison/Brereton [2014], 32).

14 Massetti (forthc./a).
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perception of common traits between Pindar and the Rigveda “is affected by the

akin character of individual literary genres, destinations, and performance con-

texts of our comparanda.” Indeed,

a. Both Pindaric odes and Rigvedic hymns feature encomiastic components: Pin-
dar’s epinicians are dedicated to human patrons, most of the Rigvedic poems
are celebrative hymns, dedicated to the deities of the Vedic pantheon and to
some local chieftains.

b. Even though Pindaric odes and Rigvedic hymns had different dedicatees, they
were commissioned by human patrons. Therefore, these texts contain refer-
ences to analogous dynamics of gift and exchange that are peculiar to the rela-
tionship laudandus-laudator.

c. Both Pindaric epinicians and Rigvedic hymns were performed in front of a
human audience. While the chanting of Rigvedic hymns was a structural part
of rituals, Pindar’s poems were not always bound to rituals,’s as they were per-
formed on different occasions: sometimes in front of a Panhellenic audience,
sometimes the patron’s community (the polis), sometimes only the inner-circle
of the patrons. There were, however, some victory odes performed on occasion
of public festivals in honour of gods.16

In the light of all the above, it is no coincidence that the phraseological material
common to Pindar and the Rigveda concerns three interrelated notions, which
are typical of ancient encomiastic poetry: (i) glory, (ii) ‘goodness’/‘excellence’, and
(iii) poetics.l” Recurrent topoi can be summarised as follows: through his own excel-
lence and skill, the poet makes his dedicatee glorious and immortal; in addition, the
patron, who is excellent and generous, achieves eternal glory through the poet’s
work.!8 Therefore, the patron’s excellence shines out through the poet’s excellence,
but the excellence of the poet too reflects on the patron’s excellence. Analogously,
the patron’s glory is increased by the poet’s glory and, in a complementary fashion,
the poet’s glory reflects on the patron’s glory. Most importantly, in Pindar’s poems
just like in the Rigveda, the poet’s mastery in the art of the word for the praise
of excellence and the performance of an ode provide a concrete manifestation of
the patron’s glory, kA¢og, etymologically, this being what is heard, or §6&a, what is
perceived/received.

15 For a different opinion, cf. Nagy (1990b).

16 This applies to the epinicians. The situation is different for other Pindaric poems, cf. Calame/
Ellinger (2017).

17 For a presentation of the phraseological material see Massetti (2019).

18 See Kurke (1991), 73-140, Nagy (2017a), (2017b).
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My study focuses on a further common feature perceived by the naked eye of
modern readers and, maybe, by the naked ear of ancient audiences: the organi-
sation of themes and phraseological materials in relatively flexible circular struc-
tures. In doing so, the comparative approach of the book attempts to enhance our
understanding of the history behind the compositional strategies of ancient poetic
texts. One of the methodological backbones of ‘comparative philology’ is that the
conservative character of the inherited compositional technique offered poets tra-
ditional equipment, which was sufficiently flexible to guarantee semantic integrity
as well as historical continuity of the inherited themes through time and space. In
focusing on comparable compositional structures and how phraseology interacts
with them, the book addresses the question of which possible compositional strat-
egies were available to ancient Indo-European poets. This issue has not yet been
studied in great depth, at least by Indo-Europeanists, because stylistic devices like
ring-composition are universals, i.e. independent creations of linguistic creativity
found at any time and space. Therefore, before delving into the details of the study,
I owe the reader a clarification on how this study copes with the possible identifica-
tion of Indo-European poetic inheritance within ring-compositions.

4 Are There Such Things as Inherited Rings?

A ring-composition (or circular structure)®® is a way of arranging narrative and
rhetoric material in a text that all poets and composers have at their disposal. We
have to imagine a fluid creative situation, in which a poet or a musician has a series
of options to choose from for shaping his/her poem’s opening, development, and
end. A ring-composition provides some fixed reference points for these three sec-
tions. In its simplest form, it is a chiastic structure: a frame, built by the repetition
of a sequences of sounds and/or words, call it sequence A, and a central section, call
it sequence B, which differs from the repeated A frame:

A-B-A

It is generally assumed that ring-composition helps a linguistic message to be more
incisive. Beginning and end of a musical and/or verbal composition can be defined
as two special places of artistic products: in modern western musical performances,

19 Seminal studies on the topic are Frankel (1924) and van Otterlo (1944), who contributed to
establishing Ringkomposition as a term to describe the phenomenon of circular repetitions within
single texts.
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beginning and end are adjacent to silence; more generally, in different musical and
poetic traditions, which may involve diverse performance contexts, beginning and
end contrast with what precedes and follows, which may or may not be silence. In
fact, we can define them as the moments in which patterns of rhythm and/or sound
of a certain regularity and intonation start and stop. As such, these special places
of poems and musical pieces correspond to peaks in the audience attention. It is for
this reason that beginning and end are tied to tendencies that may be described as
more stylised or conventional than elements employed in other parts of poetic or
musical pieces.?0

Without doubt, ring-composition can be recognised as a universal device,
which responds to universal needs of human listeners and readers: beginning and
ending with the same lexical items provides unity and cohesion to a text or can
reproduce patterns of iconicity; it may enhance memorisation and contribute to
the memorability of a piece: we tend to remember the lyrics of a refrain better than
those which are not repeated. In other cases, ring-compositions can aim at creating
variation (B) within predictable patterns (A) in a way that puts emphasis on the var-
ying pattern, i.e. the central one, analogously to what happens on the iconographic
level, when we look at a framed painting.

At the same time, there are various types of ring-composition: ‘rings’ may com-
bine into much more complex patterns; they can be built through different means,
such as identical or complementary lexical items. Given the simplicity of the main
scheme A-B-A and the virtually infinite range of its possible enactions, scholars
have been able to identify an abundance of parallels for ring-compositions in Greek
texts of the Archaic and Classical Ages, as well as from all sorts of ancient and mod-
ern traditions. Moreover, they have proposed all manner of explanations for their
interpretations.2! In the light of this, it seems legitimate to ask whether ‘Indo-Euro-
pean’ ring-compositions exist at all as something distinct and definable and, if so,
what they are.

20 Rutherford (2013) focuses on common traits peculiar to ‘ends’ of Pindaric epinicians. Katz (2023)
and (2024) proposes that derivatives of the IE root *men- ‘to think’ are placed in privileged positions
of poetic creations (the beginning and the end) in three Indo-European traditions: Greek, Vedic
and Avestan.

21 For typological comparisons between Greek ring-compositions and those of other traditions see
Parks (1988) (Homer and Beowulf) and Reece (1995) (Odyssey 17-22 and the Serbo-Croatian tradi-
tion). For studies on ring-compositions within other traditions than Greek see e.g. Lord (1991) on
the Anglo-Saxon tradition; Foley (1983) and Lord (1986) on South Slavic epics; Niles (1979) on Old
French epics; Fox (1977) on Austronesian, Rotinese and Indonesian traditions; Douglas (2007) on
0ld Testament; Okpewho (1979), 196-197 and Mulokozi (2002), 120 on African epics; Prior (2002),
97-114 on Kyrgyz epics.
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On the pure level of structure, it makes no sense to speak of ‘inherited’ or
Indo-European ring-compositions: not only is the Indo-European-ess or non-Indo-
European-ess of ring-compositions ultimately unprovable, but pursuing such a
goal would also be a moot point. Au contraire, it is possible to identify ‘inherited’
ring-compositions, if the analysis of textual structures is combined with the study of
thematic, phraseological, and lexical material. In this book, by ‘inherited (Indo-Eu-
ropean) ring-composition(s)’ I do not simply mean ways of organising some lexical
material in connection with some themes, but rather, I refer to ways of organising
specific lexical and phraseological material in a poem, because specific metaphors
acquired a certain thematic relevance within cognate traditions. In other words,
the study compares ring-structures found in cognate traditions, which are built by
means of the same lexical items in connection to the same themes. Such structural
and phraseological devices feature as possible strategies available to archaic poets
for textual organisation. The study seeks to prove that, just like fixed combinations
of words, repetitions of combinations of words worked as poetic building blocks
and were employed in traditional compositional techniques. In the end, the study
proves that though ring-composition per se is not an Indo-European inherited
device, some rings are certainly inherited.

I hope this approach to the subject is the first step towards the elaboration
of a more nuanced and complex methodology for the field of comparative studies
on classical texts. The nature of scientific research is under refinement, making
progress without reaching completion. So, the potential of Pindaric texts for com-
parative investigations will not be exhausted by this book. However, I hope to make
a contribution to our understanding of Pindar’s style and the history of the constit-
uents of Pindaric texts.

The perspective of the book is comparative, but mainly Graeco-centric, as it
reflects my hybrid scientific background of classicist and linguist. Therefore, I
imagine the ideal audience of the book to be a wide, not necessarily highly special-
ised one, ranging from students and scholars in the fields of Classics and Indo-Eu-
ropean Studies, to those of Greek Linguistics, and Comparative Philology with an
interest in the reconstruction of inherited structures, themes, and phraseology.
Furthermore, I would be happy if this book were also to spark the interest of stu-
dents and scholars of classical literature in comparative linguistic aspects of Greek
poetics, and, especially, Pindaric language. Indeed, my personal goal will be accom-
plished, if this study stimulates further reflection and interdisciplinary discussion
on Pindar’s style and language among Indo-Europeanists and classicists.



Part 1: Fashioning Health and Poetic Glory:
A Comparative Study in Pindar’s
Pythian Three






1 Pindar’s Pythian Three: Text and Translation
1.1 Text

1 "HBelov Xipwvd ke DAAvpiSav, A
2 el xpewv 006 duetépag and yrwooag
Kowov e0€acBal émog,
3 (wew TOV ATTOLYOUEVOVY,
Ovpavida yovov evpupédovta Kpovou,
Baooawsi T dpyewv Iladiov @iip’ dypdtepov
5 voov &ovT av8p@dv @itov: olog éwv Bpépey moTé
6 TéKTOVa Vduviag
UEPOV YyulapKEDG ATKAATILOY,
7 fpwal Tavtodamév AAKTHipa voLowV.
8  TOV ugv evimnov dAeyva BuydTnp
9  mpiv teAéooal patpomdAw oLy EAelBui-
@, Sapeloa xpuogolg
10 té&otow U Aptéuidog
11 eigAida 86pov év Boddpw katépa,
TEYVALG ATOAAWVOG. X6A0G 8’ 0UK AAiBL0g
12 ylvetat maldwv Adg. a & amogAavpi&atad viv
13 apmiakiaot gpevv,
dAlov aivnaoev yapov xpOfdav natpdg,
14  mpdobev axepoekdua uybeioa ®oifuw,
15  «kal pépoloa onéppa Beol kabapov
16 oUk Euey’ €ABEV Tpamelav vuugiay,
17 0oU8E TapEWVWV iaxav dpevaiwy, GAKeg
18 ola mapBévol pLréotow £taipa
19  ¢omepiaig Uokovpilead’ AoLdalg GAAG ToL
20 fipato TV anedvtwy' ol Kai ToAAol Tabov.
21 £otL 8¢ @AV €v avBpWTOLoL HATALOTATOVY,
22 00TIG aloYUVWV EMYWPLN TATITAVEL TA TOPOW,
23 petauwvia Bnpedwv akpavtolg EATiow.

1 Iprint fjpwa with Gentili (1995), who assumes a shortening in hiatus, instead of fjpoa, Schroeder’s
correction, cf. Snell/Maehler (1987).

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-002
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£oye TOL TAUTAV PEYAAQY AUATAV B’
KaAAUTEnAOL Afjua KopwviSog: EABGV-

TOG yap evvaatn Eévou
AékTpoloy am’ Apkadiag.
008’ €Aabe okomov: év 8 dpa UNA0SOKW

MubwvL téooaig dlev vaol Baatietg
Aoglag, xowdvi map’ eVOLTATY YvOUAY TLOWV,
TavTa {0GvTL vow:

Pevdéwv 8 oty AmTeTaL, KAEMTEL TE UV
0V Be0¢ 0V BpoTdg Epyolg olite BovAdTG.
kal tdte yvoug Toyvog Eikatida
Zewlav koitav dBepuiv te 86Aov, TMéy-

Pev Kaotyvitav Hévet
Buioloav duatpoxéty
£c Aaképelav, émel mapa BolBladog

Kpnuvolow Gkel Tapbévog Salpwv & €tepog
£¢ KaKOv TpEdalg E5auacoato v, Kal yeltovwy
noAAol énadpov, aud

& €pBapev: TOAAGY & {€v} bpeL TOp & EVOg
omépuatog évBopov diotwaey LAQv.
AN emel Telyel BEoav v ELAvw
olyyovol Koupay, GEAAC & AUEESPANEY
AdBpov Apaiotov, TOT Eelnev ATOAWY" ‘OUKETL
TAAcopaL Yuyd yévog auov dAEaaat
oikTpoTatw Bavdtw patpog Papeia oLy mdby.’
®¢ @dTo’ PAuaTL 8 &V MPWTW Kiywv Tals” ék vekpoD
Gprace” kalopéva 8 avt® Stépawve upd.
Kal pd viv Mayvntt épwv nope Kevtavpw St84at
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1.1 Text

GANG képSeL kal copia §€8eTal.
Etparey Kal Kelvov ayavopt ueda

XPLOOG £V XEPOLY AVE(G
Gvdp’ €k Bavdtov Kopioat
6N dAwkota: xepol § dpa Kpoviwv

plbatg SU aueoiv aumvoav otépvwv kdberev
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XPN T4 €0KOTA TTAP

Salpévwy paotevéuev Bvatai ppactv
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1.2 Translation?

I wish that Chiron son of Philyra — if it is right to utter that common word from our
tongue — were still living, the departed, wide-ruling offspring of Cronus son of Ura-
nus, and the wild creature, who had a mind friendly to men, still reigned in Peli-
on’s glades. Being as such, he once reared a gentle fashioner of body-strengthening
painlessness, Asclepius, a hero and protector from all kinds of diseases.

Before the daughter of the horseman Phlegyas could bring him to term with the
help of Eleithyia, who stands by mothers, through Apollo’s designs she was over-
come by the golden arrows of Artemis in her chamber and went down to the house
of Hades. The anger of Zeus’ children is no vain thing. Yet she made light of it in the
folly of her mind and unknown to her father consented to another union, although
she had previously lain with long-haired Phoebus and was carrying the god’s pure
seed. She did not wait for the marriage feast to come or for the sound of full-voiced
nuptial hymns with such endearments as unmarried companions are wont to utter
in evening songs. But she loved remote things — such longings as many others have
suffered, for there is among mankind a very foolish kind of person, who scorns
what is at hand and peers at things far away, chasing impalpable things, with hopes
which will never come true.

Indeed, headstrong Coronis of the beautiful robes experienced that great delu-
sion, for she slept in the bed of a stranger, who came from Arcadia. But she did not
elude the watch: while he was in flock-receiving Pytho as lord of his temple, Loxias
perceived it, convinced by the surest confidant, his all-knowing mind. He does not
touch falsehoods, and neither god nor mortal deceives him by deeds or designs.

And at this time, when he knew of her sleeping with the stranger Ischys, son
of Elatus, and her impious deceit, he sent his sister raging with irresistible force to
Lacereia, for the maiden was living by the banks of Lake Boebias.

An adverse fortune turned her to ruin and overcame her; and many neigh-
bours shared her fate and perished with her. Fire that springs from one spark onto
a mountain can destroy a great forest.

But when her relatives had placed the girl within the pyre’s wooden wall and
the fierce blaze of Hephaestus ran around it, then Apollo said: “No longer shall I
endure in my soul to destroy my own offspring by a most pitiful death along with
his mother’s heavy suffering.” Thus he spoke, and with his first stride came and
snatched the child from the corpse, while the burning flame parted for him. He
took him and gave him to the Magnesian Centaur for instruction in healing the
diseases that plague men.

2 The provided translation is based on Race (1997a) and has been modified by the author.
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Now those who came to him afflicted with natural sores or with limbs wounded
by gray bronze or by a stone that hit them from afar, or wracked in their bodies by
summer fever or by winter, he relieved each of them of their various pains and let
them go. Some he tended with calming incantations, while others drank soothing
potions, or he applied remedies to their limbs from every side; still he made others
stand upright with surgery.

But even skill is enthralled to gain. Gold appearing in his hands with its wage,
which makes men arrogant, prompted even him to bring back from death a man
already carried off. But then, with a cast from his hands, Cronus’ son took the
breath from both men’s breasts in an instant; the burning thunderbolt hurled down
doom. It is necessary to seek what is proper from the gods with our mortal minds,
by knowing what lies at our feet and what kind of destiny is ours.

Do not, my soul, strive for the life of the immortals, but exhaust the practical
means at your disposal. Yet if wise Chiron were still living in his cave, and if my
honey-sounding hymns could put a charm in his heart, I would surely have per-
suaded him to provide a healer now as well to cure the feverish illnesses of good
men, someone called a son of Apollo or of Zeus. And I would have come, cleaving
the Ionian sea in a ship, to the fountain of Arethusa and to my Aetnaean host, who
rules as king over Syracuse, gentle to townsmen, not begrudging to good men, and
to guests a wondrous father. And if I had landed, bringing him two blessings, golden
health and a victory revel (to add) lustre to the crowns from the Pythian games
which Pherenicus once won when victorious at Cirrha, I swear that I would have
come for that man as a light shining from further away than (any) heavenly star,
upon crossing the deep sea.

But for my part, I wish to pray to the Mother, to whom, along with Pan, the
maidens often sing before my door at night, for she is a venerable goddess. But,
Hieron, if you can understand the true point of sayings, you know the lesson of for-
mer poets: the immortals apportion to humans a pair of evils for every good. Now
fools cannot bear them gracefully, but good men can, by turning the noble portion
outward.

Our share of happiness attends you, for truly if great destiny looks with favor
upon any man, it is upon a people-guiding ruler. But an untroubled life did not
abide with Aeacus’ son Peleus or with godlike Cadmus; yet they are said to have
attained the highest happiness of any men, for they even heard the golden-crowned
Muses singing on the mountain and in seven-gated Thebes, when one married
ox-eyed Harmonia, the other Thetis, wise-counseling Nereus’ famous daughter; the
gods feasted with both of them, and they beheld the regal children of Cronus on
their golden thrones and received their wedding gifts. By the grace of Zeus, they
recovered from their earlier hardships and they raised up their hearts. But then in
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time, the bitter suffering of his three daughters deprived the one of a part of his joy,
although father Zeus did come to the longed-for bed of white-armed Thyone.

But the other’s son, the only child immortal Thetis bore him in Phthia, lost his
life to an arrow in war, and as he was consumed by the fire, he raised a lament
from the Danaans. If any mortal understands the way of truth, he must be happy
with what good the blessed gods allot him. Now here, now there blow the gusts of
the high-flying winds. Men’s happiness does not come for long unimpaired, when it
accompanies them, descending with full weight.

I shall be small in small times, great in great ones; I shall honour with my mind
whatever fortune attends me, by serving it with the means at my disposal. And if a
god should grant me luxurious wealth, I hope that I may win lofty fame hereafter.
We know of Nestor and Lycian Sarpedon, still the talk of men, from such echoing
verses as talented artists (: fashioners) constructed. Excellence endures in glorious
songs for a long time. But few can win them easily.



2 The Structure of Pindar’s Pythian Three

Benefattor degli uomini
Riparator de’ mali ...
Donizetti/Romani, L'elisir d’amore

2.1 Synchronic Background of the Ode and Overall Value of
Lexical Repetitions

Alexandrian editors incorporated Pythian Three into the Pindaric epinicians
because the ode refers to Hieron’s agonistic success(es) (73-74).! However, the poem
does not mention any specific victory2 As most modern-day commentators and
translators have argued,? the ode is a “poetic epistle™ to the tyrant of Syracuse, who
was ill and had failed to win at the Pythian games of 474 BCE.5
As for its composition date, we know that
—  Pythian Three postdates Hieron’s founding of Aetna (Aitvalov &€vov, Pyth. 3.69),
in 475/476 BCE;
— Hieron was ill at the battle of Cyme, in 474 BCE (Pyth. 1.50-57);
— Hieron did not win at the Pythian games of 474 BCE (Bacchyl. 4.11-14).6

1 On the date see Cingano (1991), who at 104, fn. 25 points out that the term ote@dvolg at 73 is
ambiguous, since it may apply to a single victory, compare Pyth. 2.6, Nem. 9.53, Isthm. 3/4.11.

2 Schol. Pyth. 3 inscr. ab connect the ode to Hieron’s victories in 482 and 478 BCE (29t and
27t Pythiads).

3 Since 74 mentions Hieron’s horse Pherenicus (on which see Henderson [2011]), which won in Del-
phi in 478 BCE and in Olympia in 476 BCE, commentators argue that the omission of the Olympic
victory predates the ode. Therefore, Farnell (1932) and Duchemin (1967), 31-40, following Gaspar
(1900), 79-80 and Turyn (1948), propose 476 BCE as a terminus ante quem for Pythian Three. Pavese
(1975), 68-69 too claims that the ode celebrates Hieron’s victory in 478 BCE; Young (1983), 35-42
interprets the oté at 74 as an ‘inscriptional mote’ and proposes 477 BCE as a tentative date.

4 This theory was first formulated as such by von Wilamowitz-Moellendorff (1922), 280-283, who
proposed 473 BCE as a date. Boeckh (1821), IT 254 proposed 470 BCE, Schroeder (1922), 24 argued
that the ode was written in 474 BCE, on the occasion of a feast celebrating past victories of Hieron.
5 Currie (2005), 345.

6 Bacchyl. 4.11-14 mentions a victory Hieron failed to achieve because no god tipped the scale
in his favour. This event is dated 474 BCE and provides the occasion for Pythian Three, see
Cingano (1991).

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-003
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Therefore, 474/473 BCE is the earliest possible composition date for Pythian Three.”
Given the personal character of the poem, it is likely that it was performed in Syra-
cuse, in front of the dedicatee and his inner-circle.
The ode consists of five triads, each of them comprising a seven-verse strophe,
a seven-verse antistrophe and a nine-verse epode, for a total of 115 verses. Semantic
and lexemic repetitions connect paired dipole leitmotifs with each other:
(i) distance, correlating with hybris, vs. proximity, correlating with soundness of
mind and awareness of limits;
(i) illness and death vs. longevity and immortality.

In what follows, I provide a list and a short comment on the value of the main lex-
emic and semantic repetitions. Depending on the order in which the first repeated
lexemes appear and which parts they connect, I group repetitions under alphabet
letters in small capitals (4, B, c, etc.).

2.2 A-Repetitions: Choosing Closeness over Remoteness

A-Repetitions are both lexemic (Table 2.1) and semantic (Table 2.2), and are only
found in the first half of the poem, as they join its opening (1-7) and its centre (63-77).

Table 2.1: Pyth. 3, A-repetitions (lexemic)

[to WANT] ri6ehov (1) : £0€\w (77)

[1F ... CHIRON] Xipwva ... €L (1-2) : el ... Xipwv (63)

[OUR] apetépag (2) : apétepol (65)

[UTTER] e0Eaobal (2) : (ém)e0€aoBal (77)
[ProtecToR - DISEASEge, ;] (GAK)tiipa vouowv (7) : (la)tiipa ... voowv (65-66)8

7 Alater date, closer to Hieron’s death (467 BCE), was also defended by Race (1997a), 248.
8 Note the tautometric position of this last pair.



22 = 2 The Structure of Pindar’s Pythian Three

Table 2.2: Pyth. 3, A-repetitions (semantic)

[CHIRON’S ABODE] Baooatal T dpyewv Mahiou (4) 1 dvtpov éval'(e) (63)

[CHIRON’S QUALITIES] VooV €xovt avdpiv pilov (5) T owPpwv ... Xipwv (63)

[REARING Of HEALER] Bpéev ... AoKAQmLOV ... GAKTipa : latfpd ... TapacyElv ... voowv ...
volowv (5-7) Aatotda kekAnuévov (65-67)°

A-Repetitions frame the longest mythological excursus (see Sections 4-6) and the
so-called ‘break-off verses’ of the ode (59-62)10 with a wish and a prayer. At 1-7 and
63-67, Pindar wishes that Chiron were still alive so that the poet would be able
to provide a healer to suffering Hieron. As shown by Pelliccia (1987), 47, the first
verses of Pythian Three do not contain a contrary-to-fact conditional sentence,t
but a sort of “false-start recusatio”:’ the poet regrets not being able to achieve his
desire, but he ultimately dissociates himself from such wishful thinking. Therefore,
verses 63—67 strengthen the expression of the poet’s unachievable desire: if Chiron
were still alive, Pindar would have persuaded him to provide a healer to Hieron
and would have reached his patron as a saving light (68-76). But this is impossible,
hence the conditional sentence referring to a desirable but impossible scenario.

At the same time, the reprise of [to WANT] and [to UTTER] at 77 contrasts with the
use of the same verbs in the beginning of the ode. The unattainability of the first
desire, expressed through an imperfect indicative + conditional clause of unreality
(§0eAov ... Xipwvd ke ... {wew, 1-3),8 is opposed to the reality of Pindar’s prayer,

9 On the purely phonic point of view, the sequence ®IA-, heard in ®IAAvpidav, ®IAov (1, 5), seems
to be reprised by ®IAtpov, at 64: Chiron, son of Philyra is said to possess a mind friendly (i.e. loving
©{lov) to men; later on, Pindar wishes he could influence the Centaur’s mind with a philtre, liter-
ally, a means to make someone lovely or loving. On the history and function of the tpov-suffix see
Olsen [Rasmussen] (2010).

10 Race (1989), 191-192.

11 Young (1968), 28-31.

12 Pelliccia’s (1987) interpretation is convincingly supported by a variety of Greek literary paral-
lels, including Od. 1.253-270, 4.342-345, 20.89-90.

13 I concur with Landreth (1978), 13-18 and Goldstein (2010), 220-221, according to whom 1 does
not contain a violation of the so-called Wackernagel’s Law on enclitics (: clitic particles occupy
the second position in the sentence, see Wackernagel [1892], Fraenkel [1932]): ke is to be joined
to Xipwva, the first word of the infinitive sentence. I disagree with Pelliccia (2017), who proposes
that Wackernagel’s Law is violated in order to create a wordplay between Xipwva and Hieron’s
name (Iépwv). Pindar, who writes for a Panhellenic audience, always (including in Pyth. 3.80) spells
Hieron as Tépwv UU-, i.e. with a disyllabic sequence ie-. This makes it unlikely that Pindar is allud-
ing to a monophthongised pronunciation of the name. To this one may add that Pythian Three
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formulated in present indicative (¢0éAw, 77). Therefore, 77, situated at the very cen-
tre of the ode, marks the transition to a new section.

Pindar opts for an attainable way to connect with the divine, a prayer and, as
explained by Young (1968), chooses closeness over remoteness. Indeed, the dipole
distance vs. proximity (see Section 1 [i]) dominates 1-79. At 3, in formulating his
first impossible wish, Pindar calls Chiron ‘the departed’ (tov amotyopevov). Hanker-
ing for what is out of one’s reach is the main fault of Coronis and Asclepius. Coronis
‘loved remote things’ (fjpato T@v amedvtwy, 20): she deluded herself that she would
escape Apollo’s all-knowing mind and she chose to unite with a stranger (£¢vov, 25,
Eewviav koitav, 32), rejecting all those who were close and available (aioyOvwv €mi-
XwpLa, 22). As for Asclepius, he brought back a man from death (Gv6p’ €k Bavdrtov
koptoay, 56), concretely fulfilling the common, i.e. human, wish (xowav ... €mnog, 2)
formulated by Pindar in the opening of the ode (“I wish that Chiron son of Philyra
were still living ...”). A-Repetitions thus introduce the theme of remoteness, further
developed through the mythological excursus of 8-58. However, these verses also
reinforce the thematic break-off of 59-62,14 i.e. the lines that mark “the transition
from a negative example to the positive program of the ode.”’> Having reached
the darkest point of Asclepius’ story, Pindar dissociates himself from the negative
example and chooses ‘what lies at our feet’ (70 ap m086¢, 60), both in a spatial and
an abstract sense: the poet turns to the Mother Goddess, a deity worshiped in a
realm close to him (tav koGpat map’ Euov mpodupov ... uéAmovtal, 78).16

2.3 B-Repetitions: The Work of a téktwv

B-Repetitions only involve the term Téktwv. Even though this repetition type is
built on a single lexeme, fashioner-images stand out because the noun Téktwv is

was probably performed in Hieron’s Doric-speaking milieu. In Syracuse Hieron’s name was spelled
hiopov (DGE §144.2, on which see Cook [1987], 56-57). This makes it unlikely that the wordplay
would be perceived by the audience.

14 As pointed out by Race (1989), just like other Pindaric break-offs, Pythian Three’s follows an
“emphatically postponed word denoting death” (udpov, 58) and contains a xpr-sentence gnome
followed by a (self-)exhortation (xpn, 59, unj, @Aa Yuyd ... omedsde, 61-62).

15 Race (1989), 191.

16 According to Schol. Pyth. 3.137ab the verse refers to a temple close to Pindar’s house. Slater
(1971) proposes that the verses make reference to a temple of Demeter in Syracuse, that is, close to
the performing chorus (and, obviously, Hieron), but this hypothesis is criticised by Carey (1981), 16,
fn. 37, Henrichs (1976), 256-257, with fn. 10, and D’Alessio (1994), 139.
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employed metaphorically at both 6 and 113. Moreover, the repetitions are connected
with the dipole illness/mortality vs. longevity/immortality.

Table 2.3: Pyth. 3, B-repetitions

[FASHIONER — IMMATERIAL OBJECT Téktova vwduviag (6) : EMEWV ... TEKTOVEC (113)

gen.(pl)]

The téxtwv-metaphors create a parallel between Asclepius and poets. The best
healer and the best bards are both said to construct something. However, if we
consider what they build, Asclepius and poets are opposites. Asclepius cannot
grant any kind of immortality. When he does effect a successful resurrection,
the person brought back to life and the healer himself are not permitted to live
(57-58). Pindar knows that physical immortality is out of everyone’s reach (see
Section 2), but claims that poets can offer a different kind of immortality, namely,
immortality-among-the-mortals. Nestor and Sarpedon, who are probably paired at
112 as paradigms of longevity,' are said to have become avBpwmnwv @dtig (‘still the
talk of men’, 112) thanks to the work of skillful fashioners of verses.

2.4 c-Repetitions: Suffering and Immortality

c-Repetitions are applicable to the mythological sections of the ode, namely, 8-58
and 86-103. The narrative excursus of the first half of the ode (8-58), consists of
three main parts: the first (8-46) concerns Asclepius’ birth, the second Asclepius’
deeds (47-53), the third Asclepius’ death (54-58). The second mythological section
is shorter and concerns myths relating to Peleus and Cadmus. These mythological
examples support the gnomai of 80-85 (gods allot men two evils for every good,
but noble men succeed in bearing disgrace gracefully). Just like in the case of the
account of Coronis’ death, the mythological examples of 86-103 are organised
through mechanisms of mirroring and expansion (see Section 5). At 87-88, exem-
plary figures are first named in one order (i.e. first Peleus and then Cadmus), then
in reverse, within a more extensive description of the heroes’ fortunes (88-95) and
misfortunes (96-103), and from 91 onwards, the order is always the Cadmus myth,
the Peleus myth.

17 See Miller (1994).
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Table 2.4: Pyth. 3, c-repetitions (lexemic and semantic)

[FIRE], [PYRE] ®Aeyla (8), Op (36), GENQS ... : o mupl(102)
Agaiotou (39-40), tupd (44),
atbwv ... kepauvog (58)

[Bow] t6&olowv (10) : T6%olg (101)

[MARRIAGE] ydpov (13) : ydpev (91)

[BANQUET] tpdmnedav vupeiav (16) ~  Kal Beol Saioavto map’ dpoté-
poLg (93)

[WEDDING-SONGS] TapgPuVWV taxav vpevaiwv (17) ~  MeATIOpEVAVY ... MoLady ... Glov
(90-91)

[SUFFERING] Tabov (20), abq (42) : mabawg (97)

[BURNT] Katopéva (44) © Kawopevog (102)

A first group of lexemic and semantic reprises seem to highlight that some life
events and accomplishments of Coronis and Asclepius parallel those of Peleus, Cad-
mus and their offspring. The repetition of the dative plural of T6gog at 10 and 101,
as well as that of [FIRE], [PYRE] and [BURNT] at 36, 44, 102, juxtapose Coronis’ and
Achilles’ deaths and funerals. The sufferings of those who seek the distant and unat-
tainable (maBov, mabq, 20, 42) stand close to the sufferings of Cadmus’ daughters
(mdBaurg, 97).

At the same time, the repetition of the lexeme yay- (13, 91) and other semantic
repetitions put Coronis and the two Panhellenic heroes in contrast. Since Coronis’
secret union was out of wedlock, it was not legitimised by the gods, whereas Peleus
and Cadmus hosted the gods at their weddings. The semantic reprises between
16-19 and 89-95 highlight the absence or presence of a wedding banquet and songs
in the different stories. Coronis’ union was not publicly celebrated with a banquet
(16) nor with hymenaioi (17-19). In contrast, Cadmus and Peleus heard the Muses
sing at their weddings (89-92) and feasted with the gods (93).

Alast common image of thematic relevance is fire, an element which seems to
be connected with the dipole death/illness/mortality vs. longevity/immortality (see
Section 1, [ii]). At 8, Coronis is introduced as “the daughter of Phlegyas,” a name
synchronically associated to both pAéyw ‘kindle, inflame’ and the nomen loquens
of the Phlegyans, the people who had set Apollo’s temple in Delphi on fire (Pherec.
209, Schol. I1. 13.302b). The image of destructive fire returns in connection with the
deaths of Coronis and Asclepius: at 36-37, Pindar compares the outbreak of plague
to a fire that destroys a huge forest. From this point, ‘fire’ iconically spreads in
epode B: at 38-40, Pindar captures the moment in which Coronis’ pyre is set ablaze.
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Again, at 44, after describing Apollo’s rescue of Asclepius, we are brought back to
the image of the burning pyre in which Coronis’ corpse disappears. Later on, we
learn that some of Asclepius’ patients were consumed in the body by ‘summer fire’
(i.e. fever, 50) and Asclepius is reduced to ashes by Zeus’ aifwv ... kepavvdg (‘burn-
ing thunderbolt’, 58) after effectuating a resurrection. With the exception of the
episode of the birth of Asclepius, all the other fiery images of the first mythological
excursus seem to be linked to the idea of destruction. On the contrary, references
to fire found at 98-103 might actually be connected with the idea of immortalisa-
tion. At 98-99, Pindar recalls the union between Zeus and Semele. Although fire is
not mentioned in these verses, we know that, according to the most widespread
version of the myth, Zeus’ lightning incinerates Semele before she gives birth to
Dionysus.!® The fates of the mother and child Semele-Dionysus and the mother
and child Coronis-Asclepius are similar:¥ the two mothers are destroyed and the
two children come into the world as sons born of ‘dead’ mothers. Furthermore,
the episode can be taken as an implicit reference to the immortalising power of
fire. At 99, Semele is called Thyone, which, according to some ancient sources
only referred to her after Dionysus had fetched her from Hades.20 Here, Achilles’
pyre may also count as an example of immortalisation: Pindar chooses to focus on
the funeral of Peleus’ son, that is, on the first memorial of the hero (Opoev ... €&k
Aava@v ydov, 102-103). In Odyssey 24.55 ff. and in Pind. Isthm. 8.56a—58, we read
that odes, the means to achieve longevity/immortality among the mortals (Pyth.
3.112-115), did not abandon Achilles when he died, since the Muses performed a
threnos at his funeral. The link between Achilles’ funeral and immortalisation will
appear stronger, if one frames the couples Coronis-Asclepius, Semele-Dionysus, and
Thetis-Achilles within alternative traditions on the birth of Dionysus and the death
of Achilles, which Pindar’s audience could have had in mind. These traditions, in
turn, reflected the widespread ancient belief that immortality could be reached
through a death by fire, thanks to a divine intervention that rescued the would-be
victim from the pyre. As shown by Currie (2005), several texts seem to allude to

18 Eur. Bacch. 88-93, 241-245, 288-289, 520-525, Apollod. [Bibl] 3.4.3, Diod. Sic. 4.2, Philostr. Imag.
1.14, Ov. Met. 3.255 ff., Hyg. [Fab.] 167, 179.

19 Burgess (2001), 215-222 presents a complete dossier on these common points arguing that,
within the double polarity feminine-mortality vs. masculine-immortality, fire has the function of
purifying the feminine-mortality-component in myths reflecting a patriarchal scheme.

20 Apollod. [Bibl] 3.5.3 0 8¢ avayaywv €€ AlSov TV UnTépa, Kal mpooayopevoag Ouwvny, UET
auTiic eig ovpavov avijABev; Diod. Sic. 4.25 avayayelv Ty punTtépa ZepéAnv € d8ov, kal petadovta
Tii¢ bavaciag Ouwvny peTovoudoal.
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Apollo, Hermes? or Zeus as snatching different figures who are about to die on
the pyre/by fire, often with the scope of immortalising them: Asclepius’ miraculous
birth from dead Coronis may belong to the same mythological type. In this connec-
tion, it is noteworthy that Euripides (Bacch. 288-289, 521-524) and Apollod. [Bibl]
3.4.3 describe Zeus’ rescue of Dionysus in similar terms as Pindar does with Apollo’s
rescue of Asclepius.2 Significantly, the Aethiopis preserved an analogous tradition
in connection with Achilles’ death.

To sum up: lexical and semantic c-repetitions provide cohesion between
mythological sections through a set of images, including the ambivalent element
fire, which is a symbol of destruction in the Coronis episode and a path to achieve
immortality at 98-103.

2.5 p-Repetitions: The Punishment of Coronis and the Birth
of Asclepius

Further repetitions, which I identify as ‘D-, E- and F-repetitions’, are located in
the innermost section of the ode. D-Repetitions are found in the first mythological
section, which is symmetrically constructed (Scheme 1). The content of the narra-
tive is as follows: Asclepius’ mother Coronis had lain with Apollo. Pregnant with
Asclepius, she did not wait to marry in order to have intercourse with another man,
Arcadian Ischys. However, omniscient Apollo found out about it and sent Artemis to
kill his former lover. While Coronis’ corpse was being laid on a pyre, Apollo decided
to save his child and seized it from the mother’s dead body. The Pindaric narration
is organised in a mirroring and expanding way: the main facts of the story, inter-
spersed by comment-like and enlarging gnomai, are first told in reverse chronolog-
ical order, from Asclepius’ birth to Coronis’ pregnancy, (8-15), then in chronological
order, from Coronis’ pregnancy to Asclepius’ birth (15-44).

21 Paus. 2.26.6 ¢€nupévng 8¢ 1idn tijg mupdg apmdoat Aéyetat Tov naida [= AokAnmov] Epufg amod
Tii§ PAoyoc.

22 Eur. Bacch. 288-289 émel vv fjpnac’ €k Tupog kepauviov || Zevg, £¢ 8 "OAvunov BpEépog aviyayev
véov; 524-525 dte pnpd mupog €€ abavatov Zevg | 6 texwv fipnacé viv; Apollod. [Bibl] 3.4.3
EZapunviaiov t0 Ppéog EEaupAwdey ék T TLPOG Gpmacag EvEppale T¢) Unpd.

23 Aethiopis arg. §4ab (West [2013], 153-156, 19-22 B/47, 24-28 D) énelta Avtidoyov te BamTouot
Kal oV vekpov 100 AxAéwg mpotiBevtal. kal B¢t dekouévn obv Movoalg kal talg aSeAal
Bpnvel 1ov maiSa: kat petd tadta x Tiig Tupdc 1} O€TIg avaprdcaca Tov malda eig Tiv Aeukny vijoov
SlakopiCeL. On this episode see Cingano (2023), 25-27. The same tradition could lie at the basis of a
Thessalian Hymn to Thetis quoted by Philostr. Her: 53.10, on which see Hommel (1980), 41-42.
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Scheme 1: Pyth. 3, mythological excursus, 8-44

8-9 Asclepius is born from dead Coronis

9-1 Coronis is killed by Artemis

11-12 Gnome: the wrath of an Olympian god cannot be avoided

12-13 Coronis’ hybris makes her sleep with a man out of wedlock

14 She had had intercourse with Apollo

15 Coronis is pregnant with Apollo’s son

16-19 She does not wait to marry in order to sleep with another man

19-20 She ‘loves what is afar’

21-25 Gnomeé: chasing what is afar is hybris and has dire consequences: such was

Coronis’ hybris

25-26 Coronis sleeps with a man from Arcadia

27-32 Apollo finds out what Coronis did

32-34 Apollo sends Artemis to kill Coronis

34-37 Artemis kills Coronis and her neighbours with the plague
38-44 Asclepius is rescued by Apollo

The re-narration of the story adds some particulars in the form of expansion. At
13, we are informed that Coronis ‘consented to another union’ (6AAov aivnoev
yduov); but at 29 ff., in a more detailed retelling of the story, the poet focuses on the
moment in which the omniscient mind of Apollo (mévta iodvtt vow, 29) finds out
about Coronis’ union. In his retelling, Pindar makes the audience party to Apollo’s
complete knowledge, as the stranger’s name and patronymic, withheld in the first
instance, are revealed (yvoug "Toyvog Eidatida, 31).

Verses 8-44 contain lexemic and complementary semantic repetitions
(Table 2.5), which build a series of reprises. Two forms of Saudlw, applying to
Coronis’ death, open and conclude the entire Coronis’ excursus (8apeioa, 9, ¢8a-
uaocato, 35); onépua (15) and onépuatog (37) frame the ‘retelling’ of the events in
chronological order (15-44); mdBov (20) and maBq (42) apply to the punishment of
Coronis’ hybris and are placed at the end of the verse. The repetition of the substan-
tive and the adjective for ‘stranger’, both connected with a term denoting Coronis’
bed, i.e. metonymically referring to the sexual union (§évouv Aéktpotoy, 25-26; Eel-
viav koitav, 32), frame Apollo’s discovery of Coronis’ transgression, and put empha-
sis on the theme of ‘remoteness’. Further complementary reprises of terms create
pairs of opposites: at 13, kpUBSav matpoc denotes how Coronis’ clandestine love
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escapes the attention of her father; at 27 008’ éAaBe okomov refers to the same clan-
destine union, which is discovered by Apollo’s all-knowing mind.

Table 2.5: Pyth. 3, p-repetitions

[to TAME] Sapeioa (9) : ¢8apaooaro (35)
[SECRECY] KpUBSav Tatpog (13) ~ 008’ éAabe akottov (27)
[SEED] omnéppa (15) : omépuarog (37)
[SUFFERING] madov (20) : mabq (42)

[STRANGER] Eévou (25) : Eewiav (32)

2.6 E- and F-Repetitions: Recovery and the Death of Asclepius

Verses 45-53 focus on Asclepius’ accomplishments and fate. After saving his son,
Apollo entrusts him to Chiron who teaches him how to heal diseases (iticBaL vogoug,
at the end of 46, recalls both dAxtijpa vovowv, at the end of 7, and 65-66 iatijpa ...
voowv; incidentally, voooug, vovowv, and voowv are all placed at verse-ends). The
verses reveal what Asclepius learned from Chiron: 47-50 are a catalogue of patient
types that Asclepius cured, 51-53 a catalogue of the remedies that he mastered. The
verses do not contain repetitions, but the main verbs of the clause &ayev ‘he let go’
(51) and &otacev 6pBovg ‘he made stand upright’ (53) are placed in emphatic posi-
tions: they hoth follow secondary clauses, and are located at the beginning and the
end of their respective verses. At 51, &€ayev is preceded by the catalogue of Asclepius’
patients and followed by the catalogue of remedies; at 53, £égtacev 6pBouvg follows the
catalogue of the remedies. The two catalogues each seem to consist of three elements:

Scheme 2: Pyth. 3, Asclepius’s patients and remedies

Patients affected by Remedies

[CONGENITAL PLAGUES]: aUTOQUTWVY éAKEWV  [INCANTATIONS]: pahakalc émaotsaic

[WOUNDS]: péAn TETpwpévol [POTIONS&OINTMENTS]: TIpocavéa (potions) + @appaka
[CONSUMPTION]: TtepBOpEvoL Sépag [OPERATIONS]: TOpATG
Results

‘he let go”: £€ayev ‘he made (them) stand upright’: ¢otacev 6pBoug
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It is noteworthy that the two lists follow a ‘diagnostical’ order: diseases are first
recognised, then cured. However, é€ayev and €otacev 0pbovg, which refer to the
results of the healing process, describe two actions or, say, moments, which occur
in opposite chronological order (hysteron proteron). First, the healer restores the
capacity of the patients to stand upright (éotacev 6pBovg) and later discharges
them (£€ayev). The results of the healing process within Asclepius’ narrative (¢ata-
aev 0pBoug, 53) are paralleled by the rewards that Zeus gave to Cadmus and Peleus
(see Section 4) after their troubles (£x TPOTEPWV PETAPENPAUEVOL KAUATWY EGTACAV
0pOav xapdiav, 96). The repetition of the collocation [(oTnpu—0p66g,,. ], which I call
‘E-repetition’ links the second part of the first mythological excursus to the final
mythological excursus of the poem.

At 54-58 we learn that Asclepius resurrected a dead man and was incinerated
by Zeus. Within this relatively short and fast-moving account, the repetition of
Xepoi(v) (F-repetition, in my scheme) creates an almost cinematographic effect of
expansion of key-moments of the dramatic events: at 55, we visualise the instant in
which Asclepius accepts a payment ‘in his hands’, which immediately precedes the
resurrection; at 57, yepot refers to the hands of Zeus, which bring death to Asclepius.

Beside this lexical repetition, both 51-53 and 54-58 may be linked to the preced-
ing mythological section (8—44) again by the references to the notion of destructive
fire (see Section 4). Implicit and explicit references to fire frame the entire mytho-
logical section (®Aeyvaq, 8, aibwv ... kepauVOC, 58).

Scheme 3: Pyth. 3, A-F-repetitions

A fi8elov, Xipwva ... €, apetépag, b§aabat, (GAK)Tipa ... vouowv

B TéKTOVA

C nidp, mupd, téoLoty, yapov, dbov, adq, katopéva,

D Sapeloa, oméppa, Eévou

D £€dapaooaro, omépparog, Eewviav

E ¢otaoev 6pBolg

F Xepotv
F ... Xepot
A ¢0€NW, €l ... Xipwy, apétepol, émebEaaba, (ia)thpa ... voowv

C T6%01G, TTabaLg, ydpev, TUpL KALOUEVOG

E éotaoav 0pBdav

B TEKTOVEG
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2.7 The *tetk-Composition of Pindar’s Pythian Three

The structural description carried out in the previous pages shows that main themes
of the poem are embedded in the ode by means of lexemic and semantic repetitions.
The selection of the leitmotifs is conditioned by the synchronic background of the
ode: Hieron was suffering from an illness when the ode was composed and he was
probably worried about his upcoming death and his legacy.2* However, framing the
ode within its synchronic context does not reveal anything about the antiquity of
the images and compositional strategies Pindar employs. In the next chapters I will
try to delve into the background of one specific compositional device of our poem,
which I call here “*tetk-composition’.

A “tetk-composition’ is a ring-composition in which derivatives of the IE root
*tetk- ‘to fashion’ are used as framing devices. Pythian Three offers an example of this
compositional possibility, since B-repetitions are built by means of the term téktwv
‘fashioner’ (see Section 3), an n-stem derived from the IE root *tetk- ‘to fashion’. As
already observed, the use of the double metaphor at the beginning and the end of
the poem has a deep thematic relevance, as it is connected to the dipole illness and
death vs. longevity and immortality: Asclepius was able to produce painlessness,
poets produce odes, which, through glory, grant immortality-among-the-mortals
to their laudandi and to the poets themselves. This kind of immortality, one may
argue, is ‘what is at hand’ for Pindar and Hieron and, therefore, a very much desir-
able outcome.

In a way, the finale of the ode contains an implicit promise of non-physical
longevity/immortality, which Pindar happens to retain two thousand five hundred
years after he fashioned the resounding verses of Pythian Three. It is no coincidence
that the final téktwv-metaphor (113) is surrounded by references to kA¢og ‘glory’
(EATILS Exw KAéog eVpEaBal kev UPNAOY Tpdow, 111; 4 & apeTh kAewvaic doldaig | xpo-
via TeréBel, 114-115). As already pointed out (see ‘Introduction’, Section 3), odes and
their performance are the concrete manifestation of Hieron’s kA¢o0g, namely, what
is heard about Hieron’s apetd. It is by fashioning Hieron’s glory, through the special
arrangement of his words, that Pindar creates ‘immortality-among-the-mortals’ for
this laudandus.

In the light of the structural analysis, one may finally add that the *tetk-
composition itself offers an example of how words are arranged (&puocav, 114) in
one ode. Therefore, the *tetk-composition features as a concrete example of Pin-
dar’s skill as a Téktwv. It might have been because of this highly metapoetic value

24 Eisenfield (2022).
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of the *tetk-composition that this compositional strategy came to be employed by
poets in connection with particular themes.

In the next pages, I will try to prove that in other Indo-European traditions
*tetk-compositions are connected with the same themes of immortality and glory,
and are recognisable as compositional devices that poets inherited from an ancient
tradition. Let us now turn to a Vedic comparandum to Pythian Three.



3 Ghosa Kaksivatr’s Pythian Three: Rigveda 10.39,
a Hymn to the Asvins

Les dieux, gracieusement, nous donnent pour rien tel premier vers;
mais c’est & nous de fagonner le second, qui doit consonner avec l'autre,
et ne pas étre indigne de son ainé surnaturel.

P. Valéry, “Au sujet d’Adonis,” in Adonis par Jean de La Fontaine

3.1 Introduction: Poet or Poetess?

Together with Rigveda 10.40 and 41, Rigveda 10.39 celebrates the Asvins. The
Anukramaniascribes RV 10.39 and 40 to Ghosa Kaksivati (“Ghosa, daughter/descend-
ent of Kaksivant”) and RV 10.41 to her son, Suhastya Ghauseya. Their ancestor
Kaksivant (Dairghatamasa) is, in turn, identified as the author of RV 1.116-126. Five
hymns of this series, RV 1.116-120 are dedicated to the Asvins and display a cer-
tain stylistic similarity to RV 10.39-41.1 G.J. Pinault (2001) and M. Witzel (2009), 8-9
argue that RV 10.39 and 40 were probably composed by a male poet but credited
to a female one, because they mention women (see below, RV 10.39.3, 6, and 7). As
interesting as the gender of the author may be, it cannot be determined with cer-
tainty and is not at all relevant for this study, so, for convenience, I shall refer to
the composer of RV 10.39 simply as a poet, providing pronoun alternatives (he/she,
his/her, him/her), leaving open the extremely unlikely possibility that the hymn was
composed by a woman. Indeed, even if the hymn were composed by a male poet,
the central stanza of the hymn includes direct speech attributed to a female ‘T

Before presenting the content of the hymn, its translation and structural fea-
tures, I introduce its dedicatees, the Asvins, because some of their main character-
istics are recalled in our hymn.2

1 The Anukramani, an index of the Rigvedic hymns, provides details about the author, the ded-
icatee, and the metre of each Rigvedic hymn. Although we are told that different Anukramani-s
existed, the most frequently quoted Anukramani is the Katyayana or Sarvanukramani (reference
edition: Macdonell [1885]).

2 Jamison/Brereton (2014), 1438: “This first hymn in the series is in most ways a standard Asvin
hymn, especially in the Kaksivant mode.”

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-004



34 = 3 Ghosa KaksivatP’s Pythian Three: Rigveda 10.39, a Hymn to the Advins

3.2 Who Are the Asvins?

The Asvins or Nasatyas (du. Asvina/Asvinau; Nasatya/Nasatyau),? also called the

‘Grandsons of Heaven’ (divd ndpata), are the prominent twin deities of the Rigveda.

Their appellatives have transparent etymologies:

— Asvin- ‘horseman’ is a substantivised in-possessive derivative to asvd- ‘horse’ (:
IE *h,ekud-, underlying Av. aspa-, Gk. innog, Lat. equus etc.).5

- Nasatya- reflects *néset-jo- ‘pertaining to the return home’, a lengthened grade
of an -i6-adjective built on *nes-ét-/-ét-7 a derivative of the PIE root *nes- ‘to
return home safely and arrive at the desired goal’.8

The designation divé ndpata ‘children of Heaven’ also parallels epithets and collo-
cations applying to their Indo-European counterparts,® Gk. Aldokouvpoy, Lith. Diévo
sunéliai, and Latv. Dieva deli. All these designations commonly feature a substantive
meaning ‘young man’, i.e. ‘son’ or ‘grandson’, e.g. Ved. ndpat- (compare Av. napat-,
Lat. nepos [NIL 520-524] etc.) which reflects IE *népot- ‘grandson’, and a genitive
singular of IE *diey- ‘(Luminous) Sky/Heaven’ or *dieuo- (Lith. diévas, Latv. dievs), a
thematic derivative of IE *dieu-.

In the Rigveda, the Advins often interact with deities of light: Pasan, a god
associated with sun-deities,® chooses them as his fathers (RV 10.85.14d); Usas, the

3 These duals are ‘elliptical’. That is, “the dual form is used as an associative marker of two sep-
arate individuals” (Clackson [2007], 101), as in Hom. Alavte, meaning Ajax Telamonius and his
brother Teucer (as per Wackernagel [1877]). A dat. sg. Ndsatyadya is attested in RV 4.3.6¢. According
to Pirart (1995), 403, in this passage the twins bear different names: Nasatya and Rudra.

4 The Nasatyas are protector deities of the Mitanni-treaty (first half of the 14t c. BCE, KBo I 1 Bo 55
rev. 56). On the daéva Naphaidiia- (Vd. 10.9f, 19.43f) and Av. aspin-* (Y. 42.2, S. 1.7, 2.7), which might
reflect asvin-, see Pirart (1995), 18-22, 25, 423-424.

5 On in-derivatives see Tucker (2013) and Grestenberger (2021), who proposes that the suffix con-
sists of an original i-substantivating/individualising suffix, which was recharacterised by a n-suffix.
6 It is possible that *h,ekud- is a thematic derivative to a u-stem *h,ek-u-, underlying Hitt.
ANSE.KUR.RA-u-, HLuw. asu <EQUUSi-sii> (as thought by Schindler, see Kloekhorst EDHIL, sv.
ekku-, Hackstein [2013], 99) and ultimately related to Gk. wkvg, Ved. asu- and Av. asu- ‘swift’, which
may reflect a reduplicated formation: *h,0-h,k-u-.

7 See Ginevra (2022), differently Pinault (2014), 272-273, and (2015).

8 The semantics of the root are debated: LIV2 454-455 proposes ‘to return safely home’, Garcia
Ramon (2004) ‘to arrive at one’s desired goal’; Malzahn (2007) supports a meaning ‘to get near with
joyful participation, to seek, desire’ cf. also Pinault (2015).

9 On these similarities see Mannhardt (1875), 309-314.

10 On this god see de Coster Atkins’ (1941) seminal study. For a comparison between Pasan and
Hermes see Watkins (1970) and Oberlies (2000).
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Dawn-goddess, is their sister;!! moreover, they woo the Sun-Maiden Strya,* who
picks them as husbhands®? and rides on their chariot.’ Nevertheless, scholars strug-
gle to connect the Avins with a specific light-phenomenon.’s Since they are said
to have been born in different places, to different fathers (Sumakha and Dyaus),16
they were identified with the complementary morning and evening appearances
of Venus: Lucifer and Hesperus.”” As explained by Gotd (2009), the Rigveda may
indeed preserve reminiscences of two different myths. The gods move differently
by day and night: morning-twin Asvin rides a chariot drawn by quadruped animals
through the sky, while evening-twin Nasatya rides a vehicle (a chariot or a boat)

11 RV 1.180.2c. The identification of Usas as the Asvins’ sister is supported by passages in which
the Avins accompany Usas (RV 8.5.2) or are awakened by her (RV 8.9.17), see Zeller (1990), 103-104.
12 RV 10.85.15 on which see Jamison (1996), 222-224.

13 So RV 1.119.5, 4.43.2, 6, 7.69.3-4. Elsewhere Surya marries Pasan (RV 6.58.4) or Soma (RV 10.85).
14 So RV 1.116.17, 8.8.10. In Massetti (forthc./b) I argue that the association between the Divine
Twins and the Sun-Bride is a mythological isogloss shared by the Vedic and the Baltic pantheons.
15 Y. Nir. 12.1: dyavaprthivyavityeke ‘horatravityeke surydcandramasavityeke rajanau
punyakrtavityaitihasikah “According to some they are heaven and earth; day and night, according
to others. Some take them to be the sun and the moon, (while) the historians regard them as two
virtuous kings.” I list here further interpretations by 19th century scholars: Geldner/Pischel (1897),
31 propose to take the gods as ‘saviours’, Weber (1862), 234, as the ‘Gemini-constellation’, Vodskov
(1897), 485-503 as ‘rain gods’, Ludwig (1878), 111, 334 as ‘the sun and the moon’, Goldstiicker in Muir
(1858), 255 as ‘twilights’.

16 RV 11814 ihéha jatd sdm avavasitam , arepdsa tan,va ndmabhih svaih | jisnir vam anydh
sumakhasya surir , divoé anydh subhdgah putrd the “Born (one) here, (one) there, the two have
always bellowed together with (one) flawless body but with their own (multiple) names. One of you
is lauded as the victorious patron of the good battler, the other as the son of heaven dispensing a
good portion.” The Dioscuri, sons of Zeus and the mortal Tyndareus, have different fathers too, as
recounted by several sources, including Pind. Nem. 10. On the separate birth(places) of the A$vins
see also RV 5.73.4c and Y. Nir. 12.2. The Asvins’ mother is once identified with the River Sindhu (RV
1.46.2a). Pirart (1990), 262 proposes that Sindhu is violated by her father Dyaus, but also unites with
Rudra. Indeed, siimakha- may be taken as an epithet of Rudra (as in RV 4.3.7b): ex Vedico ipso this
explanation would clarify why the Asvins are addressed as (a) Rudras (RV 1.158.1+) or rdudrau
‘the two sons of Rudra’ (RV 10.61.15a) (b) ‘grand-sons of Heaven’, but also ‘sons of Sumakha and
the Heaven’, and (c) ‘the ones who have Sindhu as their mother’. On the different genealogy in RV
10.17.2, in which the Asvins are sons of Vivasvant and Saranyd, see also Brhad-devata 6.162-163. On
the Puranic version of the story see Blau (1908). Jackson [Rova] (2006) compares the myth of Helen
and the Dioscuri to that of RV 10.17.

17 Oldenberg (1917), 207-215, Giintert (1923), 253-277, criticized by Hillebrandt (1927-1929), III
367-396.
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drawn by winged animals, through the waters.!8 However, the characteristics of the
gods merged at an early stage, so they feature as twins in the Rigveda.’?

Physical descriptions of the A$vins are vague: they are %brilliant’ (didivamsa,
RV 10.106.3c), ‘young’ (yuvana, RV 1.117.14b+), ‘splendid/auspicious’ (Subhrd-, RV
7.68.1a+),20 ‘adorned with gold’ (hiranyapesasa, RV 8.8.2c), and ‘lotus-garlanded’
(puskarasraja, RV 10.184.2d). They are ‘honey-rich’ (mdadhvi, RV 5.75.1e+), ‘honey
drinkers’ (madhupau, du. voc. in RV 1.180.2d, see also RV 8.22.17b), their whip and
chariot are ‘honeyed’/honey-bringing’ (RV 1.157.3a, 4b+),% and are connected or
directly compared to bees or flies (RV 1.112.21, 10.40.6, 106.10).22 This all suggests that
honey was once a different offering for the Asvins and that their grafting onto the
soma rite came later, albeit early on.z

3.3 The Asvins’ Chariot

Although the Asvins do not ride horses, they are called ‘horse-owners’.?4 Steeds,
which in the Rigveda often stand for metaphorical designations of light beams,2
pull their chariot (e.g. RV 1.117.2). The vehicle, which was built by the fashioner

18 In Massetti (forthc./b), l identify correspondences between the diurnal and nocturnal journey of
the Asvins, those of Helios’ voyage in Mimnermus fr. 12 and the Latvian Sun-goddess Saule. Frame
(2009) also argues for an original separation between a morning- and an evening-twin, identifying
Periclymenus as the Greek counterpart of Asvin and Nestor as that of Nasatya. Nestor takes on
Periclymenus’ appellative inmota ‘horseman’ (matching asvin-) after his death, hence the Homeric
formula innota Néotwp#’s matching asvin ndsatya-*.

19 In RV 2.39 the gods are compared to paired body parts (eyes, hands and feet, st. 5; lips and ears,
st. 6) and paired animals (twin goats, st. 2; geese, st. 3).

20 Gonda (1959), 116-117 stresses that subh- refers to “what is pleasant, agreeable, useful, virtuous,
honest, righteous, prosperous etc.” On the epithets of Nakula and Sahadeva, sons of the Divine
Twins in the Mahabharata, see Wikander (1957) [1958].

21 The priest who makes offerings to the Asvins is ‘honey-handed’ in RV 10.41.3a.

22 Hillebrandt (1927-1929), I 239-244 emphasises that, although mddhu- often means ‘sweetness’ in
the Rigveda, it means ‘honey’ when connected with the Asvins and bees.

23 InJB 3.120-129, MS 4.6.1 and TS 4.4.9 the Asvins are excluded from the Soma rite.

24 On the iconography of the Asvins see Jog (2005). Compare also the epithet dravdtpani- ‘whose
horses have running hooves’ as per Pirart (1992), 56 and (1995), 32 (RV 1.3.1b, 8.5.35b), dravddasva-
‘possessing running horses’ (RV 4.43.2c).

25 Macdonnell (1897), 53. On quadruped animals drawing chariots/carts as symbolical for
light-beams see Campanile (1986). The Asvins’ chariot is also said to be drawn by different kinds of
winged animals (RV 10.143.5; like geese, RV 4.45.4+, falcons, RV 1.118.4+ or bird-steeds, RV 6.63.7),
and other quadrupeds: the bull (RV 1.30.19) and the donkey (RV 1.34.9, 116.2, 8.85.7ab, see also AiBr.
4.7-9). On the association of this latter animal and the A$vins see Zeller (1990), 111-112.
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gods, Rbhus (RV 1.20.3+),26 is a prominent possession of the twins.?” As Zeller (1990),
92 remarks, “the Asvins’ chariot is more than just a means of transport, it is a
part of themselves. The epithets of the chariot are to a large extent identical with
those applying to its owners.”28 Just like the Asvins, their vehicle is ‘sky-touching’
(divisprs-, RV 8.5.28), ‘unaging’ (ajdra-, RV 4.45.7b) ‘immortal’ (dmartya-, RV
5.75.9d), ‘most wondrous’ (ddmsistha-, RV 8.22.1b), ‘much gleaming’ (puruscandrd-,
RV 7.72.1b) etc.® In a complementary fashion, the Advins ‘possess a good char-
iot’ and ‘are the best chariot-riders’ (surdtha rathitama, RV 1.22.2a). Praise of their
vehicle is so frequent that it can be regarded as a standard feature of the Rigvedic
hymns to the Divine Twins, including RV 10.39. At the same time, the extraordi-
nary features of the Asvins’ chariot may turn out to be revealing about the gods’
prehistoric background.

The vehicle, the orbit of which is called vartis-,30 is described as threefold in all
its parts,3! especially in connection with its three passengers: the Divine Twins and
the Sun-Maiden Strya, in whose wedding the Advins take part.32 As I have recently
proposed,3 the third wheel of the A$vins’ chariot (RV 1.34.9+) is the sun, a celestial
body compared to or directly represented as a wheel in the Rigveda (e.g. RV 1.130.9a)
and other Indo-European traditions.3* In this scenario, the literary portrayal of the
Adving’ chariot matches the Scandinavian iconography of the sun-chariot of the
Bronze Age, like the Trundholm Sun-chariot (ca. 1400 BCE) and Scandinavian rock
art. The Asvins are said to ‘carry Surya as (their) goods’ (suryavasii, du. voc. in
RV 7.68.3c). As a consequence of their embodiment of the diurnal and nocturnal
escorts of the sun (see Section 2), they came to be associated with swift animals

26 On the Rbhus in the Rigveda see Chapter 10.

27 The association between Divine Twins and horses is a trait the ASvins share with their Greek
and Baltic cognates, see West (2007a), 187-191.

28 The English translation from the original German is my own.

29 See Zeller’s (1990) appendixes VI and VIII.

30 This term only applies to the Asvins’ chariot except for in RV 10.122.6d, where it refers to
Agni’s movements.

31 According to the 14th century Rigvedic commentator Sayana (on RV 1.34.9 and 1.47.2), the Asvins’
cart is triple because it has a triangular shape or because it is capable of travelling through the
three worlds. Hillebrandt (1927-1929), I 64 suggests that the number ‘three’ refers to the course of
the year, whereas Caland (1921) proposes that ‘three’ is a shortened reference to the one thousand
verses dedicated to the ASvins.

32 According to Gonda (1976), 75, the number three may symbolize perfection; according to Zeller
(1990), 107-108 it may hint at the union of a twofold male principle with a single female one.

33 Massetti (forthc./b).

34 See Schmitt (1967), 166-167.

35 See Kristiansen (2018).
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(horses, birds), which traditionally pull the sun-vehicle.3¢ Elsewhere the sun is said
to be the felly that rolls towards Mitra and Varuna (RV 5.62.2) or the chariot that
Mitra and Varuna set in heaven (RV 5.63.7d).37

The complementary voyages and series of attributes of the Asvins-Nasatyas
match those of the Greek and Baltic Sun-deities. Moreover, the Asvins’ vehicle
exhibits the same features as the sun and as the sun-deities’ chariots: like the sun
(RV 1.46.10) and the chariot of the light-god Savity3® it is golden (hiranydyena ...
rdthena, RV 4.44.4-5) in all its parts.3® It is also ‘sun-skinned’ (sziryatvac—, RV 8.8.2b)
and has ‘a thousandfold raiment’ (sahdsranirnija ... rdathena, RV 8.8.11ab). The sun
and the Asvins’ chariot also move alike: they traverse the entire sky in a single day
(Advins’ chariot: RV 3.58.8cd, sun: RV 1.115.3cd+).

At a very early stage, which appears to date back to a stage in which at least
the Vedic and the Baltic pantheons were still closely aligned, the Asvins acquired
individual traits and were integrated into the solar wedding myth. Their role in
the passage of the sun came to be compared to that of the groomsmen or suitors in
the cosmic wedding, a myth which always features a Sun-bride, even in the Vedic
pantheon, where the Sun-deity is a god. The solar bride may be the personified
she-sun (Ved. Sarya, Latv. Saule), which is carried by the Asvins as if it were their
most precious goods.

The threefold chariot of the Asvins, strictly connected to the presence of Strya
as its passenger, may reflect an intermediate stage of the mythological elabo-
ration, in which the sun is imagined either as the passenger or the goods of the
AS$vins’ vehicle.

36 The same animals are often associated with the Sun, who possesses ‘swift horses’ or is ‘swift’,
compare asu- ... suryd- (AVS 13.2.2b), oxd¢ HéAlog (Mimnermus fr. 11a), rapidus ... sol (Hor.
Carm. 2.9.12+).

37 The association between the Sun-god and the chariot, not always explicit in the Rigveda,
becomes a standard feature of the god in post-Vedic Hindu art. Take, for instance, the 13t century
Hindu temple of Kornak, built in the shape of a 200-foot high chariot of Strya.

38 RV 1.35, in which both the god’s body parts and parts of the chariot are golden. This might hint
at a parallel between body and chariot.

39 RV 1.180.1c hiranydya vam pavdyah “your golden wheel-rims”; RV 8.5.29 hiranydyt va,m rabhir ,
isd dkso hiranydyah | ubhd cakrd hiranydya “golden your chariot-shaft, golden your chariot-pole
and your axle; golden both your wheels”; RV 8.22.5ab rdtho yé vam trivandhuré , hiranyabhisur
asvina “your chariot with its three chariot-boxes and golden reins, O A$vins.”
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3.4 Powers of the Asvins

Gods with a ‘swift-tracked’ (raghtivartani-, RV 8.9.8a), ‘smooth-rolling’ (suvyt-, RV
10.39.1a) chariot, which is ‘swift as the thought’ (manojii-, RV 1.119.1+) and ‘quicker
than the wink of an eye’ (RV 8.73.2ab), the ASvins are the quintessential gods in
movement: they are invoked to come to the sacrifice from various realms: ‘from
afar’ (paravdtah, RV 8.5.30b), ‘from the luminous realm of heaven’ (divdh cit
rocandt, RV 8.8.7a), ‘the air’ (antdriksat, RV 8.8.3b), ‘the sea’ (samudrat, RV 4.43.5b),
‘the flood of heaven’ (RV 8.26.17),%° and from all directions (“from the West or from
the East ... from the South or from the North ... from everywhere,” pascatat ...
purdstat ... adharat udaktat ... visvdtah, RV 7.72.5ac).

The great speed of the Advins is further manifested in their readiness to come
to the rescue of devotees seeking their help, hence their epithets suhdva (‘good to
invoke’, RV 8.22.1c+) and havanasruta (‘hearing a summons’, RV 5.75.5b+).4 The gods
are credited with rescuing people from all kinds of difficulties: they found Visnapa,
the lost son of Vi$vaka, and brought him back to his father (RV 1.116.23+),42 rescued
Atri from an earth cleft (RV 5.78.4) as well as from threatening heat (RV 1.112.7).
Finally, they saved Bhujyu, who had been abandoned by his father Tugra in the sea
(RV 1.116.3+),% by providing him with a ship ‘endowed with an own self and wings’:

RV 1.182.5ab
yuvdm etdm cakrathuh sindhusu plavam
atmanvdntam paksinam taugryaya kdm

For Tugra’s son [Bhujyu] in the rivers you made a boat endowed with an own self and
wings.

40 ydt sthdh dirghdprasadmani , ydd vado rocané divah / ydd va samudré ddhy dkrte grhé, jta d
yatam asvina “If you are at (the place) providing a long seat [= earth/ritual ground], or if you are
yonder in the luminous realm of heaven, or if on the sea or in a house made ready, from there drive
here, O Asvins.”

41 Semantic studies (such as Garcia Ramon [2016]) highlight the tie between words meaning ‘run’
and ‘help’ in Indo-European.

42 RV 1.116.23 avasyaté stuvaté krsniydya, rjyaté nasat,yasdcibhih/pasumndnastdmiva ddrsanaya
, visnapvam dadathur visvakaya “To Visvaka Krsniya, who was seeking your help and singing your
praise, who was aiming straight, Nasatyas, you gave by your powers, Visnapa [who is most likely
Visvaka Krsniya’s son] to be seen (once more), like a lost animal.” In the light of the possible identi-
fication between one of the Divine Twins and the ‘evening-star’, it is tantalising to compare the con-
tent of this passage and the sequence of beings named in Sappho X.95 Finglass (forthc.) (cf. 104a V)
gomepe mAvTa PEpwv 6o PaivoAlg éokésaa’ ADwG || épng oLy, eépng atya, eépng pdtept taida.

43 On the myth, see Oettinger (1988) (comparative perspective), Ronzitti (2010) (relationship with
RV 10.129).
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Furthermore, the Asvins are dasra (‘wondrous’, du. voc. in RV 1.46.2a+) and bestow
fertility as well as abundance on all animate beings. They gave a white prizewin-
ning horse to Pedu (RV 1.116.6+), caused the cow Sayu to give milk (RV 1.116.22cd+),
and poured out a hundred pots of madhu from a horse’s hoof (RV 1.117.6d). They
gave a wife to Purumitra (RV 1.116.1+), a son to Vadhrimati (RV 1.116.13+), and are
invoked in RV 10.39.6 to give a husband to an unnamed woman. Indeed, they are
often invoked by women to favour future marriage and offspring (RV 10.184). The
tie between the A$vins and brides, as well as childless couples, may once again rely
upon their association with Strya and their role in the solar wedding (see Section 3).
Furthermore, Zeller (1990), 49-53 connects the association between the Asvins and
fertility with the circumstances of their births: since the Asvins have two fathers,
they are believed to be endowed with greater sexual potency.

The Advins are occasionally addressed as Rudras (RV 1.158.1+) and, at least
once, as the ‘two sons of Rudra’ (RV 10.61.15a).44 Like Rudra who ‘bears remedies
in his hand’ (RV 1.114.5¢), they are healers (bhisdja, RV 1.157.6a+).45 They restored
the sight of Rjrasva (RV 1.116.16+) and replaced the lost foot of the mare Vispala
with a metal shank (RV 1.116.15). They ‘raised up’ (Ved. it ... airayatam) men who
were confined and left for dead or were already dead, such as Rebha and Vandana
(RV 1.112.5b, 118.6ab+), restored vigour and youth on old Cyavana (RV 1.117.13+) and
aging Kali (RV 10.39.8).%6 Since they are healers and saviours, the Asvins are com-
monly considered to be gods who are ‘close to men’.4’

3.5 Content of Rigveda 10.39

The hymn consists of fourteen four-pada stanzas: thirteen of them are in jagati-
metre (1-12, 14), one in tristubh (13).48 The poem begins with the praise of the
Asvins’ chariot, which is ‘good to invoke’ like the name of one’s father (1). The poet
asks for the lavish gifts of the gods (2), recalls their qualities as helpers of women

44 See Pirart (1990), 262.

45 On the etymology see Chapter 4, Section 4.

46 Myths involving resurrection and rejuvenation share some similarities, which has suggested
that the A$vins were also connected with the realm of death. In this regard, Parpola (2015) con-
nects the A$vins’ wonders to the urns and burial types of the Gandhara region, proposing that “the
Kanvas originally worshipped the Asvins with a horse sacrifice and with funeral rituals implying
revival of the dead” (p. 121).

47 See $B.4.15.14.

48 The jagati-stanza consists of four times twelve syllables, the tristubh of four times eleven
syllables.
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and sick people (3), makes reference to the Cyavana and Bhujyu episodes (4), and
expresses his/her intention to proclaim the deeds of the Advins, who are healers
and embodiments of joy (5).

The praise of the gods is interrupted by or, one may also say, takes on the new
shape of a direct speech of an unmarried woman who calls on the A$vins for help
(6). This invocation is followed by a catalogue of the gods’ accomplishments (7-10).
It is uncertain whether this latter section is to be imagined as a continuation of the
direct speech begun at 6. Since the catalogue of divine endeavours is a common
trait of hymns dedicated to these deities,* I argue that the catalogue may be taken
as a part of the direct speech begun at 6: it is possible to imagine that the speaker
of 6 is invoking the gods in the typical way they are addressed, that is, as deities
who help their protégés like parents (1 and 6), and by recalling their acts of benev-
olence. Therefore, I treat 6-10 like an ‘invocation-in-the-hymn’. In this connection,
it is noteworthy that the Asvins’ deeds listed in 7 broadly pertain to the sphere of
marriage and fertility (namely: Vimada’s marriage, Vadhimatrl’s impregnation and
Puramdhi’s easy childbirth) and seem to suit the needs of the speaker of 6, who
identifies herself as an unmarried woman without kin. The accomplishments of
8 concern physical restoration of strength and salvation (Kali’s rejuvenation, Van-
dana’s rescue, Vispala’s healing); those of 9 are episodes of salvation and/or resur-
rection (Rebha’s resurrection and Atri’s rescue). Stanza 10 contains a reference to
the horse the A$vins once provided for Pedu.

The gods are again invoked as protectors (11), with further reference to their
chariot (12) and two other miracles (13), namely: Sayu’s milk-cow and the freeing
of a quail. The hymn concludes with two metapoetic images: the fashioning of the
Adving’ praise is like that of a chariot, while the closeness between the poet and
his/her poetic creation resembles that of lovers or parents with their child (14). This
set of metaphors thus reprises the images of chariot fashioning, rejuvenation and
fertility (4 and 6-7).

3.6 Rigveda 10.39: Text and Translation

The provided translation is based on Jamison/Brereton’s (2014). Variations in the
translation proposed by the author are accompanied by footnotes reporting Jami-
son/Brereton’s translation.

49 See Jamison/Brereton (2014), 1438-1439.
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1. yoé vam pdrijma suvrd asvind rdatho
dosam usdso hdvyo havismata
Sasvattamasas tdm u vam iddm vaydm
pittir nd nama suhdvam havamahe

1. Your earth-encircling, smooth-rolling chariot, O Asvins, (which is) to be invoked
at evening and at the dawns by the man who offers oblation — that (chariot) of
yours do we now invoke, (we) as the latest of those who constantly do so — the
(chariot) good to invoke like the name of one’s father.

2. coddyatam suny'tah pinvatam dhiya

ut puramdhir trayatam tdd usmasi
yasdsam bhagdm krnutam no asvina
sémam nd carum maghdvatsu nas krtam

2. Stimulate liberal giving; swell our insightful thoughts; rouse profusions — we are
eager for that. Make us a glorious portion, O A$vins; make it dear to our generous
patrons like soma.

3. amajuras cid bhavatho yuvdam bhdgo
,Nasos cid avitdrapamdsya cit
andhdsya cin nasatya krsdsya cid

yuvam id ahur bhisdja rutdsya cit

3. You become good fortune even for the woman growing old at home, the helpers
even of the one lacking speed, even of the one furthest behind. Even of the blind
man, O Nasatyas, even of the emaciated,5° even of the broken - they say just you
are their healers.

4. yuvdm cydvanam sandyam ydtha ratham
punar yuvanam cardthaya taksathuh

nis taugryam ahathur adbhyds pdri

Vi§vét td vam sdvanesu pravacya

4. You two fashioned old Cyavana, like a chariot, into a youth again, (for him) to move
about. You pulled the son of Tugra out from the waters. All these (deeds) of yours are
to be proclaimed at the pressings.

50 According to Grassmann/Kozianka (1996) s.v. krsd-, whom I follow in my translation, the term
means ‘abgemagert, mager, schwalich, kranklich’ (see also EWAia s.v.). Watkins (1995), 538 renders
‘consumptive’, Jamison/Brereton (2014) opt for ‘starving’.
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5. purand vam virya prd brava jiné

4 tho hasathur bhisdja mayobhuva

td vam nii ndvyav dvase karamahe
oyam nasatya srdad arir ydtha dadhat

5.1shall proclaim your ancient heroic deeds before the people. And you were also
healers, embodiments of joy. Now we shall make you new (for you) to help us, O
Nasatyas, so that this stranger will place his trust (in us?).

6. iydm vam ahve srnutdm me asvina

putrdyeva pitdra mdahyam Siksatam

dnapir djfiia asajatyamatih

purd tdsya abhisaster dva sprtam

6. [A woman:] “It’s I who invoked you: hear me, O Asvins. Like parents for their son,
do your best for me. I am without friends, without kin, without blood relatives, and
heedless: rescue me in the face of this shame.”

7. yuvdm rdthena vimadaya sundhytivam
ny uhathuh purumitrdsya yésanam
yuvdm hdvam vadhrimatyd agachatam
yuvdm susutim cakrathuh puramdhaye

7. You two with your chariot carried down to Vimada the sleek maiden of Purumitra
(to be his wife). You two came to the call of Vadhrimati. You two made an easy birth
for Puramdhi.

8. yuvdm viprasya jarandm upeytisah
punah kalér akrnutam ytuvad vdyah
yuvdm vdndanam rsyadad td upathur
yuvam sadyo vispdlam étave krthah

8. You two made youthful vigour again for the inspired poet Kali, who was
approaching old age. You two dug Vandana out from the antelope snare. You two in
an instant made Vi$pala go.

9. yuvdm ha rebhdm vrsana guha hitdm
lid airayatam mamyvdamsam asvinda
yuvdm rbisam utd taptdm dtraya
dmanvantam cakrathuh saptdvadhraye

9. You two raised up Rebha, set in hiding and already dead, O bullish Advins. You
two made the earth-cleft and the heated (pot) comfortable for Atri, for Saptavadhri.
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10. yuvdm svetdm peddve ,’svindsvam
navdbhir vdjair navati ca vajinam
carkityam dadathur dravaydtsakham
bhagam na nfbhyo hdvyam mayobhiivam

10. You two gave to Pedu a white horse, a prizewinner with nine and ninety prizes,
O Agvins, (a horse) to be celebrated, one setting its comrades to running, to be
invoked by men like good fortune, and the embodiment of joy.

11. nd tdm rajanav adite kutas cand
namho asnoti duritam ndkir bhaydm
ydam asvina suhava rudravartant
puroratham krnuthdh pdtnya sahd

11. O you two kings and Aditi — not from anywhere does distress or difficulty or fear
reach him for whom you arrange that his chariot, along with his wife, will be in
front, O Asvins good to invoke, you who follow the course of the Rudras (= Maruts).

12. d téna yatam mdnaso javiyasa
rdtham ydm vam rbhdvas cakrir asvina
ydsya yége duhitd jayate divd

ubhé dhanti sudine vivdsvatah

12. Drive here with your chariot swifter than thought, which the Rbhus made for
you, O Asvins, and at whose hitching up the Daughter of Heaven [= Usas] is born
and both bright-lit day halves of Vivasvant.

13. td vartir yatam jayisa vi pdrvatam
dpinvatam saydve dhenum asvina
vFkasya cid vdrtikam antdr asyad
yuvdm $dctbhir grasitdm amuficatam

13. You drove your course with your victorious (chariot) through the mountain. You
made the milk-cow swell for Sayu, O A$vins. With your powers you two freed the
quail, which had been swallowed, even from within the mouth of the wolf.

14. etdm vam stomam asvinav akarm,
staksama bhfgavo nd ratham

ny amrksama yésanam nda mdrye
nityam nd sanum tdnayam ddadhanah

14. We have made this praise song for you, O Asvins. We have fashioned it, like the
Bhrgus a chariot. We have clasped it to ourselves like a dashing youth a maiden, hold-
ing it close like our own son who continues our lineage.
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3.7 The Structure of Rigveda 10.39

It is possible to distinguish two main sections in the hymn:

(i) aframe, consisting of the ‘external stanzas’, 1-5 (‘frame-beginning’) and 11-14
(‘frame-end’), in which we recognise a complex ring-composition;

(i) a centre, comprising the call for help in direct speech (6) and the catalogue
of the Advins’ deeds (7-10), which I treat here as a unit. Indeed, stanzas 6-10
are circularly organised: derivatives of the root hav occur at st. 6 (ahve, 6a),
7 (hdvam, 7c) and 10 (hdv;yam, 10d).

Table 3.1: RV 10.39, themes, sections, repetitions [cODS’ NAMES], [You TwO]

1 asvina invocation (i) frame
2 asvina invocation
3 yuvdm + nasatya miracles: healing
yuvam
4 yuvdm miracles: Cyavana; Bhujyu
5 nasatya praise
6 asvina invocation-in-the-hymn (ii) invocation-in-the-hymn
7 yuvdm yuvdm yuvdm miracles: Vimada, Vadhrimati, Puramdhi
8 yuvdm yuvdm yuvém miracles: Kali, Vandana, Vispala
9 yuvdm yuvdm miracles: Rebha, Atri, Saptavadhri
10 yuvdm asvina miracles: Pedu
11 asvind invitation to the sacrifice (i) frame
12 asvina praise
13 asvina + yuvdm invitation to the sacrifice +
miracles: Sayu’s cow; the quail and the
wolf
14 asvinau conclusion

The hymn is characterised by several lexical repetitions. A number of elements
occur throughout, namely the gods’ appellatives: asvina (1a, 2c, 6a, 10a, 11c, 12b,
13b), asvinau (14a), and nasatya (3c, 5d), and the pronoun ‘you two’ yuvdm (3a, d
[acc.], 4a, 7a, ¢, d, 84a, c, d, 9a, c, 10a, 13d). Brief references to the A$vins’ wondrous
deeds (4: Cyavana; Bhujyu; 13: Sayw’s cow; the quail and the wolf) frame stt. 7-10.
The catalogue of analogous deeds in favour of different worshippers of the gods
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or beings contains various reprises: the rejuvenation of Cyavana (4ab) parallels
that of Kali (8b); Cyavana’s restored capacity to move (cardthaya taksathuh, 4b)
parallels Vi$pala’s (vispdlam étave krthah, 8d).5! In this connection, it is noteworthy
that all the stanzas making reference to the Asvins’ accomplishments as helpers or
saviours feature a pronoun yuvdm ‘you two’ at the beginning of one or more padas
(frame-beginning: 3d [acc.], 4a, central catalogic part: 7a, ¢, d, 8a, c, d, 9a, c, 10a,
frame-end: 13d, see Table 3.1).

3.8 Rigveda 10.39: Lexemic and Semantic Repetitions

Further lexemic and semantic repetitions create parallelisms in the hymn. Fol-
lowing the same convention employed for the analysis of Pindar’s Pythian Three,
I mark lexemic and semantic repetitions with different alphabetic letters in small
capitals (4, B, c etc.), depending on the order in which they occur and the parts they
link (see Table 3.2).

A-Repetitions: A-repetitions connect the frame-beginning, the centre, and
the frame-end of the hymn. They involve the lexemes ‘chariot’ (rdtha-, A,), the root
‘to invoke’ (hav, A,), and the combination of the same root with the term ‘father’
(pitdr-, A5; du. ‘parents’). A prominent attribute of the Asvins, the gods’ chariot, is
invoked at 1 (rdthah [1a]) and is a term of comparison for Cyavana’s rejuvenation at
4 (rdtham [4a]). It is further mentioned in the central catalogue of the gods’ deeds,
in connection with the Vimada episode (7a), re-invoked at 11d, praised at 12b, and
finally used within a simile at 14b, where the work of poets is compared to the work
of skilled chariot makers. Two similes, which refer to ‘a chariot’, (4 and 14) create a
parallel between the Asvins’ skills and the skills of poets, which is also reinforced
through other lexical repetitions (see Tables 3.2-3.3).

Further interlocking repetitions are created through derivatives of the root hav
‘to call/invoke’ (hdvyo havismata [1b], suhdvam havamahe [1d], ahve [6a], hdvam
[7c], hdvyam [10d], suhava [11c]). Within these repetitions, the parallel between 1
and 6 stands out. In these stanzas, hav combines with pitdr- ‘father/parents’ (see
Tables 3.2-3.3, A;). The poet thus creates a sort of mise en abyme between the
frame-beginning and the invocation-in-the-hymn. At 1, the Asvins’ chariot is said
to be ‘good to invoke’ (suhdva-) like the name of one’s father (pitiir nd ndman, 1d);

51 The same verb, though with different prefixes, applies to Bhujyu’s (nih ... thathuh) and Vima-
da’s (ny ithathuh) episodes. This coincidence, however, may be considered trivial, since the verbs
denote different ways of conveying vehicles: Bhujyu is ‘led out’ of the waters, Vimada’s wife is ‘led
to” her new house.
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significantly, the unnamed woman who invokes the Asvins in direct speech (ahve
[6a]) compares their benevolence to that of ‘parents’ (pitdra [6b]) towards a son.
Therefore, the invocation-in-the-hymn reproduces the modes of the hymn which
contains it. Although the word ‘father’ does not occur within the end-frame of the
hymn, the complementary term ‘son’ applies to the poetic creation.? Together with
other lexemic repetitions this contributes towards establishing a link between the
Adving’ wonders and the skills of poets.

B-Repetitions: B-repetitions involve verbal forms of the root pinv ‘to swell’,
located at 2 and 13. These reiterations connect the frame-beginning and the
frame-end of the poem. At 2a, the Asvins are asked to make the poet’s poetic
thoughts ‘swell’, at 13b they are said to have made Sayu’s cow swell. The repetition
creates a parallel between material and immaterial gifts of the Asvins.

c-Repetitions: c-repetitions connect the frame-beginning and the centre of the
hymn. From a thematic point of view, they concern the A$vins’ benevolence; so, they
create further parallels between the gods’ generosity towards poets and the help
they provided to mythological characters. In particular, at 2c, the Advins are asked
to create a ‘glorious portion’ for poets (yasdsam bhagam krnutam). In parallel, at 3
they are said to make the ‘fortune’ (bhdga-) of women, while at 10d, it is the horse
the gods gave to Pedu which embodies ‘good fortune’ (lit. ‘good-fortune-portion’,
bhdga-). Through the repetition bhagd- (2c) : bhdga- (3a, 10d), both nominal deriv-
atives of the root bhaj ‘to allot’ (IE *bhag- ‘allot’, LIV 65), the poet highlights the
Asving’ gifts to women (i.e. wedding and fertility) and to Pedu, which are concrete
manifestations of the ‘good portion’ (sc. of wealth/fortune) the gods generously
bestow to their worshippers, including the poet of RV 10.39 himself/herself. The
pair puramdhi- (2b) : ptiramdhaye (7d) (Tables 3.2-3.3, ¢,) may be added to the same
dossier of repetitions from the semantic point of view. At 2b, the Asvins are asked to
stimulate ‘profusions’ (piiramdhi-) for their worshippers, while at 7d the same term
is the proper name of a worshipper helped by the gods. The repetition of ut-ir at
2b (iit puramdhir irayatam) and 9b (tid airayatam mamrvamsam) creates a further
parallel between the acts of benevolence of the gods (Tables 3.2-3.3, C5).

D-Repetitions: D-repetitions join two almost contiguous stanzas (3d and 5b)
situated within the frame-beginning. The reiteration of the epithet bhisdj- ‘healer’
emphasises one of the main prerogatives of the gods, the manifestations of which
are then exemplified in the centre of the poem.

52 The image can be compared to that of Simon. 12.5-7 (= PMG 519.92) tov § €[] || Jpa .[ . Ixaipwv
apoet myuv, Ko vid pdtnp OYLydvw 1. . yuévwg €xw “I joyfully put my arm around him, like a
mother around her long-awaited son.” However, the metaphor may apply to the victor, and not to
the poetic creation here.
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E-Repetitions: E-repetitions connect the frame-beginning and the centre of the
hymn (4, 8). Indeed, the repetition of ytivan- ‘young’ creates a parallel between the
episode of Cyavana and that of Kali, as both these characters are said to have been
rejuvenated by the Asvins.

F-Repetitions: F-repetitions belong to the semantic field of ‘making’, as they
involve the verbs taks ‘to fashion’ (r,) and kar ‘to make’ (F,), and create a parallel
between the Asvins, other fashioner divinities and the poet/worshipper. In particu-
lar, F,-repetitions connect the frame-beginning and the frame-end of the hymn and
are built through derivatives of IE *tetk-. So, they build a *tetk-composition in RV
10.39. The parallel with Pythian Three is actually impressive from both the struc-
tural and the thematic/phraseological points of view. Not only do taks-forms occur
at the beginning- and end-proximity of the hymn, just like the Téxtwv-metaphors
of Pythian Three, but they also occur within similes analogous to Pindar’s: the first
simile belongs to a ‘treatment’ context, the second to a metapoetic one.

The resemblance of the actions of the Asvins, the construction of their char-
iot, and the composition of the poem is further reprised through the repetitions
of kar (r,), which link the frame-beginning, the centre and the frame-end of the
hymn. At 5c the poet’s speech-act is compared to the action of ‘making the gods
new for help’ (ndvya- ... dvase kar). This poetic intention implicitly recalls Cyava-
na’s rejuvenation (4ab). Despite the formal difference taks and kar semantically
overlap. Indeed, at 8b kar applies to another episode of rejuvenation. The refer-
ence to the fabrication of the A$vins’ chariot, which in other texts is described by
means of taks, recalls the rejuvenation of Cyavana, who, at 4 is said to have been
‘made young, like a chariot’. Finally, both taks and kar are employed by the poet to
describe the fashioning of RV 10.39, at 14.

G-Repetitions: the repetition of the epithet mayobhii- ‘embodiments of joy’,
‘who become refreshment/joy’> connects the frame-beginning and the central part
of the hymn with the effect of creating a further parallel between the poet’s address
to the gods and the concrete manifestation of their generosity (see above, repe-
titions B, C): at 5b the poet states that the ASvins are ‘embodiments of joy’, at 10d
Pedu’s horse, i.e. a gift of the Asvins, is ‘to be invoked as embodiment of joy’ (hdv,
‘yam mayobhtivam).

53 Jamison/Brereton (2014).
54 Scarlata (1999), 365: “die zur Labung/Freude werden.”
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RV 10.39, lexemic and semantic repetitions

Table 3.2
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Table 3.3: RV 10.39, distribution of the lexemic and semantic repetitions

i1 AL rdthah ... hdvyah, havismata
Ay pitdh ... suhdvam
A, havamahe
2 B pinvatam
C bhagdm
G ut ... Trayatam
3 ¢y puramdhih ... bhdgah
D bhisdja
4 A, rdtham
E yuvanam
Fy taksathuh
5 D bhisdja
F, karamahe
G mayobhtiva
i 6 A rdthena ... ahve pitdra
7 A, hdvam
C, puramdhaye
8 E ydvat
F, akrnutam
9 ¢ Ut ... airayatam
10 A, hdvyam
(o bhdgam
G mayobhivam
i 11 AL °rathdm ... suhava
12 rdtham
F, cakrih
13 B dpinvatam
14 A, rdtham (complementary)
nd sandm
F, akarma

Fy dtaksama
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3.9 Pindar’s Pythian Three and Rigveda 10.39

Pindar’s Pythian Three and Rigveda 10.39 display striking similarities. Although cor-

respondences are to be expected to a certain degree, since both poems deal with

healers, common traits seem to concern multiple aspects of the poems, since they
apply to:

— themes: the Asvins and Asclepius are healers of three types of patients,
whose diseases seem to overlap; moreover, they are known to have effected
resurrections,

— phraseology: analogous metaphors or similes, in connection with healing, reju-
venation and metapoetics occur in both contexts, and

— structural devices: each poem displays a *tetk-composition, both compositions
having analogous thematic relevance.

In order to assess to what extent identifiable matches are coincidences, I will
address each of these features in the next chapters.



4 The Best of the Healers

4.1 Incantations, Herbs, and Surgery

Scholars in Comparative Philology have long pointed out that the list of Asclepius’
patients in Pythian Three matches that of the A$vins’ patients in RV 10.39.1

Pyth. 347-51
TOUG UV GOV, BG00L LOAOV ADTOPUTWY
EAKEWVY EUVAOVEG, I} TOALY XOAKY HEAN TETPLWUEVOL
1} XepUASL TnAeBOAw,
1 Oepv@ Tupl mepBOUEVOL SEnag iy
XEW@VL, AVoatg GAAov a0V AxEwv
gEayev

Now those who came to him afflicted with natural sores? or with limbs wounded by gray
bronze or by a stone that hit them from afar, or wracked in their bodies by summer fever3
or by winter, he relieved each of them of their various pains and let them go ...

RV 10.39.3cd
andhdasya cin nasatya krsasya cid
yuvam id ahur bhisdja rutdsya cit

Even of the blind man, O Nasatyas, even of the emaciated, even of the broken - they say
just you are their healers.

The hypothesis that some kind of cultural (Indo-European) inheritance underlies
the two passages was supported through other comparisons, which centred on
Pyth. 3.51-53:

1 See Darmesteter (1877), Benveniste (1945a).

2 As Fox (2021), 33 notices, avtoé@utog is never used by Homer nor Hesiod in connection with dis-
ease: “where Hesiod would have seen a punitive action of a god, Pindar saw a natural outbreak.”
3 Summer fevers were connected with the rising of the star Sirius in the sky, e.g. IL 22.27-31, Hes.
Op. 417, 586-588, on which see West (1978), 304-306.

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-005
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... TOUG P&V poAakaic EmaotSaig dugénwy,
700G 8¢ pocavéa Ti-

VovTag, fj yuiolg mepantwy navtodev
Qapuaka, Tovg 8¢ Topaig Eatacev 6pHoveg

... Some he tended with calming incantations, while others drank soothing potions, or he
applied remedies to their limbs from every side; still he made others stand upright with
surgery.*

The remedies attributed to Asclepius parallel medical treatments and/or narrative
details documented in Avestan and Celtic texts. Chapter seven of the Young Avestan
Videvdad, the “Law Repudiating the Demons,”s lists three types of physicians, who
master techniques similar to those of Asclepius:

vd. 7.44¢

yat pouru.baésaza hanjasdnte

spitama zaradustra
karato.baéSazasca
uruuaré.baésazasca
mqdJdro.baéSazasca

tam idra hanjasante

yat mgdram spantam baé§azom

aeso zi asti baésazangm baésaziiotamo
yat mgdram spantam baésaziio

Y0 nars asaoné haca urudfqgn bisaziiat

When (physicians) who have different kinds of healing (techniques) come together, O Spitama
Zaradustra — ones who heal with the knife, and ones who heal with herbs, and ones who
heal with the holy word —, (so) let them turn to this one, (who) heals with the holy word; he
is the most able healer: (who) heals with the holy word, who heals (also) the bowels of the
man who believes in asa.

4 The juxtaposition of incantations and other techniques is vaguely reminiscent of Soph. Tr: 1001
1003 7ig yap Goi8ag, Tig 6 yelpotéxvag | iatopiag, 6¢ tavs” dtav | xwpig Znvog kataknAnoel; The
passage is discussed by Lloyd (1987).

5 Benveniste (1970). For an overview of the Vidévdad see Malandra (2000), who reports that the
composition of the text does not predate the Achaemenid Empire (550-332 BCE).

6 Vd. 7.36-43 are concerned with who may practice the art of healing and what his compensation
should be. However, healers other than karato.baésazas are only named at Vd. 7.44.
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An analogous list is found in Ardwahist Yast” (i.e. Yt. 3), where it is enlarged with
two other categories:8

Yt. 3.6bg

aso.baesazo dato.baésazo

karato.baésazo uruuaro.baésazo

maqJdro.baésazé baesazangm baésaziiotamo

yat mgdram spantam baésaziio:

yo nar$ asaono haca urudfqn baésaziiag:

aéso zI asti baéSazangm baésaziiotomo

(There is) one (physician who) heals with aga, one who heals with the law, one who heals
with the knife, one who heals with the herbs, one who heals with the holy word. He
who heals with the holy word, he who heals the bowels of a believer, that is the most healing
among the healers.

Pindaric and Indo-Iranian matches may be summarised as follows:

Table 4.1: Asclepius’ patients, the ASvins’ patients, Asclepius’ remedies, remedies in the Vidévdad

Patient Types Remedies

Pyth. 3.47-50 RV 10.39.3cd Pyth. 3.51-53 Vd. 7.44

aUTOPUTWV EAKEWV EUVAoVEG andhdsya £maoldaic (51) mgqdro.baésaza-

(47-48)

UENN TeETpwpEévoL (48) rutdsya Topalg (53) karatd.baésaza-

miepBopevol Sépag (50) krsdsya Tpooavéa + Yappaka uruuaré.baésaza-
(52-53)

7 The Yast is a hymn to ASa VahiSta, which is recited in rituals to cure the sick. It mostly consists of
praise of the Airyama tSyo, a prayer addressed to the healer Airyaman, which is said to be the most
effective utterance against sickness. According to Boyce (1986), Yt. 3 is to be dated to an age when
the recitation of the YaSts came to be connected with the calendar. The earliest evidence for this
practice is the 4th century BCE.

8 Puhvel (1970), 375 tries to frame this passage within a trifunctional IE pattern. Consequently,
the two accretions (aso.baesazo dato.baésazo, Yt. 3.6b) may reflect a canonical list of Indo-Iranian
mythic medicine, in which each remedy corresponds to prerogatives of different Indo-Iranian
deities: aso.baésaza- is thus to be connected to the ‘law’ of Varuna, dato.baésaza- to the ‘rule’ of
Midra-Varuna, karato.baésaza- to XSadra, uruuaro.baésaza- to Amaratat, mqdro.baésaza- to medi-
cal spells of a magic character.
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According to Jaan Puhvel (1970), 370, the threefold lists of Pythian Three could
“reflect a borrowed Iranian or Indic-Iranian concept of the healing arts” that might
have ended up in Pindar’s text thanks to Greek physicians who attended the Achae-
menid court in the 5t century BCE (compare Hdt. 3.125.1 on Democedes).? In turn,
the threefold Indo-Iranian categorisation appears to fit into the trifunctional struc-
ture, which, according to Benveniste (1945b) and Dumézil (1946),1° was peculiar to
Indo-European societies. One could imagine that the patients affected by natural
sores represent the priestly class, those wounded by weapons the warriors, and
those affected by exhaustion the ‘third estate’. Regardless of whether such a clear-
cut categorisation of ancient societies is plausible,! the threefold pattern of cures
may actually reflect an inherited theme. Indeed, it parallels narrative details of
Middle Irish Cath Maige Tuired.’> According to an episode of the saga preserved
at §§33-35,13 after Nuadu is mutilated in the first battle of Mag Tuired,* the physi-
cian Diach Cécht provides him with a silver hand, which Diach Mech’s son Miach
heals by means of an incantation.’s Miach uses an Irish érnaold to cure Nuadu
(who is uéin tetpwuévoc)® and thus qualifies as a physician who heals with the
‘spoken’ formulation (YAv. mqdro.baésaza-). Later on, Miach is killed by his father
Diach Cécht, who hits him four times with his sword.'” In doing so, Dian Cécht, a

9 On Democedes see Hofstetter (1978), 46—47, Huyse (1990), 141-148.

10 See also Dumézil (1955), (1958), 7-32.

11 Dumézil’s studies had a huge impact on the field of comparative mythology but were highly
controversial: some scholars were strongly critical, e.g. Belier (1991), others fruitfully built on the
trifunctional theory, see, e.g. Frame (2009), Allen (2019), Nagy (2020a), (2020b), (2020c), (2020d),
(2020e), (20201), (2020g).

12 A mythological Irish saga, which, according to Murphy (1953-1955), 195 was written down
between the 11t—12th century and based on material composed about two centuries before.

13 Puhvel (1970), 378, Watkins (1995), 537-539.

14 Nudadu Airgetldm (‘silver-handed’ Nuadu) is the chief of the Tiatha Dé Danann, the faction
fighting the Fir Bolg in the great battle of Mag Tuired. §§33-35 seem to recount how Nuadu came
to be named ‘silver-handed’.

15 §33 “Now Nuadu was being treated, and Dian Cécht put a silver hand on him which had the
movement of any other hand. But his son Miach did not like that. He went to the hand and said
‘joint to joint of it, and sinew to sinew’; and he healed it in nine days and nights. The first three days
he carried it against his side, and it became covered with skin. The second three days he carried it
against his chest. The third three days he would cast white wisps of black bulrushes after they had
been blackened in a fire” Gray (1982).

16 The émaold in question has precise parallels in other IE traditions, namely Vedic (AVS 4.12,
AVP 4.15), Germanic (Second Merseburg Spell), Hittite (KUB 55.20 + KUB 9.4 rev. I 1-42, on which
see Dardano [2024]), and Tocharian.

17 §34 “Dian Cécht did not like that cure. He hurled a sword at the crown of his son’s head and cut
his skin to the flesh. The young man healed it by means of his skill. He struck him again and cut his
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karato.baesaza- of the Irish tradition, reverses the healing power of cutting (Gk.
Touaic) in order to cause an unhealable wound to his own son. After Dian Cécht
buries Miach, three hundred and sixty-five curative herbs grow on his son’s grave.1s
Therefore, Miach’s death produces @dppaxa, i.e. the resource of ‘healers who heal
with plants’ (YAv. uruuaro.baésaza-).

The Celtic parallel supports the existence of a way to refer to the totality of tech-
niques that a well-rounded physician mastered, which is common to two, maybe
three, cognate branches: Iranian, Celtic, and, possibly, Greek. Even supposing that
the Greek passage reflects a borrowing from Iranian, the match between the state
of things attested in Iranian and Celtic is impressive enough to suggest, at the very
least, that the topos of the three remedies is Indo-European. The question arises
as to whether the pattern of the three patients, observed in Pyth. 3.47-51 and RV
10.39.3cd, is inherited as well.

Table 4.2: Pyth. 3.51-53, Videévdad 7.44, Cath Maige Tuired 8833-35

Pyth. 3.51-53 Vd. 7.44 Cath Maige Tuired §833-35

emaoldaig (51) mqdré.baésaza- Miach ‘heals’ Nuadu’s silver hand with an incantation

Tmpooavéa + gappaka  uruuaré.baéSaza-  Herbs grow on Miach’s grave
(52-53)

Topaig (53) karato.baésaza- Diach Cécht kills Miach with four surgical cuts

4.2 Three by Three

It is tantalising to hypothesise that Pyth. 3.47-51 and Rigveda 10.39.3cd reflect
medical categories inherited from a prior linguistic phase common to Greek and
Vedic. On the other hand, the triads of patients may simply convey totality, i.e. they

flesh until he reached the bone. The young man healed it by the same means. He struck the third
blow and reached the membrane of his brain. The young man healed this too by the same means.
Then he struck the fourth blow and cut out the brain, so that Miach died; and Dian Cécht said that
no physician could heal him of that blow” Gray (1982).

18 §35 “After that, Miach was buried by Dian Cécht, and three hundred and sixty-five herbs grew
through the grave, corresponding to the number of his joints and sinews. Then Airmed spread her
cloak and uprooted those herbs according to their properties. Dian Cécht came to her and mixed
the herbs, so that no one knows their proper healing qualities unless the Holy Spirit taught them
afterwards. And Dian Cécht said, ‘Though Miach no longer lives, Airmed shall remain’“ Gray (1982).
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might stand for, say, ‘all patients’ or ‘all diseases’ in both languages. Pindar’s text
itself calls Asclepius “the hero who warded off all kinds of diseases” (mavtodamndv
... vouowv, 7).

Therefore, the patients of 47-51 may embody concrete examples of “diseases
of all kinds.” The threefold categorisation happens to nicely correlate, though
only from a stylistic point of view,’® with the three types of remedies. In turn, cat-
alogue-like patterns are typical of hymns to healer gods (see Section 4) and anal-
ogous cletic patterns (including the enumeration of the aretai) not only apply to
Greek and Indic saviours, but also to virtually all saviours of ancient Mediterra-
nean cultures and beyond.

Further scepticism on the ‘inheritance-hypothesis’ arises through analysis of
the stylistic elements of RV 10.39. The triad ‘blind, broken, emaciated’ constitutes
a deviation from standard collocations applying to people who are sick and/or in
difficulty, whom the Asvins and other gods help. A Rigvedic passage from the eighth
mandala makes clear that the couple andhd- ‘blind’ + sréna- lame’ is a binomial
pair? denoting [ALL SICK PEOPLE]:

RV 8.79.2

abhy, drnoti ydn nagndm

bhisdkti visvam ydt turam

prém andhdh khyan nih sroné bhiit

He (sc. Soma) covers over what is naked; he heals everything that is sick. The blind man
sees; the lame sets forth.

The pair [BLIND + LAME] mostly applies to people helped or healed by Indra (RV
2.13.12d, 4.30.19b) and Soma (RV 10.25.11e); in only one case does it refer to patients
cured by the A$vins. However, in that instance, the binomial turns into an ‘enlarged’
version, call it ‘trinomial’, of the couple [BLIND + LAME]:

19 The hypothesis of a clear-cut correlation between the three categories of patients and the alleg-
edly three remedies is to be rejected in the light of literary passages, in which remedies are used to
cure different kind of wounds and diseases; see Fox (2021), 11-22. Fox (2021), 33 points out that the
skills of Asclepius are “mostly no different from those ascribed by Homer to his hero-healers.” The
use of the knife and pharmaka is often referred to in Homer (take, e.g. Il 11.515 ioVg T éKTauvEY
énl T fjma appaka maccew); in Od. 19.457-458, Autolycus and his companions stop Odysseus’
bleeding through an énaot8n.

20 “The sequence of two words pertaining to the same form-class, placed on an identical level of
syntactic hierarchy, and ordinarily connected by some kind of lexical link” Malkiel (1959), 113. See
also Watkins (1995), 46 (who calls the binomials ‘merisms’), West (2007a), 99-100.
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RV 1.112.8ab
ydbhih sdcibhir vrsana paravijam
prandhdam srondm cdksasa étave krthdh

Those powers with which, O bulls, you (helped) the outcaste, made the blind see, the lame
walk.2!

It is possible that the twofold collocation [andhdm srondm] came to be enlarged
with a third example because of the association between the ASvins and the num-
ber ‘three’, which is embedded in the gods’ biography and attributes: their parents
are three, i.e. one mother, two fathers; their chariot is threefold (see Chapter 3, Sec-
tion 3). That three is the number most associated with the Asvins is made explicit by
Rigveda 1.34, a hymn to the gods characterised by repetitions of the word ‘three’ in
almost every stanza.? In turn, the tie between the Asvins and the number ‘three’ is
likely to have relied, to some extent, upon the participation of the gods in the Third
Soma Pressing, to which some core-myths of the Indic Divine Twins are linked (see
Chapters 6, 12, 14, and 15). A certain ‘triadic’ tendency may be detected in RV 10.39 as
well. Stanzas 7-9, which list the defining endeavours of the gods, include mythical
examples accumulated three by three: 7 mentions the episodes of Vimada, Vadhri-
mati, and Puramdhi, 8 those of Kali, Vandana, and Vi$pala, 9 those of Rebha, Atri,
and Saptavadhri.

Furthermore, the triadic mode may also underlie Rigveda 10.39.3ab and 3cd.
The first and the second halves of the stanza are constructed alike. They both
include triplets of generic examples of people the Asvins usually help and heal: the
examples of 3ab are about help and favour, those of 3cd are about healing:

RV 10.39.3

amajuras cid bhavatho yuvdm bhdgo
L NAs6s cid avitdrapamdsya cit
andhdsya cin nasatya krsdsya cid
yuvdm id ahur bhisdja rutdsya cit

21 Transl. modified by the author.

22 The first two stanzas of the hymn can give an idea of its unfolding: “1. Three times (¢rth) today
take cognizance of us. Extensive is your journey and your giving, O A$vins. Because clasping you is
like clasping on a garment in winter, become ones who can be clasped by men of inspired thought.
2. Three wheel-rims (trdyah pavdyah) are on your honey-bringing chariot; all know the spoor of the
soma through and through. Three props (trdya skambhdsah) have been propped up to take hold of;
three times by night (¢trir ndktam) you drive, A$vins, and three times (¢rth) by day.”
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You become good fortune even for the woman growing old at home, the helpers even of the
one lacking speed, even of the one furthest behind. Even of the blind man, O Nasatyas, even of
the emaciated, even of the broken — they say just you are their healers.

A number of structural similarities may be identified: both padas 3ab and 3cd con-
tain (i) a pronoun yuvdmand (ii) three couples [PERSON HELPED,,, i, + Cit]: one such
element is located at the beginning of padas (a) and (c), while another (namely, the
last [PERSON HELPED,,, (. + cit]) is located at the end of padas (b) and (d), preceded
by a nominative dual with predicative value (avitdra, b; bhisdja, d). The repeated
construction of the padas suggests that they express the same thing: they provide a
catalogue of people who the Asvins favour (a), help (b), and heal (cd). This analysis
invites us to re-think the comparison between our Greek and Vedic comparanda.

We cannot exclude the Pindaric mini-catalogue of Asclepius’ patients and
the Rigvedic catalogue of the Asvins’ patients having originated independently.
The analysis of inner-Vedic evidence may indeed suggest that RV 10.39.3 displays
the typical stylistic features of the hymns to the Asvins, such as reflections of the
gods’ association with the number three.2 However, as shown by the comparison
between differently structured Vedic merisms and elements internal to the Pin-
daric ode, in both cases the triads are employed to the same purpose: providing
examples or sample categories of [ALL KINDS OF DISEASES/PATIENTS].

4.3 Healing the Unhealable

A second common trait between Asclepius and the Asvins is the peak of their heal-
ing skill: the resurrection of a dead.

Pyth. 3.55-58
ETpamev Kal KEvov ayavopt uab@m
XPLOOG €V XEPOLY YAVE(C
Gv8p’ €k Bavdtov kouicat
18N dAwkota: xepol 8§ dpa Kpoviwv
plbaig SU aueotv dumvodv otépvwy kdBerev
wKEWG, aibwv 8¢ kepavvog évéokipev popov

23 There is no particular association between number three and Asclepius, in classical literature,
not even in Ovid’s account of the resurrection effected by Asclepius (Fasti 6.753 pectora ter tetigit,
ter verba salubria dixit “He [sc. Asclepius] touched the breast three times, three times he pro-
nounced the words that restore health”).
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Gold appearing in his hands with its lordly wage prompted even him to bring back from
death a man already carried off. But then, with a cast from his hands, Cronus’ son took the
breath from both men’s breasts in an instant; the burning thunderbolt hurled down doom.

RV 10.39.9ab
yuvdm ha rebham vrsana guha hitam
ud airayatam mamrvamsam asvina

You two raised up Rebha, set in hiding and already dead, O bullish Asvins.

The evaluation of possible overlaps between the two stories is limited by our differ-
ent and relatively narrow degree of knowledge of the two accounts: while several
Greek texts mention the resurrection effected by Asclepius, the information we
possess on the episode of Rebha is scarcer.

Asclepius is credited with the resurrection of different men: according to
Stesichorus (fr. 92a—e = 194 PMG) he resurrects Capaneus and Lycurgus,2* according
to Schol. Pyth. 3.96 Hippolytus; according to others Glaucus (Ov. Fast. 6.750). Our
sources further disagree on the epilogue of the story. While Pindar states that Zeus
incinerates hoth Asclepius and the resurrected patient (dpeoiv), other traditions
seem to report that only Asclepius died (Hes. fr. 51, Stes. fr. 92 = PMG 194).

In the Rigveda, the episode of Rebha? is briefly mentioned only in the hymns
dedicated to the Asvins. Significantly, five out of the six total instances are found
in hymns attributed to members of the Kaksivant family (namely, Ghosa and
her father Kaksivant Dairghatamasa). More specifically, Rigveda 1.119.6a is enig-
matic: here the Asvins are said to have given space to Rebha ‘from being besieged’
(pdrisuiteh), the term pdrisiti- possibly implying a generic reference to ‘difficulty’
metaphorised as ‘oppression’. Otherwise, the Rebha episode is represented as the
rescue of a dead man in the water. Some passages specify that Rebha had bobbed
away and twisted in the waters (RV 1.116.24c), that he was ‘confined, bound’ and
‘rasping’ (RV 1.112.5ab) or ‘bound and pierced by the malicious one for ten nights
and nine days’ (RV 1.116.24bc). The A$vins are said to have ‘brought Rebha back like
a horse hidden by those of evil ways’ (RV 1.117.4ac) or to have ‘raised’ or led him

24 Capaneus takes part in the expedition against Thebes, while the identification of Lycurgus is
debated, see Finglass (2014), 350-351.

25 On a possible iconographic reflection of the same story on a lekythos from Ruvo, early 4t c. BCE
(inv. n. 36060, ant. inv. 1548, National Museum of Jatta) see Giudice (2017).

26 Synchronically, rebhd- means ‘raising the voice’, ‘singing’ (EWAia sv., Grassmann/Kozianka
[1996] s.v.). It occurs 20 times in the Rigveda (Lubotsky [1999] s.v., Grassmann/Kozianka [1996] s.v.).
However, in most of the instances the term is an epithet. It may reflect a speaking name, applying
to a seer, see RV 1.117.4b, where Rebha bears the epithet fsi- (‘seer’).
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up’ (it ... airantam, RV 1.112.5b, 118.6ab, tin ninyathuh, RV 1.116.24d). A resurrection

may be implied by the use of ut-ar! (pres. ind. ut ... fyarmi) in RV 1.112.5b, where the

verb ‘to raise up’ is followed by the clausula s var drsé ‘to see the sun’, which means

‘to be alive/to live’.27 Only RV 10.39.9 makes clear that Rebha was ‘already dead’ (9b)

when the Asvins raised him up.

Certainly, the accounts of the resurrections effected by Asclepius and the Advins
differ in a variety of details. Crucially, at the time they intervene the healers do not
have an equivalent status: the ASvins are immortals, Asclepius is the mortal son of
Apollo, who becomes a cult-hero after dying.2¢ Consequently, the two resurrection
episodes are treated differently: the A$vins’ wondrous deed is a gratuitous act of
benevolence, whereas the resurrection executed by the bribed Asclepius is an act of
hybris. As a result, the episode connected with the death of Asclepius is a negative
mythological example in Pythian Three, while the Indic resurrection episode is a
positive example of the Advins’ generosity. Nevertheless, aspects of these defining
deeds can be compared typologically:

— In both contexts, the final outcome is summarised through the structure [VER-
B(to bring back, make stand up vel sim.) — PERSON,. — (already) DEAD ¢ occ]-
Incidentally, both in Pyth. 3.57 and RV 10.39.9 ‘dead’ is expressed through a
perfect participle ((Awkota, Pyth. 3.57, mamrvamsam, RV 10.39.9b). No further
details are provided; so, we do not gain an insight into the resurrection pro-
cedure. Since resurrecting the dead demands mastering inaccessible, maybe
esoteric knowledge, detailed descriptions might be taboo in poetic texts.

— Both interventions mythologise a hyperbolic topos, which might actually apply
to all the greatest healers: ‘X is such a great healer that he can heal the unheal-
able: death’.

Hence although reflections of a unique Indo-European inheritance in the two resur-
rection episodes are difficult to recognise, we may identify how cognate traditions
deal with the topos of the best healer and observe to what extent these treatments
overlap.

27 Dunkel (1993), Ginevra (2019a). In the Rigveda s var drsé always occurs at the end of a pada (RV
1.50.5¢c, 112.5b, 7.81.4b, 8.49.8d, 9.48.4a, 61.18c, 10.136.1c) in order to express ‘(in order) to see the sun’.
28 On the notion of ‘cult-hero’ see the seminal studies of Nagy (2013b) and now Nagy (2024).
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4.4 “Great Light to Mortals”

The first half of Pythian Three (and, in particular, 8-58, the verses concerning
Asclepius) shares similarities with cletic hymns to healing deities, which feature
an “invocation of the healing god, followed by appropriate epithets, genealogy and
aretai” as well as “a prayer [that] require[d] the god to come and appear,”? like a
saving light from the sea.3® As already pointed out, Asclepius’ epithets are listed at
6-7, his genealogy is recalled at 8—46 (Chapter 2, Section 5), and 47-53 catalogue his
aretai (Chapter 2, Section 6). The image of the saving light occurs at 72-76:

Pyth. 3.72-76
0 pév 818vag yaprrag,
el katéBav vyielav Gywv xpuotav

KOUOV T a€0Awv ITuBiwv alylav ote@dvolg.
700G dplotevwv depévikog EAev Kippa moTé,
aoTépog ovpaviov

paul TnAavyéatepov Kelvw QAaog
g&kopav ke Babuv movTov mepdoalg

And if I had landed, bringing him two blessings, golden health and a victory revel (to add)
lustre to the crowns from the Pythian games which Pherenicus once won when victorious at
Cirrha, I swear that I would have come for that man as a light shining from further away than
(any) heavenly star, upon crossing the deep sea.

The metaphor of the healer as a saving light is a universal.3l However, in this case, a
consistent system of images, reflected in the lexicons and phraseologies of Indo-Eu-
ropean sister-traditions can be recovered through comparative analysis: ‘seeing the
light of the sun’ means ‘to be alive’ in Hittite, Vedic and Greek (Dunkel [1993], 106—
108);32 Greek and Old Norse terms for ‘light’ can be interpreted as ‘saving/healing

29 Slater (1988), 55.

30 Saviours and healers come from the sea in Soph. Ant. 1140-1145 (Dionysus); see also SEG 25.266.
The eiselasis of the healers from the sea was re-enacted in rituals, see Nilsson (1976), 583, Pritchett
(1979), 16-17.

31 See West (1997), 253, 574, 577 for Semitic parallels for the metaphor ‘light’ = ‘salvation’. In both
Greek and Hebrew, the expression ‘to become the light of [PEOPLE]’ means ‘to become the salvation
of [PEOPLE]’, e.g. Il. 8.282 and Isa. 49.6.

32 E.g. KUB 24.5, 7-8 nu=wa=za apus da ammuk=ma=wa arha tarni | nu=wa PUTU AN-E IGIH¥lA-jt
usgallu “Now take those for yourself, but let me free. Let me see the sun of heaven with my eyes”
(transl. Dunkel [1993]); RV 9.4.6ab tdva krdtva tdvotibhir , jyck pasyema siryam “through your
resolve and your help might we see the sun for a long time”; the Homeric formula {wewv kat 6pav
@aog neioto (IL 3x, Od. 5x), which may contain a synonymic pair [to BE ALIVE + to SEE THE LIGHT
of THE SUN(= to LIVE)].
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light’, especially when they occur in medical contexts.?3 Further comparanda allow
us tolocate even more precise correspondences for Pyth. 3.72-76. Take, for instance,
the following passage from the Young Avestan Hom Yast:34

Y.10.7cg
yadra bada upazaiti

yadra bada upastaoiti
haomahe baésaziiehe

cidram dasuuara baéSazom
ahe vise uta maéanam

From the house (sc. nmanat), to where he repeatedly(/clearly) brings (sc. the brilliant
health), where he repeatedly(/clearly) praises aloud the brilliant health, the healing power
of healing Haoma in his house and dwelling.

Similarities to Pythian 3.72-76 are detectable both on the lexical and phraseological

level. More specifically,

— theverb upazaiti, 3- singular present indicative active to upaz-, is a compound
of az-‘tolead’, a cognate of Greek ¢iyw, employed by Pindar at 73 (Oyielav éywv);

— the phraseology cidram dasuuara baésazam is semantically comparable to
Greek Vyiewav dywv ypvcoéav (73), and to the image of the saving light (¢dog,
75). In fact,

— from the etymological point of view, the term baésSaza- is built with the same
lexical material found in Pyth. 3.72-76. Just like its Old Indic match bhesajd-,
the Young Avestan word reflects PIIr. *bhaisaj-d-, a thematic derivative with
secondary vrddhi of PIIr. *bhiSaj-, which underlies both Avestan bisaz- and
Vedic bhisdj- ‘healer’.35 PIIr. *bhisaj- is a compound consisting of a SCM derived
from the same IE root underlying Greek ttyw (PIE *h,ag- or *h,eg-)3 and a FCM

33 Compare Pind. Pyth. 4.270 éool & latip €mkaipotarog, Hatdv té ool Tpd edog “But you are a
most fitting healer, and Paean honours your saving light”; Skd 75 S6l ok sunna, syn, fagrahvél, leiftr;
hrjédr, leika, liknskin “sun and day-star, sight, fair-wheel, lightning, coverer, toy, light of healing”.
34 The Hom Yast is the name given to a section of the Avestan Yasnas (Y. 9-11.11). It consists of
a collection of stanzas celebrating Haoma. Haoma, equating Vedic Soma, is the Avestan name
for an exhilarating plant and its divinity. On the plant and its ritual employment see Flattery/
Schwartz (1989).

35 On the secondary vrddhi in thematic derivatives of Iranian compounds see Rau (2007).

36 The IE root is commonly reconstructed as *h,eg- (LIVZ 255-256). If HLuw. katta aka- (Poetto
[1998], 111) belongs to the same root, a reconstruction *h,ag- may be preferable, since the Luwian
verb shows no trace of the initial laryngeal 2.
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*bhis°, reflecting the zero-grade of an s-stem to PIE *bheh,- ‘to shine’, a root
connected to that of Greek ¢dog.3

Significantly, the epithet bhisdj- is a common epithet of the A$vins, occurring twice
in RV 10.39:

RV 10.39.3cd
andhdsya cin nasatya krsdsya cid
yuvam id ahur bhisdja rutdsya cit

Even of the blind man, O Nasatyas, even of the emaciated, even of the broken — they say just
you are their healers.

RV 10.39.5b
dtho hasathur bhisdja mayobhiiva

And you were also healers, embodiments of joy.

In principle, the internal syntax of bhisdj- might reflect [to LEAD — to the LIGHT] or
[to LEAD/BRING — the LIGHT]. In several Indo-European languages, including Greek,
[to LEAD — to the LIGHT] means ‘to bring (back) to life’ or ‘to rescue’.38 The interpre-
tation of Ved. bhisdj- as ‘bringing to the light, i.e. to salvation’ would suit the A$vins
(as well as their IE counterparts), given the role these characters play in several
myths (Chapter 6). However, the interpretation [to LEAD/BRING — the LIGHT (= REM-
EDY)] may also be defended by means of phraseological arguments. A collocation
with the structure [dyw-¢dog,.. ] meaning ‘to bring the light (of salvation)’ is only

37 The Greek s-stem ¢dog seems to be based on an enlarged version of the root *b"eh,-u-. This
enlarged root could be another instance of the pattern seen in the pairs *dehs- to give’ (Gk. §@pov
‘gift’) : *dehsu- (Ved. diivas- id.”); *(s)tehs- ‘to place (oneself)’ (Gk. otiuwv ‘warp’) : *(s)tehou- (Ved.
sthiird- ‘thick, dense’), *gheh,- ‘to gape’ (Gk. ydokw ‘id.) : *gheh,u- (Gk. yadvog ‘empty’): PIE roots
with the structure *CeH- are occasionally enlarged with -u-, see GEW 984 and Chantraine DELG,
1170, 1172. According to Peters (1993), 107 gd(F)og is the result of the contamination between *b"aos
(*bhehz0s) and *b"haur- (found in Ved. vibhavan-, vibhavart- ‘having [wide] shine’). Ginevra’s (2019a)
interpretation is convincing on linguistic and semantic grounds. The proposal of interpreting Ved.
bhisdj- and Av. bisaz- as compounds was first put forth by Rix (1995), 246. According to him, the
FCMs reflected *b"h,-s- ‘spell, remedy’ (as per Kuiper [1934], 262, see Mayrhofer [2005], 64) and the
SCMs were to be traced back to IE *h,eg- ‘to speak’ (LIVZ 265). However, Rix also briefly mentioned
the possibility that the SCMs were etymologically connected to *h,eg- ‘to lead’.

38 E.g. Pind. OL 5.14 @’ dpayaviag dywv £¢ dog tév8e Sduov dotdv “bringing this community of
townsmen from helplessness to light.” The phraseology of AVS 8.1, 2 is discussed by Ginevra (2019a),
76-78; on Ved. s,var drsé see Section 3.
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attested by an anonymous lyric poet of relatively late age, in connection with the
goddess TUxa,3 compare

Adesp. PMG 1019.8
Kol Adumpov @aog éyayeg év okoTel

And you have led (= brought) brilliant light in (the) darkness.

Both bhisdj- and @dog &yw may be connected with the synonymic collocation
[pépw-0dog,. 1,4 which is likely to apply to the Greek counterparts of the Asvins
in Alcaeus’ fragment 34, the ‘Hymn to the Dioscuri’:

Alc. fr. 34.5-124

ol kat edpnav x[B6va] kai BdAaccav

naioav €pxecd’ w[kumo]Swv en inmwv,

piia 8 avbpwmot[g] Ba[vldtw pveabe
{akpudevTog

e0g8[Vylwv Bpwokovt[eg ém’] dkpa vawv

mtliAoBev Adumpot potolv... ...Jvteg

apyaréal 8 &v voxtL @[dog élpovteg
vt ple]Aatvat

[Sc. the Dioscuri] who go on swift horses over the broad earth and all the sea, and easily
rescue men, from chilling death, leaping on the peaks of their well-benched ships up the fore-
stays, brilliant from afar as you run bringing light to the black ship.

Similarly, this passage exhibits common features with Pyth. 3.72-76, such as

— references to sea and ships, 8dAacoav | maioav (5-6), dxpa vawv (9), vii (12),
which can be compared to é§ikdpav ke Babuv movtov nepdoalg (Pyth. 3.76);

— the phraseology [FAR-SHINING]: ]liAoBev Adumpot (10, of the Dioscuri), which
stands close to aoTépog obpaviov ... NAavyéatepov (Pyth. 3.75)

— the phraseology [to BRING — LIGHT], @[dog @¢]povteg (11), which may be com-
pared to Uylelav dywv xpvaéav (Pyth. 3.73) and keivy @dog || égwopav (Pyth.
3.75-76), since the ‘arrival as a saving light’ is imagined as the visible man-
ifestation of two blessings, which Pindar would like to provide to Hieron
(Pyth. 3.72-76).

39 I thank Hayden Pelliccia for pointing out this passage to me.

40 The IE roots *bher- and *h,ag- are often employed in similar contexts. On occasions, their pat-
terns of distributions can be described in a relatively precise way, as explained by Nagy (2017c).
41 I print the text as per Finglass (forthc.).
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The reference to Alcaeus’ passage may allow us to defend the interpretation of
bhisdj- as ‘bringing the light (= remedy)’. The medical remedy is called by Pindar
the ‘light’ (Pyth. 4.270), while Asclepius, i.e. the healer Pindar would like to provide
to Hieron (1-7, 63-69), is said to be a ‘great light to mortals’ (Ar. Plut. 640). At the
same time, the comparison between Pindar’s and Alcaeus’ passages is even more
impressive if we frame it in a wider comparative context since it allows recover-
ing the ‘Dioscuric’ background of the Pindaric image of Pyth. 3.72-76. Just like the
Dioscuri in Alc. fr. 34, the Advins are horse-owners who save people at the sea (see
Chapter 3, Section 4), moreover, they are ‘bringers of the saving light (= cure)’ par
excellence (bhisdj-).#2 It is also significant that Alcaeus refers mjAoBev Adumpot to
the Dioscuri and Pindar to the light which outshines a star from the sky, since, as
already touched upon, the Asvins might have been identified as the morning and
evening star (Chapter 3, Section 2).43

To sum up: the metaphor of ‘saving light coming from the sea’, located at 72-76
of Pythian Three, is likely to rely upon cletic hymns to healing and saving deities.
Analogous phraseology is indeed attested in Alc. fr. 34 as well as in Iranian passages
which (i) describe the ‘bringing of the remedy’ as the ‘bringing of a brilliant gift’
(Y. 10.7) and (ii) contain the same lexical material as éywv (Pyth. 3.72), dog (Pyth.
3.75), the roots of which combine in the traditional epithet of the Advins, bhisdja
(RV 10.39.3d, 5b).

4.5 Asclepius’ Alternative Parents and the Names of the Asvins

In the light of the “Dioscuric” background of Pyth. 3.72-76, further Greek mytholog-
ical and onomastic data may be worth noting. According to Pindar, Asclepius is the
son of Apollo and Coronis (see Chapter 2, Section 5). However, other literary sources
preserve different names for Asclepius’ parents. Significantly, each of these names
and mythological figures allow us to recover an etymological connection with the
0ld Indic names of the Divine Twins: A$vin and Nasatya. According to Pseudo-Apol-
lodorus and Pausanias, Asclepius is born by Arsinoe, daughter of Leucippus and
sister of the Leucippides, the twin sisters carried off by the Dioscuri:

42 See also Iustinus Epitoma Historiarum Philippicarum 20.2-3; Diod. Sic. 8.32 on the Dioscuri’s
intervention in the battle of Sagra.

43 See also RV 10.39.12cd ydsya yége duhitd jayate divd , ubhé dhani sudine vivdsvatah “at whose
[sc. of the Asvins’ chariot] hitching up the Daughter of Heaven [= Usas] is born and both bright-lit
day halves of Vivasvant.”
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Apollod. [Bibl] 3.10.45-54
Agvkinmov 8¢ Buyatépeg £yévovto TAdelpa kat ®@oipn’ tavTag apmacavteg Eynuav Alookov-
poL tpog 8¢ TavTaLg Apavony Eyévvnee’ TavTy piyvutal ATOAAwY, | & ACKANTLOV yevvi

The daughters of Leucippus were Hilaeira and Phoebe; the Dioscuri carried them off and
married them. Besides them he (sc. Leucippus) fathered Arsinoe: Apollo united with her
and she gave birth to Asclepius.

Paus. 3.26.4
Tovtov pot Sokodaoly Eveka ol Tavtn Be®@v pdAloTa ACKANTILOV TLpdy, dte Apoivong maida
elvau tijg Agukinmov vopilovteg

It is for this reason, I think, that the inhabitants honour Asclepius most of the gods, supposing
him to be the son of Arsinoe the daughter of Leucippus.

Cicero tells us that there is one Asclepius who is the son of Arsippus and Arsinoe:

Cic. Nat. D. 3.57

Aesculapiorum primus Apollinis, quem Arcades colunt, qui specillum invenisse primusque
volnus dicitur obligavisse, secundus secundi Mercurii frater: is fulmine percussus dicitur
humatus esse Cynosuris; tertius Arsippi et Arsinoae, qui primus purgationem alvi dentisque
evolsionem ut ferunt invenit, cuius in Arcadia non longe a Lusio flumine sepulcrum et lucus
ostenditur.

Of the various Aesculapii the first is the son of Apollo, and is worshipped by the Arcadians;
he is reputed to have invented the probe and to have been the first surgeon to employ splints.
The second is the brother of the second Mercury; he is said to have been struck by lightning
and buried at Cynosura. The third is the son of Arsippus and Arsinoé, and is said to have
first invented the use of purges and the extraction of teeth; his tomb and grove are shown in
Arcadia, not far from the river Lusius.

Pseudo-Apollodorus and Pausanias thus preserve an (acquired) kinship link
between the Asclepius and the Dioscuri, i.e. the Greek counterparts of Vedic Asvin
and Nasatya. The names of Asclepius’ parents and/or relatives (grandfather or
father and/or mother) support a link between the best healers in Greece and India.

The MN AeUkunnog, i.e. Asclepius’ grandfather (Apollod., Paus.), overlaps the
possessive compound Aevkinnog ‘whose horses are white’ based on a collocation
[Aeukdc—immoc], e.g. Il. 10.436-437 inmoug ... Aevkdtepol. Furthermore, it is compa-
rable to AeukonwAog ‘whose horses are white’, which remarkably applies to the
Dioscuri in Pindar, compare Pyth. 1.66 AevkonwAwv TuvSapiddv, and matches a
collocation [Aevkog-mdAog], found in Hipponax fr. 72.5-6 nwAwv | Ag uk®v. Both
compound members of Aevk°utnog have IE etymologies: Aeukog is a thematic adjec-
tive derived from the IE root *leuk- (LIVZ2 418-419, IEW 687-689); the word for ‘horse’
is reconstructed as *h,ek-u-6- on the basis of several IE congeners, such as Ved. asvd-,
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Av. aspa-, Lat. equus. Moreover, Aevk°utnog matches a Vedic collocation [HORSE —
SHINES], which contains Vedic cognate words, compare RV 3.29.6ab yddi mdnthanti
bahtibhir vi rocaté , ;$vo nd vajy arusé vdnes,v d “When they churn him with their
arms, he shines out, like a prizewinning horse, flame-red here in the wood.”* Since
Leucippus and the Dioscuri are so closely associated, it is worth stressing that the Old
Indic Divine Twins are also connected with a ‘white horse’, the one they gifted Pedu

which is mentioned in more than one Rigvedic hymn (including RV 10.39):

RV 10.39.10a
yuvdm $vetdm peddve ,Svinasvam

You two Asvins gave to Pedu a white horse.*

The names Apowon and Apounnog are less transparent and open to different
interpretations.4¢ The FCM apat°/dpot® may be traced back to asipw ‘to lift' (IE
*h,uer-, see LIV2 290, IEW 1150) or to IE *(H)ar- ‘to arrange, join’,*” underlying,
among other forms, pvupat ‘to struggle for sth.’, apapiokw ‘to join/arrange’, and
apTuvw ‘arrange, prepare’. As for Apawvorn, the SCM is synchronically connected to
véog ‘thought, mind’.48 However, it could be diachronically recognized as a nomi-
nal derivative of the root *nes- ‘to bring back’ (L1VZ 454-455, IEW 766-767),%° com-
pare the MN A)kivoog ‘bringing back (°voog) with his strength (Axt°y, Gk. voatog
‘return’ and Old Indic Ndsatya- ‘the twin who brings (people) back/home’. The phra-
seological data do not allow us to prefer one explanation over the other. However,
Greek voog ‘mind’ combines with both deipw and verbs derived from IE *(H)ar-. A
collocation [&eipw—-vooc,.. ] is attested in an epigram cited by Thucydides (6.59.3):
oUK 1jpOn vodv é¢ atacBaAinv “yet was not her mind lifted up to vainglory.”s0 A
collocation [dp-,, (Gpapiokw, aptdvw, dpvupal)-voog,. ] is not attested, but may
actually have been substituted by [apTOvw—BovAn,.. ] compare UKWV PTUVETO

44 Massetti (2019), 74-76.

45 Compare RV 1.116.6a, 118.9ab.

46 Apowon is a so-called teppiuppotog type, i.e. a compound with verbal FCM in -ot-, see Risch
(1974), 191-193. The origin of these compounds is debated, cf. Dunkel (1992), Garcia Ramén (1992),
Pinault (2018), and now Jamison (2024).

47 Massetti (2013-2014), de Meyer (2022) on &ppa.

48 Pinault (2019) proposes that voog belongs together with *Hnas- ‘nose’.

49 On the meaning of IE root see Frame (2009), Forte (2017), Pinault (2015), and Ginevra (2022). The
possibility that véog ‘mind” belongs to the same IE root seems considered plausible by Risch and
Heubeck in Miihlestein (1965), 158, fn. 18.

50 A collocation v6og dpvutal occurs in Od. 1.347. The semantics of deipw and 6pvupt partly over-
lap, as shown by Garcia Ramoén (2008a).
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BouvAnv (Il 2.55,10.302). The combinatory phraseological analysis shows that BouAr|
and voog form a quasi-synonymic pair in hexameter poetry, compare the formula
BovAnv te voov te (Od. 2.281, 4.267, 11.177, compare also Hes. Th. 122 véov kai €mi-
@pova BouvAiv), as well as the expression ‘Zeus’ will comes to completion’, occurring
as Alog & éteAeieto PouAn in 1L 1.5 and as Alog voog é€eteAeito in Hom. Hymn Herm.
10.5! The existence of [apTUvw—PovAr,. ] suggests that a collocation [dp(TUvw)-
v006,..] may have existed and lie at the basis of the WN Apowén.

Furthermore, a derivative of the IE root *nes-, vdotog, combines with a deriva-
tive of IE *(H)ar-, &pvupayi, in Greek phraseology:

0d. 15
apvOpevog iy Te Yuxnv Kal voeTtov taipwv

Struggling for his own soul and the return of his companions.

The couples Leucippus — Arsinoe (father — daughter) and Arsippus — Arsinoe (hus-
band - wife) would thus display names whose SCMs are related to the same roots
underlying the Old Indic Divine Twins’ names.

4.6 Themes and Phraseology: Provisional Conclusion

Pythian Three and Rigveda 10.39 display impressive similarities on a thematic level.
However, it is not guaranteed that these common traits are to be traced back to a
common Indo-European thematic ancestor: we have no formal matches between the
passages; moreover, analogous images and episodes may be accounted for in other
ways, namely, through explanations internal to Greek and Vedic traditions. This
result raises the question whether the other common features modern-day readers
perceive between Pythian Three and Rigveda 10.39 are Scheingleichungen as well.

My analysis shows that, if we shift the comparative focus onto the phraseological
level, formal linguistic matches within universal topoi can be identified. This is the case
of the metaphor of the saving light found in Pyth. 3.72-76, which is built with the same
lexical material underlying Indo-Iranian terms for ‘healer’, a traditional epithet of the
dedicatees of RV 10.39. In the next chapters, I will further proceed with phraseological
comparison, by concentrating on the two metaphors on which the *tetk-compositions
of my comparanda are built: the poet-fashioner and the healer-fashioner.

51 On the comparison between Il 1.5 and Hom. Hymn Herm. 10 see Thomas (2020), 144. Note also
[véog-mrukwvog] in I1. 15.461 besides [BovAf—-mukvOge,,, 1 (L 2.55, 10.302).
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JlaBHO y>Ke 0TMeUeHO YMHBIMU JIIO[bMHU, UTO

cyacThbe — KaK 3/[0poBbe: KOI7ia OHO HaJIMI[0, eT0 He 3aMedaelllb
It has long been noted by intelligent people that

happiness is like health: when it is there, you do not notice it
M.A. Bulgakov, “Morphine,” A Young Doctor’s Notes

5.1 The Comparanda

As already pointed out (Chapter 3, Sections 8 and 9), Pythian Three and Rigveda 10.39
contain ring-compositions built with similar lexicons and imagery. Derivatives of
IE *tetk- occur within metaphors in the Greek text and within similes in the Vedic
comparanda. Both poems compare the work of the healer to that of a fashioner in
‘beginning-proximity’ and propose a similar comparison between the work of the

poet and that of a fashioner in ‘end-proximity’ (Table 5.1).

Table 5.1: Pyth. 3 and RV 10.39: *tetk-metaphors and similes

[HEALER] in beginning-proximity

[METAPOETICS] in end-proximity

Pyth. 3.6-7
TéKTova vwduviag

fiHEPOV YULAPKEDG ATKAATILOV,
fipwa mavrodamndv AAKTAipa vouowv

... the gentle fashioner of body-strength-
ening painlessness, Asclepius, a hero and
protector from all kinds of diseases

Pyth. 3.112-114

Néotopa kat AUKLoV ZapTindov’, avBpwiwy QAtLe,
¢€ EMEwV KehaSeVWRV, TEKTOVEG ola coPol
dppooav, yWWoKopEeY

We know of Nestor and Lycian Sarpedon, still the
talk of men, from such echoing verses as talented
artists (: fashioners) constructed.

RV 10.39.4ab
yuvdm cydvanam sandyam ydtha ratham
punar ydvanam cardthdaya taksathuh

You two fashioned old Cyavana, like a

RV 10.39.14ab
etdm vam stémam asvinav akarm,,
staksama bhfgavo nd ratham

We have made this praise song for you, O Asvins.

chariot, into a youth again, (for him) to move
about.

We have fashioned it, like the Bhygus a chariot.

This twofold match is impressive, but for it to be recognised as a piece of Indo-European
poetic inheritance some clarifications are needed. The first possibility I must try to
rule out is that the two comparanda are random phraseological clusters or ad hoc
creations. In this connection, I shall make a first distinction. The collocation éméwv

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-006
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... Téktoveg has formal matches in Vedic and Avestan (see Section 2); moreover, the
metaphor is part of a system of metaphors, which are common to Greek and Vedic.!
No formal phraseological match can be identified for téxtova vwduviag. As a conse-
quence, supporting the ‘Indo-European-inheritance-hypothesis’ implies attempting
to exclude the possibility that téktova vwduviag (Pyth. 3.6) as well as cydvanam ...
ydtha rdtham ptnar ... taksathuh (RV 10.39.4ab) were created by Pindar and the
poet of RV 10.39 for ‘internal’/intertextual reasons,? such as, for the sole purpose of
creating a parallel for the more widespread metaphor of the ‘carpenters of words’.
In what follows, I will first recapitulate what we know about the match between
Greek énéwv ... Téktoveg and Vedic stomam ... dtaksama, then delve into the back-
ground of the ‘healer-fashioner’ metaphor. In this connection, comparative phrase-
ological analysis will show that this metaphor, like many others, can be framed in a
system of images, which is well attested in other Indo-European languages.

5.2 Common Wisdom on EMEwV ... TEKTOVEG

In Greek epics of the Archaic Age, the verb (mapa)tektaivopat refers to the creation
of immaterial objects.? In particular, the wording of Pyth. 3.113 may be compared
to the Homeric expression £nog mapatektijvato (Od. 14.131); however, in this pas-
sage mapatektaivopat applies to the fabrication of a false story.4 In Greece, meta-
poetic usages of Téktwv and tektaivopat only seem to become frequent from the
5t century BCE and are mainly attested in non-epic contexts. Some instances of the
metaphor, including Pyth. 3.113, connect the notion of ‘fashioning’ with the hexam-
etrical poets, but evidence suggests that the image of the ‘craftsmen of words/verses’
could be used indiscriminately in relation to a variety of poetic genres. Therefore,
TéKTwWV and tektaivopal combine not only with énog (word, [epic] verse), but also
with terms denoting different types of songs and musical performances:5

1 See Darmesteter (1878), Schmitt (1967), 14-15, Nagy (2006), and now Massetti (2024c).

2 See Hubbard (1985), 26 on Pindar.

3 It combines with pfjtw in I1. 10.19, and émog in Od. 14.131, see Svembro (1984), 156-179.

4 From the semantic point of view, énog mapatektaivopal stands close to Heraclitus B 28 DK
Pevd®v téktovag “fashioners of lies.” As noted by Niinlist (1998), 99, the use of dpapiokw and cog-
nates in poetological contexts is connected to the same metaphoric fields: poetry, music, but also
dishonesty.

5 On Pind. Nem. 3.4-5 see Chapter 13.
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1 POxy 2389, fr. 9.8-10

avtigapy Adkwvi Té-
KTOVL T pBeviwy coQ@v AAKUE-
\e w]v € peréwv motipopov

A suitable emulator of Laconian Alcman, fashioner of refined maiden choruses and [...] songs.

2 Pind. Nem. 3.4-5
UEVOVT €T ACWTTiW UEALYyapUWY TEKTOVEG
KOUWv veavial, o¢Bev 6ma patdpevol

By the Asopian water are waiting the fashioners of honey-voiced revels, young men who
seek your voice.

3 Democr. B21 DK
‘Ounpog eoews Aaxwv Bealovong EMéwv KOGUOV ETEKTIHVATO TAVTOIWY

Homer, having a divine nature, fashioned an ornament of all kinds of words.

4  Soph. TrGF 159
TEKTOVaPYOG podoa

The Muse, chief of the builders ...

5  HE Nicarchus III (= Anth. Pal. 7.159.3)
TEKTOOLVN & €Méwv MoAvioTwp BeTog Ounpog

Divine Homer, who knew a lot, (sc. won the highest prize) by the art of his verse.

6 Crat.fr.70
TEKTOVEG EVTIOAGUWY DUVRV

Fashioners of skilfully built hymns.

7  Theocr. 7.45-46
(MG Hot Kal TEKTWV PEY’ anméyBetal HoTIg Epeuvi
Toov 6pevg kopLd Teéoat 86pov ‘RpouEsovTog

For much I hate the builder who seeks to raise his house as high as the peak of mount Oromedon.
transl. Gow (1952)

8  [Boeo] fr. 2.2 Powell
TPROTOG & ApXALWY EMEWY TEKTAVAVT AOLEAV

(He) was the first to fashion an ode of ancient verses.’

6 The passage is usually listed among Alcman’s fragments (fr. 8 = PMG 13a). However, Lobel (1957)
(editio princeps) proposed that the fragment belonged to Pindar. In support of this attribution
hypothesis, see now Recchia (2017). If we read téktova, the translation is “a suitable craftsman of
refined maiden choruses and [...] songs, equal to Laconian Alcman,” see Fanucchi (2023).

7 The fragment is preserved in Paus. 10.5.8. On textavat(o) see Forssman (1966), 154-155. Note the
resemblance with Hom. Hymn Herm. 25 Epyiig Tol Tp@TLoTa YEALY TEKTHVAT AOL8OV.
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It has long been noted that éméwv ... téktoveg (Pyth. 3.113) perfectly matches
Indo-Iranian poetic collocations and compounds, in which the notion of poetic ‘cre-
ation’ is expressed by means of a derivative of the IE root *tetk- ‘to fashion’.8 The
most striking correspondences are the Vedic collocation [taks-vdcas-y., ] ‘to fash-
ion ... word(s)’ and the Young Avestan compound vacastasti- ‘strophe of the Gadas’:?

RV 6.32.1

dpuarvya purutdmany asmai
mahé virdya tavdse turdya
virapsine vajrine sdmtamani
vdcams,y asd sthaviraya taksam

For him I have fashioned with my mouth these words, unprecedented, best of many, most
wealful - for the great hero, powerful and precipitous, conferring abundance, bearing the
mace, stalwart.10

Y. 58.8ab
hauruugm handaitim staotangm yesniiangm yazamaide
apanotamaiia paitt vacastasta

We pray the complete collection of Staota Yasnyas with the most effective stanza.!

Just like TékTwv and tektaivopat in Greek ([1], [2], [4], [6]), in Indo-Iranian lan-
guages the verbs taks and tas combine with terms denoting different verbal and
musical creations. The Vedic verbal root taks is joined to terms for ‘sacred for-
mulation’ (brahman-, RV 1.62.13b, 5.29.15, 73.10ac, 10.80.7a), ‘chant’, ‘poetic vision’
(dhi-, RV 1.109.1d, 3.54.17d), ‘poetic thought’ (mdnman-, RV 2.19.8ab), ‘solemn utter-
ance’ (mdntra-, RV 1.67.4b, 7.7.6b), and ‘praise-song’ (stdma-, RV 1.171.2ab, 5.2.11ab,
10.39.14ab).22 In addition, it denotes the creation of different types of metres

8 The comparison between the Pindaric and Indo-Iranian expressions was first proposed by
Darmesteter (1878) (see also Schmitt [1967], 297-298), who however tried to connect Gk. TékTwv,
Ved. taks, Av. tas ‘to fashion’ with Latin texere, a term that does not belong to the same etymological
dossier. On the reconstruction of tétkwv see Benveniste (1937). Together with Latv. tesu ‘to build’,
Lith. tasaa, tasyti ‘to smooth, work’, Ved. taks, and Av. tas, téxtwv can be traced back to the IE root
*tetk- (Kujore [1970], Bendahman [1993], 246247, LIVZ 638-639, IEW 1058-1059). Latin texere is
likely to be traced back to IE *tek-s-, which also underlies Hittite taks- ‘to unite [harmoniously], to
fit together’, taksan jointly, together’, as explained by Melchert (2018). Differently, Ronzitti (2001)
tries to identify the primary meaning of the root *tetk- as ‘to cut’.

9 Cf. also vacastastastiuuat ‘in strophes’ (adv.) in Y. 57.8, N. 23, 24.

10 See also RV 8.6.33.

11 See also N. 42, 50, Vr. 13.3.

12 See also RV 1.61.4abh.
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(RV 1.164.23). The Avestan cognate verb tas is connected with mgdra- ‘mantra (i.e.

holy/ritual formulation)’, compare

RV 10.39.14ab
etam vam stomam asvinav akarm,
gtaksama bhigavo nd ratham

We have made this praise song for you, O Asvins. We have fashioned it, like the Bhrgus a

chariot.

RV 7.7.6b
mdntram yé viram ndrya dtaksan

The manly ones who fashioned the solemn utterance and its desirable reward.

Y. 29.7ab
tam azutois ahuro mqgdram tasat asa hazaoso
mazdd gauuoi xsuuidamea

In harmony with Truth, the Lord, Mazda, fashioned that formula of fat and milk for the Cow;

he is beneficent to the needy ones through his teaching.

Formal and semantic correspondences between collocations and compounds may

be summed up in the following table:

Table 5.2: Metapoetic usages of IE *tetk-: Greek, Vedic, Avestan

IE *tetk- IE *ueky- (uek4-es-)  [SONG] vel sim. *men-

‘to fashion’ ‘poetic word’ ‘poetic thought’
Greek téktoveg (Pind.+) eméwv (Pind.) mapBeviwv (Pind.?)  Modoa (Soph.)

Tektalvopat KOOHOV EMEWV Kwpwv (Pind.)

(Democr.+) (Democr.) Upvwv (Crat.)

tektoolvn (HE éméwv (HE dotdav ([Boeol)

Nicarchus III) Nicarchus III)
Vedic (RV) taks vdcas- stéma- mdnman-/mdntra-

bréhman- (dhi- ‘poetic vision’)

Avestan tas, °tasti- vacas® _ maqdra-

In at least three sister languages, derivatives of the root *tetk- are joined with deriv-
atives of the IE root *uek ‘to speak’ within metapoetic metaphors. Since these
expressions are employed in analogous contexts and overlap both formally and
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semantically, it is likely that the perfect matches éméwv ... Téktoveg, taks—vdcas-
and vacastasti- all derive from a previous stage of the poetic language, common to
Greek, Vedic, and Iranian.

In all three languages *tetk- also combines with other words, which are
applied by poets to different ‘poetic products’ and/or different ‘poetic products-
in-performance’:? revels, specific songs, ritual formulae. These partial matches
may be explained as semantic specialisations of the metaphor [to FASHION —
SONG/UTTERANCE/POETIC PRODUCT,. ] which are likely to have taken place ein-
zelsprachlich. Greek and Indo-Iranian derivatives also came to combine with
derivatives of the root *men- ‘to think’, from which words for ‘poetic thought’ are
derived in all three poetic languages. The formal match between Vedic taks—mantra-
and Avestan tas—-mgdra- suggests that the collocation [*takp—*mdntra-] is a common
Indo-Iranian innovation.’ Although Greek Modoa is etymologically the ‘goddess of
poetic thought’,’ the popularity of the fashioner metaphor in the 5% century BCE
does not allow us to exclude tektévapyog MoGoa being an independent creation by
Sophocles. Nonetheless, the formal coincidence is still worth noting.

Finally, within the proliferation of metapoetic metaphors, we also record
the tendency of some Greek poets to distribute the members of the collocations
in structures of the type [*tetK-jzennoun — WORD/SONG/UTTERANCE,,, ], Which
may be recognised as kennings. A kenning is “a bipartite figure of two nouns in
a non-copulative, typically genitival grammatical relation (A of B) or in composi-
tion (B-A/A-B) which together make reference to, ‘signify’, a third notion C.”26 In the
Greek passages quoted above ([1], [2], [6]), Téktwv-metaphors substitute the term
‘poet’ or ‘performer’ in the poetic discourse. We may thus conclude that metapo-
etic tTéktwv-kennings are probably built with a poetic lexicon inherited from the
Indo-European tradition. In this connection, one may wonder whether the same
applies to the other téxtwv-metaphor of Pythian Three: Téktwv vwduviag.

13 Watkins (1995), 44.

14 On Avestan mainyu-tasta- ‘fashioned by the spirit’ (Y. 9.26, Yt. 10.90, 143, Yt. 13.3, Vd. 20) see
Panaino (2012). In RV 6.32.1d, the poet states that he fashioned (poetic) words with his mouth. This
detail of the metaphor seems to hint at the ‘composition-in-performance’ of the Rigvedic hymn.

15 See Watkins (1997), Janda (2010), 278-294.

16 See also Schmitt (1967), 277-284, West (2007a), 81-83. For a collection of Greek kennings, see
Weern (1951), 114-144.
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5.3 téktwv vwduviag as a Kenning

The ordo verborum of Pindar’s Pythian Three 6-7 is remarkable:'” the constituents
interlock in repeated appositional sequences [accusative + genitive], giving promi-
nence to the name ‘Asclepius’, located at the end of 6:

[[rékTova voduviaglyys [fuepov yulapkéocl,y]l AckAamiov | [[fpwagyyy, [mavrosamdv,y
[dAKTﬁpasubst,] VoLoWY subsl.]]

Scheme 4: Pyth. 3.6-7, structure

[[subst.acc., + subst.gen.,] [adj.acc., + adj.gen.,]] Asclepius,. || [[subst.acc., [adj.gen.; + [subst.acc.,] + subst.gen.;]]
L L " I

Furthermore, the lexicon of the verses stands out. Even though the pair téxtova ...
dAxtiipa may vaguely recall the pair tektaivopat ... dAegixakog in IL 10.19-20 (i
TWVA ol oLV PRTY auopova Tektivalto, || ij Ti§ aAeéikakog ndov Aavaoiol yEvolto),
the Pindaric expressions apply to a completely different situation.’8

In fact, the expression téktova vwduviag, as far as we know, is unparalleled in
Greek literature, although the metaphor that lies at the basis of the tropos can be
framed in a widespread system of associations and images, as I shall make evident.
The noun tékTwv soon came to metaphorically designate ‘master in any art’ (LS]
SV. TEKTwV, 2) and ‘creator’, e.g. Aesch. Supp. 592-593 yévoug ... TékTwv,® but there
is no other record of medical metaphors involving the term. Other features of 6-7
are also noteworthy: the adjective yviapkéog is a hapax legomenon built with the
same lexical material as the verbal compound dpkeciyviog (Antiphanes fr. 205 =
Eur. TrGF 1098 = Philoxenus PMG 832).2° The noun vw8uvia, just like the adjective
vwduvog?! (Pind. Nem. 8.50, Soph. Phil. 44+), is not attested before Pindar2? and one

17 On the construction of the verse see Schiirch (1971). On chiastic syntactic constructions in Pin-
dar see Watkins (2002b).

18 “In the hope that he (: Nestor) might contrive with him (: Agamemnon) some incomparable
device that would serve to ward off evil from all the Danaans.” Agamemnon hopes that Nestor
might find the solution to the partiality that Zeus shows towards Hector. On Il 10.1-52 and the
nature of Nestor’s pfjtig (‘plan’) see Dué/Ebbott (2010), III 10.19 ff., Nagy (2016) on 10.043-052.

19 On this passage see Ronzitti (1998).

20 A possible model is Hom. mo8dpkng ‘swift-footed’ (I 1.121+), displaying an identical second com-
pound member to apkéw.

21 Slater (1969) s.v. proposes ‘relief from pain’, see also the use of vi§uvog ‘free from pain’ in Nem. 8.50.
22 Both terms are compounds with a first compound member to the negative prefix *n- and a
second compound member related to Gk. 680vn ‘pain’, Aeol. ¢8Uvn *(biting) pain’, derivatives of
the PIE root *h;ed- ‘(to bite) — eat’, which also underlies Arm. erkn ‘birth labor’, OIr. idu ‘pain’, as
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may wonder about its rendering. ‘Painlessness’ seems to be a preferable solution,

especially in the light of 47-53. Here,

— the different patients of Asclepius (47-50) are representative examples of the
TaVTOSATdv ... vovowv (7) the physician was able to ward off (see Chapter 4,
Sections 1-2);

— the reference to the restored capacity to stand upright (tovg 8¢ ... éotacev
0pBoug, 53) correlates with the restored efficiency of body-limbs (yviapkéog, 7);

— Asclepius is said to have dismissed his patients, after he had freed them from
pain (A\boalg dAov aAroilwv dyéwv, 50).2 Therefore, the participle clause of 50
is an extensive poetic rendering of vwSuvia (6).

Table 5.3: Pyth. 3.6-7 compared to 47-53

6-7 47-53

TéEKTOVa VW8UvViag (6) AOoarg dAov aMolwv axéwv (50)

... YULapKEOG (6) ... éotacev 0pB0UG (53)

navtodamndv dAktipa vouowv (7) T0UG pév Qv, 6ooot polov adtopiTwy
EAKEWV EUVAOVEG, ) TTIOALD XAAKG) PEAN TETPWHEVOL
1 XEPPASL TNAEROAW,

fi Bepv® Tupl TtEpOOpEVOL SEPAG 1
XELW@VL (47-50)

Finally, by combining the accusative of Téktwv with the genitive vw8uviag, Pindar
creates an intricate metaphor, which displays the structure [Agg —Bgypsigen]> that
is, the standard structure of a kenning. The synchronic evidence seems to confirm
this hypothesis. Indeed, according to ancient Pindaric commentators, ‘fashioner of
painlessness’ means ‘healer’:

Schol. Pyth. 3.11a Dr.
TEKTOVA VWEUVING TOV KATAOKELAOTNV TG vwduviag Latpog ydp

Craftsman of the painlessness: the contriver of painlessness, for (it means) a physician.2

pointed out by Schindler (1975). From the semantic point of view, the compound can be compared
to vnmevong (Od. 4.221 of pdppakov).

23 The collocation [FREE(AUw) — from PAIN] is also found elsewhere in the Pindaric corpus, see
Isthm. 8.6 €x ... mevBéwv AvBévreg, fr. 521.13-14 (Pae. 12 = G1 R) AVeto tepmvig | wSivog.

24 Physicians and carpenters are compared by what they construct in Asclepius’ Aristotelian
commentary (in Aristotelis metaphysicorum libros A-Z commentaria, p. 153) £€v TEKTOVIK{] @nuL Kal
OKUTIK(], £0TL TEAOG EVPETY, 0LV €V iaTpIKij Lyeiav, &v TEKTOVIK{] oikov fj Tt EAXo T0L0DTO, OpOiwg
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5.4 Ex Graeco Ipso

The interpretation of Schol. Pyth. 3.11a may be compared with descriptions of
healer-fashioners in Greek literary works of the Archaic and Classical Age. From
Homer onwards healers and craftsmen have often been juxtaposed, not simply
because of their ability to create/fix something. Odyssey 17.384-385 contains a short
list of &nuoepyol (383), in which seers, healers, carpenters and singers are named
one after the other,? pdvtv iy intfipa kax@v 1j Téktova Sovpwy, || i} Kal B€amv dot-
86v. In this passage, however, different categories seem to be grouped together on
the basis of the fact that their typical representatives are itinerant.2

In the fifth century BCE, the categories of healers and carpenters seem to be
paired because they master téyvaL.” After Pindar, Plato seems to be the first author
who compares craftsmen and healers because of the way they construct the parts
of the objects or bodies they work on,2 compare

Pl. Grg. 503e-504a

(omep xal oi dAAoL Tavteg Snuiovpyot [BAEmovTeg] TPOG TO AVTGV Epyov KaaToG OVK eIk
#kAeyOuevog TPooPEPEL [Tpdg TO Epyov TO aVTGV,] 6AA’ 6TwG v 186G TL aOT® G)f ToDTO
6 ¢pyddetar. olov el PovAel (8€lv TOUG {WYPAPOLS, TOVG 0IKOSEUOUE, TOUG VaLTNYoUE, TOUG
@Aloug Tavtag Snuiovpyovg, Gvtva PovAel aUT®Y, WG €ig TAGLY TV £KAOTOG EKAGTOV
TiOnow 6 Gv 110§, kal Tpocavaykalel o ETepov 1O ETEPW TPETOV TE EIVAL KL APUOTTELY,
£w¢ v 10 dav cuotionTat TeTaypévov Te kal Kekoounuévov mpypa kai oi te 81y iAot Snui-
oupyot kai 00g vuv8I) EAéyopey, oi Tepl T0 oddua, Ttatdotpifar e kai tatpoi, koopodaoi Tov
70 OOUA KAl GUVTATTOVCLY

He is just like any other craftsman, who having his own particular work in view selects the
things he applies that work of his to, not at random, but with the purpose of giving a certain

8¢ kal énl TV GAAwv “I say that in carpentry and in shoe-making, it’s about reaching its scope,
which is health in medicine, (the building of) a house in carpentry.” A comparison between the two
téxvat by what they ‘produce’ is also found in Johannes Philoponus, Commentaria in Aristotelem
Graeca 14.2 )G TeEKTOVIKN Kai laTpkr: 1) uév yap HAnv &xel T EOAa 1 8¢ Ta avBpwmiva cwyuata, Kai
1} u&v 70 Tiig B0pag i 0 Tod Bpdvou eldog ToLEl 1} §& TV Vyielav T@V NUETépwY cwuatwy “medical
art is like carpentry: the latter has wood and dry pieces of wood, that one human bodies; so the
first produces the form of a door or a throne, the other (produces) health from our bodies,” see
Section 4.

25 See Finley (1977), 56-57 on the passage.

26 Bertolini (1988). The triad ‘healer, carpenter, singer’ has a parallel in RV 9.112.1ad, although in
the two passages the categories are juxtaposed for different reasons: nanandm vd u no dhiyo , vi
vratani janand,m | taksa ristdm rutdm bhisdg , brahma sunvdntam ichati “truly our thoughts are
various, and the obligations of peoples are different: a carpenter seeks the broken, a healer the
injured, a formulator a man who presses soma.”

27 Compare also P1. Cra. 416d, Prt. 345a, Ion 537c, spuria 376d, 390c, 454d; see also Arist. De an. 403b,
Top. 116a, Nausiphanes B 1 DK. On the theme of the téxvn see the seminal study by Cambiano (1971).
28 Iam greatly in debt with Amneris Roselli for pointing me to the passages I discuss in this paragraph.
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form to whatever he is working upon. You have only to look, for example, at the painters,
the builders, the shipwrights, or any of the other craftsmen, whichever you like, to see how
each of them arranges everything according to a certain order, and forces one part to
suit and fit with another, until he has composed the whole into a thing of order and system;
and so of course with all the other craftsmen, and the people we mentioned just now,
who have to do with the body - trainers and doctors; they too, I suppose, bring order and
system into the body.

In the passage, carpenters and “all the ones who work with the body,” i.e. trainers
and healers (matSotpifat te kal tatpoi), seem to interact with their ‘raw materials’
in similar ways. Indeed, they combine together (cuatriontay), by positioning (taéic,
TETAYUEVOVY, OLVTATTOVOLWY), arranging (appdttewv) and ordering (kekoounuévov
nplyua, koopotai) the parts of a whole, according to the right form.2

The idea that téktoveg and iatpoi are somehow comparable for bringing order
to their raw materials is a theme later found in the Aristotelian commentary of
Johannes Philoponus:

Johannes Philoponus In Aristotelis libros de anima commentaria 15, p. 37

€v yobv tij Metd 0 Quolkd enowv dtL womep 1) TdELg S1tty EoTw, 1 Uev v T oTpatnyd, 1 8¢
£V T01¢ oTpaTITALS, Kal [6TL] €K Tiig év T® oTpatny® TaEews yivetal 1 £€v Tolg 0TPATIITALS, Kal
Surtn 1 Vyela, N uév év 0 latp®d N 8¢ v T Lylalopévy owpatt, Kal iy &v 1@ latpd ToTiky
£€0TL Ti|G €V TG cwpATL 00T Kal 1| €V T¢) KOGUW TAELS €K TiiG €V TG Snulovpyd Tagewg
yéyovev

So, in the Metaphysics he writes that the order is double: there is one of the leader, and a
second among soldiers, and that from order of the leader derives that of soldiers. So, health
is also double: there is a first in the healer, and a second in the healed body, and the making
of the healer is for the body, so order in the kosmos has been generated from that of the
Carpenter.

5.5 Ex Pindaro Ipso

So, two complementary metaphors to TékTwv voduviag and éméwv ... TEKTOVEG are
found in Pindar. In the incipit of Nemean Four, songs touch and soothe the victors
at games like healers do.30 Moreover, in the final verses of Nemean Eight, the poet’s
words are said to achieve the same result as Asclepius’ fashioning: lack of pain’,
compare

29 On the passage see Dodds (1959), 327-329, Irwin (1972), 214.

30 For dropat in medical contexts, compare e.g. Sol. fr. 13.62 Tov 8¢ kaxalg VOUGOLoL KUKWUEVOV
apyoréaug e || apduevog yepotv alpa tibno’ vyLi; for the semantics of 8éAyw see Parry (1992) and
Langella (2014).
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Pind. Nem. 4.1-5

APLETOG EVPPOCTUVA TTOVWY KEKPLUEVWV

tatpog ai 8¢ copat

Moot B0yatpeg dotdal OEALav viv antouevat.
008¢ Beppov L8wp TOGOV Ye HoABaKa TEVXEL
yula, 16600V eVAOyia POPULYYL GUVAOPOG

The best healer for toils judged successful is joyous revel, but songs too, those wise daughters
of the Muses, soothe them with their touch. Not even warm water makes the limbs relaxed
as much as praise, the companion of the lyre.

Pind. Nem. 8.48-50
xaipw 8¢ mpdcpopov
£V pév €pyw kopmov ielg, émaotdaic 8 avip
vwduvov kai TIg kduatov
Oijkev

I am glad to cast a fitting vaunt upon your accomplishment, and many has a man with heal-
ing songs made even hard toil painless.

The metaphors of the two passages can be considered as complementary to those
of healers and poets in Pythian Three: just like the healer constructs absence of
pain (vwduviag, Pyth. 3.6), so the téktoveg of words construct relief from the pain
endured while competing (8éAav ... paABakd tevyel || yvia, Nem. 4.3-5; vioSuvov ...
Bfjkev, Nem. 8.50). In both Nem. 4 and 8, the poet-healer’s work is described by means
of ‘fashioning’ metaphors, through the verbs tifnut (‘to put, make’) and tevyw (‘to
make, construct’). Pindar applies both terms to his own poetic constructions, but
also to the transformations that odes work on the laudandi (buvog 8¢ T@v dyada@v |
épyuatwv Bacredotv icodaipova tevyel | @dta, Nem. 4.83-85) and on the audience
(Tov TnmokA€av €Tt kal udAAOV aUv dol8aic || Ekatt oTe@dvwy Bantov €v GALEL Bnaé-
uev €v kal taAattépols, || véawoilv te mapBévolat péinua, Pyth. 10.57-59).3 Ex Pindaro
ipso poets, craftsmen and healers use their respective skills to provoke changes in
their laudandi as well as in their audience, and often achieve analogous results.
These passages show how the metaphor of the healer as carpenter came to be
perceived and employed as a technical metaphor and how Pindar seems to associ-
ate not only healers and carpenters, but also healers and poets on the basis of their
abilities. This study, however, is concerned with how old the tenor of the metaphor
‘healer : fashioner’ can possibly be. In this connection, it is useful to look for med-
ical metaphors found outside of Ancient Greece. The analysis of Vedic metaphors

31 For a comment to the Pindaric passage see Cannata (2020), 346 ff. On the restoring bath athletes
took after performing at competitions see Ginouvés (1962), 135-145, Patrucco (1972), 326-327.
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attested in texts dealing with the healing of fractures may allow us to recover a fur-
ther surviving echo of the metaphor ‘healer’ : ‘carpenter’: the image of the ‘human
body’ as a ‘vehicle’.

5.6 Ex Atharvaveda Lux

Reference to texts from the Atharvaveda is particularly revealing. This is a Vedic
collection of charms and spells dated to ca. 1000 BCE 32 which came to us in two
recensions: the Paippaladasamhita (AVP) and the Saunakasamhita (AVS).33 Both
the Paippalada- and the Saunakasambhitas preserve a charm to heal open fractures,
Saunakasambhita 4.12,3 corresponding to Paippaladasamhita 4.15.3 These two texts
will be my focus in what follows.

I must state at the outset that AVS 4.12 and AVP 4.15 count among the charms
with the greatest ‘comparative potential’ from the point of view of Indo-European
Studies. More specifically, AVS 4.12.3-5 display impressive similarities to the Hittite
“Great Ritual (Salli aniur) and dupaduparsa-Ritual” (CTH 760),% to the Old High Ger-
man “Second Merseburg Spell” from a phraseological point of view,¥” and to the Old
Irish Cath Maige Tuired §§33-35, from a thematic point of view.3® However, in this

32 Witzel (1995b), 337-338, (1997), 290.

33 The two recensions belonged to different schools of practice (Sakhas). Both the Atharvave-
daparisista (49.4.1) and the fifth PariSista of the Suklayajurveda agree on the existence of nine
Sakhas, although they list different names (note that Paippala/Paippalada, Saunakiya/Saunaka, and
Caranavaidya/Caranavidya seem to be common to both lists). On the Sakhas of the Atharvaveda see
Bloomfield (1899), §10, Renou (1947), 58 and Lopez (2010), 6 ff. The Saunakasambhita, also known as
the “Vulgate,” was preserved mostly in western India through oral transmission and in numerous
manuscripts. It was the basis for several editions of the samhita (including Vishva Bandhu [1960])
and the standard translation of the collection (Whitney/Lanman [1905], Orlandi/Sani [1991]). The
Paippaladasamhita was known only through a single very corrupted manuscript from Kashmir
until the discovery of a new set of manuscripts in Odisha, in the late 1950s. These manuscripts are
the basis for the new ongoing edition of the samhita. For an overview on the history of the scholar-
ship of the Paippaladasambhita see Selva (2019). The text discussed below is printed in the edition of
Griffiths/Lubotsky (2000-2001) (AVP 4.15).

34 I print the text as per Kim (2021).

35 AVP 4.15.1-5 = AVS 4.12.1-5.

36 Dardano (2024).

37 Kuhn (1864).

38 See Chapter 4, Section 1.
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context, I only focus on the final stanzas (6-7) of AVS 4.12 and AVP 4.15, which con-
cern the results of the healer’s work and provide other particulars on the patient’s
wound:

AVS 4.12.7

yddi kartdm patitvd samsasré
yddivasma prahrto jaghana
rbhit rathasyevarngani

sam dadhat pdrusa pdruh

If he was hurt, having fallen in a pit or if a hurled rock has struck [him, then] may [Dhatar,
the healer] unite the limbs, joint with joint, as Rbhu (= the fashioner god) [the parts] of a
chariot.

AVP 4.15.6 (only AVP ¢ b+d: cf. AVS 4.12.7a+cd)
yadi vajro visrstas t,va;ra

*katam patitva yadi va viristam

vrksad va yad avasad dasasirsa

‘rbhit rathasyeva sam dadhami te paruh

If a vajra that has been hurled has hit you, or if there is an injury due to falling into a well (?),
or one that is there [due to falling] from a tree:® the ten-headed one shall remove [it]. I put
together your joint as Rbhu (= the fashioner god) [the parts] of a chariot.4

The Atharvavedic patient in AVS 4.12.7 and Asclepius’ wounded patients are said
to be hurt in the same way, compare vdsma ... jaghana- “or hit by a stone,” ué\n
TeTpwpévol || i xepuddt TnAefoAw “or with limbs wounded by a stone that hit them

39 AVP 4.15.6 mentions a different possible cause of injury, namely: the fall of the patient from a
tree, yadi vajro visrstas t, va,ra, *katam patitva yadi va viristam / vrksad va yad avasad dasastrsa ,
‘rbhit rathasyeva sam dadhami te paruh “if a vajra that has been hurled has hit you, or if there is an
injury due to falling into a well (?), or one that is there [due to falling] from a tree: the ten-headed
one shall remove [it]. I put together your joint as Rbhu [the parts] of a chariot.” In this connection,
I'would like to highlight a significant coincidence with the healing practice performed by the bone-
setters in the siddha tradition. According to Zysk (2008), 10: “the development of this special form
of healing (sc. the art of varmam) appears to have evolved naturally from the fact that the men of
this caste, while carrying out their task of climbing coconut and borassus trees to collect the fruits
and sap for toddy, occasionally fell from great heights. In order to repair the injury or save the
life of a fall-victim, skills of bone-setting and reviving an unconscious patient by massage [are put
in place ...]”

40 Differently, Bhattacharya (2008) reads yadi vajro visrstas tvara katat , patitva yadi va viristam |
vrksad va yad avasad dasasirsa , ‘rbhi rathasyeva sam dadhami te paruh, and translates (p. 132) “if
a thunderbolt, loosened, has moved towards you, and then falling into a pit if there is injury, or (by
falling) from a tree (there is injury), that the ten headed genie has relieved, I put together your joint
as Rbhu [the parts] of a chariot.”
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from afar,” Pyth. 3.48-49. The comparison can actually go beyond the formal dif-
ferences. As argued by Koélligan (2000-2001), 443-448 tnAeforog (Pyth. 3.49) may
be taken as a continuation of the phraseology [to SMITE — from AFAR].# This col-
location underlies the Myc. MN Qe-re-qo-ta /K*élegthontas/ (PY En 659, Alph. Gk.
TnAepdvtack, Kurzform Tideog, Hes.+), i.e. a compound with a SCM °qo-ta to IE
*guhen- ‘smite, kill’ and a FCM meaning ‘far’ that partly matches Vedic ghnanti
... dirdt “they hit from afar” (RV 2.27.13c). In the light of the semantic overlap of
BdA\w and Beivw in Greek,% yeppddt (tnAe)BoAw and vdsma ... jaghdna- stand close.
Itis significant, especially in relation to Pyth. 3.6, that the physician arranges the
patient’s body parts as a Rbhu does with the parts of a chariot. Moreover, in a com-
plementary way, the restored body of the patient is compared to a robust vehicle:

AVS 412.6

sd tit tistha préhi prd drava

rdthah sucakrdh supavih sunabhih
pradti tisthordhvah

Stand up, go forth, run forth. (Your) chariot has good wheels, good felloes, good naves.
Stand upright!

AVP 4.15.7

ut tistha prehi sam *adhayi te paruh
sam te dhata dadhatu tanvo viristam
rathah sucakrah supavir yathaiti
sukhah sunabhih prati tistha evam

Stand up, go forth, your joint has been put together. Let Dhatar put together the injury of your
body. Be steady in this way, as a chariot goes with good wheels, with good felloes, with
good axle-holes, with good naves.*

The Rbhu-similes of AVS 4.12.6 and AVP 4.15.74 rely upon the Rigvedic descriptions
of the Rbhus, a group of three deities credited with great dexterity who count as the
Rigvedic fashioners par excellence (see Chapter 10), so that their association with
the Vedic root taks must have come to be perceived as a distinctive trait of their
divine personality. Take, for instance, the following passage:

41 Differently, Slater (1969) s.v. tnAeBdrog ‘far-flung’.

42 In Homer BdMw and Belvw indicate that the enemy is struck by the projectile of archer gods,
namely, Apollo and Artemis, e.g. IL. 24.605 ToUg uév AndAAwv mé@vev an’ dpyvpéoto Proto; Od. 15.478
TNV uév €netta yuvaika BAX ApTepts loyéatpa.

43 Bhattacharyat (2008), 135 (pada a) ut tistha prehi sam u dhayi te paruh “Stand up, go forth, your
joint is, indeed, put together.”

44 The similes are not unparalleled, see AVP 16.35.8ab (= AVS 10.1.8), as per Kim (2019a, 2019b).
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RV 11111

taksan rdatham suvytam vidmandpasas
tdaksan hdri indravaha visanvasi
taksan pitfbhyam rbhavo yuvad vdyas
taksan vatsdya matdram sacabhivam

They fashioned the smooth-rolling chariot,*> working with their know-how; they fash-
ioned the two fallow bays that convey Indra and bring bullish goods.4 They fashioned - the
Rbhus - for their parents youthful vigour; they fashioned for the calf a mother to stay
by it.#7

It is possible to state that the final stanzas of AVS 4.12 and AVP 4.15 reflect a state
of affairs that apparently matches the Pindaric one. Asclepius is a ‘fashioner of
body-strengthening painlessness’ (téktova vwduviag ... yulapkéog), the Atharvave-
dic healer Dhatar is compared to a skilled fashioner god of the Vedic pantheon, as
he is said to fix his patient’s body as if it were a chariot.

5.7 “Like a Chariot”

In our charms (see Section 6), the body of the patient is directly compared to a char-
iot. In AVS 4.12.6-7 and AVP 4.15.6-7, compounds with chariot parts as SCMs and
the FCM su° (sucakrdh supavih sunabhih AVS, AVP, sukhdh, AVP only) emphasise
the good shape of the patient after treatment.

The metaphor ‘body’ : ‘chariot’ is not a mere poetic topos, but it also reflects
a widespread concept in IE traditions. As the dossiers collected by Pinault (2003),
138-140 and Jamison (1987), 71-88 make evident, the semantic field of ‘body parts’
crosses with that of ‘chariot’ and vice versa in Old Indic, Greek, and Tocharian.4 In
Vedic, some parts of the chariot are designated through a compound or a simplex
noun, which usually denotes a body part: Ved. ratha-mukhd- ‘chariot-head, i.e. front
partof a chariot’ (AV, B, TS), ratha-sirsd-id.” (SB 9.4.1.13), and ratha-siras- id.” (ApSS
18.20.5) contain terms for ‘head’ (mukhd-, Siras-, sirsd-) as their second compound
members; Ved. ndbhi- (RV+) ‘nave’ and n(ibhya- (RV+) ‘central part of a solid wheel’

45 The collocation [taks—CHARIOT] is found in RV 1.130.6, 5.2.11b, 29.15d, 31.4a, 73.10c, 10.39.14b.

46 Scarlata (1999), 474 “die zwei Falben, die Indra fahren {und} soviel wert wie Stiere sind.”

47 Witzel/Got6 (2007), 195: “Sie haben den gutrollenden Streitwagen (der A$vins) mit Kenntnis vom
Werk gezimmert. Sie haben das Falbenpaar, das den Indra féhrt, das den Stier als (Lade)gut hat,
gezimmert. Sie haben, die Rbhus, ihren Eltern Jugendkraft gezimmert. Sie haben dem Kalb eine
begleitende Mutter gezimmert.”

48 On universal metaphors for the body see the seminal study of Johnson (1949).
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are etymologically related to Gk. 6p@aAdg, meaning both ‘navel’ and ‘knob in the
middle of a yoke’ (Il 24.273, of a mule-cart); Ved. kaks(9)yd- ‘girth’ (RV) and kdksa-
(RV+) ‘Achselhdle’® are connected to both Av. kasa- ‘id.” and Lat. coxa ‘hip’, OIr. coss
‘foot’; Ved. kuksi- ‘nave’ (Sparreboom [1985], 157) also means ‘cheek’, ‘buttock’ (Jam-
ison [1987], Bodewitz [1992]);5° Ved. dmsa- ‘panel which fitted into the rail at the top
and the big beams at each side of the platform’ (Sparreboom [1985], 152) also means
‘shoulder’ (Hofler [2018]) and is etymologically related to GKk. Gpog, TA es, TB antse
‘shoulders’; Ved. dksa- ‘axle’ is a linguistic cognate of Lat. axis, Lith. asis, Gk. 4gwv
‘axis’ and ‘shoulder span’; Ved. ani- ‘axle-pin’ (RV) also denotes ‘the part of the leg
above the knee’ and may be connected to TB ofii- ‘hip’.5

Finally, it is noteworthy that, just like in Pythian Three 51-53, the result of the
healing process is said to manifest itself in the restored capacity of ‘standing up’
and ‘going on one’s way’: Gk. €€ayev ... éotaoev 6pbovg, Ved. it tistha préhi prd
drava ... prdti tisthordhvdh (AVS); ut tistha prehi ... prati tistha (AVP). Gk. éoTacev
0pBovg (Pyth. 3.53) is etymologically related to tisth, ;rdhvdh (AVS 4.12.7d). Although
Gk. [0pBdc—iotnui] and its Vedic counterpart [iirdhvd-—stha] are documented in a
variety of different passages, mostly not concerning healing,52 the occurrence of
identical collocations in the same context is remarkable.53 The parallel use of the
collocation turns out to be even more striking if we frame it within the complemen-
tarity of the metaphor ‘body’ : ‘chariot’ (AVS, AVP) and ‘healer’ : téktwv (Pyth. 3).

5.8 Provisional Conclusions, New Questions

The comparison between téktova vwduviag ... yulapkéog (Pyth. 3.6-7) and the phra-
seology of two Atharvavedic charms ‘to heal an open fracture’ revealed a series
of similarities, which concern (i) topoi pertaining to patients and their injuries;
(i) metaphors applying to the human body/body parts and the activity/capacities of
the healers as well as to the effect of healing; (iii) the results of the healing treatment.

49 Hoffmann (1966), 201.

50 Further examples are Gk. xvqun ‘leg, shank’ (Hom.+) and ‘spoke’ (xUkAd ... OKTAKVNUQ,
I1. 5.722-723).

51 Afurther Tocharian parallel shall be brought out here: T5a8 kwremntdr lante kokalyi olyapotstse
pdrsarici | taik[nlesak ra kektsefii kdtsai[fifie] [sic] [ydnmaskem] “Old [even] grow the chariots of
the king, the very splendid ones. Thus also the bodies reach old age” (CEToM, see also Adams 2012
s.v. taiknesa), which translates Skr. Udanavarga 1.2.65b-75b jiryanti vai raja rathah sucitra hy atho
Sariram api jaram upaiti. The same metaphor also occurs in THT5 b2.

52 See the dossier presented by Schmitt (1967), 248-252.

53 West (2007a), 339.
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For (i), the patients of Asclepius and those of the Vedic healer suffer similar
injuries. One possible cause of the fracture is described in the same terms in both
Greek and Vedic, i.e. ‘smiting stone/stone that hits from afar’, compare ij xepuasdt
™AEPOAW (Pyth. 3.49), vdsma ... jaghdna- (AVS 4.12.7). The overlap may be a pure
coincidence, even though the analysis of phraseological patterns (collocations of
Gk. BédAAw and Ved. han) allows us to observe that the two expressions stand close,
at least from the semantic point of view.

For (ii), the metaphor ‘healer’ : ‘carpenter’ can be understood as complemen-
tary to the metaphor ‘body’ : ‘chariot’, which is found in AVS 4.12.6-7, AVP 4.15.6-7,
and underlies several lexical items, denoting the chariot’s components. In the next
chapters, I will show how Greek téktwv vwduviag (kenning for ‘healer’ in Pyth. 3.6)
stands closer to rbhii ... ivd (“like a Rbhu,” applied to the healer in AVS 4.12.7, AVP
4.15.6) than it might look at first sight. As already pointed out, the cross-reference
to the Vedic phraseology applying to the Rbhus in the Rigveda allows us to recover
an association between Ved. taks (underlying Gk. Téktwv) and the Rbhus’ work. As
a consequence, although the term tdksan- ‘carpenter, fashioner’ does not occur in
the Atharvavedic passages, the reference to the verb is automatically implied by the
mention of the Rbhu, the god who is able to fashion all kind of things in the Rigveda.

For (iii), in Pyth.3.7,53 and in the Atharvavedic comparanda, healing is a success
when (a) the patient has strengthened/strong limbs (Gk. yviapxr|g), his metaphoric
chariot (i.e. his body) is good in all its parts (sucakrdh supavih sunabhih AVS,
sukhdh, AVP); (b) the healer restores the capacity of the patient to ‘stand upright’
700G ... £aTacev 6pBoVg (53), prdti tisthordhvdh (AVS 4.12.6).

Table 5.4: Pyth. 3, AVS 4.12, AVP 4.15: common traits

Common traits Pind. Pyth. 3 AVS 4.12.6-7, AVP 4.15.7
(i) cause of injury XEPUASL TNAEPOAW (49) vasma prahyto jaghdna (AVS 4.12.7)
(ii) healer : carpenter  téktwv (6) [bhii ... ivd (AVS, AVP)

- rbhi- : taks: tdksan ... rdtham (RV+)

(ii) body : chariot

OPPAAGG, kvrun, GEwy
etc.

rbhi rathasyeva sam dha ... paruh (AVS, AVP)
nabhi-, nabhya- (RV+), kaks(i)yd- (RV), kdksa-
(RV+), kuksi-, ani- (RV) etc.

(iii.a) recovery :
robustness

vwduviag ... yuLapkeog
(6-7)

rdthah sucakrdh (AVP, AVS)

(iii.b) ‘stand upright’

T0U( ... éoTa0Ev OpBoUg
(53)

prdti tisthordhvdh (AVS 4.12.6)
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Since the first identification of the match among Gk. énéwv ... téktoveg (Pyth. 3.113),
Ved. taks-vdcas-,.. . (RV) and YAv. vacastasti- (Y.), the formal overlaps among these
expressions have counted as a guarantee for their common Indo-European back-
ground. The phraseological matches identified for Pind. Pyth. 3, AVS 4.12.6-7 and
AVP 4.15.6-7 show us the potential of combinatory phraseological analysis. The
phraseological and thematic matches among the Pindaric ode and the Atharvave-
dic texts are indeed impressive for both their quantity and quality. As such, they
suggest there would be some utility in reconstructing a common background, or
‘state of things’, reflected by the two diverse but related traditions. In the light of the
presented textual material, we can also conclude that the kenning Téktwv vwduviag
(Pyth. 3.6) was itself ‘fashioned’ from inherited phraseological and thematic stock.

The Vedic parallels provided in this chapter, however, portray physicians as
craftsmen when they heal someone. But Rigveda 10.39.4ah, one may object, does
not seem to mention any healing stricto sensu. In fact, the passage concerns a reju-
venation (cydvanam sandyam ... punar yuvanam ... taksathuh “you fashioned/trans-
formed old Cyavana into a youth again,” RV 10.39.4ab). Therefore, the question that
arises is whether Cyavana’s rejuvenation is an act of healing. Let us now turn to the
analysis of the Cyavana episode.



6 What Did the Asvins Do to Cyavana?

6.1 Once Again on RV 10.39.4ab

yuvdm cydvanam sandyam ydtha rdatham
punar yuvanam cardthaya taksathuh

You two fashioned old Cyavana, like a chariot,
into a youth again, (for him) to move about.

In the preceding chapters, I argued that the simile of RV 10.39.4 can be linked, by
means of association, to the Atharvavedic comparanda to Pythian Three that I pro-
vided, because the healed or rejuvenated patient is compared to a chariot in all
these Indic texts. Since RV 10.39 refers to an Old Indic myth of rejuvenation, I now
propose to take a closer look to this myth, so as to see to what extent rejuvenation
is healing and why Cyavana is compared to a chariot. The examination of the myth
will prove that the cure performed on Cyavana restores his movement. Production
of life-like movement is thus perceived as a distinguishing skill possessed by Greek
and Vedic metapoetic and non-metapoetic fashioners.

6.2 Cyavana’s Rejuvenation

In the Rigveda, Cyavana is a character primarily characterised as old (jujurtisa-, RV

1.116.10a, jdrant-, RV 1.117.13a, jurdnt-, RV 7.68.6a, sandya-, RV 10.39.4a), ‘left behind’

(jahitd-, RV 1.116.10c), and pious: he is ‘unduplicitous’ (ddvayavin-, RV 5.75.5d) and

a ‘giver of offerings’ (havirdd-, RV 7.68.6b).! His speech/prayer to the A$vins is only

referred to once.2 The focus of Rigvedic hymns is set on the cure that the Asvins

performed on Cyavana. Specifically,

- the gods run down (ni yathah) to him with their birds (RV 5.75.5cd);

- they ‘extend’ (prd-tar) his life-span (d@yuh, RV 1.116.10c, 10.59.1a);

— they ‘lay’ (dha) on him an ageless appearance (RV 7.68.6);

— they ‘release’ (prd-moc) him from old age (RV 7.71.5a) or ‘remove’ (prd-moc)
his skin like a garment or a cloak, so that he becomes appealing to his wife or
young women (RV 1.116.10, 5.74.5);

1 On this compound see Scarlata (1999), 213-214.
2 RV 10.61.2 seems to contrast Cyavana’s speech to that of Tarvayana, another client of the A$vins,
in favour of the latter.

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-007
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— they ‘make’ (kar, RV 1.117.13ab, 118.6d) or ‘fashion’ (RV 10.39.4ab) ‘him
young’ (yuvanam).

The story of Cyavana/Cyavana3 is told in extenso in Vedic prose texts, Jaiminiya
Brahmana (JB, ca. 900 BCE)* 3.120-128, Satapatha Brahmana ($B, ca. 9 c. BCE)
41.1.17-24 and 4.15, in the epic of the Mahabharata (MBh 500 BCE-500 CE)
3.121-125, and in two puranic versions (more or less coeval to the age in which the
Mahabharata acquired its final form), Devibhagavata Purana 7.2.30-7.43, Bhaga-
vata Purana 9.3.1-28.5 As explained by Emily West (2017), 84, the five renditions
belong to different genres and have their own agendas.¢ In what follows, I recapit-
ulate the main events of Jaiminlya Brahmana 3.120-128, Satapatha Brahmana 4.1.5
and Mahabharata 3.121-125, the most ancient versions of the story, which provide
interesting insights on Cyavana’s rejuvenation.

6.2.1 Jaiminiya Brahmana 3.120-1287

Cyavana, a descendent of Bhrgu, is an old sage who knows the brahmana of Vastupa.
He asks his clan to leave him behind, as he expects to be rejuvenated thanks to the
brahmana of Vastupa. Left alone on an abandoned offering ground at the Saiavas
of the Sarasvati, he expresses his wish to be rejuvenated, marry a young maiden,
and be given a thousand cows. After he sings to the gods, the tribe of the descend-
ent of Manu Saryata settles in a territory close to him. The young men of the tribe

3 Cyavana is the post-Rigvedic form of the name.

4 According to Witzel (1987), this Cyavana account might be coeval to the one found in $B.

5 On the story see Doniger (1985), 64-73 (cultural aspects reflected in the tale), Witzel (1987),
(frame-narrative and relative chronology of the different accounts), Doniger (1999), 134-140, Leslie
(2003), 126-136, Brodbeck (2009), 93 and West (2017) (evolution of the narrative).

6 In the Jaimintya Brahmana, Cyavana’s story illustrates the power of the brahmana of Vastupa, a
secret mantra, which Cyavana is said to know and that allows him to obtain everything he desires,
including a rejuvenated body (vastupasya vai brahmanam veda ... tena eva mama punaryuvataya
asa “I know the brahmana of Vastupa ... with that I expect to be rejuvenated”). In the Satapatha
Brahmana, the story of Cyavana is aetiologically connected with a part of the soma ritual, so, it is
framed through descriptions of sacrificial gestures and vessels related to the A$vins. The Maha-
bharata version puts less emphasis on the ritual implications of the story and seems to be more
characterized by a ‘narrative’ character. The puranic versions seem to be based on the Mahabha-
rata account.

7 See also Caland (1919), 251-257, who provides a German translation of the story.

8 On the name Saiava see Chapter 14, Section 2.
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smear Cyavana with dirt, and in revenge the old man makes strife arise among the
tribe. Having found out that the conflicts originate from Cyavana’s taking offense,
Saryata tries to appease him. The sage asks for Saryata’s daughter Sukanya as wife.
The chieftain reluctantly concedes, but advises his daughter to flee from her hus-
band at the first possibility. However, her attempted flight fails thanks to Cyavana’s
power.

Some time later the A$vins approach Sukanya. They propose her leaving Cya-
vana for them, but the maiden refuses and later reports the episode to her husband,
who instructs her on how to respond to them, should they approach her again the
next day. She must tell them that they are ‘incomplete’ gods because they do not
take part in the drinking of soma, unlike her hushand, who does partake in the
ritual. Sukanya follows her husbhand’s advice, so the rebuffed Asvins ask Cyavana
what they should do to take part in the soma ritual. Cyavana agrees to help them if
they will rejuvenate him. The gods accept: they drag Cyavana down to the Saisava
(pool) and make him come out young and handsome, looking just like one of them.
Sukanya will now have to choose her husband from among three men who all look
the same. But proactive Cyavana, once again, had told his wife how to distinguish
him, so, Sukanya recognises her own husband. In exchange for his rejuvenation,
Cyavana tells the A$vins how to gain access to the soma ritual: the gods who make
offerings in Kuruksetra perform a ‘headless’ sacrifice, so he advises the Asvins to
ask Dadhyafic, a descendent of Atharvan, about the secret of the ‘severed head’ of
the sacrifice. The Twin Gods approach Dadhyafic and, after transforming his head
into that of a horse in order to avoid Indra’s revenge on Dadhyafic’s blabbing, they
learn the secret of the pravargya cup, i.e. the head of the sacrifice. After that, they
restore Dadhyafic’s head, approach the gods and are permitted to participate in the
sacrifice as adhvaryus (tav adhvaryu astam; tat tav apisomav achavatam “they [scil.
the Asvins] became adhvaryus and obtained a portion at the soma ritual”). Cyavana
joins the bride’s father, Saryata, and performs a ritual for him with a particular
melody. Thanks to this action he earns one thousand cows. At the end of the story,
Cyavana’s wish is fulfilled, the sacrifice is completed, and the Asvins are allowed to
take part in the soma ritual.

6.2.2 Satapatha Brahmana 4.1.5

Cyavana, a descendent of Bhrgu, is decrepit, ghostlike and left behind on earth.
Saryata settles in a place close to him and his boys pelt him with clods. Enraged,
Cyavana raises strife among the tribe. When Saryata discovers the cause of the
conflicts he goes to Cyavana and offers him his daughter Sukanya as wife. While
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wandering on earth and performing cures, the A$vins come to Sukanya and
desire her, but Sukanya rejects them. Later, she reports the event to Cyavana, who
instructs her on how to respond, should the A$vins approach her a second time.
When the Asvins make a second attempt, Sukanya tells them that they are imper-
fect and that she will reveal them the cause of their imperfection if they will
rejuvenate Cyavana (pdtim nii me ptinar ytivanam kurutam dtha vam vaksyamiti
“make my husband young again and I will tell you!”). The Asvins instruct her
to take Cyavana to a pool from which the ascetic will come out with the age he
desires. Once rejuvenated, Cyavana reveals to the Asvins that at Kuruksetra the
gods perform a sacrifice from which they are excluded. The A$vins come to the
gods and ask them to be invited to the sacrifice. As the gods refuse, the A$vins
tell them that their sacrifice is headless and that they will reveal the head of the
sacrifice to the gods if they admit them to the rite. In this way, the A$vins become
adhvaryus of the sacrifice.

6.2.3 Mahabharata 3.121-125

The sage Cyavana, son of Bhrgu, stands still in the same spot, close to a lake, for
a long time, so that he turns into a mound surrounded by an anthill. King Saryati
comes to the lake with four thousand women. Among them there is also Sukanya
who, one day, comes across the anthill. Cyavana falls in love with her, so he first
tries to talk to her, then gazes at her. Sukanya pricks the anthill’s (i.e. Cyavana’s)
eyes with a thorn, enraging the sage, who causes constipation among Saryati’s
army. Later Sukanya reveals what she had done to her father and Saryati resolves
to offer his daughter to Cyavana as wife. The appeased sage and his young wife live
serenely on the lake and Saryati leaves. Some time later, the A$vins see Sukanya
bathing and approach her, but she refuses their avances. The Twin Gods then offer
to rejuvenate Cyavana and invite her to choose a husband from among the three
of them. Cyavana accepts and plunges into the water, but when he comes out, his
appearance is identical to that of the ASvins. Sukanya, however, manages to choose
Cyavana, who bestows on the Asvins the privilege of drinking soma.

Saryati learns about Cyavana’s rejuvenation and visits him and his daughter.
Cyavana celebrates a sacrifice for him. However, as he draws a cup for the Asvins,
Indra stops him stating that the A$vins are unworthy of the soma ritual and threat-
ens to incinerate him with his thunderbolt. Cyavana invokes Mada, a terrible
monster which scares Indra, and continues the ritual. Paralyzed, Indra admits the
Advins to the soma ritual. Mada is then scattered onto the ritual offerings. Cyavana
completes the sacrifice and lives happily in the forest with Sukanya.
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6.2.4 Differences among the Three Accounts

Macroscopic differences between JB, SB and MBh concern the following details:

In $B and MBh there is no initial dialogue between Cyavana and his clan, nor
do these accounts mention the brahmana of Vastupa. In MBh 3.121 ff. Cyavana
is also not said to be left behind, but to practice austerity. The particular detail
concerning Cyavana’s transformation into an anthill is absent from JB and $B,
which, however, include episodes in which young men cover the sage with dirt;
The place where Cyavana is left behind is unnamed in $B and MBh;

Only in B does Cyavana express a threefold wish;

According to JB and $B, Cyavana causes strife to arise in Saryata’s tribe,
whereas Saryati’s army suffers constipation in MBh;

In $B and MBh Saryata/Saryati offers his daughter without being requested by
Cyavana and does not advise her to run away;

In JB and $B it is Cyavana who instructs Sukanya on how to respond to the
As$vins. The MBh does not include the dialogue. Indeed, we do not even learn
the reason why the Asvins are excluded from the soma ritual until the end of
the story.

Sukanya’s encounter with the Twin Gods is also described differently: in JB and
$B the gods are said to approach the maiden twice, whereas, in the MBh the
Advins seem to approach her only once, after having spied on her bathing, a
particular omitted by the other versions;

In all three versions, Cyavana is rejuvenated by plunging into a pool or a lake.
However, B and MBh include an episode concerning the stratagem of the
Advins: in JB, Sukanya manages to recognise her hushand thanks to his advice.
Differently, in $B Sukanya is just said to take Cyavana to a pool in which he is
rejuvenated ‘to the age he desired’, therefore, there is no mention of Cyavana
acquiring the same appearance as the Asvins. The MBh account resembles the
JB’s one, but in this version, Sukanya manages to recognise her husband by
trusting her own instinct;

In JB, the narrative does not include the encounter between the Advins and
Dadhyafic and the account of how they learned about the secret regarding the
‘headless’ sacrifice. After the rejuvenation episode, SB skips to the dialogue
between the Asvins and the gods, but as the Asvins approach the gods they
point out that their sacrifice is ‘headless’, so, we might infer that they know (or
have learned) about the secret concerning the headless sacrifice. The MBh does
not mention the ‘headless’ sacrifice at all.

In JB and MBh Cyavana performs a second sacrifice for Saryata/Saryati. JB only
specifies that Cyavana obtains one thousand cows with this sacrifice. In the
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MBh version, more emphasis is put on Cyavana’s powers. Indeed, his sacrifice
and the evocation of Mada seem to definitively enable the Asvins to be admit-
ted into the soma ritual. In $B there is no mention of the final sacrifice Cyavana
performs for Saryata in order to obtain one thousand cows: the A$vins ask the
gods to participate in the ritual and earn the right to do so because of the infor-
mation they have obtained about the ‘headless sacrifice’.

6.3 Is Rejuvenation Healing?

The reference to post-Rigvedic accounts of the story urges reflection on the Vedic
poetic texts I presented in the previous sections. The first relevant input is the ques-
tion about whether rejuvenation can be equated to healing. JB and $B do not pro-
vide a clear answer to this question. However, these texts mention that the Asvins
meet Sukanya, as they are going around (the earth), performing cures:

JB 3.124
asvinau vai tau darvihominau bhisajyantav idam carato ’napisominau

Now the A$vins, who took part in the darvi-ritual, but not in the soma-one, wandered about
here (on earth), bringing remedies (to people).

$B 4158
asvinau ha vd iddm bhisajydntau ceratuh

Now the Asvins then wandered about here (on earth), bringing remedies (to people).

One might therefore imagine that Cyavana’s rejuvenation is equated to yet another
act of healing performed by the gods. The Mahabharata version may support this
explanation. Here, the ASvins introduce themselves to Sukanya as healers who are
able to rejuvenate her hushand:

MBh 3.123.11
... avam devabhisagvarau
yuvanam ripasampannam, karisyavah patim tava

We are the great divine healers. We shall make your husband young and handsome.
These passages may, therefore, support the notion that rejuvenation is healing. It is

now time to turn back to the metaphor ‘body’ as ‘chariot’ to observe how Cyavana’s
rejuvenation manifests itself.
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6.4 The One Who Gets in Motion

In Rigveda 10.39 the rejuvenation of the old man is compared to the fashioning of
a chariot (Chapter 3, Sections 6 ff.). The same metaphor is also employed in Athar-
vavedic charms to heal a fracture (Chapter 5, Section 6). One may therefore wonder
about what the cures performed in these two texts have in common. Certainly, the
juxtaposition between the Rigvedic and the Atharvavedic passages might suggest
that the healers perform some kind of manipulation on their patient’s body. But
analysis of the Vedic and epic accounts on Cyavana suggests that this inference
is incorrect. Indeed, despite their differences on points of detail, JB, $SB and MBh
agree upon one specific aspect of the story: Cyavana is rejuvenated by plunging into
a pool or a lake.

JB 3.125

tam ha sarasvatyai saisavam abhyavacakrsatuh; sa hovaca: kumari, sarve vai sadrsa
udesyamo, ‘nena ma laksamkena janitad iti; te ha sarva eva sadrsa udeyur yat kalyanatam
rapanam tena rupena; tam heyam jiiatvabibhede: ’yam, mama patir iti

They dragged him down to the SaiSava of the Sarasvati. He [Cyavana to Sukanya] said:
“Maiden, all of us will come out of the water with the same appearance, you must recognise
me through this sign.” All of them came out of the water with the same appearance, with the
most beautiful body, but she chose him after she had recognised him (thinking/saying) “That
is my husband.”

$B 415.12

tau hocatuh

etdm hraddm abhydvahara sd yéna vdyasa kamisydte ténodaisyatiti tdm hraddm
abhydvajahara sd yéna vdyasa cakame ténodéyaya

They [sc. the Asvins] said: “Take him down to the yonder pool and he shall come forth with
whatever age he shall desire!” [She] took him down to that pool, and he came forth with the
age he desired.

MBh 3.123.15-17

srutva tad asvinau vakyam, tat tasyah kriyatam iti
tcat rajaputrim tam, patis tava visatv apah

tato ‘'mbhas cyavanah sighram, ruparthi pravivesa ha
asvinav api tad rajan, sarah pravisatam prabho

tato muhurtad uttirnah, sarve te sarasas tatah
divyarapadharah sarve, yuvano mystakundalah
tulyarupadharas caiva, manasah pritivardhanah

On hearing her declare that it should be done, the Asvins said to the princess: “Your hushand
must get into the water.” Whereupon Cyavana, who was desirous of beauty, rapidly plunged
into the water, and the Asvins too jumped into the lake, my lord king. A little while later
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they all climbed out of the lake, all young and divinely beautiful, with shining earrings, wear-
ing the same outward appearance.

The answer to the question concerning what Cyavana and chariots have in com-
mon, may be concealed in the nomen loquens of the protagonist of the story. As
shown by Garcia Ramoén (1999), the Rigvedic MN Cyavana (with long ) is identical
to the middle aorist participle (masc. sg.) of the Indo-European root *kiey- ‘to get
in motion’,? *kiju(w)-mh,nd-10 The form Cydvana- instead of the expected outcome
*cyuvand- is the result of the reinterpretation of the form as the pres. mid. ptc. of
cydvate. Therefore, it can be taken as a transferred epithet, i.e. an “adjective of for-
mer nominal phrases after deletion of the noun that was the head of its phrase.”1
Since cyav with various preverbs may be used in sexual contexts,? the participle
might allude to the connection between Cyavana’s rejuvenation and his new-found
capacity to attend to his wife’s (or wives’) desire, a detail already alluded to in Rig-
vedic accounts of the story.!3 Alternatively, Cyavana might be simply taken as ‘the
one who gets in motion’.* All post-Rigvedic narratives insist on the character’s
immobility, which islater reversed thanks to the ASvins’ intervention. The Jaiminiya
Brahmana is not explicit on this detail: Cyavana asks to his clan ‘to be left behind’

9 On the root see now Nikolaev (2024).

10 Garcia Ramon (1999) further discusses the match between Ved. Cydvana- and Gk. Zupevog (MN
in Rhodes).

11 Garcia Ramon (2010), 94. Since post-Rigvedic versions of the story depict Cyavana as an old man,
abandoned in a deserted place (e.g. JB 3.120 tam sarasvatyai saisave nidhdaya prayan; so ’kamayata
vastau hinah “They put him down at the Saiava of the Sarasvati. Abandoned on a [empty offering]
ground he expressed a wish ...”), Witzel (1987), 387 proposes that cydvana- is an epithet originally
belonging to Praskanva, an old man, who, according to RV 8.51.2, has been left behind, and desired
to win a thousand cattle (RV 8.51.2ac parsadvandh prdskanvam sdm asadayac , chdyanam jivrim
uddhitam/sahdsrany asisasad gdavam Jsih “Parsadvana made old Praskanva, who was lying down,
sit upright together. The seer sought to win thousands of cattle”). If Witzel is correct, one should
imagine that RV 8.51.2 preserves a variant or another myth about Cyavana, in which, just like in RV
8.54.8, he benefits from Indra’s help.

12 Fider (1966), 57, 99, see also Garcia Ramon (1993).

13 RV 1.116.10cd and 5.74.5. In all post-Rigvedic versions of the story, Cyavana’s narrative is bound
to the story of his marriage with princess Sukanya and her encounter with the Asvins (see Section 1).
14 Note that, in MBh 1.6.2, Pulom, i.e. Cyavana’s mother, named her son after the incredible cir-
cumstances of his birth: the woman gives birth to her son, who is carried alive in his mother’s
womb, while she is carried off by demon Puloman, (tatah sa garbho nivasan, kuksau bhrgukulod-
vaha | rosan matus cyutah kukses, cyavanas tena so ’bhavat “and the child she bore alive in her
womb, O descendant of the Bhrgus, angrily fell from his mother’s womb and thus became known
as Cyavana”).
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(tam ma vastau nidhaya prayateti “you should leave me on an abandoned ritual
ground and proceed further”). However, we can somehow infer that Cyavana is,
if not incapable of moving, not efficient in doing so. When Saryata reluctantly
resolves to give his daughter as a wife to the old man and urges her to leave him at
the first possibility, he states:

JB 3.122
kumari sthaviro va ayam nisthavo nalam anusaranaya; yadaiva vayam yunajamahd,
athanvadhavatad iti

[Saryata to Sukanya] “Maiden, this old toothless man is not in condition to come after us;
as we leave you, run after us.”

As a matter of fact, in this version of the story Cyavana does not run or walk after
Sukanya, but manages to stop her flight by stirring a cobra, which impedes the
woman from running off.!5

As already pointed out, $B differs from JB on this particular episode. Never-
theless, in that story too we recover clues on Cyavana’s immobility. Not only is Cya-
vana said to be “left behind (jahe) here (on earth), decrepit and ghostlike” (jirnih
krtydarapo, $B 4.1.5.1), but Saryata’s men specify that Cyavana ‘lies down, covered
with dirt”:

$B 4155
té hocuh puirusa evaydm jirnih krtyarapah sete tam anarthydm mdnyamanah kumard
lostairvydpiksanniti sd vidam cakara sd vai cydvana iti

They said: “Yonder lies a man, decrepit and ghostlike: him the boys have pelted with clods,
setting him at nought.” Then Saryata knew that this was Cyavana.
transl. Eggeling (1885)

The Mahabharata account is explicit on Cyavana’s immobility: the sage stands so
still that he seems to become one with the landscape:

MBh 3.122.1-4

bhrgor maharseh putro ’bhiic, cyavano nama bhargavah
samipe sarasah so ’sya, tapas tepe mahadyutih
sthanubhiito mahateja, vira sthanena pandava
atisthat subahiin kalan, ekadese visam pate

sa valmiko ’bhavad rsir;, latabhir abhisamvrtah

15 sa hovaca: *he paridhava sakhayam jivahayiam iti, sa yaditi; krsnasarpa kaivainam pratyutta-
sthau; sa tad eva nirvidyopavivesa “He [Cyavana] said: ‘Serpent run to help your friend?, and a
black snake rose in front of her. She lost her hope and sat back down.”
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kalena mahata rajan, samakirnah pipilikaih
tatha sa samvrto dhiman, mrtpinda iva sarvasah
tapyati sma tapo rajan, valmikena samavytah

The great seer Bhrgu had a son by the name of Cyavana Bhargava, and this glorious man per-
formed austerities close to this lake. Rigid as a post, the splendid ascetic maintained the vira
posture and stood in the same spot for a very long time, Pandava, lord of your people. Over
along span of time the seer turned into an anthill overgrown by creepers, O king, and was
covered by ants. Thus the sage became, so to say, a pile of earth on all sides, king, while he
continued his austerities surrounded by the anthill.

transl. van Buitenenen (1975)

When the ASvins rejuvenate Cyavana/Cyavana they ‘put him in motion’, since they
restore his capacity of moving efficiently. This detail may also be alluded to in RV
10.39.4. Here, we read that the ASvins fashioned Cyavana anew ‘like a chariot to
move about’.

RV 10.39.4ab
yuvdm cydvanam sandyam ydtha ratham
punar yuvanam cardthaya taksathuh

You two fashioned old Cyavana, like a chariot, into a youth again, (for him) to move about.

We may conclude that Cyavana’s restored capacity of movement is the result most
focused on in the Vedic and post-Vedic accounts of the story. The result of the reju-
venation is thus reminiscent of other traditional ways of healing performed by the
physician of AVS 4.12 and AVP 4.15, who invites the patient to stand up and move
(sd ut tistha préhi prd drava rdathah sucakrdh “stand up, go forth, run forth. [Your]
chariot has good wheels,” AVS 4.12.7; ut tistha prehi ... rathah sucakrah supavir
yathaiti “stand up, go forth, as a chariot goes with good wheels,” AVP 4.15.7). The
body is repaired as a chariot would be, it is strengthened in all its parts and returns
to move again efficiently.

In my next chapters, I will show how another Pindaric téktwv-metaphor is
ultimately connected with the capacity of Téktoveg to produce movement of the
body-chariot.






Part 2: Fashioning Movement: A Comparative
Study in Pindar’s Nemean Five






7 Pindar’s Nemean Five: Text and Translation

7.1 Text

1 OvK av8plavtomolog eiy’, OoT EAtvioovta épyd-
CeoBat aydApat €n’ avtéc Pabuidog
2 £0TAOT " AAN” €TTL TAOOC
0AKG80¢ €V T aKATw, YAUKET doLda,
oTel A’ Alyivag, Stayyélola’, 0Tt
Adpnwvog viog IuBéag evpuabeviig
vixn Nepeiolg mayxpatiov otépavov,
oUW YEVUOL paivwy Tépewvag
patép’ oitvdvlag omwpav,
7 ¢k 8¢ Kpovou kal Znvog fipwag aiypatag putevév-
Tag Kal amo ypuoedv NnpniSwv
8  Alakibag eyépatpev
HatpomoAiv te, eidav tévwv Gpovpav
9  tdv ot ebavdpdv Te Kal VaUGIKALTAY
10  Béocavto, map Pwpdv matépog EAlaviov
11 otavteg, mitvav T €¢ aifépa xelpag apd
12 ’Ev8aiSog daptyviTeg vioil
Kal Bla dwkov kpéovTog,
13 0 Tdg Beol, 6v Wapdbela TikT €mi pryutvt movtov.
14 aidéopat péya eineltv
v 8{Kd T€ YN KEKWWSUVELPEVOV,
15 ndg 8N Almov ebkAéa vaoov,
Kal tic av8pag dAkipoug
16  Saiuwv am’ Olvwvag EAacev.
atdoopat ob tol &maca kepdiwv
17  gaivoloa mpdownov dAGBel dTpekés
18  xai 70 olydv moAAdKLG 0Tl coQW-
TaTOV AvOpWTW VoijoaL.

D Ul bW

1 Snell/Maehler (1987): viol.

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-008
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19
20
21
22
23
24
25
26
27
28
29
30

31
32

33

34

35

36

37

38

39

40

41

42

43

el 8 6ABov i xelp®v Blav ij odapitav Emawvij- B’
oal moAepov §eddknTal, pokpd pot
avTobev GApad’ VooKa-
TTOL TLG" EYW YOVATWY OpUav EAappav:
kal mépav movToLlo TdAAoVT aieTol.
TPOPPWV &€ Kal Ketvolg teld’ év MoAlw
Motov 6 KGAALGTOG X0opag, év 8¢ péoatg
QOpULYy’ ATOMWY ENTAYAWCGOV
XPLOEW TAAKTPW SLWKWV
ayeito mavtoiwv vouwy' ai 8¢ mpwtiatov uev Huvn-
oav Alog apyduevat oepvav OETy
InAéa 6°, g T€ vv afpd
KpnbOeic TnmoAvTa §6Aw nedtioat
1i0eAe Euvdiva MayviiTtwv okomov
neloalo” axoitav mokiolg BovAevacty,
PevoTav 8¢ moToV cuvETate AGYoV,
06 Apa vougeiag éneipa
KeWvog év AékTpolg AKAGTOV
evVag 10 & évavtiov €éokev' TOAAG Yap Vv mavtl Bup@
TAPPAUEVA ALTAVEVEV.
T0l0 &8 Opyav kviov aimevol Adyol
€0ubvg 8 dmavdvato vopeav,
Eewviov matpog xoAov
Seioaig 6 8 €0 PpPAcdN Katévev-
aév T€ ol OpoveQng €€ ovpavos
ZeLg aBavdtwv Bactiets, (GOt €v Tayel
TovTiav XpLoaAaKdTwy Tva Nn-
peidwv mpdgewv txoltwy,

yauppov MooelSdwva meiloatg, 6G Atydbev moti kAel- r
Tav Oapd vicetat ToBuov Awpiav:

£vBa viv ebppoveg hat
oLV KaAdpolo Bod Beov Séxovtal,

Kal gbével yviwv €pilovTL Bpaoel.

[I6Tpog 8¢ kpivel ouyyevig Epywvy TEPL

ndvtwv. T0 § Alyivade 5ig, EbBVpeveg,

Nikag &v aykwveool Titvwy
ToKAwY &Pavoag DUvwv.

fiTot petai€atg o¢ xal viv Te0g HATpwe aydAiel
kelvov oudomopov €Bvog, ITubéa.



7.2 Translation = 103

44 & Nepéa pev Gpapev
Helg T Emywplog, 6v @iAnc” Ao WV
45  Glkag & ENBOVTAG oikoL T ekpdTel
46  Nioou T €v ebaykel AOQw. Yaipw & 6Tt
47  éoAoloL papvartat TEPL mioa TOALG.
48 1081, yAukelav Tot Mevdvépou
oLV TUXA UOXOwWV apotBdv
49  énavpeo. xpn & ar’ ABaviv Téktov’ abAntaiow Eupev:
50 &l 8¢ OcpioTiov ikelg
Mot delbewy, unkétt piyer 8idot
51  owvav, ava § totia Tetvov
mp0Og Cuyov kapyaaciov,
52 mUKTav T¢ VIV Kal TayKpatiov
@O&yEat ety EmSavpy SutAdav
53  VIKGOVT apetav, mpobvpotow § Aiakod
54  avBEwv TOLAEVTA PEPE OTEQPAVL)-
uata ovv Eavbaic Xaploow.

7.2 Translation?

I am not a statue-maker, so as to sculpt stationary statues that stand still on one
and the same base. Rather, on board every ship and in every boat, sweet song, go
forth from Aegina and spread the news that Lampon’s mighty son Pytheas has won
the crown for the pancratium in Nemea’s games, not yet showing on his cheeks
late summer the mother of the grape’s soft bloom, and he has glorified the Aeac-
ids, heroic warriors born from Cronus and Zeus and from the golden Nereids, and
his mother city, a land welcoming to foreigners, which Endais’ illustrious sons and
mighty prince Phocus, son of the goddess Psamatheia who bore him on the sea-
shore, prayed would one day be a land of brave men and renowned for sailing,
as they stood by the altar of father Hellanios and together stretched their hands
towards the sky.

I shrink from telling of a mighty deed, one ventured not in accord with justice,
how in fact they left the glorious island and what fortune drove the brave men
from Oenona. I will halt, for not every exact truth is better for showing its face, and
silence is often the wisest thing for a man to observe.

2 The provided translation is based on Race (1997b) and has been modified by the author.
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But if it is decided to praise happiness, strength of hands or steel-clad war, let
someone dig for me a jumping pit far from this point, for I have a light spring in my
knees and eagles leap even beyond the sea.

Gladly did that fairest chorus of the Muses sing for those men on Pelion,
while in their midst Apollo swept his seven-tongued lyre with a golden plectrum,
and led them in tunes of all kinds. And, after a prelude to Zeus, they first sang
of august Thetis and Peleus, telling how elegant Hippolyta, Cretheus’ daughter,
sought to snare him by a trick after she persuaded her hushand, overseer of the
Magnesians, to be an accomplice through her elaborate designs: she put together
a falsely fabricated tale, claiming that in Acastus’ own marriage bed he was trying
to gain her wifely love. But the opposite was true, for again and again with all
her heart she begged him, trying to manipulate him. But her precipitous words
provoked his anger, and he immediately rejected the wife, for he feared the
wrath of the father who protects hospitality. And cloud-stirring Zeus, king of the
immortals, observed it well and gave him a sign from heaven that he would soon
make a sea nymph, one of the Nereids of the golden distaffs, to be his bride, after
persuading their kinsman, Poseidon, who often goes from Aegae to the famous
Dorian Isthmus, where joyous crowds receive the god to the sound of the pipe
and compete with the bold strength of their limbs. Inherited Destiny decides the
outcome of all deeds. Euthymenes, twice from Aegina did you fall into Victory’s
arms and enjoy elaborate hymns.

Indeed, Pytheas, now too your maternal uncle, following in your footsteps,
glorifies that hero’s kindred race. Nemea stands firm for him, as well as the local
month that Apollo loved. He defeated those of his age who came to compete at
home and at Nisus’ hill with its lovely glens. I rejoice that the entire city strives
for noble prizes. Remember that it was truly through Menander’s good fortune
that you won that sweet reward for your toils. A fashioner of athletes ought to be
from Athens. But if it is Themistius you have come to sing, hold back no longer:
give forth your voice, hoist the sails to the topmost yard, proclaim that as a boxer
and in the pancratium he won at Epidaurus a double victory, and to the por-
tals of Aeacus’ temple bring the leafy crowns of flowers in the company of the
fair-haired Graces.



8 Structure and Themes of Pindar’s Nemean Five

8.1 Synchronic Background of the Ode

Nemean Five is dedicated to Pytheas from Aegina, winner in the boys’ pancratium.!
Pytheas is one of the sons of Lampon and the older brother of Phylacidas, who is
celebrated in Isthmian Five and Isthmian Six. From internal textual elements we
are able to reconstruct the relative chronology of the three odes: Nemean Five is
the oldest, Isthmian Five, which also provides an element of absolute chronology,
the most recent:

— Isthm. 5.48-50 (xai viv év ApeL paptuprjoat kev moAg Alavtog 6pBwbeloa
vavtalg || év moAveBopw Zaiapic Atog 6uBpw | avapibuwv avépdv yaraldevt
@Oovw) make reference to the battle of Salamis (480/479 BCE) as a recent event;

—  From Isthm. 5.17-19 (¢v IoBud Suthoa BdAAolo” apetd ... Nepéa 8¢& kal ap@oty,
| TTIuBéa te maykpatiov) we learn that Phylacidas won twice at the Isthmian
games, and he and Pytheas had both won at Nemea, Pytheas in the pancratium;

— From Nem. 5.6 (oUmw yévuol gaivwv tépevag patép’ oivaviag omwpav) we
infer that Pytheas won in the category of the dyévelot in Nemea.2 More-
over, from Isthm. 5.59-60 (aivéw kal MuBéav ... dvAaxida mAaydv Spduov
evBumnopijoal) we deduce that Pytheas had trained or advised his brother in
the pancratium;?

1 The same victory is celebrated by Bacchylides’ Epinician Thirteen. For a comparison between the
Pindaric and the Bacchylidean victory odes see Cannata (2020), 103-105, who recalls the hypothesis
formulated by Gértner (1978) (see also Fearn [2007], 115 and Morrison [2010], 241), that the two
epinicians were commissioned by the maternal family (Nemean Five) and paternal family (Bacchyl.
13) of the victor. Differently, Nicholson (2005), 186-187 argues that Bacchylides’ epinician was com-
missioned by Pytheas’ trainer Menander.

2 According to Pfeijffer (1999), 105 (see also Pfeijffer [1998]) “conventions of the genre demand
that Pindar explicitly mentions the age category if the victory was won in any category other than
the &vSpeg.”

3 Schol. Isthm. 5.59 obtog 0 TTubéag eneotdtnoe oD dulakiSa kai AAEWEY AVTOV ... EMAWVEG 0DV,
onot, xat Tov dAeintnv avtod ... mouoavta TV TANY®V Spouov evBunopiioat “this Pytheas was in
charge of Phylacidas and trained him ... So, Pindar says, ‘I praise his trainer ... because he made the
course of [Phylacidas’] blows run straight.”” This interpretation of the verses is not accepted by Silk
(1998), 60-66 and Nicholson (2005), 17-28, 172-176.

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-009
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—  From Isthm. 6.57-62 (duAakida yap RA00v, & Moloa, tapiag | ITubia Te KOUWV
EvBupével te' [...] dpavto yap vikag amod maykpatiov | tpeig am’ Tobuod, tag
& arr evPUA oL Nepéag | ayAaol maidég e kal udTpwe) we reconstruct that
Phylacidas’ first victory at the Isthmian games postdates the successes of his
brother Pytheas and of his maternal uncle Euthymenes;

—  From Isthm. 6.2-3 (8e0tepov kpartijpa ... &v Nepéa pév npdtov) we learn that Pyth-
eas’ victory in Nemea predates Phylacidas’ first victory at the Isthmian games.

In the light of all the above, 478 or 480 BCE are the probable composition dates for
Isthmian Five. The date of Nemean Five is debated: the earliest possible date for its
composition is 487, the latest 483 BCE.4

The ode consists of three triads, each of them comprising a six-verse strophe,
a six-verse antistrophe and a six-verse epode, for a total of 54 verses. As in the
case of other Pindaric epinicians, it is possible to identify a variety of semantic and
lexemic repetitions throughout the ode.5 In what follows, I first provide a list of the
lexemic and semantic repetitions of the poem, then concentrate on interconnected
leitmotifs of Nemean Five.

4 The date of Pytheas’ victory is the subject of a long debate. Severyns (1933), 41-51, followed by
Cannata (2020), 100, proposes that Pytheas won in 485 BCE, seven years before Phylacidas’ second
victory. Differently, Pfeijffer (1995) submits that 487 BCE is the composition date for both Pindar’s
Nem. 5 and Bacchyl. 13; Privitera (2014), 142-143 and Nicholson (2005) propose two alternative
chronologies for the three odes. First scenario is as follows: 485 BCE: Pytheas’ victory, 484 BCE:
Phylacidas’ first Isthmian victory, 480 BCE: Phylacidas’ second Isthmian victory. Second scenario:
483 BCE: Pytheas’ victory, 482 BCE: Phylacidas’ first Isthmian victory, 478 BCE: Phylacidas’ second
Isthmian victory.

5 See the analysis of Stern (1971), Segal (1974) and (1998).
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8.2 Lexemic and Semantic Repetitions of Nemean Five

The poem has a circular structure: the first and the final triads frame the mytholog-
ical excursus, which is built as a mise en abyme.5 A certain circularity may be rec-
ognised within the first and the second triads,” as lexemic and semantic repetitions
make evident (Tables 8.1, 8.2).

Table 8.1: Lexemic and semantic repetitions of Nem. 5.1-18 (first triad)

8  [to STAND], {otnpt é\wvloovta ... é0TaotT'(a) @ otdvieg(11) : otdoopat (16)
(1-2)
[SHIP] OAKAS0G ... AKATW (2) © vauotkAutav (9)
C [from AEGINA] are Atytvag (3) : am Olwvag (16)
[to APPEAR], paivw  @aivwv (6) . aivoloa (17)
b [VALIANT MEN] avrlp  €bavépov (9) ;. Gudpag aikipoug (15)

Table 8.2: Lexemic and semantic repetitions of Nem. 5.19-36 (second triad)

c [SWIFTNESS] é\agpav (20) : év TdyeL (35)

¢ b [SEA], TTOVT- movroto (21) : movtiav (36)
[CONSORT], AKoLT- dakoitav (28) : Gikottwy (36)
[STORY], AOyog Aoyov (29) : Aoyol (32)
[SPOUSE] VUL(- VUH@EeLag (30) : vipeav (33)

Further repetitions seem to build a frame between the first and third triads
(Table 8.3).

6 Cannata (2000): the song of the Muses overlaps with that of the poet. At 25, the beginning of the
song is marked by the expression Ouvnoav Awog dpyduevai, but the end of the song is not explicitly
marked. On the passage see also Mancuso (forthc.).

7 The only lexemic reprises within the third triad seem to be dykwveool (42) : evaykel (46) and the
word [Two]: §ig (41) : SutAdav (52).

8 As explained later, (a), (b), (c) group the repetitions thematically.
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Table 8.3: Lexemic and semantic repetitions of Nem. 5.1-18, 37-54 (first and third triads)?

C [to MAKE/FASHION] avéplavrormolog (1) : téktov'(a) (49)

C [WORK], £py- épyadeoBal (1) 1 €pywv (40)

C ayaA-10 aydpat'(a) (1) T aydMeL (43)
[SWEET], YAUKUG YAUKET (a) (2) : yAukelav (48)

c [MOVE + ANNOUNCE] OTELY (€) ... SLayyeN-  : Sidol || pwvav ...

Aowa’(a) (3) avd ... lotia tetvov
(50-51)
C [SONG/SING], GoL84, asidw  aotda (2) : Geidewv (50)
C [from AEGINA] are Aiyivag (3), . Alyivabe (41)
ar’ Olwvag (16)

a [VICTOR’S NAME], MuB£ag Mubéag (4) : MuBéa (43)

a [STRENGTH], 0Bévog ebpuaBevnc (4) : 0Bével (39)

a [VICTORY], ViKa, VIKAW vikn (5) : Nikag (42) :VIKQVT () (53)

a [NEMEA], Nepéa Nepeiolg (5) : Nepéa (44)
[MOTHER/MATERNAL], patép’(a) (6), T paTpwg (43)
pdr(n/e)p- paTpOTIoALY (8)

a [PANCRATIUM], taykpdatiov  maykpatiou (5) : maykpatiou (52)

a [CROWN], oTepav- otépavov (5) 1 otepavwpata (54)

a,b [AEAcus], Alak- Alakisag (8) : Alako0 (53)"
[ARMS] Xelpag (11) 1 AyKwveooL (42)

In turn, a variety of parallels and reprises interweave the first and the second triads
(Table 8.4) as well as the second and the third triads (Table 8.5).

9 Segal (1974) and (1998), 168 further points out the presence of the semantic field of [NATURAL
GROWTH] in the first triad (6-8), which is reprised in the very final verses of the ode (54). On plant
metaphors in Pindar’s epinicians see Steiner (1986) and Salvador Castillo (1996), who discusses the
vegetal lexicon of 6-8 at 126-130 (putelw), 161-165 (beard). Segal (1974) further identifies this very
semantic field as opposed to the semantic field of stasis.

10 The terms éyaAua ‘statue, monument’ and aydAiw, ‘honour’ (etym. ‘to make hig’), are etymo-
logically related, as explained by Pinault (1991). They are both derived from the zero-grade of the
IE word for ‘big’, *mg-h,-.

11 As Segal (1974), 406 points out, mitvav (11) seems to be reprised through nitvwv (42), although
they are different verbs.
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Table 8.4: Lexemic and semantic repetitions of Nem. 5.1-18, 19-36 (first and second triads)

c [to MAKE], TTOLEW avéplavto®moldg (1) @ mowntév (29)
C [SONG/SING], GoL8a, acidw  AoLda (2) 1 Geld'(e) (22)
[ZEUs], Zelg Znvog (7) : Alog (25) 1 Zeug (35)
b [GOLDEN] ([NEREIDS]), Xpuoedv © XPUOEw (24) I XPUOOAAKATWY
Xpucéog Nnpn(ig Nnpntdwv (7) Nnpntdwv (36)
b [NEREIDS]-[AEACIDS] Nnpnidwv © Ofuv
Alakidag (7-8) MnAéa (25-26)12
b [FATHER], tatrip matépog (10) ;. Tatpog (33)
[ARMS], Xeip Xelpag (11)  Xelp@v (19)
b,c  [SEA], mMOVT- movrou (13) : Tovroto (21) . movtiav (36)

Table 8.5: Lexemic and semantic repetitions of Nem. 5.19-36, 37-54 (second and third triads)

[ARMS] XELPWV (19) : Aykwveoot (42)
C [SING], Geidw asd'(g) (22) : asidewv (50)
b,c  [HYMN], Opve/o- Opvnoav (25) : Upvwv (42)
[PERSUADE], ts(Ow neioato’(a) (28) : neloatg (37)
C [ELABORATE/VARIEGATED], TIOLKIAOG TIoLKIAoLG (28) : TOLKIAWV (42)
C [to MAKE/FASHION] TonTov (29) : Téktov'(a) (49)
[ApOLLO], ATTOMWVY ATIOAWV (24) : ATTOANWV (44)

It is possible to sort lexemes and thematic elements into three groups:

(a) repetitions concerning the fundamental data about the victory and the epi-
nician, the mention of which can be considered conventional:3 name of the
victor, homeland of the victory, place of victory, and discipline in which the
victory was obtained. These elements, together with the name of Aeacus and
the patronymic Aeacid (Aiokog, Aiakidag), the lexemes vika- (vika, Vikdw),

12 Stockert (1969), 53 highlights how this semantic repetition (orig. semantische Wiederholung) is
located between the end of a period and the beginning of the next.
13 Schadewaldt (1966), 285-287.



110 =— 8 Structure and Themes of Pindar’s Nemean Five

oTeQaVo- (0TéPavog, ate@dvwyua)4 and yAvkog (in fem. sg., epithet of the poetic
celebration) are located in the poem’s frame: the first and the final triads of
the ode;

(b) repetitions conceptually or thematically connecting Pytheas and the glorious
past of Aegina, located across the first and the second triads. These repetitions
frame and intersect with the mythological excursus of the ode, concerning the
events that led to the marriage of Thetis with the Aeginetan hero Peleus;

(c) repetitions building ‘pairs of opposites’ within interconnected themes, namely,
words concerning the ideas of immobility and mobility; figurative and poetic
art. These semantic and lexemic repetitions are scattered in the three triads of
the ode and seem to be thematically relevant. Therefore, they will be my main
objects of focus in the following paragraphs.

8.3 From Stasis to Motion

As lexical and semantic repetitions make evident, Nemean Five pivots around the
concepts of stasis and movement. In his seminal 1974 paper “Arrest and Movement:
Pindar’s Fifth Nemean,” Charles Segal argued that, in this antithetic pair, stasis is the
negative pole and movement the positive one. Here, I slightly revisit this interpre-
tation, by proposing that stasis does not have a negative value per se, but probably
does in connection with artistic products. Indeed, Pindar proclaims that movement
is more powerful than immobility and the ode seems to progressively detach from
stasis and increase its own movement. In the first triad of the poem, static images
abound, but, as the ode proceeds, dynamic images grow in number until they pre-
vail over static ones, also thanks to the ring-structure of the poem. To assess the
weight that the interaction between these opposite spatial references carries, it is
useful to start from the possible performance venue of the ode.

Despite Pindar’s usually being elusive on the celebratory settings of his odes,!
it is likely that verses 53-54 refer to the performance venue of the Nemean ode:

14 For otépavog, oTepavow and ote@dvwpa as words often employed to build a ‘crown-composition’
(ring-composition built with the lexemes ote@-, alluding to crowning concrete and metaphorical
objects) in Pindaric epinicians, see Massetti (forthc./d).

15 As Nagy (1994), 19 puts it, Pindar makes it “so that all the given self-references could not only
possibly fit any one time and any one place of performance,” see also Athanassaki (2012), 155,
who, following Loscalzo (2003), 85-86, 102-103 and Hubbard (2004), considers the very opening of
Nemean Five as evidence for the re-performance of the hymns.
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Aegina’s Aeaceum.!® This heroon was “a quadrangular enclosure of white marble”
(mepiBolog TeTpdywvog Aevkod AiBov, Paus. 2.29.6) that featured representations
of salient moments of Aeacus’ life.”” As Pavlou (2010), 9 points out, Pindar “orches-
trates his song in a way that complements the surrounding monuments.” He
infuses movement and voice into the ode’s performance venue by putting some of
the scenes represented in the Aeaceum into words, music, and dance. Furthermore,
he enacts the ode’s dynamism by loading his poem with references to the semantic
field of movement.

Nemean Five opens with the poet proclaiming the superiority of odes over
statues. These are “stationary” (¢éAtvboovta, 1) and can only “stand still on one and
the same base” (¢ avtdg Babuidog || €éotadt’[al, 1-2). Therefore, they can only be
enjoyed centripetally, in situ.8 In inviting his ode to embark on every ship and boat
departing from Aegina (¢mi mdoag 0AKA80¢ &v T AKATW ... oTELY A Atyivag, 2-3)1% and
to proclaim (StayyéArowa’[al, 3) Pytheas’ victory to everyone, Pindar emphasises that
poems move and talk: that is, odes can be enjoyed centrifugally, everywhere.20

Despite the first image of maritime travel, the first triad of the ode contains
three instances of the verb {otnut ‘to stand still, to stop’: as mentioned above, the
statues of 1-2 are said to be ¢o0tadt’(a) (‘standing still’); at 1011, Pindar portrays
Aeacus and his sons standing and praying by the altar of Zeus Hellanios (mdp pwpov

16 See Mullen (1982), 152, Steiner (1993), 163, (2001), 264, Pfeijffer (1999), 193, Pavlou (2010), 6. The
Aeaceum was located not far from the centre of the island (see Walter-Karydi [1994], 132). The
heroon is described by Paus. 2.29.72-73.

17 Paus. 2.29.7 énelpyacpévol 8¢ eiol katd v €5o8ov oi mapa Alakov mote V1O TV EAAVwY oTa-
Aévteg. The pf. pass. of émepyalopat often means ‘to be sculptured on’ in Pausanias (LS] s.v.).

18 Pfeijffer (1999), 100-101 points out how éAwvbw “is used with connotations of idleness” in Isthm.
2.46 and Aesch. PV 52-53, 529. The same value belongs to éotnka in traditional hexameter poetry
(IL 4.246, 366-367+).

19 See Péron (1974a), 154-156, who points out that Pindar uses words denoting merchant ships
because he “considers his ode to be a cargo of prizes” (p. 155, translation from the original French
by the author). The term 6Akdg denotes a sailing ship without oars, mainly used as a trading ves-
sel (Morrison/Williams [1968], 244245, Casson [1971], 169), while ¢éixatog means (light) ‘boat’ ox, in
a more specialized sense, “merchant galley with oars and one square sail” (Pfeijffer [1999], 103).
According to Kurt [1979], 82, the use of dxatog emphasises the speed of the vessel. Both terms occur
within poetological metaphors: 6Akag occurs in Pind. fr. 355, Alcm. 199 C (142 D), Simon. fr. 251 P,
and Bacchyl. 16.2—4 (Niinlist [1998], 273), dkatog in Pyth. 11.40 (on which see Finglass [2007], 111).
20 See Fearn (2017), 21-22. For parallels for the personification of the ode as some sort of herald
or messenger see Niinlist (1998), 68-80. As Pfeijffer (1999), 102 remarks, “we are invited to imagine
that Pindar’s audience, when having returned to their duties after the victory celebrations are
over, have his song in their heads and sing it in foreign harbours. Pindar envisages a similar kind
of unregulated oral transmission of his songs in those passages where he stresses that his song will
ensure that the victor’s fame flies from mouth to mouth.”
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natépog EAAaviov | otdvTteg).2! As pointed out by Maria Cannata (2020), 385, not only
does the ptc. ot@vteg occur at verse-beginning, i.e. following a pause, just like the
preceding ¢oTadT (o) at verse 2 beginning, but it might also be taken as a reference
to a statuary representation of the Aeacids at Aegina. Indeed, the prayer to Zeus
Hellanios was the final scene of a story which, according to Pausanias (2.29.7), was
represented at the Aeaceum. The story goes that Greece was suffering because of a
great drought caused by Pelops’ impious deeds.2 So, the oracle advised the Greeks
to seek the intercession of the most pious man, Aeacus, with Zeus. Together with
his three sons, he performed a prayer to Zeus and changed the destiny of Greece.
He then consecrated an altar to Zeus Hellanios.2? In our ode, the scene is followed
by a brief allusion to a later event, Phocus’ death. According to the standard ver-
sion of the myth, this son of Aeacus and Psamathea (13) was killed by his brothers
Peleus and Telamon in a dvog dkovaolog that compelled them to leave the island.24
Pindar is reticent about the account. Having mentioned the departure of the Aeac-
ids from Aegina (Saipwv am’ Oivwvag élacev, 16),2 which may vaguely recall the
journey of the ode itself (3), at least in its directionality (movement from Aegina,
see Tables 8.1 and 8.3), the poet stops: at 16, a third instance of ioTnuy, in the 1st sg.
future, otdoopar,? followed by an invitation to ‘stay silent’ in gnomic form (xat

21 According to Segal (1974), 400 “This ‘standing’ of the Aeacids has ominous associations [...] This
is the last time the three Aeacid brothers stand and act ‘together’ before the murder of Phocus by
the other two divides this unity forever. Their common ‘standing’ in prayer before the altar of Zeus
Hellanios, in turn, increases our horror at the impiety of the deed.” However, since the Aeacids’
common prayer invoked Zeus to put an end to Greeks’ suffering it appears forced to me to describe
the scene as ‘ominous’.

22 Apollod. [Bibl] 3.159.

23 Isoc. Evagoras 14-15, Diod. Sic. 4.61.1-3, Paus. 1.44.9, 2.29.7-8, Apollod. [Bibl.] 3.12.159, Clement of
Alexandria Stromata 4.3.28.4-6, Schol. Nem. 5.17b, Schol. Pae. 6.125. Schol. Nem. 5.17b also mentions
a flood as an alternative cause for the embassy.

24 On this myth and the tradition followed by Pindar see Nagy (2011), 52-55.

25 Schol. Nem. 5.25a @aot yap IInAéa xal TeAau@va év yvuvaaoiotg averdvtag dikov, Tov uév Siokw
TOYavta, Tov IInAéa, Tov 8¢ Tehaudva ol8pw Ta petdgpeva. Among other sources, compare Alc-
meonis fr. 1 B, Eur. Andr. 687, Ap. Rhod. 1.92-93, Diod. Sic. 4.72.5-6, Plut. Parallela Minora 25.311e,
Paus. 2.29.9-10, 10.30.4, Apollod. [Bibl] 3.12.160-161, Ant. Lib. 38.1-2, Hyg. [Fab.] 14.8, Schol. Ly-
cophr. 175¢ L.

26 Cf. dpiotapat in OL 1.52. According to Bundy (1962), I 21, who classifies the form as an ‘encomi-
astic future’, the future tense “refers to the present.” Differently Pfeijffer (1999), 121, who, reprising
Pelliccia’s (1995), 320, 322325 idea of “programmatic intra-carminal futures,” states that the future
is used here as a metanarrative tense that refers neither to the time of telling nor to that of the tale,
but to [...] the ‘space of the discourse’.” On this category see Genette (1976). On the use of the future
tense in Pindar, see now Sigelman (2016), 66—80, who argues that the tenses contribute to the effect
of ‘incompleteness’ and ‘perpetual renewal’ of the odes.
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70 oLydv ... €0Tl copwTatov, 18), marks the break-off section of the poem.?” Pindar
‘stands still’ and ‘mute’, one may argue, like statues do: he refrains from recounting
the facts connected with Phocus’ murder. However, movement prevails and the ode
proceeds further.

At 20-21 he introduces his new mythological journey by means of two dynamic
metaphors. In mentioning the ‘burst of speed of his limbs’ (§xw yovatwv 6pudv
€Aa@pav, 20), the poet prepares to jump ahead.?8 At 21, thanks to the metaphor of
the eagles flying beyond the sea (kal mépav mévtolo maAAovt aietoi, 21), which
here, just like elsewhere in the corpus of Greek melic poets, applies to the poet,2® he
moves on to the mythological excursus. At 22, we realise that the poet has followed
the journey of Peleus to Thessaly. We are now on the Mount Pelion, where the wed-
ding of Thetis and Peleus takes place. The re-evoked scene is full of movement and
music: the Muses form a beautiful chorus (kdAAlotog yopdg, 23), Apollo, holding the
phorminx, leads all sorts of melodies (dyeito mavtoiwv vouwv, 25). The Muses start
singing (25) and recount the events that led to the wedding of Peleus and Thetis:
Hippolyta, the wife of Acastus, had once tried to snare Peleus (nedéoat, 26) with
deceit. She thus ‘pieced together’ (cuvénage, 29) a false story.30 As correctly noticed
by Segal (1974), 404, neSdoat (26) and cuvémate (29, on which see Section 5) may be
considered as new verbs of stasis: in particular, teddw, which etymologically means
‘to tie the feet (of someone)’ (LfgrE sv.), came to mean ‘to impede, obstruct, make
stop’ in Greek traditional hexameter poetry; mdyvupt recalls the fixity of objects
adhering to a surface (the earth, the breast of a defeated enemy, etc.). But, as Peleus
refuses Hippolyta, stasis is again overcome through movement and speed. When
Pindar mentions Zeus’ approval of Peleus’ decision, the father of gods is said to be
opoweig (‘who stirs up the clouds’, 34).3! His decision to give Thetis to Peleus as a
bride also moves quickly (&v tdyel, 35).

27 For Race (1989), 202, fn. 14: the verse offers an example of “turning from painful experience (in
praeteritio) to success.”

28 On sport metaphors in Greek archaic poetry see Lefkowitz (1984), Niinlist (1998), 142-161.

29 See Bernardini (1977), Pfeijffer (1994), Steiner (2007), but cf. Stoneman (1976), who proposes an
identification between eagles and the laudandi (already found in Bury [1890], 85).

30 Note also the reading cuvéniege (Laurentianus graecus 32, 52, end of the 13th—beginning of the
14th century CE), accepted by Cannata (2020), who points out possible parallels with passages in
which mAékw has an object meaning [WorD/HYMN] (Pind. OL 6.86, Nem. 4.94) and compounds such
as SoAomAdkog (Sappho fr. 1.2 V+).

31 The epithet seems to be coined by Pindar. See Garcia Ramén (2013), 67, on the perfect Vedic
phraseological match stémarh iyarmy abhriyeva vdtah “I stir up the praise songs, like winds the
rain clouds” (RV 1.116.1b), which, significantly, contains a metapoetic simile.
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From this point onwards, stasis seems to almost disappear from the ode: the
only clear reference to the semantic field of fixity is found at 44, where Nemea is
said ‘to stand firm’ for Pytheas (& Neuéa puév dpapev, 44). Everything (and everyone)
else jumps, moves and sings: at the beginning of the third triad, Pindar recounts that
Zeus persuades Thetis’ suitor Poseidon to renounce marrying the goddess.32 Signifi-
cantly, the sea god is then associated with movement and music: he is portrayed as
often travelling from Aegae to the Isthmus (8¢ Aiy@Bev moti kAertav Bapd vioeTal
Tabuov Awpiav, 37), where he is celebrated with music (e0@ppoveg that 60V kKardpoto
Bodt Beov 6éxovtay, 38). As the ode slowly approaches the end, the references to
movement, music and songs multiply: Pytheas’ maternal uncle Euthymenes is said
to ‘have fallen’ twice in the arms of Victory (Nixag év aykwveaat mitvwv | moiAwv
épavoag buvwy, 42); Pytheas has defeated the young men who had come to compete
with him at home (&Awkag 8 AB6vTag oikol T ékparel, 45). At 50-51 the themes of
travelling by sea and the verbal power of the ode return in a circular way. The two
images are now presented in reverse order. While previously the poet had invited
the ode to ‘go forth’ (otety’[e], 3) and spread the news (StayyéAioia’[al, 3), here he
exhorts himself to “lift the voice” (§i8ot | ewvav, 50-51) and “hoist the sails to the
topmost yard” (ava 8" iotia telvov mpog {uyov kapyaaiov, 51). In the final verses of
the poem, with the expression ixelg ot aeidewv (50), the exhortation to ‘hold back
no longer’ (unkétt piyeu), and the invitation to crown the statue of Themistius (pépe
atepavypata ovv Eavoaig Xdploow, 54), the poet seems to explicitly involve the
Aeaceum’s statues in his performance.

In conclusion, a reading of Nemean Five guided by the lexicon of ‘stasis and
movement’ reveals that these two opposite images interact at various levels: they
are connected with heroes and gods mentioned in the poem and correlate with the
metapoetic references, epithets and metaphors. At the same time, the interaction
of stillness and mobility correlates with the dynamics of the ode’s performance at
the Aeaceum. Pindar not only “actively engages with the visible iconography of the
performance venue,”3 but he also chooses and combines images and themes so as
to metapoetically reproduce the ode’s kinaesthetics (the movement peculiar to the
choral performance among the Aeaceum’s statues). The circular structure of the
ode, which in my view can have an iconic value, contributes to fashioning move-
ment, peculiar to the poetic creation that overwhelms stillness.3*

32 Isthm. 8.27-29, Apollod. [Bibl.] 3.168. On the episode see the seminal study of Slatkin (1995).

33 Pavlou (2010), 9.

34 AsKirichenko (2016), 22 points out, “Pindar endows his own “figurative statue” (i.e. his ode) with
speech and movement in order to transfer an image of the victory into the festive context of the
victor’s hometown and beyond.”
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8.4 Statues and Odes

The themes of stasis and movement seem to be embedded in the opposition
between sculpture and poetry. In the incipit, Pindar proclaims the superiority of his
work, which moves and talks, over stationary, mute statues.® The verses have been
variously interpreted and clarified since antiquity. Ancient commentators provide
a biographical line of interpretation, which is not taken particularly seriously by
most modern-day scholars:3¢ scholium 1a reports the anecdote according to which,
Pytheas’ family members had told Pindar, who had asked them to pay three thou-
sand drachmas for an epinician, that a statue would have been a nicer gift for the
same price. When they later changed their minds and paid him the requested sum,
Pindar addressed the issue in the very opening of the poem.3” Despite the possible
presence of an allusion to a real event in the first verses of the ode, the incipit raises
a variety of questions, namely, on (i) how to interpret the tone of verses 1-2 in the
light of the synchronic backgrounds? of the ode and its performance venue, Aegi-
na,% and (ii) how to harmonise the statement of Nem. 5.1-2 with other poetological
metaphors employed by Pindar. The poet seems to express antipathy towards sculp-
ture,*0 but occasionally he compares his work to a monument.#

35 We know that statues, painted and carved objects can have a voice, at least potentially, thanks
to their ‘speaking inscriptions’, which are traditionally formulated in 1st person singular (see
Steiner [1993]).

36 On the general untrustworthiness of Pindaric scholia see Frankel (1961), Lefkowitz (1975), (1985).
37 Schol. Pind. Nem. 5.1a gactv 61t ol To0 ITubéov oikelol mpoaijABov ¢ Mv8dpw mapakarod-
VTeG OTIWG €l avTov ypayn émtvikov- Ivapov 8¢ aitioavtog TpLoxtiiag Spayuds Epacay €kelvol
KAAov givat ydAkeov avdplavta motfjoal Tfig avtiic TG { 0 moinua. xpévew 8¢ Dotepov yvw-
olpayfoavteg navijAbov 10 avtd 8186vteg 6 8¢ €€oveldifwv avTolg obtwg fipgato, kal enaot pjy
KATAOKEVALEW €pya TNV aLTAV Katéxovta ywpav, kabwg ol avSplavtovpyol tolg yaAkols avspl-
avtag, GAAG Ta Towjpata dnep mavtayoaoe Stikveltal, OOTe TV APETAV TOV EMaVEBEVTWY TTOAAOTG
gtvat SAnv.

38 See Yvonneau (2003), who connects the opening with an anecdote recounted by Hdt. 5.82-84.
39 See Burnett (2005) and Pavlou (2010).

40 Lee (1988) proposes that the tone is ironic. According to a prevalent view it expresses “antip-
athy towards sculpture” (words of Fearn [2017], 18), see also Svembro (1984), 155 and, as recent
references, Golden (1998), 84-85, Benediktson (2000), 18, O’Sullivan (2003), 79-83, Ford (2002), 98,
Sprigath (2004), 263, Mdnnlein-Robert (2007), 18, Smith (2007), 92, 109.

41 Segal (1998), 179 notices that the ode’s incipit “poses a deliberate paradox, for elsewhere Pindar
is very much aware that statues and other solid commemorative forms are parallel to the ode.”
See also Steiner (1993), (2001), 251-265 and Morgan (2007), 230-231. Differently, Loscalzo (2003), 150:
“Pindar, who compares his art to various forms of craftsmanship, distances himself from statuary
and never explicitly uses the image of the statue to indicate his poetry” (translation from the orig-
inal Italian by the author).
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Here, again, I use the metaphoric employment of words belonging to the
semantic field of construction as a guide to my analysis.

Table 8.6: Lexemic and semantic repetitions of [MAKE] and [VARIEGATED]

[to MAKE/FASHION] °rotdg (1) ;omowntov (29)  : téktov'(a) (49)
[WORK], £py- épyaleoBal (1) : €pywv (40)
aya- aydpat’(a) (1) o AyaMed (43)
[ELABORATE/VARIEGATED], TTOLK{AOG TIOLKIAOLG (28) @ TOWKIAwV (42)

Terms for ‘to make/fashion/work/decorate’ are present in each of the three tri-
ads of the ode (see Section 2 and Tables 8.3, 8.4, and 8.5). The lexemic repetitions
épydgecBal (1) : €pywv (40) and aydipata (1) : aydidel (43) are located in the ode’s
frame. Both épydlecbatl and aydiuata are found at 1, within the opening reference
to the statuary. The respective cognate words, épywv and aydAiet, which apply to
the victor’s deeds and their ‘impact’ on Aegina, are found in the third triad of the
ode. It is difficult to assess whether of the couple épydleabar (1) : €pywv (40) has a
thematic relevance. At 1, épyalecBat seems to be used as a terminus technicus for
the carving of statues. The verb only appears here and in Isthm. 2.45-46, within a
metapoetic metaphor that can be conceptually linked to that found in the opening
of Nemean Five: ¢nei ToL | oUK €éAtvioovTag avtolg épyacdapay “I did not carve them
[i.e. my hymns] to remain stationary.”*2 However, the fact that £pyov occurs in sev-
eral Pindaric passages* suggests that it is a ‘conventional word’. This throws doubt
on the possible thematic value of the term at 40. As for the couple dydApata (1) :
GydAAel (43), dyaApa occurs within the statuary reference: it denotes a “a concrete
representation of glory, honour” (Pfeijffer [1999], 101), often in the form of statue
portraying a god or a man. The use of dydAAw may be connected to the topos of
‘victor as ornament of the city’, also found in Ol 5.20-21 (Pindar asks Zeus to ‘adorn’
Camarina ‘with good hosts of noble men’, aitjowv néAwv ebavopiatol Tavde kKALTAIG
| SaddArew), Pyth. 9.4 (Telesicrates is atepavwpa Kupdvac).44

42 Incidentally, in Isthm. 2.46 ¢pyacduav builds a ring-composition with another rare Pindaric
word, ¢pydrtig (of the Muse, Isthm. 2.6).

43 Fifty passages, according to Slater’s (1969) lexicon, s.v.

44 Apossible addition to this group is Nem. 4.83-85 Uuvog ... Baciiebowv icodaipova Tevyel | dTa
“and a hymn makes a man equal in fortune to kings.”
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Conversely, the repetitions of [MAKE/FASHION] and [ELABORATE/VARIEGATE]
highlight two main contrasts: (i) deceptive words vs. poetic words, (ii) immovable,
mute statuary vs. movable, resounding poetry.

8.5 The Art of Lying: totkiAoLg BOUAEUHAGLY, TIOLKIAWY DpPVWVY

It has often been noted that the use of mowiAog at 28 resembles that of the same
adjective in another Pindaric passage,*® in which the creation of a false story is
described through the lexicon of construction:

Ol 1.28-33
1 Baupatd TOAAG, Kai Tov TLKai BpoTdv
OATIG LTIEP TOV AR Adyov
SeSatSapévol Yevdeaot ToLkiloLg
Etamat®vTt udbot
Xapig &, tmep dmavta tevyel Ta petiyya Bvatols,
Empépolaa TLuav Kal dmaTov Uoato meTov
£upeval T0 TOAAAKLG

Yes, wonders are many, but then too, I think, in men’s talk stories are embellished beyond

the true account and deceive by means of elaborate lies. For Grace, who fashions all things

pleasant for mortals, by bestowing honour makes even what is unbelievable often believed.
transl. Race (1997a) modified by the author

At the same time, the pair mowidolg BovAedpaat (28) : mowiAwy Vuvwv (42) can
be framed within a Pindaric stylistic tendency. In the extant Pindaric corpus,
construction-metaphors are used in both the semantic fields of lying and of poetry.
The phenomenon is not a unicum in Greek literature: when the Muses reveal to Hes-
iod that they are capable of lying and telling the truth, the poet calls them aptiémnetar.46

Hes. Th. 27-29

“{Buev Yevdea moAAd Aéyetv £TVHOLOWY Ouola,
i8uev 8 €07’ £0éAwpev, aAnBéa ynpooacOar”
¢ Epacav KoDpaL UEYAAoL ALOG APTLETELAL

“We know how to tell many lies similar to authentic things, we know, when we wish, how
to proclaim true things.” So spoke great Zeus’ daughters, whose words are well-arranged.

45 Segal (1998), 173, Steiner (2001), 263, Fearn (2017), 41-43.
46 On the compound see Calame (1977).
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This epithet is a compound displaying a FCM aptt°, etymologically connected
with dpapiokw ‘to join together’, and a SCM based on émog ‘word, verse’.4” Hes-
iod’s Muses are therefore depicted as ‘arrangers of verses’, but the content of their
verses, as they declare, is occasionally a lie. Indeed, crafting lies is often portrayed,
through metaphors, as some sort of construction in Homer and elsewhere in Greek
archaic poetry. If we consider the metaphoric expressions applying to lies and
poetry ‘horizontally’ (i.e. ex Pindaro ipso) and ‘vertically’ (i.e. ex Homero et Hesiodo
ipsis), Pindar
(A) seems to align with the preceding tradition, although he often applies to
[POETRY] lexemes that are associated with both [LIES] and [POETRY] elsewhere.

Moreover, Pindar apparently innovates the phraseology in Greek traditional hex-

ameter poetry in two main ways:

(B) by applying a lexeme that elsewhere allegedly occurs only in [LIE]-metaphors
within a metapoetic metaphor;

(C) by creating what, at first sight, looks like a set of new twin metaphors, in which
a same verb or adjective combines with both [LIES] and [POETRY].

(A): The only verbs that seem to be employed in connection with both ‘lies’ and
‘verses’ in hexameter poetry are teUyw, pantw, and those derived from the IE root
*Har- (LIV2 *h,er-) ‘to join, arrange’.

- Teb)w, joined with dodnv in Od. 24.197, applies to the deceitful nature that
Hermes gives Pandora in Hesiod’s Works and Days: Yevded 6’ aipvAiovg te
A6youg kal énixAomov ROog | tebée (Hes. Op. 78-79). As already shown, in OL
1.31 (see above), the term applies to Charis embellishing false accounts. How-
ever, the verb also describes poetic creation: mpootpiwv appoAag tevyng (Pyth.
1.4) avA®V TedyE TAPEWVOV péAog (Pyth. 12.19), Hpodotw Teb)wv TO pEV dpuartt
Tebplnnw yépag (Isthm. 1.14).

- pdmntw is associated with the notion of [DECEIT] in Od. 3.118-119, kaxa pdmnto-
pev apolémovteg | mavtoiolot 6Aotal, but it is also found in a collocation
[pamTw-aodn,,. ], i.e. containing the same lexical material as the compound
padwdog, in [Hes.] fr. 357.2 (év veapoig Duvolg padavteg dotdrv). As far as we
know, Pindar does not use pdntw within [L1E]-metaphors, but reprises the
metapoetic usage of the verb (pant®v énéwv, Nem. 2.2).

47 On the etymology of the word and IE parallels see Massetti (2020).
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—  The IE root *Har- (LIV2 *h,er-), underlying Gk. dpapiokw, apudlw etc., is likely
to be included in the speaking name ‘Homer’ (Ounpog).*8 Moreover, the verb
ouvvapapiokw applies to the song of the Delian maidens of Hom. Hymn Ap.
164.49 As just touched upon, aptiénetat applies to the Muses in Hesiod’s Theog-
ony. Further derivatives of the same root, dptovw and dpTiw ‘to prepare’, are
found in connection with ‘lies, schemes/deceit’ in Homer, compare the colloca-
tion [ApTOVW-PeBBOG,. 1, ] (Od. 11.366), [APTOW-80A0G, 5] (Od. 11.439). As far
as we can judge from what we possess of Pindar, he seems to innovate by not
applying derivatives of IE *Har- (LIV2 *h,er-), such as puolw and évappolw,
to the ‘crafting of lies’, but only to the creation of poetry, see £néwv ... ola co@oi
&ppooav (Pyth. 3.113-114), Awpiw euwvav évapuotat medidw (OL 3.5), £0¢Aw ...
évapuogal viv duvey (Isthm. 1.15-16).

(B): Some of the lexemes that occur elsewhere within [LIE]-metaphors are present

in Pindaric metapoetic metaphors.

— As already pointed out (Chapter 5, Section 2), this is the case of the derivatives
of IE *tetk-, such as mapatektaivopat €nog ‘to make up a false story’® (Od.
14.131) and the collocation Yevd®v téktovag (Heracl. fr. 8.3 B DK), which seem
to contrast with the usage of Pindar’s Téktwv-metaphor in Pyth. 3.113.

— Further verbs belonging to the semantic field of weaving and spinning,
such as veaivw, and mAékw, apply to [LIES/DECEIT] in the epics, melic, and
tragic poetry: [Upaivw-86Aog,. ] (L 6.187+); SodomAdkog (Sappho fr. 1 V+),
[mAékw-80A0G, . ] (Eur. Ton 692+). However, they apply to [POETRY] in Pin-
dar, compare [¢Evpaivw-pérog,..] (Nem. 4.44-45), [Voatvw-avnua,.]
(fr. 179), [mAéxw-0uvog,.] (OL 6.86-87), [SlamAékw—Bpivoc,. ] (Pyth. 12.8),
[Tr?\éKw—ﬁ)ﬁuaampl_] (Nem. 4.94), [do18a—eUmAeknc] (fr. 52¢.12 = Pae. 3.12 = D3 R).

(C): Pindar applies verbs that in Greek hexameter poetry denote the construction of
solid objects to [LIES] and [POETRY] in an apparently unprecedented way. However,

48 The first to propose that the root underlying °npog was that of dpapiokw was Durante (1957)
(but see also West [1999]), who claimed a connection between ‘Ounpog and Ved. samaryd- ‘contest’.
The etymology of this Vedic noun, however, is ambiguous. As suggested by Nagy (2006), 322, with
whom I align, from the synchronic point of view, the name Homer may refer to the compositional
technique of the dot8oi. The Pindaric usage of évapuolw matches that of rnvati in Rigveda 3.11.2cd
(hdtaram mdnusas ca vaghdto , dhiyd rdtham nd kulisah sdm rnvati “as an axe brings together a
chariot, the chanters [bring together] with their insight the Hotar [= Agni], [who was] also [the
Hotar] of Manu”).

49 On this passage see Nagy (2013a).

50 On the ‘negative’ value of the preverb map(a)- see Section 6.
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comparative investigations have proven that many of the collocations involving
[to MAKE/CREATE-POETRY] have parallels in other IE traditions. Nevertheless, a
number of Pindaric collocations of the type [ASSEMBLE/DECORATE—LIES] seem to
be unparalleled, if considered from a comparative (at least Indo-European) point
of view.

This is the case of Pindaric collocations involving (cup)ndyvout ‘assemble/put
(together)’ (see Section 3). In traditional hexameter poetry, mijyvupt takes
the meaning ‘to fix/assemble’ and refers to the construction of ships (e.g.
vijag émn&e, Il 2.664+) and chariots (m€aocBat duagav, Hes. Op. 455). In Pin-
dar, mayvuut occurs within a poetological metaphor of construction: xpuoéag
vnootdoavteg eVTeLXEl TPoBVPW Barduov | kiovag, wg dte Bantov uéyapov |
ndgopev, OL 6.1-3.51 At the same time, cuundyvout denotes the construction of
Hippolyta’s false story in Nem. 5.29 (Yevotav 8¢ moutov cuvénae AGyov).

The use of mow{AAw and SaddAAw/8aidardw in the Pindaric corpus also stands
out. In traditional hexameter poetry, mowkiAw applies to the decoration of
objects (LfgrE sv.), while mowkiAog mostly applies to decorated objects (LfgrE
s.v.). Compounds such as nokiA6povAog (Hes. Th. 521), built with the same lexi-
cal material as motkiAolg BovAevpaaoty (Nem. 5.28), and motktAopitng (Od. 3.163+)
‘of elaborated/variegated thought/mind’ apply to wily characters, such as Pro-
metheus, Odysseus, and Hermes, who are creative at lying. However, no col-
location [{ed8oc-moikiAog] or [POETIC WORD-TOIK{A0C] seems to exist before
the age of Pindar. Conversely, the poet applies mowkiAog to both the products of
poetic creation, compare Uuvog motkiAog (OL 6.87, Nem. 5.42); Gvénua molkiAov
(fr. 179); [MOK{AOG-KOOUOG-AOYOGge, ] (fr. 194.2-3 £); pitpa ... memokApéva
(Nem. 8.15); mowiAdyapug @oputyg (0L 3.8); mowkiAo@dpuyg (OL 4.2); motkidov
KBapilwv (Nem. 4.14),52 and to [LIES], compare Yevdeat mowkirolg (OL 1.29). The
very same phenomenon appertains to his use of the lexeme SatSaie/o-: such
lexemes only apply to the decoration of objects in traditional hexameter poetry
(LfgrE sv. SaiddAiw); but in Pindar they are employed in connection with
[LIES], 8eSaibaApévol Pevdeot mowkiAolg (OL 1.29) and [POETRY], SatSadwaépev
Duvwv nTuyaig (OL 1.105, note the circular reprise with 29), ueAtySovmnolol Sat-
SaAbévta peAiev aotdaig (Nem. 11.18); Sadarrola’ émeav (fr. 94b.32).

The rich dossier presented here raises the question of the possible motivation of
such a lexical distribution. One answer to the question could be that, Pindar, just

51 On these verses see the comment of Adorjani (2014), 114-124.
52 IE parallels for these expressions have been identified by Jackson [Rova] (2002).
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like Hesiod’s Muses, is aware of the aesthetic potential of false stories and knows
that poets can lie:s

Nem. 7.20-27
... £yw 8¢ mAéov’ EATopat
Adyov ‘08uaagog i abav
810 Tov advemi yevéad ‘Ounpov:
énel Yevdeot ol motavd <te> poyavd
aepvov €neoti U cogla
8¢ KAénteL mapdayotoa pvbolg. TV & Exel
N7op BUog avSpdv O TAETGTOG. £l yap AV
€ Tav GAdOeLav i8€pev, 00 kev OTAWY YoAwBE(g
0 kaptepog Alag €nage 1 ppeviv
Aevpov Elpog

I believe that Odysseus’ story has become greater than his actual suffering because of Homer’s
sweet verse, for upon his fictions and soaring craft rests great majesty, and his skill deceives
with misleading tales. The great majority of men have a blind heart, for if they could have
seen the truth, mighty Ajax, in anger over the arms, would not have planted in his chest the
smooth sword.

8.6 Makers vs. Fashioners: °TtoLd¢, toLntov, téktova

Concentrating on the reiterations of terms related to moléw, a common Greek verb
for ‘making’, may seem to be laboured at first sight. However, a look at the distri-
bution of moléw and cognates in Slater’s (1969) Pindaric lexicon reveals otherwise.
Not only does motéw not apply to the semantic field of poetry in Pindar (Briand
[forthc.]),** unlike other verbs meaning ‘to make/create, construct, build’,5s but
notéw and derivatives are also barely present in the extant Pindaric corpus. Only
the to-adjective mountdg (Nem. 5.29) and the compound dnointog (OL 2.16) are to
be found; the SCM °moldg appears in dvdplavtomolog (Nem. 5.1) and kaxomoldg
(Nem. 8.33). Exception made for dnointog in OL 2.16 (which applies to Sika ‘justice’),
all instances of the lexeme mole/o- seem to have a pejorative nuance in Pindar. In
our ode, the SCM °mol6g is incorporated into the term évéplavtomnolog ‘sculptor’

53 As Fearn (2017), 55 puts it, “Pindar’s text very cleverly [...] appears aware of the question of the
relation between its own literarity and the historical truth beyond it.”

54 This also applies to the verb in the extant works of other choral lyric poets, such as Bacchylides
and Simonides, but not to Alcman (S5.22).

55 The entire dossier on the ‘construction’ metaphors in archaic Greek poetry can be found in
Niinlist (1998), 83-125, Loscalzo (2003), Heim (2022).
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(lit. ‘statue-maker’).56 The compound, which can be defined as a prosaic word,’
seems to have a non-positive nuance in Nem. 5.1, as Pindar refuses to identify with
a sculptor. Therefore, though not a pejorative term per se, av8pLavtomoldg occupies
the negative pole of the opposition poetry vs. figurative art. Nem. 5.29 seems to
confirm the impression that the to-verbal adjective derived from moléw also has
a non-positive semantic nuance: here mowntdg designates the story Hippolyta con-
structed to frame Peleus, who had rejected her.8 Between 26 and 32, the deceitful
nature of Hippolyta’s version of the story (Adyoc) is highlighted by means of several
terms belonging to the semantic field of lying. Her speech aims to frame Peleus with
a trick (80w, 26);5° she persuades her spouse with ‘elaborate designs’ (moikiAoig
BovAevuaoty, 28);50 and ‘puts together a falsely fabricated tale’ (Yevatav 6¢ monTov
ouvénage Adyov, 29). As the poet reveals the truth (10 & évavtiov €okev “but the
opposite was true,” 31), he specifies that Hippolyta “again and again had begged
him, trying to manipulate him” (oAAQ yap v ... mappauéva Atavevey, 31-32). In
Pindar, the verb mapeayt has a basic meaning ‘to utter insincerely’,5! but occasion-
ally may take on the semantic nuance ‘to manipulate with words’ (Pyth. 9.43 and
Nem. 5.32), similar to that of the nominal derivative map@aaotg, “the exploitation and
manipulation of human weakness by unprincipled rhetorical skill” (Miller [1982],
118).62 Significantly, this very term occurs in Nemean 8.32-33, not far from the only
other Pindaric °ro16g ‘prosaic’ compound (Cannata [2020], 580):

56 As pointed out by Pfeijffer (1999), 101, an avdpidg primarily denotes the image of a man (or a
woman, like in Ath. 10.425f), made in bronze (Arist. Eth. Nic. 1041211), wood (Pind. Pyth. 5.40-42,
Pl. Resp. 515a) or stone (Hdt. 1.92.2, P1. Resp. 515a). From Bettinetti’s (2001) study we actually have
evidence for avdpiag and dyodpa being used as synonyms.

57 The only instances of the term in poetry are Nem. 5.1 and Philemon fT. 72.2 KA.

58 The episode is also recalled in Nem. 4.57-58. In this story we recognize the widespread Poti-
phar’s wife motif, on which see Yohannan (1968), Tschiedel (1969), West (1997), 365.

59 On the Homeric background of this expression (II. 23.585) see Sotiriou (1998), 84. In Nem. 4, Hip-
polyta is said to try to frame Peleus SoAiaig || téxvaiat (57-58). This collocation counts as a further
phraseological reprise of an expression that features in hexameter poetry, compare Od. 4.455, 529,
Hom. Hymn Herm. 76, Hes. Th. 160, 540, 547, 555, 560. On the term 8§6Aog and the metaphor of catch-
ing or binding see the seminal study by Privitera (1967), 16-20.

60 The use of the adjective mowkidog in the verse, the later reprisal of which in this ode can again be
connected to the dipole poetry vs. figurative art, is reminiscent of the usage of the same adjective
in Pindar’s Ol. 1.28-29 see Section 5.

61 Slater (1969) s.v. Tap@auL.

62 Slater (1969) s.v. mépyaolg ‘misrepresentation’, Race (1997b) ‘deception’. As Miller (1982), 117
notes “the prefix quite clearly has the metaphorical sense of ‘amiss’ or ‘wrongly’ that is appar-
ent in verbs like mapdyw or mapakovw.” On the use of the term in Pindar see also Gonzdalez de
Tobia (2000). As noted by Henry (2005), 84, it may be significant that ndpeaatg is one of the alle-
gorical objects contained in Aphrodite’s bra (iudg) in I1. 14.217, see LfgrE s.v. and Bierl/Latacz/Sto-
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Nem. 8.32-33
... £x0pa 8§ Gpa TapeacLg v Kal AL,
AtpAwY pobwvy oudEoL-

70G, 80A0QPASNG, KAKOTTOLOV HVELS0G

Yes, hateful manipulation existed even long ago, the companion of wily words, planning
deceits, evil-working disgrace.53

Nem. 8.32-33 and Nem. 5.26-32 both deal with deceit. It is probably for this reason,
that they contain the same three lexemes:

- ndpeaotg (Nem. 8.32) : mapoauéva (Nem. 5.32)

- 8olo@padiig (Nem. 8.33) : §0Aw meddoat (Nem. 5.26)

—  kakomol6g ‘evil-making’ (Nem. 8.33) : moutag (Nem. 5.29).

The analysis of the distribution of the lexeme mote/o- reveals that it often has a
negative nuance in the extant Pindaric corpus. These data also provoke two fur-
ther questions, namely, (i) whether téxtwv ‘fashioner’ (49), as a term opposed to
avSplavtomnoldg (1), has a different nuance and if so, (ii) why Pindar applies the
term, which he uses elsewhere for healers, poets and performers, to a trainer. These
issues will be my object of focus in the next chapter.

evesand/Krieter-Spiro (2015), 107 (“in an erotic context ‘seduction’, ‘allure’,” translation from the
original German by the author).

63 aipviwv pubwv (Nem. 8.33, later reprised by Ap. Rhod. 1.792) can be compared with aigvAtog
A6yog (Od. 1.56, Hom. Hymn Herm. 317, Hes. Th. 890, Op. 78, 789, Thgn. 1.704).
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9.1 The [FAsHION]-Composition of Nemean Five

Nemean Five cannot be considered as an instance of *tetk-composition: the term
TékTwv only occurs in connection with the figure of the trainer at end-proximity of
the ode. However, one may argue that praise of trainers is often situated at the end
of Pindaric and Bacchylidean odes.! Nevertheless, I pointed out in the preceding
chapter that terms belonging to the semantic field of ‘fashioning’, which are com-
bined with opposite images of stasis and movement, form the frame of the poem.
So, though Nemean Five is no *tetk-composition, fashioning references still shape
rings within it.

In this chapter, I further argue that moléw and téktwv are not employed as
synonyms but that their appearance in the same ode is not by chance. I previously
tried to show how motéw is linked to both the semantic fields of statuary and lies
in our poem. Moreover, statuary (avSplavtomotia) and false stories (tountol Adyot)
are associated with the notion of ‘immobility/impediment’: statues stand still, while
Hippolyta aims at ‘snaring’ Peleus with deceit. I now make the case that the term
TéKTwV is associated with the capacity of fashioning movement rather than immo-
bile objects. This proposal is supported by other instances of the term in Pindar:
Asclepius is said to be able to make his patients stand upright and go (téktova
vwduviag, E€ayev ... ToLg 8¢ Touais éoTacev 0pOovg, Pyth. 3.6, 51-53): other téktoveg
fashion ‘resounding verses’ (¢€ énéwv keAaSevvv, Téktoveg, Pyth. 3.113) as well as
the ode’s performance (téktoveg | kwuwv, Nem. 3.4-5, on which see Chapter 13).
In this connection, one may argue that Nemean Five, a poem of movement, is itself
proof of Pindar’s vibrant art as a TéKTwv.

This chapter centres on the tenor of the Téktwv-metaphor at verse 49.2 Modern-
day commentators have repeatedly remarked that the verse is more than meets
the eye: on the one hand, téxtwv reprises the lexicon of sculpture, dedicatory

1 A counter-example to this tendency is found in Olympian Ten, quoted in Section 2.

2 The metaphor’s tenor is “the underlying idea” of the metaphor see Silk (1974), 9, Bierl (2019),
550. “Tenor and vehicle denote two words the contexts of which stand in a specific field of tension,
which is constituted by surprisingly evoked moments of comparison or similarity in the broad-
est sense, including consciously actualised disparities between the areas of imagination associ-
ated with the metaphorical elements.” (Nieraad [1977], 53, transl. from the original German by
the author).

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-010
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epigraphs,? and, as just noted above, metapoetics.# On the other, scholars have won-
dered why Athens is named in the verse. Although other Pindaric epinicians praise
trainers, this is the only ode we have featuring a reference to the trainer’s home-
land (Cole [1992], 42).5 Various explanations have been provided for the reference
to Athens. According to Pfeijffer (1999), 81, the statement at 49 is a “surprising way
of praising” Menander. Hornblower (2004), 211 draws attention to the literary pun
ABavdv debAnTaiow;t Fearn (2017), 57 argues that Pindar’s words may be ironic or
allude to Athens as the home of other craftsmen of words. Building on the proposal
first made by Deborah Steiner (1993), 163, my analysis aims at showing that the
mention of “a Téktwv from Athens” can be linked to dominant themes of the ode:
the contrast between statuary and poetry, stasis and movement, which are com-
bined in a [FASHION]-composition, i.e. a ring-composition built by means of words
belonging to the semantic field of [FASHIONING].

In what follows, I first address the question concerning the reason why
Menander, Pytheas’ trainer; is called fashioner by concentrating on what craftsmen
and trainers may have in common. I then submit that the tenor of the ‘téktwv-trainer’
metaphor is similar to that of the ‘téktwv-healer’ metaphor. Indeed, Pindar seems
to compare combat athletes to moving vehicles. Trainers are thus said to resemble
fashioners because they fashion efficient movements. I finally show that the same
skill is proper of the best fashioners of material and immaterial things in Archaic
poetic texts.

9.2 Trainers and Artists

The metaphor of the trainer-fashioner of Nemean Five can be compared to a
[HANDICRAFT]-metaphor of Olympian Ten. In juxtaposing the pair winner—trainer,
Hagesidamus and Ilas, to Achilles and Patroclus, Pindar introduces a gnomic state-
ment that draws from the semantic field of ‘smithing”:

3 Day (2013).

4 Steiner (2001), 264.

5 Cole (1992), 42 takes Bacchyl. 13.191-195 (Menander is said to be honoured by Athena) as a further
reference to the homeland of Menander.

6 This hypothesis is, in my opinion, unlikely. Pindar re-uses aebAntaiow éupev in Isthm. 6.72, in
connection with Lampon, but apparently without any possibility of creating any pun on Athens.

7 The question has been addressed recently by Fearn (2017), 53-58.
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0l 10.16-21
... TOKTAG & €V OAVUTILASL VKGOV
TAQ QEPETW XApWY
AynaiSapog, wg
Ay el ITatpokAog.
0agaug 6¢ ke PUVT apetd moti
TEAWPLOV Opudcat KAEOG &-
vnp g0l alv moAdpalg

Let Hagesidamus, victorious as a boxer at Olympia, offer thanks to Ilas, just as Patroclus did to
Achilles. With the help of a god, one man can sharpen another who is born for excellence,
and encourage him to tremendous achievement.

Despite the generalising tone of the verses, a reference to the work of the trainer
seems to be implied in the passage.® As Nicholson (2005), 171-172 points out, here
praise of the trainer is tempered by the aristocratic idea of inborn apetd: the poet
seems to undermine the trainers’ merits or transfer them to the family members
of the victor, so as to support the ideology of inherited ‘excellence’. Accordingly, the
mission of the trainer is reduced to uncovering the trainee’s talent. A similar idea
can be found in works of later age that associate fashioners and trainers. Both cat-
egories are said to be able to assess the potential of their raw materials and shape
them in the best possible way, that is, according to the right proportions. In listing
the qualities of an ideal trainer, Philostratus states that he should evaluate whether
his trainee’s body possesses the right proportions,® in order to decide whether he
is fit for a sport:

8 Gildersleeve (1890), 276 compares the passage to a metaphor applied to Lampon (Pytheas and
Phylacidas’ father) in Isthm. 6.72-73 ... paing k€ vv av8p’ é&v dOAntaiow éupev | No&iav métpalg
&v (AAaug Yoko8duavt dxévav “You might say that for athletes he is like the bronze-mastering
Naxian whetstone among other stones,” claiming that Lampon is presented here as a trainer for
his own sons. This information seems to contrast with what we learn from Nemean Five, where
Menander is said to be Pytheas’ trainer (Nem. 5.48-49). Given the stellar record of Menander as a
trainer (Bacchyl. 13.190-198), it is unlikely that Lampon later decided to renounce hiring profes-
sional trainers for his sons. Moreover, as Privitera (1982), 214 remarks, “Lampon is not a trainer
who sharpens athletes like whetstone does other stones (whetstone sharpens metal objects, not
stones): Lampon is a wise and prudent man who stands out among athletes for these qualities.”
(transl. from the original Italian by the author). We can safely infer that Lampon is not an ex-athlete
either. Otherwise, Pindar would have praised his past victories.

9 Pfeijffer (1999),179 and Cannata (2020), 403 quote this passage as a parallel to the Téktwv-metaphor
of Nem. 5.49.
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Philostr. Gymnasticus 25

10N 8¢ ad T@v ocOUATOG <uePBV> MomEP £V dyaAuaTomnoliq, B8E EMOKENTEOV: GYUPOV
UEV Kapm® OUoAOYEDY, kviun 8¢ mixuv kal Bpayiova unpd avtikpivesbat kal HUw yAouvTov,
petdepeva Bewpelodal Tpog yaotépa kal oTépva ékkeladal mapanminaing Toig vmo 1o ioyiov,
KeQaARV T€ oxfjua oD Tavtog oboav Tpdg Tabta ThvTa £XELV EUUUETPWG.

The characteristics of the parts of the body are also to be considered (sc. by the trainer),
as in the art of sculpture, as follows: the ankle should agree in its measurements with the
wrist, the forearm should correspond to the calf and the upper arm with the thigh, the buttock
with the shoulder, and the back should be examined by comparison with the stomach, and the
chest should curve outward similarly to the parts beneath the hip joint, and finally the head,
which is the benchmark for the whole body, should be well proportioned in relation to all
of these other parts.
transl. Rusten/Konig (2014)

As previously pointed out (Chapter 5, Section 4), Plato (Grg. 504a) also states that
the work of sculptors, healers and trainers is inspired by the principle of right pro-
portions as well as by the harmonisation of the different parts of a whole. At the
same time, he seems to describe the result of combat training, i.e. the aesthetic
experience of looking at a combat athlete, by means of a sculptural simile: men and
boys at the wrestling school admire Charmides ‘as if he were a statue’ (PL. Charm.
154c tdte ékevog epol Bavpaotog Epdvn 6 te péyedog kal T0 KAAA0G, oi 8¢ 81 dAAoL
navTeg Epdv €potye £80KoLV aUTOT— 0UTWG EKTEMANyUEVOL T Kal TeBopufnuévol
noav, Nvik’ eiofet [...] GG mdvteg Gomep dyodpa £0g@vto adTtov “That time he
appeared to me as a marvel of stature and beauty; and all the others looked to me
like they were in love with him - such was their astonishment and confusion when
he came in [...] they all gazed at him as if he were a statue”).10

These first parallels confirm that the results achieved by trainers (of any
sports) can be compared to those achieved by fashioners of statues. Both categories
are able to bring about changes on their raw materials: marble, wood, bronze or
human bodies.

9.3 Combat Athletes on the Move: Swiftness and a
‘Homeric’ Metaphor

Pindaric descriptions of combat athletes and their trainers reveal a further char-
acteristic shared by fashioners and trainers: the capacity of making vehicles and

10 One could identify a variety of further parallels for people who are admired and considered by
the beholder as a work of art, e.g. Od. 6.232-235, 23.159-162.
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human bodies move efficiently. Besides strength, speed and efficient movement are
essential qualities for combat champions, i.e. pancratium, boxing, and wrestling
athletes, who throttle, pummel and kick their opponents with the aim of having
them submit.!! It is probably for this reason that Pindar repeatedly emphasises the
unexpected moves of pancratiasts. In Isthmian Eight, the Aeginetan pancratiast
Cleandros is said to have ‘driven away’ his adversaries with his inescapable hand.

Isthm. 8.64-65
... €mel mepktiovag
évikaoe 61 mote kal
KeWvog avpag apUKTA XEPL KAOVEWV

Since that man too in his day conquered the men who lived around him by driving them back
with his inescapable hand.

The verb kAovéw, ‘to drive in confusion’,’2 denotes all sorts of rapid movements: in
Pyth.9.48itapplies to wind gustslifting sand and stones within a poetologicalimage;
in hexameter poetry, it often refers to natural elements, such as (storm-)winds (e.g.
Il. 23.213, see also Hes. Op. 553), animals (e.g. Il 4.302, 15.324), individual heroes
(e.g. IL 11.496: Ajax compared to a river), and groups of warriors (e.g. Il. 5.96, kAo-
véovta gaAayyag).3

Since combat athletes’ moves are rapid, athletes are compared to quintessen-
tial swift animals. When Pindar describes a salient moment of Aristomenes’ match
in Pythian Eight, the victor is represented as swooping down on his opponents:

Pyth. 8.81-87
TéTpaot § Eumeteg LYOOeV
OWUATECOL KAKA PPOVEWY

11 Homer mentions wrestling (II. 23.700-701, Od. 8.103) and boxing (Il 23.621+, Od. 8.103+), but no
pancratium. The sport is also said to have been introduced at the Olympic games (33*4 Oympiad),
later than wrestling (18% Olympiad) and boxing (234 Olympiad), see Gardiner (1906) and Gardiner
(1910), 435. Heracles against the Nemean lion (Bacchyl. 13.44-57) and Theseus (Schol. Nem. 3.27a)
against the Minotaur are recalled by ancient sources as the first pancratium matches. Schol. Nem.
3.27a additionally mentions that Aristotle (fr. 475) ascribed the invention of pancratium to Leu-
carus of Acarnania. Some techniques are described by Philostr. Imag. 2.6. POxy 5204.7-13 contains
a fragment of a manual probably destined to the instruction of pancratiasts, dated to the second
century CE, see also POxy 3.466 preserving fragments from a wrestling manual dated to the first
century CE. Wrestling instructions are also parodied in Pseudo-Lucian’s The Ass Tale, as the protag-
onist Lucius is instructed by Palaestra on how to make love to her through wrestling terminology.
All these ancient sources are presented in translation by Stocking/Stephens (2021).

12 Slater (1969) s.v.

13 See LfgrE sv.
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701G 0UTE VOaTOG OUMG

gnaAmvog €v ITuBLadt kpidn,

0U8E HOAGVTWY TTAP LOTEP” AUPL YEAWS YAUKUG
Qpoev xapwv: kath Aavpag 8 £x8p&v dmdopot
TITWGOOVTL, GLUPOPE eSaypévol

And upon four bodies you fell from above with hostile intent, for whom no homecoming as
happy as yours was decided at the Pythian festival, nor upon returning to their mothers did
sweet laughter arouse joy all around; but clear of their enemies they shrink down alleyways,
bitten by failure.

In the passage, the poet emphasises the superior position of the winner in the pan-
cratium match.* The instance of c®pa at 82, a term which, according to Aristarchus,
only applied to corpses in Homer (Snell [1955], 5), “presents the victor’s opponents
as mere bodies, lacking any individual personality.”’5 Space specifications further
contribute to sharpen the contrast between the winner and his opponents. Ari-
stomenes falls on his adversaries ‘from above’ (81), while losers ‘shrink into them-
selves’ (87). The passage has an epic tinge: éuneteg U0V can be considered as a
reprise decalée's of Homeric vpunétng ‘high-flying’,)” an epithet of the eagle (com-
pare Odyssey 2.147, in which 0d6ev ... téteaBat “to fly from the high” is referred to
two eagles), a quintessentially swift animal (e.g. Nem. 3.80, see Chapter 13, Section 3).
The implicit reference to the high-flying eagle as opposed to animals which timidly
hide away, can be more easily recovered by making reference to an Iliadic passage
that features the same images and lexicon as Pyth. 8.81-87:

I1.17.674-678

... G T’ aieTog, 6v pd 1€ Pactv

ogutatov 8épkeaBal iovpaviwy TETENVHV,

6v 1€ Kal OYOO’ £6vTa TOSag TayLG 0UK EAabe TTWE
OApVE VT AUEKOUW KaTaKEUEVOG, GAAG T €T aUTR)
£00V70, Kal T¢ pv Oxa AaBwv £€eideto Buudy

14 As Pfeijffer (1999), 583 remarks, “0y66ev adds graphic detail to éunetec. It conjures up the image
of the victor soaring down savagely from a superior position.” The passage has been subject of
different studies: for Vivante (2005-2006), this is a Pindaric ‘sculptural moment’, i.e. a moment in
which the human figure stands out as a sudden presence; Brown (2019) argues that the passage
reflects the initiatory dimension of athletics in society.

15 Pfeijffer (1999), 582. For o®ua as ‘corpse’ in Pindar see Nem. 3.47, Nem. 9.23, fr. 128c.5, fr. 168.4.
For o®pa as the mortal dimension of the man, see Ol 9.34, fr. 94a.15, 131b.1.

16 Le Feuvre (2007), 123: “the stylistic figure [...] consists in replacing one element of a traditional
syntagm or compound by an equivalent and [reuse] of the cancelled element in another place with
a different syntactic function.”

17 Epithet of the winds in Pind. Pyth. 3.105.
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... As an eagle, which, men say, has the keenest sight of all winged things under heaven, of
whom, though he be on high, the swift-footed hare is not unseen as he crouches beneath a
leafy bush, but the eagle swoops upon him and forthwith seizes him, and robs him of life.

Common lexemes: netenv®v (I 17.675) : éu°neteg (Pyth. 8.81), b0’ éovta (IL 17.676) :
0PoBev (Pyth. 8.81), ntwi (II. 17.676) : ntwaocovtL (Pyth. 8.87).

Aristomenes attacks his adversaries from above, just like the eagle does with
the hare (mtwg) in the Homeric simile. By contrast, in Pythian Eight the action
of ‘shrinking into themselves’ (nTwocovty, Pyth. 8.87) does not occur at the time
when Aristomenes’ opponents submit to him in the competition, but is shifted to
when they return to their homelands and feel shame and remorse about having
no reason to receive a welcoming festive celebration. It is also possible to imagine
that the metaphor of the bite of failure reprises the epilogue of the Homeric scene:
hares are bitten (and devoured) by eagles. Most relevant to the current analysis
of ‘combat scenes’ is that the comparison between Pindar’s Pythian 8.81-87 and
Iliad 17.674-678 makes evident that the expression éumeteg vVpoBev (Pyth. 8.81)
denotes the rapid movement of the fighting pancratiast.

9.4 Trainers and Vehicles

The idea that rapid movements are peculiar to combat sports lies at the basis of fur-
ther Pindaric metaphors that may be considered as ‘complementary’ to that of the
‘healer-fashioner’. Bodies are compared to chariots in Greek and Indic texts, in con-
nection with healing metaphors or episodes (Chapter 5). Pindar further compares
athletes to vehicles, which are driven by trainers. In Isthmian Three/Four, Orseas, the
trainer of the pancratiast Melissus, is said to be a ‘steersman who guides the tiller’:18

Isthm. 3/4.89b-90b

... KUBepvarijpog oiakoaTPOYOL

yvoua Tembov moAuvBoviw’ oy ‘Opota 8¢ viv
Kwudgopal tepmvav Emotalwv xdpw

When he heeded his guiding helmsman’s judgement rich in counsel. I shall sing of him with

Orseas in my revel song as I shed upon them delightful grace.

In Nemean Six, Melesias, trainer of the Aeginetan victor Alcimidas, is said to be the
charioteer of Alcimidas’ strength and hands:

18 For this and other Pindaric maritime metaphors involving the image of the steerman, see Péron
(1974a), 101-143.
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Nem. 6.64-66

SeA@vl xal Tayog SU dApag
{oov <k’> elmolut MeAnaiav
XELP®V TE Kal ioyvog avioyov

As swift as a dolphin through the sea would I say that Melesias is, that charioteer of hands
and strength.
Transl. Race (1997b)

According to Schol. Nem. 6.108ab Dr., Melesias was able to prepare his trainees for
competitions in a particularly short time and was therefore compared to the swift-
est animal in the sea, the dolphin.!® The dolphin metaphor is then combined with
that of the chariot, as Melesias is called avioyog. As Burnett (2005), 123, fn. 25 points
out, Pindar’s wording has a parallel in an epigram dated to the first half of the 5t
c. BCE: Theognetus, a boy wrestler, is said to be “a skilled charioteer of the fight”
(maAatpoovvng 8e€log avioyog, see Ebert [1972], 12.2). In the light of this parallel,
it is possible to state that the idea of ‘leading’ and ‘mastering’ underlies both the
trainer- and the fighter-chariot metaphors of Pindar and Theognetus’ epigram. Still
the notion of movement is embedded in the metaphor.

A further vehicle-metaphor is preserved in the final verses of Isthmian Five:
Pytheas is said to have ‘guided straight’ the course of Phylacidas’ blows:

Isthm. 5.59-61

aivéw kai TTuBéav &v yuloddaualg
dudakida maydv §pouov evBuTopijoat,
XEPOL 8eEL0V, VOw avTimaiov

I praise Pytheas also among limb-subduing pancratiasts, skillful with his hands in guiding
straight the course of Phylacidas’ blows, and with a mind to match.

19 Schol. Nem. 6.108a [...] MeAnoiag i T@v £v86EWV GAEUTTOV: EMTaVET 8& avTod TO TAY0G, £Mel TayL
abZeL Tovg LT adTOD AAELPOpEVOUG Kal KaTdyel €ig TOVG ay®dvag. kal T000TTOV enaot Slagépey Thv
AWV AAETTOVY T Tayéwg TOUG AAELPOUEVOUS KaTAYELY, evXepelag kal ioyvog fvioyov dvta, Haov
0 8eAig TV EAAWV Evarinv T® Tayel Slapépet; Schol. Nem. 6.108b avti Tod loov &v einolut kal Tov
MeAnoiav @ toyel SeA@iv i) Te toyVi kal Tij Téxvn. On the interpretation of animals in Pindaric
scholia see Muckensturm-Poulle (2015). On animals in Pindar see Grinbaum (1988) and Henderson
(1992), who focuses on dolphins.
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According to ancient Pindaric commentators, the verses alluded to Pytheas training
his younger brother Phylacidas:20

Schol. Isthm. 5.75a
0070¢ 0 MuBéag éneotdtnoe 100 dulakida kal HAEWey avTOV ... Emawd odv, enoti, kai Tov
GAeinTnY avTod ... Toujcavta Téhv TANY&VY pouov evBumopijoat.

This Pytheas was in charge of Phylacidas and trained him ... So, Pindar says, “I praise his
trainer” ... because he made the course of [Phylacidas’] blows run straight.

All the metaphors presented suggest the idea that the role of trainers was similar
to that of advisors: they direct the trainees’ movements. In such a system, however,
the athlete is presented as a moving vehicle (a ship or a chariot): if Orseas is the
steersman of Melissus, then Melissus resembles a ship; if Melesias is Alcimidas’
charioteer, the Alcimidas is like a chariot; if Pytheas directs the run of Phylacidas’
blows, then Phylacidas can be imagined as a horse or a chariot. This set of meta-
phors, I argue, may shed light on the role of téktwv-trainer of Nemean Five. The
metaphor of the ‘trainer : fashioner’ may be considered to stand in a complemen-
tary relationship to that of the ‘combat athlete : moving vehicle’ ex Pindaro ipso.
The complementary nature of the poetic images emerges if we consider the skills of
TEKTOVEG, as they are described in traditional hexameter poetry: chariots and ships
are among the products that Téktovec can fashion, e.g.

11. 5.59-62

MnpLovng 8¢ ®épekiov évijpato, TEkTovog vidv
Apuovidew ...

... 6G xal AAeEav8pw TekTHVaTO Vijag £loag

Meriones killed Phereclus, son of Tecton (speaking name: Fashioner) Harmonides, who had
built well-balanced ships for Alexander.

Hom. Hymn Aphr: 12-13
TPWTN TEKTOVUG AvSpag EmtyBoviovg €6idage
motijoat cativag kat dppata TokiAa YaAke

She was the first to teach to the fashioner men who live on the earth how to make chariots
and wagons wrought in bronze.

20 See Thummer (1969), IT 96-97. Silk (1998), 56—66, who reads ®vAaxida (voc.) at Isthm. 5.60, pro-
poses that the verses do not praise Pytheas for his training skills, but for prowess as an athletic
champion. Even if we accept this interpretation, the pancratium match is still compared to a char-
iot race, so, the metaphor ‘body (of the fighter) : ‘chariot’ still stands.
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If we take into account that trainers fashion and guide movement, then we are
able to recover a missing link in the opposition static statuary vs. moving poetry:
while sculptors (av8plavtomnoldg, Nem. 5.1) make stationary statues, the poet and
the trainer (téktwv, Nem. 5.49, Téxtoveg, Pyth. 3.113) fashion things that are capable
of moving. Further reference to the topos of the ‘best Téktwv’ will shed light on the
skills that fashioners and poets have in common.

9.5 The Best Fashioners: Hephaestus and the Poets

Infusing movement and possibly voice into stationary, mute creations is peculiar
to artists and craftsmen who have exceptional and/or (semi-)divine abilities. In
Olympian Seven, as Pindar describes the marvellous sculptures of the Rhodians,
he defines them as “works of art in the likeness of beings that lived and moved”:%

Ol 7.50-52
... aOTA 8¢ oQLOWV (TACE TEXVAV
ndoav ntyBoviwy Mavk-

DTG APLOTOTOVOLG XEPTL KPATEV.
£pya 8¢ (wolow £pmov-

Tecoi 0 opola kéAevbol pépov

Then the gray-eyed goddess herself gave them every kind of skill to surpass mortals with their
superlative handiwork. Their streets bore works of art in the likeness of beings that lived
and moved.

transl. Race (1997a)%

While according to Aristarchus Pindar credits the Rhodians with an invention by
Daedalus (on whom see Section 7),2 a scholiast noticed how the phraseology of
Ol 7.52 resembles that applying to Hephaestus’ work in the Eighteenth Book of the

21 As Giannini (2014), 54, 99 points out, the kouroi from Camiros dated to the 6% c. BCE are por-
trayed as walking.

22 See O’Sullivan (2005) on the opposition between deceptive statuary and truthful poetry (d8oAog
oogia). Differently, Giannini (2014), 54-55, who proposes that 8devtt simply refers to the talent of
the Rhodians.

23 Schol. Ol 7.95a épya 8¢ {wolow épmovteoat B opola: T yap O avT®v Snuovpyolueva Kat
¢pyagopeva Towadta kal 6@6fval énl tig yig ola kal avtd T &upuya Kwovpeva. EpLotol yap
nept THY TOV avdpLdvtwy katackevny ot Pédiol. [...] Aplotapyog 8¢ ta katd Aaidarov avtév enot
uetagépey vov Ent v katd thv Podov texvitdv, 6TL Toladta kateokevalov épya. Schol. OL 7.95a
additionally tells a story similar to the one Socrates tells on Daedalus’ statues in P1. Meno 97d-98:
IoAépwv (FGH 146) uév yap enot mapda Xiolg uév tov Atévuoov 8edéabat, kal map’ Epubpaiolg 8¢ T0
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Iliad, Schol. OL 7.95a Dr. €pya 8¢ {wolot mapd 0 Ounpkdv’ xpuaoelal, {wiol veqvi-
ow €py’ eikviat. The Homeric echo is noteworthy because Hephaestus’ work can
be considered as a term of comparison for the work of both craftsmen and poets.

Despite several Iliadic passages making reference to Saidaia (‘elaborate
objects’) crafted by Hephaestus’ hands, the most famous and extended example of
his superior technique is Achilles’ shield in Iliad 18. The characters engraved on the
artifact play music, sing,2* talk, shout, cheer,?> and move.? But earlier, in the same
book of the Iliad, the poet has already introduced the motif of the ‘best téktwv’, by
showcasing a series of impressive creations by the divine smith. Among these there
are golden amphipoloi “in the semblance of living maids”:

11.18.417-421

... U0 &’ aueinmoloL PWoVTO AvaKTL

xpuoelal, (wioL venviow eiokuiat.

TG &V PEV VO0G €0TL LETA Ppeaty, €v 8¢ kal avdn
Kal 08évog, aBavdtwy 8¢ Be®v o épya (oaaov.
al puév bmaBa dvaktog émoimvuov

But there moved swiftly to support their lord handmaidens wrought of gold in the sem-
blance of living maids. In them is understanding in their hearts, and in them speech and
strength, and they know cunning handiwork by gift of the immortal gods. These busily
moved to support their lord.

The passage, also thanks to its circular organisation,?’” emphasises the movements
that the servants perform around their lord (076 ... pwovto Gvakrty, 417, bnaba dva-
KT0G ¢noimvuov, 421). From 419-420 we infer which characteristics were commonly

€806 Tfig ApTéLdog, kat 6AwG oAV KateomdpOat Adyov mepl TV ayaAUATWY (G ) LEVOVTWY, QAN
TIOPEVOUEVWY AANOCE TTOAAAKLG.

24 ToAUg 8 Lpévalog 6pwpeL, 493, avAol POpuULyYEG Te Borv €xov, 495, TepmOpuEVOL GLPLYEL 526, KIOA-
pLe ... GeL8e, 570, LOATRG EEApYOVTEG, 606.

25 0 pev elyeTo ... MEAVOKWY, 0 8 AvaiveTo ... Aaol & dupotépolatv énimuov, 499-502, ToALY KEAA-
8ov, 530, £x€tny, 580, uePLKWG, 580, VAAKTEOV, 586, LUKNOU®, 575, kKeAaSovTa, 576.

26 nytveov, 493, é6iveov, 494, fjiooov, 506, kavov, 520, énovto, 525, énéSpauov, 527, uetekiabov
... (kovto, 532, &hke, 537, €puov, 540, Stvevovteg EAdoTpeoy, 543, atpéhavteg ikolato, 544, otpéa-
oKoV, 546, iéuevol ... ikéaBay, 547, TinTov, 552, £movTo, 572, émovto, 578, petekiaBov, 581, EAkeTo, 581,
wpxebvto, 594, BpéEackov, 599, 602, £5ivevov, 606. See Becker (1995), 108-110. Bierl/Latacz/Stoeve-
sand/Coray (2016), 208: “In the description of the wedding feasts, movement (492-493a, procession,
494a, dance), light effects (492b), sound (493b, singing, 495a, music) and the effect on the audience
(495b—496) are emphasised, so that the image of a lively wedding feast [arises] in the mind of the
recipient (similar to Hes. [Sc.] 272-285a)” (translation from the original German by the author). On
the topic see also Shardella (2009).

27 Stanley (2016).
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identified as peculiar to living beings ((wfjol veviow elokuial, 418, compare épya
8¢ {wolow épmovteoot 0° opola, Pind. OL 7.52). They possess perception (vdog, 419),
voice (a081, 419), strength (68¢vog, 420) and knowledge of (women’s) works thanks
to a gift of the gods (aBavdatwv 8¢ Bedv Gmo €pya ioaawy, 420). As pointed out by
Steiner (2001), 116-117,28 this description resembles that of Pandora in Hesiod’s
Works and Days (60-82). Indeed, various lexical usages are common to both pas-
sages: Zeus orders the divine smith to mould a woman and to put in her ‘voice’
and ‘strength’ (¢v 8" avBpwmov Bépev avdiv || kal aBévog, 61-62), he then instructs
Athena to teach her ‘works’ (aUtdp ABrvny || épya Si8aokijoal, 63—-64), and Hermes
to infuse her with a ‘dark mind’ (¢v 6¢ 0éuev kOvedv te voov ... | Eppeinv, 67-68).
Within the Hesiodic descriptions of the Pandora episode, the theme of the ‘best
TéKTWV’ is never absent. In the Theogony, Hephaestus creates a crown for Pandora,
which features “many creatures which the land and sea rear up, he put most upon
it, wonderful things, like living beings with voices.”?

The golden maidens, Pandora and her accessories are only some of the objects
that manifest Hephaestus’ divine skill. In the Odyssey, he is credited with the fash-
ioning of golden and silver watch-dogs who stand at the entry of Alcinous’ palace:30

0d. 7.91-94

XpUogLoL & £kdtepe kal apydpeot KOVEG foav,
o0 "Hpawatog Etevéev idvinot mpanideoot
S@pa uAacacépeval peyoritopog AAKIvVO0LO,
abavatoug Gvtag kal aypws fuata Tavta

On either side [sc. of the door] there were golden and silver dogs, immortal and unaging for-
ever, which Hephaestus had fashioned with cunning skill to protect the home of Alcinous
the greathearted.

transl. Faraone (1987)

Although the passage does not specify whether the dogs move to repel intruders,
it is possible to think that the notion of ‘giving the alarm’ is implicit in the verb
@uAacoépevat. In Iliad 10.180-187, VAaxeg are compared to dogs which produce
great clamour (moAUg 8 dpupaysog, IL 10.185); according to Herodotus (8.37-39),
one of the two oplitai that saved the Delphic sanctuary of Athena Pronaia from the

28 See also Silverman (2022), 21.

29 kvwdaX’ 60° fimelpog Sewva Tpépet 8¢ BdAaaaoa, | TAV 8 ye TOAX évéBnke, xapig 8 ént miow
énto, || Bavpdola, {wolowv ¢okdta ewvieaotv (Hes. Th. 582-584).

30 Faraone (1987) and (1992), who connects Hephaestus’ inventions with prophylactic dog statues
attested in the Near East, points out that this creation by Hephaestus can be compared to the Cretan
dog stolen by Pandareus (Schol. Od. 19.518, Schol. Ol 1.91a, Ant. Lib. 36). See also Barnett (1898) on
iconographical sources.
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Persians in 480 BCE was named Phylacus and was associated with the capacity of
producing loud tumult. The connection between guAdoow and the notion of ‘giving
the alarm’ may have an etymological ground, as both guAdoow and @UAAE can be
traced back to the IE root *bhelH- ‘to produce noise’ (Kélligan [2016], 127-131).

Further animated inventions are attributed to Hephaestus by various sources.
According to Nicander of Colophon (fr. 97 = Poll. Onom. 5.39), Chaonian and Molos-
sian dogs descended from an animated bronze dog (Yuxnv €vBeig) that the god had
created;3! he also fashioned Talos, a bronze creature that patrolled the island of
Crete to protect it.32

Finally, together with Athena Hephaestus is credited with the invention of the
KnAndoveg ‘Charmers’ in Pindar’s Eighth Paean, bronze decorative elements fea-
tured in the mythical third temple of Delphi33 that were able to sing and enchant
the temple visitors:

Pae. 8.102-117 (= B2 R = fr. 52h SM)
@ Motoay, To<v> 8¢ mavtéy[volg
Agaiotov moAdpalg kat ABafvag
TG 6 puBUOG Epaiveto;
XCGAkeol pev totyol xdAk[eat

0'0mo kioveg Eotaoav,
Xpvoeal 8 €€ vTEp aieTod

Geldov KnAndoveg.
AL v Kpovou mai[Seg
kepavv@ xB6v’ avorgdulelvolt
gxpudav 10 Mvtwy Epywv lepwtlatov
yAukeiag 0mog dyac[B]évteg

31 Poll. Onom. 5.39 Tag Xaovidag kai MoAotTidag amoyévoug elvai pnot kuvag, 8v “Heatotog [¢k
¥0oAkoT] Anuovnoiov yaAkevodapevog, Yuynv €voeig, Sdpov Edwke Au kaxetvog Evpamy, abtn &6
Mivw. A comparable invention is a bronze lion containing @dpuaxa that, according to Alcaeus,
Hephaestus had built and concealed in Lesbos (POxy. 53.3711 col. 1.14-32).

32 According to Ap. Rhod. 4.1639-1693, Talos is a brazen man; according to Apollod. [Bibl]
1.140-142, he was a bull, see also Soph. TrGF 160, Schol. Pl Resp. 337a (= Simon. 286 = PMG 568). On
Talos see Federico (1989), and now Mayor (2023), 1-4. On the passage see also Power (2011), 77 ff.
33 According to Forstel (1972), 117 and Rutherford (2001), 219 the KnAn86veg were acroteria. Differ-
ently, Kritzas (1980) contends that they were featured in the pedimental reliefs displayed above the
base of the gable. On the four temples of Delphi see Paus. 10.5.12. For a comment to the passage see
Rutherford (2001), 217-222: the first temple of Delphi was built of laurel by Apollo, but burnt down;
the second was built by bees and birds, but flew away to the land of the Hyperboreans, the third
was built by Athena and Hephaestus; the fourth by Trophonius and Agamedes and lasted until the
6t c. BCE. For a possible connection between the Pindaric narrative and the Septerion ritual see
Haralampos (2019). On a metapoetic interpretation of the passage see Skempis (2016); on the perfor-
mance of the text and its possible interaction in the space see Weiss (2016).
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OTLEEvoL EQ[B]<1>vov

GtepBev Tekéwy
CAOYwv Te perl{lopovt
avdd Bupov avaxpipuvavteg

But what was the pattern, O Muses, that the latter showed, through the artful strength of

Hephaestus and Athena? Bronze were the walls, bronze pillars stood beneath, and six golden

Charmers sang above the gable. But the sons of Cronus opened the ground with a thunderbolt

and hid it, the most sacred of all works ... astonished at the sweet voice, that foreigners wasted

away apart from children and wives, hanging up their spirit as a dedication to the sweet voice.
transl. Rutherford (2001)

Considered by Pausanias (10.5.12) an ‘imitation of Homer’s Sirens’ (8 tadta &g
uiunow épol Sokelv v map’ Oufpw Zepivwv énoinoev),3 the KnAndoveg most
likely prefigure the danseuses de Delphes. Indeed, as Power (2011) points out, the
creation of Athena and Hephaestus® is endowed with a brazen, perpetual, entranc-
ing voice and, most likely, movement.3

9.6 Hephaestus and Animated Vehicles

Other creations of Hephaestus, though not shaped as voiced animals or humans,
are said to move on his or someone’s command38 or ‘possess their own will’, just
like the ship the A$vins gave to Bhujyu.?® Hephaestus’ tripods seem to be endowed
with remote control or autopilot:

34 On possible similarities between the KnAndoveg and the Sirens see Rutherford (2001), 220.

35 The assertion that the temple is the work of both Athena and Hephaestus may entail an Athe-
nian connotation according to Snell (1962).

36 On value and aesthetics of the brazen voice and artifacts in antiquity see Ford (1992), 193-194,
(2002), 102.

37 Power (2011), 89-90: “Pindar’s text displays so marked a constellation of the semantic fea-
tures that, as Claude Calame has shown, serve to define choreia — parthenic collectivity, uniform
epichoric identity, singing, and, in some virtual fashion, dancing, both performed in sacred space.”
38 Il 18.468-469 "Qg einwv TV uév Almev avtod, B & €nl gUoag || tag 8 &g mhp ETpede kéAELOE
Te épyalecBal. Delcourt (1957) argued for recognising reflections of magic inventions in many of
Hephaestus’ creations, see also Kokolakis (1980), 103—107. For the motif of the ‘self-moving magical
object/automaton’ in folklore see ATU D1523, 1600, 1620, A141-142.

39 RV 1.182.5ab yuvdm etdm cakrathuh sindhusu plavdm , atmanvdntam paksinam taugrydya kdm
“for Tugra’s son [Bhujyu] in the rivers you made a boat endowed with an own self and wings,” see
Chapter 3, Section 4.
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I1. 18.373-377

... Tplmodag yap éeikoat mavtag ETELYEV
¢oTdueval mepl Tolyov DoTabéng peydpolo.
Xpooea 8¢ 6@’ UTIO KOKAA EKAGTW TLOUEVL BiijKev,
0@pa oi avTopatol Beiov Svcaiat’ aydva

/8’ adTIg TPOG Sdua veoiato, Oadua iséabat

He was fashioning tripods, twenty in all, to stand around the wall of his well-built hall, and
golden wheels had he set beneath the base of each that of themselves they might enter the
gathering of the gods at his wish and again return to his house, a wonder to behold.4

Another invention by Hephaestus can be added to this group of avtopata. At least
two poets specify that the golden vehicle (evvi or 6¢nag)4! on which Helios travels
every night from the West to the East of the world was created by Hephaestus.

Mimnermus fr. 12.1-9

"HéAL0G pev yap Elayev ovov fjuata mdvta,
008€ TOT dumavaLg yivetal ovdepia

innowstv te kat avT®, Enny pododdkturog Hwg
‘Qkeavov TpoAutoda’ ovpavov eicavafi:

TOV HEV yap 8L kKO PEPEL TOALIPATOG EVVIY,
nokiAn ‘Hpaiotov xepolv éAnAauévn,

XpLool TIUREVTOG, UTOTTEPOG, dKpOV £’ VWP
€080V’ apraréwg ywpov ag’ Eomepldwv

yalav &g AiBLOTTWV ...

For Helios’ lot is toil every day and there is never any respite for him and his horses, from the
moment rose-fingered Dawn leaves Oceanus and goes up into the sky. A lovely bed, hollow,
forged by the hands of Hephaestus, of precious gold and winged, carries him, as he sleeps
soundly, over the waves on the water’s surface from the place of the Hesperides to the land
of the Ethiopians.

transl. Gerber (1999), modified by the author#

Aesch. TrGF 69.1-4

£vO’ énl Suopalg

floovt natpog Hpatetotevyég
Sémag, £v T¢) SlaBarleL

TOADV oiSpaToevTa

40 The adjective applies to the doors of the Horae in I1. 5.749, 8.393. On the passage see Kirk (1990), 136.
41 Other names for the vehicle are preserved: yaAkein dxatw (Euphorion apud Eustath. in Dionys.
Perieg. 558), év AéPnTL (Agatharchides of Cnidus apud Phot. Bibl. 443a.37), yoAkeiw AéBntt (Alexan-
der of Ephesus, apud Eustath. in Dionys. Perieg. 558).

42 The fragment is commented by Allen (1993), 95-109.
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Where at my father’s setting is the cup fashioned by Hephaestus, in which he crosses the
wide, swelling [sc. Ocean].

The reference to Hephaestus as the craftsman of Helios’ cup looks like a topos:
golden, marvellous inventions belonging to the Olympian gods are produced by no
less than the divine fashioner. However, at least in Mimnermus’ fragment, the idea
that Helios’ cup moves avtopdtwg, and ultimately thanks to Hephaestus’ skill, is
implied: Helios does not drive the vehicle, because he sleeps in it (evvy, 5, e08ov®’
apmoaAéws, 8). Therefore, we must infer that the cup is ‘programmed’ to travel from
West to East, without its passenger driving it.

The literary representation of Helios’ winged cup in Mimnermus is vaguely
reminiscent of the red-figure Vatican hydria of the Berlin Painter (ca. 490-480 BCE):
Apollo, the lyre in his hands, sits on a winged tripod, which hovers right above the
sea (Figure 9.1). Apollo is not Helios;* his vehicle is a tripod, not a cup, and, one may
add, the god is awake. Consequently, the comparison cannot go beyond the identi-
fication of common iconographic patterns and themes: both vehicles are winged
(bméntepog) and move dxpov @’ VSwp (Mimnermus fr. 12.7). Nevertheless, one may
imagine that Apollo is using one of Hephaestus’ tripods for his journey.

Here, I would like to put forth a new explanation for this hydria’s iconography.
This will also allow me to circle back to the starting point of this chapter: the capac-
ity of creating movement as peculiar to the best fashioners of material and imma-
terial things. Since Apollo is likely to be performing with the lyre,% one may think
that the tripod is moving because he is playing the instrument. It is tantalising to
compare dolphins jumping around the god’s tripod with the fish which, according
to Simonides, ‘synchronised’ their jumps with Orpheus’ voice:

Simon. fr. 274 (= PMG 567)

[...] 00 kat dnepéatot

TWTHVT OpvIBeg LTTEP KEPANTS,
ava §” LyBveg 6pBol Kvavéou £§
08070 dAAOVTO KUAl oUV a8

An innumerable flock of birds circled above his head. Fish jumped straight up out of the
dark water in time to the beautiful voice.*

43 The identification is late, but Bili¢ (2021) has backdated the phenomenon to the late 6t c. BCE.
44 Paquette (1984), 162-163.

45 We know that this fragment refers to Orpheus from Tzetz. Chil. 1.311-318. On other stories
concerning Orpheus’ kinetic capacities see Chapter 10, Section 7. On dolphins and chorality see
Csapo 2003.
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Apollo might have thus put ‘wings’ on the tripod thanks to his music. The claim of
being able to produce things that fly as if they possessed their own will or on their
creators’ command is indeed made by several archaic poets, including Pindar, e.g.

Pind. Pyth. 8.32-34

... T0 8" év moot pot Tphyov

{Tw 0V XpE€0g, O 10T, VEQTATOV KAADY,
£Ud TOTAVOV AUt payavd

But the debt owed to you, my boy, which runs at my feet, the latest of the glories, let it take
flight through my art.

Pind. Isthm. 1.64-67
€ln vv eDEWVWY TTepUyeaoLy aepBEvT dylaaig
Mepidwv &t kat ITv-

0®Bev OALUTILAS WY T E€aLpéTolg
AA@eol Epveat PpAgat XETpa TUAY ENTATOAOLG
OnBatot tevyovT (@) ...

May he, lifted on the splendid wings of the melodious Pierians, also from Pytho and from
the Olympic games wreathe his hand with choicest garlands from Alpheus, thus fashioning
honour to seven-gated Thebes.

Pind. Isthm. 5.63
kol mrepdevTa véov ovpmeppov duvov

... And send along this winged new hymn.

Thgn. 237-239
o0l UEv £ye TTép’ E8wKA, oLV 01 £ dneipova T6vToV
TWTHON Kal yijv nioav AeLpouevog
pNnising ...
I gave you wings, with which you will fly around on the boundless sea and the entire earth,
lightly lifted up ...46

To sum up: the capacity of making an inanimate object éujuyoc, i.e. able to talk and
move, is a skill shared by the best fashioners, such as Hephaestus and the poets.
In connection with Nemean Five, one may wonder whether Pindar is alluding to
a specific renowned fashioner. In order to provide a positive answer to this ques-
tion, it is possible to start from a banal observation: Athens was home to several

46 Besides the few examples provided here compare OL 9.11-12 (poetological image of the feath-
ered arrow), Pyth. 5.114-115, fr. 227, Pratinas fr. 708.3-5 PMG, adesp. 954b PMG, Bacchyl. fr. 20b.3-5.
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Figure 9.1: Hydria from Vulci, ca. 490-480 BCE, Berlin Painter, cat. nr. 16568, Museo Gregoriano
Etrusco, Citta del Vaticano. Photo © Goverantorato SCV - Direzione dei Musei.




142 = 9 Fashioners, Poets, and Trainers

good trainers, including Melesias and Menander,*’ but it is also the homeland of
the legendary textovwy copwratog (Bacchyl. fr. 26.6): Daedalus, eponymous of the
Daedalids’ clan.#8 As I will try to show in what follows, this supreme human téxtwv
may be the ‘missing link’ between the city of Athens and the capacity of producing
moving things. Then let us turn to Daedalus’ skills.

9.7 art ABavdv TEKTwV

From his very first appearance in Greek literature, Daedalus seems to be associated
with movement. Although he is only named once in the Homeric poems, within the
Shield ekphrasis of the Iliad, he is associated with a ‘moving’ dance scene:

Iliad 18.590-594, 599-602

£V 8¢ X0pOV TOIKIAAE TEPIKAVTOG APPLYVHELS,

0 ixelov, 016V moT’ £vi Kvwod evpein
AaiSaAog joKNGEV KAAALTAOKAUW APLadvy.
£vBa pév fibeot xat mapBévol dApeaiforat
WpXelvT, AAARAWVY Eml kKapT® Xelpag £xovteg. [...]
ol 8 0T¢ pev Opé€aokov EmoTapévolal médeaat
pela uaX’, G 8Te TLG TPOXOV APUEVOV €V TUAAUNOLY
£C0pevog kepaueLg elprioetal, ai ke 6€nov:
aMote § ad Bpé€ackov emi atixag aAMjAoLoL

Therein furthermore the famed god of the two strong arms cunningly wrought a khords like
unto that which in wide Cnossus Daedalus fashioned of old for fair-tressed Ariadne.
There were youths dancing and maidens, who produce cattle, holding their hands upon the
wrists one of the other. [...] Now would they run round with cunning feet exceeding lightly, as

47 Nicholson (2005), 135-190.

48 On Daedalus see Overbeck (1959) as well as the seminal study of Frontisi-Ducroux (1975). See
also Morris (1992), and Federico (2019). AaiSaAog is a nomen loquens connected with Sat§éAAw ‘to
decorate’, Saldaréog ‘wrought’. On the Athenian clan of the Daedalids and their tie with Daedalus,
see Pherec. 15 (= Schol. [LRM] Soph. OC 472 [= 1.29 de Marco] av8pog elyelpog i Tov Aaidatov 1y
avagopd mepl 00 @epekSNG PNoiv 0UTw, Mntiovt 82 ¢ EpexBéwg kal Tewon yivetal Aaisarog 4’
00 6 8fjuog kaeital Aadarisal ABrjvnal, see also Diod. Sic. 4.76.7.4, Herodianus De pros. cath. 3.1
68.2, Steph. Byz. Ethn. 4.6.1 ff,, Phot. § 10). Since the suffix -i8n¢, -i8at often builds collective names
that are “characteristic of professional groups or of those who perform some traditional role in
ceremonies” (West [1999], 373), one may imagine that the Daedalids were a professional group of
sculptors that derived its name from Daedalus. For the association between Athens and monumen-
tality in Pind. Pyth. 7.1-4 see Loscalzo (2003), 130-131.
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when a potter sits by his wheel that is fitted between his hands and makes trial of it whether
it will run; and now again would they run in rows toward each other.4

Since antiquity the dance performed by the youths and maidens at 593 ff. has been
identified as the geranos dance, “which the youths of Athens, led by Theseus, staged
around the altar of Delos on their return journey from Crete after abducting Ari-
adne,” (D’Acunto [2016], 208).5° According to Plutarch (Vit. Thes. 21.1-2), the geranos
dance imitated the “circling passages in the Labyrinth” (uipnua té@v év 1@ Aapo-
pivBw TEPLOSWV Kal 81EE08WV £V TVL PLBUD TapoAAdEeLg kal aveligelg ExovTL yryvo-
uévnv).5t The dance was thus connected with one of Daedalus’ creations. But we do
not clearly recover a link between the dance and the Labyrinth or other inventions
by Daedalus from the Homeric verses.

The interpretation of xopov ... fjoknoev at 590-592 was already a subject of
discussion for ancient scholars and commentators. According to Schol. Il 18.590b,
¥opdg means ‘dancing-place’, as made evident by the use of €vba ... ®pyelvT'(0)
(593-594, “there, i.e. in the dancing-space, they danced”).52 Consequently, War-
ren (1984) proposes to connect the yopdg of Daedalus to three circular platforms
found in Cnossus (dating from soon after 1400 BCE), which he identifies as danc-
ing floors.53 According to others, the term denotes the “disposition of the dancers,”

49 The dance is the final ‘human’ scene engraved on the shield. As Bierl/Latacz/Stoevesand/Coray
(2016) point out, it reprises the first scene described by the poet, i.e. the wedding scene, which
features references to singing and dancing (494 ff.). O’Donald (2019), 23-26 discusses the iconicity
of the passage.

50 See Schol I1. 18.591 E.

51 On the crane dance in Greece and elsewhere see Armstrong (1943), on the geranos dance see
Lawler (1946), Frontisi-Ducroux (1975), Detienne (1989), 20 ff., Calame (1996), 241-242. As Menichetti
(2006), 1314 points out, it is likely that the dance had an initiatory character. Coldstream (1968),
Langdon (2008), 177-178, D’Acunto (2013), 113-121, and (2016), 209-211 compared the dance to the
iconography found on the frieze of an oinochoe from the British Museum dated to the mid-8t c. BCE
(inv. 1849,0518.18). A further renowned iconographic comparandum is the Francois Vase (on which
see Torelli [2007], 19-24, 88-91, Hedreen [2011], Shapiro/lozzo/Lezzi [2013], 10-15).

52 Schol. I1. 18.590b E yopdv' Tov mpog xopeiav tomov. SijAov 8¢ kax T00 Empepouévou “6vBa pev
fiBeot | wpxetvto” (Schol. IL 18.593-595), SnAovaTL &v T¢) ToTw, followed, among others, by Marg
(1957), 42, n. 50, Elliger (1975), 33, fn. 8, Kirk/Edwards (1991), 228-229, Becker (1995), 143, Grandolini
(1996), 65, D’Acunto (2010), 190, and Cerri (2010).

53 As Warren (1984), 318-319 and others (Lonsdale [1995], Lefévre-Novaro [2001], Poursat [2008],
225) point out, clay figures found at Palaekastro and Kamilari (Late Minoan III) are shaped as small
groups of dancers accompanied by a lyre-player.
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i.e. a choreography allegedly invented by Daedalus.>* For this reason, and since
593 ff. portray a dance, Schadewaldt (1938), 484485 opts for rendering xopog as
‘dance’ss and Power (2011), 81 suggests that &vBa ... wpyedvt'(0) (593-594) indicates
the place of the shield in which the yopdg is represented.

On its part, xopo6g® is ambiguous enough to leave ample room for discussion:
elsewhere in epic poetry, it means ‘dance’ (e.g. Il. 16.183+), ‘dancing place’ (as in Od.
8.260) or both things at once (e.g. IL 3.393-394).57 The verb dokéw (Il 18.592) means
‘to craft with art, build, adorn’ (LfgrE sv.); therefore, it might apply to the crea-
tion of a space for the dance or, alternatively, to its decoration. However, as Steiner
(2021), 62 remarks, “dokéw, recurs later in another choral context: in Pindar’s fr.
94h.71-72, one Andaisistrota ‘equips’ (émdoxnoe) or decks out the girl who heads
the line of parthenaic choristers setting out to dance in the Theban Daphnephoria.”

Schol. 11. 18.590c suggests that the passage refers to Daedalus’ decorating the
Cnossian dancing-space with a circular positioning of statues and columns.5 This
line of interpretation finds support in Pausanias:

Paus. 9.40.3
napd TouTolg 8¢ kal 6 Thg ApLddvng xopaog, ol kai ‘Ounpog év TALGSL pviuny énoujoaro, £meLp-
yaouévog €otiv £mi Aeukod AiBou

At which latter place is also Ariadne’s dance, mentioned by Homer in the Iliad, carved on
white marble.?

54 According to Schol Il. 18.591-592b E, the “innovation” included in the Iliadic scene consists in
having youths and maidens dancing together: Gipewov 8¢ éxelvo @AoKeW dTL TPWNV SlakexwpL-
OUEVWG XOPELOVTWY AvSp®Y Kal yuvatk®v TpdToL ol petd Onoéwg cwbévteg ¢k To0 AafupivBou
1{{BeoL kal TapBEvol avapi§ éxdpevoay- mep uovov 6 Beog Eupioato, ov 0 KAAAOG 008E TNV TEXVNY
Aaidaou. iowg 82 kal S18AokeL 6 TONTNG LIUelobaL T XpPNoTd, el Kal £€ DTEADV elev.

55 See also Fittschen (1973), 15-16, Simon (1995), 131-132 and Calame (2001), 56-57: “chorus.”

56 On the etymology see Chantraine DELG sv. A possible etymological connection between
¥opo6g and x®pog (Il 23.189, Od. 9.181+, Hom. Hymn Ap. 244, 358, 413, 521, Hom. Hymn Herm. 394,
Sappho 2.6 LP) is proposed by Dickmann Boedeker (1974), 85-91.

57 See Markwald in LfgrE sv., who also collects a series of instances that he classifies as seman-
tically ‘uncertain’. The term is judged as ambiguous by Frontisi-Ducroux (1975), 136-137, Morris
(1992), 14-15, Becker (1995), 143, Postelthwaite (1998), 94-95, Cavallero (2003), 192-196.

58 Schol. I1. 18.590c tAAwG: ToikAAe® év otk Al eipyddeto, olov kiovdg te Kal av8pLavtag Td Tme
TPO<0>KOooWNoag £v KUKAW. fj OTL ¢€ apoévwy kal BnAetév Av. It is tantalising to connect such a
description with the iconography of the Caryatids, a group of six maidens supporting the Erech-
theum, who evoke the imminent beginning of a choral performance, see Power (2011), 75-76. As
Bowie (2011), 51-52 points out, the Caryatids were originally connected with the cult of Artemis
Carya, who, as Lefkowitz (1996) suggests, was venerated through dance.

59 Pausanias describes a marble relief, however Robertson (1984), 207 argued that Daedalus’ ani-
mated chorus was featured in a story represented on the now lost South metope of the Parthenon.
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That Daedalus’ invention is a relief may be suggested by the expression éni Aevkod
AlBov “on white marble.” However, Pausanias mentions elsewhere that Daedalus
made statues (dydAuata) for Minos and his daughters “as shown by Homer”:

Paus. 7.4.5
aydipata Mive kat Tod Mivw talg Buyatpdoty énoinoe, kaBott kal ‘Ounpog v TAasL EdnAwoe.

He made statues for Minos and the daughters of Minos, as Homer showed in the Iliad.

The only passage by Homer mentioning Daedalus is Iliad 18.592 (see above). So, Pau-
sanias probably imagined the yop6g as decorated with a choreography of Daedaleia.
As Frontisi-Ducroux (1975), 135-137 points out, the creation of an ‘animated chorus’
by Daedalus is further alluded to by Callistratus (Statuaram Descriptiones 2.3 xkal
X0pov fjoknoe Kivovpevov Aaidarog “and Daedalus made a chorus moving”).50

In this scenario, Hephaestus reproduces on the shield a dance similar to the
one choreographed by Daedalus’ statues in Cnossus’ dancing place. It is possible to
imagine that statues sculpted by Daedalus looked like they were performing a cho-
reography or that they moved. Several ancient sources recount that Daedalus was
able to produce éuyuya €pyaq, i.e. statues endowed with sense, voice, and enough
strength to move, take, e.g.6!

PL. Meno 97d

£Q. ‘01t T01¢ A8 dAov dydApacty oL TPocéaynkag Tov vobv [...]

MEN. ITpog ti 8¢ 81 To0T0 Aéyelg;

2Q. ‘0Tt kal Tadta, £6v uv ui Sedepéva fj, anodidpdokel kai Spameredet, 4v 8¢ Sedeuéva,
TaPAPEVEL

Socrates: “It is because you have not observed with attention the statues of Daedalus.” [...]
Meno: “What is the point of your remark?”

Socrates: “That if they are not fastened up they play truant and run away; but, if fastened,
they stay where they are.”

Euripides’ satyr play Eurystheus refers to the Daedaleia as ‘seeming to move and
look’, while Diodorus Siculus provides lengthier explanation on the features that
made the Daedaleia ‘simulate’ movement:

60 See also Lucian The Dance (of Pantomime) 13 (dokéw), Philostr. Imag. 10 (verb §{8wpy).

61 Aesch. TrGF 78a.6-7, Crat. fr. 74.4-5 KA (4AA xaAkoUg v anédpa. motepa AaSarelog qv; || f Tig
&xdevev avtov; “but, though being brazen, he ran off. Was it made by Daedalus or did somebody
steal it?”), Plato Com. fr. 188 KA, Paus. 2.4.5, Schol. OL. 7.95, P1. Euthphr. 15b.1b, Arist. Pol. 1253b, Arist.
De an. 406b.18-19.
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Eur. TrGF 372.2-3 (Schol. Eur. Hec. 838 S [1, 67, 4])
T Aaddrera tavta kwveloBat Sokel
BAémEL<V> T dydApa®’: OS avip KEWVOG 604G

All Daedalus’ statues seem to move and look: that’s how talented that man was.

Diod. Sic. 4.76

AaiSodog v 0 pév yévog ABnvaiog, €l T6v Epey0el86v ovopalopevog: Av yap viog Mntiovog
700 EdmaAdpov o0 Epexbéwe: [...] katd 8¢ Thv T@v dycApdTtwv Kataokevnv T0600To TV andv-
TWV QvOpWTWV SUVEYKEY MOTE TOUG PETAYEVESTEPOLSG HuBoAoyijoal Tept avTOD SL0TL T
Kataokevadoueva Tdv ayaudtwv opototata Toig uPiyolg vTapyer PAETEWY TE yap avTd
xal meputatelv, kal kaBoAov Tpelv TV T00 6AoL cmpatog S1abeoty, Hote SOKEWV elval TO
KaTtaokevacOEv Eupuyov {Gov. Tpdtog § dupatwoag kat Stapefnrdta T okéAn mojoag, €Tt
8¢ Ta¢ xelpag Statetapévag oL@y, elkdtwg €Bavpddeto mapd Tolg avBpwmoLg: ol yap mpod tovTou
TEYXVITAL KaTEOKEVALOV TA AydApaTa Toig UEv duuaot epvkdTa, Tag 8¢ xelpag €xovta kabeluévag
Kol Talg TAEVPATG KEKOAANUEVOC,

Daedalus was an Athenian by birth and was known as one of the clan named Erechthids, since
he was the son of Metion, the son of Eupalamus, the son of Erechtheus. [...] In the carving of
his statues he so far excelled all other men that later generations invented the story about
him that the statues of his making were quite like their living models; they could see,
they said, and walk and, in a word, preserved so well the characteristics of the entire body
that the beholder thought that the image made by him was a being endowed with life.
And since he was the first to represent open eyes and to fashion the legs separated in a stride
and the arms and hands as extended, it was a natural thing that he should have received the
admiration of mankind; for the artists before his time had carved their statues with the eyes
closed and the arms and hands hanging and attached to the sides.

If Daedalus was believed to have decorated Cnossus’ yopdg with ‘a choreography’ of
statues of youths and maidens that could move (or, actually, that looked like they could
move), this would explain why the chorus engraved by Hephaestus on the shield is
similar to that Daedalus once equipped/decorated for Ariadne (6 ixeAov, 0l6v moT
&V Kvwo® evpeln || Aaidarog joknaey, IL 18.591-592): youths and maidens perform a
dance that reproduces the choreography of the Daedaleia, which, as Plutarch tells us,
was, in turn, reproduced by real Athenian youths and maidens in Delos.

From this short discussion we have learnt that, be this the right interpretation
for I1. 18.590-592 or not, Athenian Daedalus is associated with the notion of produc-
ing creatures that moved and, so to say, had their own life and voice. For this rea-
son, I support Steiner’s (1993) interpretation that Nem. 5.49 (xpr| &’ ABavév téktov’
deBAntaiow éuuev) conceals a reference to the quintessential Athenian téktwv,
Daedalus, the only mortal able to make talking and walking statues. In this way, it
is possible to recover a link between the work of oot like Pindar, who are able to
fashion travelling, resounding odes, that of Pytheas’ Athenian trainer, Menander,
who made his trainee move efficiently, and that of the ‘Athenian téktwv’ Daedalus
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who, just like Hephaestus, is a paradigm and term of comparison for all artists:
fashioners of solid materials and poets.52

9.8 Not Any Metaphor

In this chapter, I have tried to show that a set of associations underlies the
TéKTwv-metaphor of Nem. 5.49:

the reference to the “necessity” of having a Téktwv from Athens, beside obvi-
ously referring to the geographical provenance of Menander, Pytheas’ trainer,
is likely to allude to the figure of Daedalus, the legendary Athenian téktwv,
who, just like the divine smith Hephaestus, was credited with the fashioning of
statues that could talk and move.

Trainers and téktoveg are said to share the capacity of shaping their raw mate-
rials: athletes, wood, stone or bronze. In addition, the analysis of passages that
describe combat athletes on the move confirms that the sports championed
by Lampon’s sons involved a variety of rapid movements. For this reason, Pin-
dar occasionally represents the athletes as vehicles that are guided by their
trainers. Before, I had pointed out how the metaphor of the body as a vehicle
(often a chariot) underlies a series of lexical items in Greek and Old Indic. My
analysis now shows that the same metaphor of the body as a vehicle underlies
Pindaric passages in which trainers are said to be the ‘charioteers’ or ‘oarsmen’
of their trainees.

Finally, since Pindar elsewhere applies the téktwv-metaphor to poets and
performers, and since ‘movement and voice’ are among the main themes of
Nemean Five, the employment of the metaphor at 49 contributes towards polar-
ising ‘fashioners of movement’ against stasis and silence.

Building on this set of interconnected téktwv-metaphors, I now move on to the
analysis of the capacities of Vedic ritual fashioners, the Rbhus, who were a term of
comparison for the work of the healer in AVS and AVP (Chapter 5, Section 6).

62 Asunderlined by Fearn (2017), 261 in connection with Bacchyl. fr. 26 (quoted in Section 6), “Daedalus
provides a paradigm for the role of the lyric narrator and the effect of lyric narrative on audiences.”
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nanandm va u no dhiyo , vi vratdni janandam

tdksa ristdm rutdm bhisdg , brahmd sunvdntam ichati
Truly our thoughts are various,

and the obligations of peoples are different:

a carpenter seeks the broken, a healer the injured,

a formulator a man who presses soma.

RV 9.112.1ad

TG yap Aot80g, Tig 0 XeLPOTEXVG
latopiag, ¢ Tavs’ dtav

XWPLS Znvog xataknAnoey,

Who is the enchanter,

who the practiced healer,

save Zeus alone, who will charm
this catastrophe away?

Soph. Tr. 1001-1003

10.1 Carvers and Fashioners of the Rigveda

AVS 4.12.6

sd ut tistha préhi prd drava

rathah sucakrdh supavih sunabhih
prati tisthordhvdh

Stand up, go forth, run forth. (Your) chariot has good wheels, good felloes, good naves.
Stand upright!

AVS 4.12.7

yddi kartdm patitvd samsasré
yddi vasma prdhrto jaghana
rbhii rathasyevarigani

sam dadhat pdrusa pdruh

If he was hurt, having fallen in a pit or if a hurled rock has struck [him, then] may [Dhatar, the
healer] unite the limbs, joint with joint, as Rbhu the parts of a chariot.

AVP 4.15.6 (only AVP ¢ b+d: cf. AVS 4.12.7a+cd)
yadi vajro visrstas t,va;ra

*katam patitva yadi va viristam

vrksad va yad avasad dasasirsa

‘rbhui rathasyeva sam dadhami te paruh

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-011
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If a vajra that has been hurled has hit you, or if there is an injury due to falling into a well
(?), or one that is there [due to falling] from a tree: the ten-headed one shall remove [it]. I put
together your joint as Rbhu [the parts] of a chariot.

In Chapter 5, Section 6 I quoted these three Atharvavedic passages to show how
the work of a healer was compared to that of a Rbhu, i.e. a skilled craftsman who
fashions the patient’s body parts anew like the parts of a chariot. This chapter now
pivots around the figures of the Rbhus (Skr. Rbhdvah, nom. pl.) and the phraseol-
ogy applying to these characters. The Rbhus are a group of three deities, named
Vaja, Vibhvan and Rbhu or Rbhuksan (lit. ‘Master of the Rbhus’), who, together with
Tvastar, are the divine craftsmen of the Rigveda. Since they are not the only fash-
ioner gods of the Vedic pantheon, I shall start by explaining how they resemble and
differ from Tvastar, the Carver god, and later move on to the analysis of selected
hymns dedicated to the Rbhus, including one that features a taks-composition.

10.1.1 Tvastar

Vedic Tvdstar- is a nomen loquens that can be traced back to IE *tuerk- ‘to carve’ (LIV2
656),! which lies at the basis of Av. 8forastar- ‘fashioner’, as well as Gk. adpg ‘flesh’
(Aeol. and Dor. aUpg ‘flesh’, as per Schindler [1972], 34), and ON dvergr ‘dwarf’.2
Tvastar seems to be associated with the idea of primordiality, fertility, and
impulse to movement. Indra is said to know all beings or rule over many forms
like Tvastar (sc. does) (tvdsteva visva bhiivanani vidvan, RV 4.42.3c, bhiiri tvdstehd
rajati, RV 6.47.19b). Tvastar is also said to be the ‘foremost’ (agriyd-, RV 1.13.10a),
the ‘the first born’ (agrajd-, RV 9.5.9a), and the one ‘who journeys in advance’
(puroydvan-, RV 9.5.9b). Progenitor of the entire human race through his daughter
Saranyu (RV 10.17.1-2),3 he begot Agni (RV 10.2.7b, 46.9ab, compare also RV 1.95.2a,
5c, and RV 3.7.4a [Agni is Tvastrd- ‘son of Tvastar’]) and Brhaspati (RV 2.23.17b), and
is the father-in-law of Vayu (RV 8.26.21ab, 22ab). Some passages also seem to refer
to Tvastar as pre-existing Indra (RV 3.48.4c) or as the father that Indra overpow-

1 On the root see also Lubotsky (1994).

2 Ginevra (2020), 129-133.

3 On the episode of Saranyn see Jackson [Rova] (2006), who proposes a comparison between
Saranyu and Helen.
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ers (RV 4.18.12).4 Elsewhere, Indra or Trita defeats his three-headed son Vi$variipa
Tvastrd- (lit. ‘Omniform, son of Tvastar’, see also RV 2.11.19c, 10.8.8-9).

A prolific god (RV 3.55.19ab devds tvdsta savita visvdriipah , pupdsa prajih
purudhd jajana “God Tvastar, the impeller providing all forms, flourishes; he has
begotten offspring in great quantity”), Tvastar shapes all human and animal beings.
This action is described through Ved. afij ‘to anoint’ (RV 1.188.9ab tvdsta rapdni
hi prabhith , pasin visvan samanajé “because preeminent Tvastar anointed all
the beasts [with] their forms”), pes ‘to carve’ (riipath dpimsat bhitvanani visva, RV
10.110.9b, compare also RV 10.184.1b, the so-called ‘Pregnancy Hymn’) kar ‘to make’
(RV 10.10.5ab gdrbhe nii nau janitd ddmpati kar , devds tvdsta “in the womb the
god Tvastar, the Begetter made us two a married couple”), and taks ‘to fashion’ (RV
8.102.8b tvdsta rupéva tdksiya “as Tvastar is at hand for the forms to be crafted”). He
also presides over generation (e.g. RV 1.142.10+),5 i.e. the shaping of babies in their
mothers’ wombs, and is invoked to provide offspring to worshippers.

Not only is Tvastar’s fertility often visualised as some kind of ‘shaping’, but he is
also credited with the construction of prominent mythical and ritual objects. He fash-
ioned (Ved. taks) Indra’s vdjra- ‘mace and/or thunderbolt’ (e.g. tvdstasmai vdjram
svaryam tataksa “for him Tvastar had fashioned the resounding [/sunlike] mace,” RV
1.32.2b+)7 or turned (Ved. vart) it with a thousand spikes (tvdsta ydd vdjram sukrtam
hiranydyam , sahdsrabhrstim s,vdpa dvartayat “when Tvastar the good craftsman
had turned the well-made golden mace with its thousand spikes,” RV 1.85.9ab).8

The creativity of Tvastar is further underscored by his attributes and epithets.
He sharpens a hatchet of good metal (SiSite nindm parasum s,vayasam, RV 10.53.9¢),
is supani- ‘of lovely palms’ (RV 3.54.12a, 6.49.9b, 7.34.20b), sugdbhasti- ‘of lovely
hands’ (RV 6.49.9b), sukjt- ‘of good action’ (RV 3.54.12a), apdsam apdstamah ‘the
best worker of workers’ (RV 10.53.9a). He is associated with the Rbhus (RV 3.54.12,

4 In RV 1.80.14 Tvastar is said to tremble in front of Indra; in RV 10.48.3 (atmastuti ‘Self-praise’ of
Indra) Ved. taks, which typically denotes Tvastar’s activities, applies to both the vajra produced by
Tvastar and Indra himself (3a mdhyam tvdsta vdjram ataksad ayasam “for me Tvastar fashioned
the metal mace”; té ma bhadrdya Sdvase tataksuh “For auspicious power they have fashioned me,”
11c). Although the verb applies to the gods (e.g. RV 10.48.11ab), a reference to the tradition about
Tvastar being Indra’s father might be implicit.

5 Compare also RV 2.3.9,3.4.9 =7.2.9.

6 On the etymology of Ved. vdjra- (= Av. vazra-) see Watkins (1986) and (1995), 411-413, who recon-
structs *uagro- as underlying the Vedic and the Avestan form and the SCM °ayx of dayrg ‘unbro-
ken’ (Od. 11.575+).

7 RV 1.52.7cd, 61.6a, 5.31.4b, 10.48.3a.

8 RV 6.17.10ab.
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10.64.10, 10.92.11c) and also once called fbhva- ‘a skilful worker’ (RV 6.49.9b), the
form fbhva- reflecting a thematic derivative of ybhu-.

Just like the best Greek téktoveg, Tvastar seems to be associated with the notion
of ‘movement’. He is called savitdr- impeller’ (RV 3.55.19a = 10.10.5b), he speeds horses
(abhipriyam ydt puroldsam drvata , tvdstéd enam sausravasaya jinvati “when [they
lead the goat] as the pleasing fore-offering along with the steed, it is Tvastar himself
who stimulates him for [the deed] that brings good fame,” RV 1.162.3), and chariots
(tvdsta gnabhih sajésa jujuvad ratham “and this god, the conqueror of the world,
Tvastar, in concert with the Wives [of the Gods], will speed the chariot,” RV 2.31.4h).9

10.1.2 The Rbhus

Vedic Rbhu- has long been connected to IE *hserb®- ‘to turn, change the side’,0
which underlies Hitt. harp(p)-™ ‘to change the side’,!! Lat. orbis and TB (and TA)
yerpe ‘disk’, but also Modern German Erbe ‘inheritance’, Arbeit ‘work’, Old Church
Slavonic rabs ‘slave’,’2 and Greek ‘Op@evg (see Section 6).

Like Tvastar the Rbhus are said to be ‘workers’ (apdsah, RV 4.33.1d), ‘of good
help, good work and good hands’ (s,vdvasah s,vdpaso suhdstah RV 4.33.8d),3
are associated with the notion of ‘good work’ (sukrtyd-, RV 1.20.8b; svapasyd-,
RV 1.110.8c, see also RV 4.35.9b)14 or know how’ (vidmandpas-, RV 1.111.1a); they
are ‘clever’ (dhirasah, RV 4.33.2d), and ‘toil with labour, with surpassing skill’ (vistvi
sami taranitvéna, RV 1.110.4a). They operate “with attentiveness, industry, and won-
drous skills” (pdrivistt vesdna darsdnabhih, RV 4.33.2b), have accomplished mira-
cles by means of their ‘ability’ (Sdci-, RV 4.35.5ac), operate ‘with obedience’ (Srusti,
RV 4.36.4d), and are inspired to ‘resolve and skill’ (krdtve ddksaya, RV 4.37.2d).

Their descriptions are vague: they have the sun as their eye (siiracaksas-,
RV 1.110.4¢), possess a cart (RV 1.161.7, 4.37.4), drawn by steeds (RV 7.48.1), which
are also said to be made ‘of fat’ (pivoasva-, RV 4.37.4a); they have lips of bronze and
wear fine ornaments (dyahsipra ... suniskdh, RV 4.37.4b).

While Tvastar, as a creator god, is often referred to as the ‘father’ of some
divine beings, the Rbhus are called ‘sons’, ‘grandsons’ or companions of differ-

9 According to Macdonell (1897), 117, the association between Tvastar and the Wives of the gods
(RV 1.22.9, 2.36.3d, 6.50.13c, 7.34.20, 22, 35.6, 10.18.6, 64.10b, 66.3d) relies upon his connection to fertility.
10 Kiimmel (2016), 44.

11 Melchert (2010).

12 Weiss (2006).

13 RV 7.35.12c sukj'tah suhdstah.

14 sukrtyd- also occurs in RV 4.35.2¢, 8a; svapasyd- is also found in RV 1.161.11b, 4.35.9b.
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ent characters and gods. They are once said to have Agni as brother (RV 1.161.1-3)
and the expression ‘the sons of the Rbhus’ (sindva rbhiindm) might be a kenning
for ‘flames’ in RV 10.176.1a. Moreover, they receive the patronymic Saudhanvand-
‘son(s) of Sudhanvan’ (i.e. ‘sons of the good archer’).s Although sudhdnvan- occurs
as an epithet of Rudra (RV 5.42.11a)'6 and the Maruts (RV 5.57.2b), in the Rigveda
the Rbhus are not treated as sons of these gods. Conversely, they seem “not to be
regarded as having the divine nature fully and originally” (Macdonell [1897], 131).
Indeed, we learn from several hymns that they were the mortal (mdrtasah sdn-
tah, RV 1.110.4b) children of Manu (i.e. men), but achieved the friendship of Indra
and/or the gods, i.e. the status of gods, thanks to five major accomplishments:

RV 3.60.3

indrasya sakhyam rbhavah sam anasur
mdnor ndpato apdso dadhanvire
saudhanvandso amrtatvdam érire

vistvi sdmibhih sukjtah sukytydya

The Rbhus attained the companionship of Indra. The artisans, the children of Manu, raced.
The sons of Sudhanvan rose to immortality by applying themselves to their labours, ritually
acting well by good ritual action.””

10.2 Fashioners at Work

As a short hymn to the gods by Medhatithi Kanva (8 gayatri-stanzas), Rigveda 1.20,
makes evident, five accomplishments led to the Rbhus becoming immortal:!8 the

15 RV 1.110.2c, 4c, 8c, 161.2¢, 7c, 8c, 3.60.1d, 3c, 4d, 5d, 4.35.1b, 8d.

16 Areference to the Rbhus may be implicit in RV 5.42.12.

17 The Rbhus are said to have become companions of Indra in RV 4.35.7-9; the gods are associated
in RV 1.110.9b, 3.60, 4.33.3c, 34.1a, 35.1, 9, 37.5, 6, 7.48.3c, 8.93.34. A Rbhu is said to be ‘like a new
Indra’ (rbhir na indrah sdvasa ndviyan) in RV 1.110.7a. They are also said to be ‘sons of Indra and
children of strength’ (indrasya stino savaso napatdh, RV 4.37.4c), and are invited to drink the soma
with Indra and the Maruts in RV 1.20.5. Other gods or characters are occasionally named Rbhuksan
‘chief of the Rbhus’: Indra (RV 1.111.4a), Trita (RV 2.31.6¢); the same term applies to the Maruts (RV
8.7.12+). In RV 4.33.9 each Rbhu is ‘assigned’ to a different god/group of gods (the gods, Indra, and
Varuna); in RV 4.34.7 they are associated with Indra, Varuna and the Maruts, in RV 4.34.8 with the
Adityas and Savitar, in 4.34.11 with Indra and the Maruts; they are invoked together with Indra and
the Nasatyas in RV 4.37.8.

18 A series of expressions apply to the Rbhus changing their status: they are said to become recip-
ients of the sacrifice (sakdm devaih yajiityasah bhavisyatha, RV 1.161.2d) obtain (nas), go to or take
(bhaj) a share (bhagd-) of the sacrifice (yajfifya- RV 1.20.2c, 8bc, compare also RV 1.161.6, 3.60.1d);
they are invited to satiate themselves with soma (RV 1.110.1d); they (win) as a prize to ascend to
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creation of Indra’s fallow bay horses (2ab), the building of the chariot of the A$vins
(3ab), the milking (?) of a cow (3c), the rejuvenation of their parents (4), and the
multiplication of a cup which belonged to the carver-god Tvastar (6), e.g.

1

aydm devdya janmane
stémo viprebhir asaya
dkari ratnadhdtamah

yd indraya vacoyuja
tataksur mdnasa hdri
samibhir yajiidm asata

tdksan nasatyabhiyam

pdrijmanam sukhdm rdtham
tdksan dhenum sabardugham

yuvana pitdra punah
satyamantra rjiydavah
Ibhdvo visty akrata

sdm vo madaso agmat,
ndrena ca marutvata
adityébhis ca rajabhih

utd tyam camasdam ndvam
tvdstur devdsya niskrtam
dkarta catirah ptinah

té no rdtnani dhattana
trir @ sdptani sunvaté
ékam-ekam susastibhih

ddharayanta vahnayo
«Dhajanta sukrtydya
bhagdm devésu yajiityam

This praise here has been made for the godly
breed by the inspired poets by mouth - a
praise that best confers treasures.

Those who fashioned for Indra with mind
the two fallow bays yoked by speech, they
attained the sacrifice through their labours.

They fashioned for the Nasatyas an earth-cir-
cling, well-naved chariot; they fashioned a
juice-yielding milk-cow.

They whose mantras come true, who aim
straight — the Rbhus — made their parents
young again through their toil.

Your exhilarating drinks have united with
Indra accompanied by the Maruts and with
the kingly Adityas.

And this beaker of the god Tvastar new pro-
duced you made again into four.

On us, on the soma-presser confer treasures,
three times seven, one after the other, for
good lauds.

The conveyors secured and by their good
work shared in the sacrificial share among
the gods.1®

heaven (RV 1.110.6d); they achieve immortality (Ved. amrtatvdm nas, RV 4.33.4d, 36.4c), they attain
divinity (RV 3.60.2d), they come to the companionship of the gods (RV 4.33.2c); they settle in heaven
like falcons (RV 4.35.8b) and become immortal (RV 4.35.8d); their greatness is proclaimed among
the gods (RV 4.36.3b); they establish a sacrifice for themselves among the clans of Manu (RV 4.37.1).
19 Itis possible to identify a series of lexical repetitions in the hymn. Stanzas 1 and 2 correlate with
7 and 8 as the following pairs make evident: [coD]: devdya (1a) : devdsya (6b) : devésu (8c); [CONFER
TREASURE]: ratnadhdtamah (1c) : rdtnani dhattana (7a); [SACRIFICE]: yajfidm (2c) : yajiityam (8c).
Note also the repetition indraya (2a) : indrena (5b), between the incipit and a middle position.
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The hymn also offers a good example of how metaphors found in the hymns to
the Rbhus reprise the lexicon of the endeavours that contributed to their achiev-
ing immortality: at 1, the poet claims that “this praise here has been made by the
inspired poets by mouth” and that it “confers treasures.” The verb kar (dkari ‘has
been made’) later on applies to the deeds of the Rbhus. At the same time, the praise
‘confers treasures’ (ratnadhatamah, superl. masc. sg.) and the gods are invited to
do the same by the end of the hymn (rdtnani dhattana, 7a). Finally, the praise is
‘fashioned by poets’ mouths’ and seems to parallel the truthful words of the Rbhus
satydmantra (4b) ‘whose mantra come true’.

The hymn also shows how the verbs kar ‘to make’ and taks ‘to fashion’ are
most often employed to describe the Rbhus’ activities in the Rigveda. The entire
distribution of the verbs applying to the five miracles of the Rbhus is recapitulated
in Table 10.1.

Table 10.1: Verbs for the endeavours of the Rbhus in the Rigveda

Indra’s Asvins’ cow parents cups

horses chariot
kar RV 1.161.3b, RV 1.161.3b, RV 1.161.3c, RV 1.20.4, RV 1.20.6,
‘to make’, 4.33.10ab 4.33.8a, 4.33.8ab 110.8d,161.3c, 110.3,161.2a,
cf. also vi-kar 36.2a 7b, 4.33.2ab, 4,4.33.5,6,
‘to divide’ 3ab, 35.5a 35.2, 3a, 4b, 5b,

36.4a

dram kar RV 4.33.2a
‘to make right’
(ni-)taks RV 1.20.2ab, RV 1.20.3ab, RV 1.20.3c, RV 1.111.1c,
‘to fashion’ 111.1b, 161.7¢, 111.1a, 4.34.9b 4.34.9a,

3.60.2¢, 4.34.9b, (4.34.9) 36.3cd

35.5¢
(ni-)pes RV 1.110.83, RV 1.161.9d,
‘to carve (out)’ 4.33.4b (?) 3.60.2a
(ni-)ren RV 1.161.7a,
‘to flow’ 3.60.2b,

4.36.4b

yoj RV 1.161.7d
‘to hitch’ ?
(vi-)Sak RV 4.35.3b

‘to cut (apart)’
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The use of Ved. taks in the hymns to the gods stands out: in more than one hymn,
the verb is repeated in multiple, sometimes consecutive stanzas.?0 Rigveda 1.111, a
short hymn to the Rbhus attributed to Kutsa Angirasa, provides a good example of

this phraseological phenomenon:
RV 1111

1 taksan rdtham suvitam vidmandpasas
taksan hdri indravaha visanvasi
taksan pitfbhyam rbhdvo ytvad vdyas
taksan vatsiya matdram sacabhiivam

2 dnoyajfidya taksata rbhumdd vdayah
krdtve ddksaya suprajavatim isam
ydtha ksdyama sdrvaviraya visa
tdn nah sardhaya dhasatha s,v indriydm

3 ataksata satim asmdbhyam rbhavah
satim rdthaya satim drvate narah
satim no jaitrim sdm maheta visvaha
jamim djamim pftanasu saksdanim

4  rbhuksdnam indram @ huva ttdya
rbhiin vajan martitah sémapitaye
ubhd mitravdruna nindm asvina
té no hinvantu satdye dhiyé jisé

20 Compare also RV 1.20.2-3, quoted in Section 2.

They fashioned the smooth-rolling
chariot, working with their know-
how; they fashioned the two fallow
bays that convey Indra and bring
bullish goods. They fashioned — the
Rbhus - for their parents youthful
vigor; they fashioned for the calf a
mother to stay by it.

For our sacrifice fashion Rbhu-like
vigor; for will, for skill (fashion)
refreshment along with good off-
spring. So that we may dwell peace-
fully with a clan possessing hale
heroes, you shall establish this
Indrian strength for our troop.

Fashion winning for us, O Rbhus,
winning for our chariot, winning
for our steed, O men. Might you
bring to pass victorious winning
for us always, conquering kin and
non-kin in battles.

Indra, master of the Rbhus, do I call
upon for help, and the Rbhus, the
Vajas, the Maruts for soma-drink-
ing. Both Mitra and Varuna now and
both the Advins — let them impel us
to winning, to insight, to victory.
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5  rbhur bhdraya sam sisatu satim Let Rbhu sharpen winning for the
samaryajid vdjo asmdri avistu taking; let Vaja, victorious in the
tdn no mitré vdruno mamahantam clash, help us. — This let Mitra and
dditih sindhuh prthivi utd dyatih Varuna grant to us, and Aditi, River,

and Earth and Heaven.

The hymn opens by proclaiming the Rbhus’ ‘fashioning’ achievements (tdks):2! they
fashioned a chariot, steeds, youthful vigour for their parents, and a cow. After this
compact catalogue of creations, the focus shifts onto the things that the Rbhus can
‘fashion’ (tdks) for the worshipper. The poet-priest’s requests seem to correlate with
the Rbhus’ achievements: at 1c, the gods fashioned youthful vigour for their parents
(tdksan pitfbhyam ... yuvad vdyas), at 2a they are invited to fashion a ‘Rbhu-like
vigour’ for the worshippers’ sacrifice (d no yajiidya taksata rbhumdd vdyah); at 1ab
they are said to have fashioned chariot and steeds for Indra and the Asvins (tdksan
ratham ... tdksan hdri indravaha), at 3b they are invited to fashion winning for both
the chariot and the steed of the worshipper (satim rdthaya satim drvate narah).
From stanza 3, the notions of [WINNING] and [vicTORY] expand throughout the
hymn, as the repetitions of the term sati- ‘winning’ and the lexeme jay ‘to win’ make
evident (satim, 3a, 3b, 3c; satdye, 4d, satim, 5a; jaitrim, 3c, jisé, 4d, samaryajit, 5b).
The hymn is a good example of how, at a conceptual and phraseological level,
the Rbhus came to be identified as the quintessential constructors of things. Conse-
quently, their figures are a term of comparison for masters in any field, take, e.g.22

RV 6.3.8cd
sardho va yé mariit,am tatdaksa
rbhiir nd tvesé rabhasané adyaut

... Or who fashioned the troop of Maruts like a Rbhu, he, turbulent and wild, has flashed.

21 Like in many other Rigvedic hymns, the divine name of the hymn dedicatees occurs in every
stanza, in different cases or formations (polyptoton, on which see Klein [2000]): rbhdvah, nom. pl.,
1c; rbhumdt- ‘Rbhu-like’, ntr. sg., 2a; rbhavah, voc. pl,, 3a, rbhuksdnam ‘Master of the Rbhus’, acc. sg.,
4a; rbhiin, acc. pl., 4b; rbhiih, nom. sg., 5a.

22 On the Rbhus as craftsmen see Hillebrandt (1927-1929), I 522, MacDonell (1897), 131-134, Ryder
(1901), Oldenberg (1917), 239-240, Keith (1925), 176-178, Kramrisch (1959), Gonda (1960-1964), 72,
Oberlies (2012), 157-158.
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AVS 4.12.7

yddi kartdm patitva samsasré
yddi vasma prahyto jaghdna
rbhii rdathasyevarigani
sam dadhat parusa paruh

If he was hurt, having fallen in a pit or if a hurled rock has struck [him, then] may [Dhatr, the
healer] unite the limbs, joint with joint, as Rbhu [the parts] of a chariot.

10.4 Fashioning Fame: A taks-Composition for the Rbhus

In the light of all the above, it is not surprising that a second example of
taks-composition is found in a hymn to the Rbhus, Rigveda 4.36. Together with
RV 4.33-37, this poem, consisting of 11-tristubh-stanzas, belongs to a group of
hymns of the fourth mandala that celebrate the Rbhus and are attributed to the
Vamadeva Gautama.

1

anasvo jatoé anabhisur ukthyo
rdthas tricakrdh pdri vartate rdjah
mahdt tdd vo devyasya pravdicanam

dyam rbhavah prthivim ydc ca pusyatha

rdatham yé cakrih suvitam sucétaso
4 Vihvarantam mdnasas pdri dhydya
tam u nyv asyd sdvanasya pitdya

d vo vaja rbhavo vedayamasi

tdd vo vaja rbhavah supravacandm
devésu vibhvo abhavan mahitvandm
jivri ydt sdnta pitdara sanajura
punar yuvana cardthaya tdksatha

Produced without horse and rein,
the praiseworthy chariot with its
three wheels rolls through the airy
space. This is the great proclama-
tion of your divinity: that you pros-
per heaven and earth, O Rbhus.

The very perceptive ones who
made from mind by insight the
smooth-running chariot, which
never overturns — (to you,) O
Vajas, O Rbhus, we now dedicate
(the soma) of this pressing for you
to drink.

Your greatness became well pro-
claimed among the gods, O Vajas,
Rbhus, and Vibhds: that you fashion
your parents as youths for them to
keep going, even though they were
enfeebled, worn out by age.
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ékam vi cakra camasdm cdturvayam
nis carmano gam arinita dhitibhih
dtha devés,v amrtatvdm anasa
Srusti vaja rbhavas tdd va ukthyam

rbhuté rayih prathamdsravastamo
vajasrutdso yam djijanan ndrah
vibhvatasté viddthesu prav(ic,yo
ydm devaso ;'vatha sd vicarsanih

sd vajy arva sd fsir vacasydya

sd tiro dsta pftandsu dustdrah

sd rayds pésam sd suviryam dadhe
ydm vajo vibhvari rbhdvo ydm dvisuh

sréstham vah péso ddhi dhayi darsatdm
stémo vaja rbhavas tdm jujustana
dhirdso hi sthd kavdyo vipascitas

tdn va end brahmana vedayamasi

yiayam asmdbhyam dhisanabhiyas pari
vidvamso visva ndaryani bhéjana
dyumdntam vajam visasusmam uttamdm
d no rayim rbhavas taksatd vdayah

You divided the single cup into
four; out of a cowhide you made a
cow to flow (milk) by your insights.
So then you attained immortality
among the gods by your obedience,
O Vajas, Rbhus: that is your praise-
worthy (attainment).

From the Rbhus comes wealth that
best brings the foremost fame,
which the men famed as Vajas
have produced, that is fashioned
by the Vibhvan, that is to be pro-
claimed at the ritual distributions.
Whom you help, O gods, he has
wide boundaries.

He is a prizewinning charger; he
a seer through his verbal artful-
ness; he a champion, an archer,
who is difficult to overcome
in battles; he has received an
increase of his wealth and he an
abundance of good heroes - he,
whom Vaja and Vibhvan, whom
the Rbhus have helped.

An excellent, beautiful robe has
been placed upon you: (this)
song of praise, O Vajas, Rbhus.
Take pleasure in it! Because you
are insightful poets perceiving
inspired words, we dedicate (it) to
you with this formulation.

You who know all the things that
nourish men, for us (fashion)
from the Holy Places [= the ritual
ground] the highest heavenly prize
that brings the explosiveness of
a bull; fashion for us wealth and
vitality, O Rbhus.
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9 ihd prajam ihd rayim rdrana Giving offspring here and wealth
ihd srdvo virdvat taksata nah here, fashion here for us the fame
yéna vaydm citdyemdti anyan that heroes accompany. The bright
tdm vdjam citrdm rbhavo dada nah prize by which we would be bril-

liant beyond others, O Rbhus, have
you given to us.

From the point of view of its content, the hymn seems to be divided into two sec-
tions:2 its first half centres on the praise of the Rbhus, its second pivots around the
gifts which the gods provide mortals. The hymn programmatically defines itself as
the “great proclamation of the divinity” of the gods (mahdt tdd vo devyasya prava-
canam, 1c). At the same time the initial image of the chariot is immediately linked
to a major creation by the Rbhus, the chariot of the Asvins. The use of the perfect of
kar at 2a seems to reprise the adjective ‘three-wheeled’ at 1b, thanks to the apparent
similarity of cakruh ‘they have made’ and tri-cakrdh ‘three-wheeled’. The Rbhus
are further connected with moving/movable creations: not only did they build a
chariot, but they are also said to have ‘fashioned their parents young again to keep
going’ (pitdra ... punar yuvand cardthaya tdksatha, 3d). The employment of taks at
3d further connects with the theme of the gifts of the Rbhus. Just like the Rbhus
fashioned (taks) their parents anew (3d); fame-bringing (srdvas-) wealth (rayi-) is
said to be fashioned by Vibhvan, one of the three Rbhus (5ac), and, in the two last
stanzas of the hymn, the Rbhus are invoked to fashion (taks) wealth, fresh energy,
and glory (rayi-, vayas-, and srdvas-, 8-9). The repetitions of taks-forms are com-
bined in an articulated circular structure, a ‘taks-composition’ (Table 10.2).

I have previously argued that, in Rigveda 10.39, the circular usage of Vedic taks
in connection with a qualifying exploit of the Vedic Twin Gods (Cyavana’s episode)
and then within a metapoetic metaphor, creates a parallel between the deeds of the
gods and those of the poet. In Rigveda 4.36 the use of taks in connection with the
rejuvenation and the ‘fashioning’ of glory may have the same purpose.

In the first three stanzas of the hymn, the emphasis on the ‘speech-act’ lexicon
shows that the divine status achieved by the Rbhus manifested and ritually man-
ifests itself in an audibile form: the “greatness” of the Rbhus “became well pro-
claimed among the gods” (tdt ... supravacandm , devésu abhavan mahitvandm, 3ab)
and is now proclaimed by the poet (mahdt tdt ... pravicanam, 1c, tdd vah ... suprava-
candm, 3a, tad va ukthyam, 4d), who sings about them and their creations. In a
sense, one of the main creations the Rbhus made for themselves is glory, srdvas-;
for this reason the poet invites them to ‘fashion fame’.

23 Jamison/Brereton (2014), 616.
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Table 10.2: taks-composition of RV 4.36

theme stanza  construction-lexeme form
proclamation (tdd vo devyasya pravicanam) 1 rdtha- —
+ chariot . .

. 2 rdtha- + kar ‘to make’ cakruh
chariot
proclamation (tdt ... supravacandm) 3 taks ‘to fashion’ tdksatha
proclamation (tdd va ukthyam) 4 kar ‘to make’ vi cakra
gifts: wealth + glory (rayih prathamdsravas-) 5 taks ‘to fashion’ vibhvatastdh
gifts: wealth + abundance (rayds pésam) 6 —— (dha) ‘place’ dadhe
gifts: the poet to the gods: ornament 7 (pes ‘to carve’) péso dhayi
gifts: wealth and vigour (rayim ... vdyah) 8 taks ‘to fashion’ taksatd
gifts: offspring, wealth, glory (prajam ... 9 taks ‘to fashion’ taksata

rayim ... Sravah)

That the poet’s and the Rbhus’ work resemble each other may also be implicit in the
first stanza. The three-wheeled chariot ‘generated without horse and rein that rolls
in the sky’ (1ab), is a polysemic metaphor ex Vedico ipso: it alludes to the threefold
chariot of the Asvins that the Rbhus fashioned and to the Third Soma Pressing in
which the Rbhus are celebrated (see Chapter 11, Section 2; Chapter 15). However,
one may add, it is also reminiscent of the metaphor of the hymn as ‘chariot’, a com-
mon simile of the Rigveda and elsewhere in Indo-European,? take, e.g.

RV 1.61.4

asmda id u stémam sdam hinomi
rdatham na tasteva tdtsinaya
giras ca girvahase suvrkt;
ndraya visvaminvam médhiraya

Just for this one I put together praise — like a carpenter a chariot for the one whose gear it
is — and hymns with a good twist for the one whose vehicle is hymns — for wise Indra (praise)

that sets everything in motion.

24 The Greek poetological material is presented by Niinlist (1998), 83-125, 255-265.
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RV 7.34.1ab
prd sukr, gu devi manisa
asmdt sttasto rdatho nd vajt

Let the gleaming divine inspired thought go forth from us, well-fashioned like a prizewin-
ning chariot.

The creations of the Vedic téktoveg, the Rbhus, are thus visualised as things that
move. Rigveda 4.36 happens to share a further lexical usage with Pindar’s Nemean
Five: at 7, Vamadeva Gautama refers to his own hymn as a ‘beautiful ornament’,
sréstham vah pésah ... stomah (RV 4.36.7ab). Certainly, Vedic pésah (s-stem to IE
*peik- ‘to carve’) alludes to the work of the gods, since the verb pes ‘to carve’ is occa-
sionally employed to describe one of their wondrous deeds (see Table 10.1), but here
it is applied metapoetically, as it refers to stdmah ‘praise song’ (7b). Significantly,
in Nemean Five, as well as elsewhere in Pindar (see Chapter 8, Section 5) mowkiAog
(suffixed adjective to IE *peik- ‘to carve’), a linguistic cognate of pésas-, applies to
the ‘hymns’ (mowiAwy ... buvwv, Pind. Nem. 5.42). That the work of the Rbhus and
that of the poet (in Ancient India and Greece) have much in common is now clear.
But, as usual, taking into account other Pindaric comparanda will lead to further
impressive discoveries.

10.5 Fashioners and Poets

In RV 1.161 we hear words spoken by the Rbhus that, as noted by Martin West
(2007a), 117, impressively resemble the incipit of Pindar’s Olympian One:

RV 1.161.9

dpo bhilyistha ity éko abravid

agnir bhilyistha ity anyé abravit
vadharydntim bahubhyah praiko abravid
rta vadantas camasam apimsata

One (Rbhu) said, “Waters are most important,” and the other said, “Fire is most important.”
(The third) one proclaimed the weapon-wielding (speech?) from among the many. Speaking
truths, you carved the cups.

Pind. OL 1.1-2
Aplotov pev B8wp, 6 8¢ xpuoog aibduevov nip
e Slampénel VUKTL peyavopog €Eoxa TAoUTOL

Best is water, while gold, like fire blazing in the night, shines preeminent amid wealth that
makes man great.
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The coincidence between two Priameln? that juxtapose two prominent and oppo-
site natural elements, fire and water, is probably trivial. However, it invites us to
reflect on the poetic dimension of the Rbhus. The gods are often associated with the
notion of poetic activity and music: they resound together (samicindsa rbhdvah sdm
asvaran “the Rbhus united sounded together,” RV 8.3.7c), are called ‘cantors’ (Ved.
vaghdtah), ‘poets’ (Ved. kavi-),26 and their skill is said to be ‘poetic art’ (Ved. kavya-):27

RV 1.110.4ab
vistvl $dml taranitvéna vaghdto
mdrtasah santo amrtatvdm anasuh

Toiling with labour, with surpassing skill, the cantors, though they were mortal, reached
immortality.28

RV 4.36.7cd
dhiraso hi sthd kavdyo vipascitas
tdn va end brahmanda vedayamasi

Because you are insightful poets perceiving inspired words, we dedicate (it) to you with this
formulation.

RV 4.35.4ab
kimmdyah svic camasd esd asa
ydm kavyena catiro vicakrd

Of what was this cup made, which you divided into four by your artistry?

The gods are also said to ‘fashion their poetic formulation’ and are a touchstone for
Vedic poets:

RV 10.80.7a
agndye brahma rbhdvas tataksuh

For Agni did the Rbhus fashion their formulation.

25 For a definition of the term see Hornblower/Parker (2016).

26 Since viprebhih is in plural in RV 1.20.1b and as there are three Rbhus, one could also think that
the term applies to them in the passage. In this scenario, the poet celebrates the Rbhus with a hymn
created by the Rbhus. An implicit possible comparison with poets is abhogdyam prd ydd ichdnta
aitan, | mpakah prafico mdma ké cid apdyah “When, facing front, you shrewd ones went forth in
search of your daily bread, kind of like my pals” (RV 1.110.2ab).

27 On the semantics of the term kavi- see Jamison (2007), who, in the light of RV 3.54.17, 9.87.3,
argues that “the earlier kavi of the Rig Veda, and indeed of Indo-Iranian, was the word-master
associated with royal power.”

28 See also RV 3.60.4.
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RV 10.105.6

prastaud rsvauja rsvébhis
tatdksa stirah sdvasa

rbhiur na krdtubhir matarisva

He of lofty might has struck up the praise song with the lofty ones. The champion fash-
ioned it with his swelling strength, like an artisan [/Rbhu] in accord with his intentions,
(like?) Matarisvan.

Since the Rbhus are associated with poetics and the verb taks applies to their man-
ual and poetic work (RV 10.80.7a), they can be identified as the Vedic counterparts
of Pindaric téktoveg. The resemblance between these two comparanda concerns
the dynamics and the consequences of their ‘fashioning’. As just shown above, the
gods are invited to ‘fashion fame’ because they have achieved the highest fame:

RV 4.36.9ab
ihd prajam ihd rayim rdrana
ihd sravo virdvat taksata nah

Giving offspring here and wealth here, fashion here for us the fame that heroes accompany.

RV 1.110.5

ksétram iva vi mamus téjanenari
ékam patram rbhdvo jéhamanam
tipastuta upamdam nadhamana
amartyesu srava ichadmanah

Like a field with a sharp stick, the Rbhus measured into parts the single cup, which was gap-
ing — they who were crying in want at the praise-invocation, seeking highest fame among
the immortals.

Besides the collocation [srdvas-—taks] perfectly matching the lexical material
underlying the man’s name Kieotéktwy (IG 112 6014, 314 c. BCE),? the phraseology
of the two passages just quoted here can be compared with the final words of Pyth-
ian Three:

Pind. Pyth. 3.110-115

el 8¢ poL mhottov Be0g aPpov Opétat

EATS” €xw KAE0G EVPEGOL KEV LYNAOV TTpdow.
Néatopa kal AUkLov Zapnndov’, avbpwnwv QAtLg,
&€ MWV KEAUSEVV®Y, TEKTOVEG 0l 60Ol

29 See Massetti (forthc./c).
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@dpuocav, ywnokopev a 8 apetd KAewaig aoldaig
xpovia teréder mavpolg 8¢ Tpdacd’ evpapég

And if a god should grant me luxurious wealth, I hope that I may win lofty fame hereafter.
We know of Nestor and Lycian Sarpedon, still the talk of men, from such echoing verses as
talented artists constructed. Excellence endures in glorious songs for a long time. But few
can win them easily.

The ideas of ‘wealth’ (rayim, mAoUtov) and ‘fame’ (Srdvas-, kAéoc) are associated with
and identified as desiderata for the poet-téktwv. Furthermore, the Vedic collocation
[Srdvas-—taks] joins [GLORY] and [to FASHION] in one collocation, whereas the term
TéKktoveq in Pyth. 3.113 is surrounded by references to [GLORY], compare kA€og eLpé-
aBat kev LPNAGV (111), kAewaig doldaig (114). Finally, the hope expressed by Pindar
(EATTi8’ €xw kA€og eVpéabat kev VYNAOV pdow) overlaps with the Rbhus’ desire and
fate in RV 1.110.5cd upamdm ... srdva ichdmanah (“seeking highest fame”). Inciden-
tally, the collocation kA€og ... UnAGv stands close to [upamd-—srdvas-]: while kA€og
and srdvas- are identical, Greek UPnA6g may be based on the IE root *sup- (enlarged
with a suffix -s-, as in OIr. és [< *oupso-] ‘above, over’, Gaul. Uxello- < *oupselo-
‘higher’), which underlies Greek vm6 ‘under’. In Greek, Italic and Celtic, this root
crosses with that of the particle *up- ‘up’ (comparable to Greek vTép ‘above’), on
which Vedic upamd- ‘highest’, superlative form of upd- ‘up’, is based.3°

The similarities between the work of the Vedic divine fashioners and the Greek
poetic fashioners do not end here. As I will try to show in what follows, they further
extend to the effect of fashioning in their performance and after it.

10.6 The Rbhus and 'Oppeug

The transversal creativity of the Rbhus is vaguely reminiscent of that of a Greek
character who bears an etymologically cognate name to theirs: Orpheus. As already
pointed out (see Section 1.2) both nouns derive from IE *h,erbh- ‘to turn, change
sides’, which also underlies Hittite harp(p)-™ ‘to become an ally or a collaborator
(of someone)’: OpeeVg is a secondary -eu-stem to *érphos, a thematic derivative of
IE *h,erbh-, while Rbhil- is a -u-stem based on the same root.3!

30 Dunkel (2014), IT 748-751.

31 On the etymological connection between the two mythological names see also Estell (1999). How
the semantics of the names reflect a tie with IE *hserb"- ‘to turn, change sides’ is debated: Jackson
Rova (2014) and (2023) proposes that Opge0g and Rbhi- reflect the condition of client (i.e. ‘ally,
someone who is by one’s side’), which is peculiar to poets in several IE traditions of old attestation.
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A poet son of Apollo or Oeagrus,3 in Greece, Orpheus seems to have achieved
the ‘highest fame’ by the 6t c. BCE. He is referred to as ‘name-famed’ by Ibycus (6vo-
uaxiuvtov Openy, Ihyc. fr. 10a PMG)® and, by the 5th—4th ¢, BCE, came to be credited
with various inventions: songs (@oppyktag aoidév matip ... Opeevg, Pind. Pyth.
4.176-177); ‘ritualistic practices of initiations’ (Op@eUg pev yap teAetds 6° uiv katé-
SeLte povwv T anéyeabal, Ar. Ran. 1035); the lyre (Timoth. Pers. [= PMG 15] 222-223),
and the letters of the alphabet (ypaupata pév 8\ mp®dtog Opelg E€nveyke, mapl
Movo@v pabwv, Alcidamas Odysseus against the Treachery of Palamedes 24).34

In other words, if the Rbhus are represented as fashioners and poets, Orpheus
is a poet and a fashioner. Moreover, Orpheus and the Rbhus are associated with
IE roots, which belong to the semantic field of ‘creation’ and ‘carving’. Although
neither textaivouat ‘to build’ nor téktwv ‘craftsman’ seem to apply to Orpheus
in the Greek sources in our possession, we may still be able to recover a distant
link between Orpheus and the semantic field of creation. Timotheus tells us that
Orpheus fathers (Greek tekvow) the lyre.

Timotheus PMG 15.222-223
np®TOg ToLKIAdovaog Op-
QEVG <XEA>UV ETEKVWOEV

Orpheus honer of poetic thoughts was the first to father the lyre.

The verb tekvow ‘to beget, father’ is remotely related to Vedic taks, since Indo-
European *tetk- ‘to fashion’ may reflect a reduplicated root ultimately based on *tek-

32 Both traditions are exemplified in Schol. Ap. Rhod. 1.23 (= Asclepiades FGH I11 8) elvat 8¢ Opoéa,
Kot pev AcKANTLadny, AndAlwvog kal KaAAlomng, katd 8¢ évioug Oidypov kal IToAvuviag. Ancient
commentators disagreed on whether Pind. Pyth. 4.176-177 follows a tradition according to which
Orpheus is the son of Apollo (as per Chaeris apud Schol. Pyth. 4.313a Dr.) or whether ¢¢ + geni-
tive refers to @oputyktag ‘phorminx player’ (as argued by Ammonius apud Schol. Pyth. 4.313a Dr.).
Giannini (1995), 475 argues that ¢ + genitive may indicate “sent from Apollo.” In the Argonautica,
taking part in the Argonauts’ expedition seems not to be Orpheus’ own idea. Orpheus participates
following Chiron’s advice (Ap. Rhod. 1.33 Xeipwvog ¢pnuoctvnot mbroag). According to Pind. fr.
128¢.11-12 SM, Orpheus is the son of Oeagrus (viov Oidypov <8¢> | Opeéa).

33 Orpheus is probably represented on a marble relief from Delphi dated to 570-560 BCE (identi-
fied as the metope of the frieze of the Siphnian Treasury). The figure leading Argo is inscribed with
<OPDAX>, see LIMC sxv. Orpheus 6.

34 On the text see Linforth (1931). The tradition might be connected with what we read in Plato’s
Republic (364e): charlatans refer to bybla which they attribute to the Muses or Orpheus (B{pAwv 8¢
6padov mapéyovtat Movoaiov kal Op@éwg). A connection between Orpheus and writing may be
further recovered from the inspection of a 5% c. BCE red-figure cup by the Painter of Ruvo now in
Cambridge (ARVZ1401): a man is writing down what seems to be dictated by Orpheus’ head.
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‘to give birth’.35 The semantic link between *tek- and *tetk-, as well as the overlap
between the notions of first fashioner/inventor and father (which intuitively and idi-
omatically overlap), can be further supported by making reference to the literary
model of Timotheus’ verses, the Homeric Hymn to Hermes. In this text, the lyre is said
to be an invention of the god Hermes, but his skill is described by means of Greek
tektaivopat (Epuiig Tol mpwtiota xéAvv TekTivat aoldév “Hermes was the first to
transform the khélus [= turtle and lyre] into a singer,” Hom. Hymn Herm. 25).

In Timotheus’ passage, Orpheus is also given the epithet mowiAdpovoog (ren-
dered here as ‘honer of poetic thoughts’). This compound displays a FCM related to
IE *peik-, which underlies Greek mokiA\w ‘to decorate’ and a SCM °uovaoog related
to the IE root *men- ‘to think’ (see Chapter 5, Section 2).3” Not only do nokiAAw and
nolkiAog occur within Pindaric metapoetic metaphors (see Chapter 8, Section 5),
but, as already touched upon, the Rbhus’ work is also denoted by means of Ved. pes
‘to carve’, a cognate of mowiAw and mowidog ‘decorated, variegated, wrought in
various colours’:38

RV 3.60.2a
ydbhih sdcibhis camasdrh dpimsata

By the powers with which you have carved the cups ...

10.7 Making Things Move

Both the Rbhus and Orpheus seem to be able to ‘produce movement’ and ‘transfer
or impose their will on objects and beings’. By constructing vehicles for the gods,
the Rbhus allow gods to join the sacrifice. Indeed, in the Rigveda, the participation
of gods in rituals is portrayed as a movement or a journey: gods are invited to join
the sacrifice and/or travel to it. Travel is, in turn, accomplished in different ways:
some deities use a chariot, others a boat, others fly. Moreover, the gods can also be
led or carried by Agni, compare, e.g.

35 Bendahman (1993), see also LIV 638-639.

36 Inventors are the fathers of their inventions, e.g. (Mercurium) curvae lyrae parentem “Mercury
father of the hollow lyre” (Hor. Carm. 1.10.6).

37 See the seminal study of Jackson [Rova] (2002). For other derivatives of this root underlying
speaking names of mythological characters with a cosmological relevance see Ginevra (2019b).

38 This common phraseological trait and the comparison between Orpheus and the Rbhus is ana-
lyzed in extenso in McDonald (2014).
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RV 1.1.2

agnih ptrvebhir fsibhir
idyo niitanair utd

sd devam éhad vaksati

Agni, to be invoked by ancient sages and by the present ones — he will carry the gods here
to this place.

RV 1.46.7

d no nava matin,dm
yatdam pardya gantave
yuAjatham asvina rdtham

Travel here by the boat of our conceptions to go to the far shore! Hitch up your
chariot, A$vins!

We can conclude that since the Rbhus fashion means of transport for the gods (the
chariot of the Asvins, the fallow bay horses of Indra), they allow them to partici-
pate in the ritual. Occasionally, the vehicle they produce seems to be endowed with
autonomy or self-determination: in RV 4.36, the chariot built by the Rbhus rolls in
the heaven “without horse and rein” (anasvdh ... anabhistih ... rdthah, 1ab). It thus
moves like other objects made by the best divine and human téxtoveg, such as Bhu-
jyw’s ship (see Chapter 3, Section 4), Hephaestus’ tripods, the Sun cup (Mimnermus
fr. 12) and Daedalus’ statues:

RV 4.36.1ab
anasvo jaté anabhisur ukthyo
rdthas tricakrdh pdrivartate rdjah

Produced without horse and rein, the praiseworthy chariot with its three wheels rolls
through the airy space.

In this connection, it may be worth noticing that the rejuvenation of the Rbhus’
parents is also described as the restoration of movement (Ved. cardthaya):

RV 4.36.3cd
jivriydt sdnta pitdra sanajura
punar yuvana cardthaya tdaksatha

[It will be proclaimed] that you fashion your parents as youths for them to keep going, even
though they were enfeebled, worn out by age.

For this reason, metaphors and similes involving the Rbhus occasionally under-
score that a certain god is invited to participate in the ritual (by moving) or even
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to obey the poet-sacrificer. In RV 9.21, as the poet-priest invites the soma drops to
bring Soma, the personified ritual drink, to the sacrifice, Soma is compared to a
chariot-wheel ‘instructed’ (on how to move and where to) by a Rbhu:

RV 9.21.6ab
rbhir nad rathyam ndvam
dadhata kétam adise

Like a craftsman [/Rbhu] a new chariot (wheel), set your will to instruct (him).

In Rigveda 8.75, the Vedic sacrificer asks the fire-god Agni to bow his head for the
sacrifice, as ‘the Rbhus do with the wheel-felly’.

RV 8.75.5

tam nemim rbhavo yath,
4 namasva sdhitibhih
nédiyo yajiidm angirah

As craftsmen [/Rbhus] bend the felly, bend here, closer to the sacrifice, with the shared
invocations, O Angiras [= Agni].

As I previously argued (Massetti 2017), Vedic phraseological analysis makes evi-
dent that the verb nam and its compounds a-nam, ni-nam may denote the submis-
sion and consent of a participant in the ritual. The verb ni-nam has this value in
Rigveda 3.33.9 ff. In this hymn, the poet-priest (Vedic kari-) Visvamitra asks the
rivers to bow down so as to allow the Bharatas to cross the water-stream.

RV 3.33.9-10

0 su svasarah kardve srnota

yaydu vo diirdd dnasa rdthena

ni sit namadhvam bhdvata supara
adhoaksah sindhavah srotyabhih

d te karo srnavama vdcamsi

yayd tha diirdad dnasa rdthena
ni te namsai pip;yanéva yoésa
mdryayeva kanya sasvacdi te

[Visvamitra:] “Listen well to the bard, sisters. He has driven to you from afar with his wagon
and chariot. Bow down; become easy to cross, staying below his axle(s) with your currents,
you rivers.”

39 On the Rigvedic hymn see Kwella (1973).



10.7 Making Things Move = 169

[Rivers:] “We will listen to your words, bard. You have driven from afar with wagon and
chariot. I [= one river] will bow down to you like a young woman swollen (with milk, to her
infant), (while) I [= other river] will bend to you like a maiden to her cavalier.”

By bowing down or moving in one direction (Vedic ni/d-nam), the ritual participant
moves according to the poetic word; (s)he allies/collaborates with the poet-priest,
since (s)he is persuaded by the poet-priest’s kinetic word. Significantly, in Hittite
rituals, the notion of ‘allying with the ritual-performer’ is expressed by means of
harp(p)-mi (‘to change sides, to join someone’), a further linguistic cognate of Gk.
‘Oppevg and Ved. Rbhii-. In the Neo-Hittite “Ritual of Iriya for the Purification of
a City” (CTH 400, 3.7, see also the “Ritual for the Purification of a City,” CTH 401),
rivers and mountains harp(p)-, i.e. ally/collaborate, with the ritual-performer, after
he asks them to ‘side with him’.

KUB 30.34 + KUB 50.75, rev. III 11-18 (CTH 400)

[...] arunas SUSU-as PU A GAL.GAL PU.HLA TURT[UR] kuwat uwanun
kuit dariyanul[n] [...]

nu=mu=$san Sumess=a hara(pten]

weten[a]nte[s kisan taranzi?]

letta nalhi]

[wiesta harappuwenti]

[He goes to the water and at the spring says thus:] [...] “Fountains great and small, (do you
know) why I have come? (Do you know) why I have laboured? [...] and you also be on my side
(lit. join me)!” And the waters [thus say]: “Do not fe[ar] for you: we will be on your (side) (lit.
join you).”40

The use of Hitt. harp(p)-™ is comparable to that of nam in Rigveda 8.75 and 3.33:
this lexical juxtaposition provides us with an important piece of combinatory evi-
dence for the semantics of IE *h,;erb"- and its Greek and Indic nominal derivatives:
‘Opeevg and Rbhi-. The Rbhus are the ones who are capable of making gods side
with them, or providing the gods the means to come to the sacrifice. Hittite priests
are capable of making the elements side with them (Hitt. harp[p]-™).

In his turn, Orpheus is never explicitly credited with the production of a mov-
ing object, such as, for instance, a chariot. However, according to Apollonius of Rho-
des, he performs an €0tpdyaiog doldn to save his companions from the Sirens:4!

40 I print the text as per Thesaurus Linguarum Hethaeorum digitalis, hethiternet/: TLHdig KUB
60.75 (2021-12-31).

41 As Calame (2014), 166 points out, Orpheus rescuing the Argo’s crew from the Sirens (Ap. Rhod.
4.901-909) may be represented on an early 6t c. BCE black-figure vase in Heidelberg.
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Ap. Rhod. 4.903-909
ol & o vnog
1i8n melopat EueAlov € fjLévesal Paréabal,
el ui Gp’ Oldypoto maig Opnixlog OpEEVE
Bulotoviny évi yepaolv €aig popuLyya Taviooog
KpaLTvov e0TPoyaAoLo péAog Kavdynoev aotdic,
6pp’ duvdig kAovéovTtog EmPpouéwvtat akoval
KPEYUE
... And those were already about to throw down the hawsers, if Oeagrus’ son, the Thracian

Orpheus, had not stretched out in his hands the Bistonic phorminx, and intoned a lively song,
of rapid/well-rounded aoidé, so that their ears rumbled with that sound.

Greek evTpdyarog, ‘well-running’, ‘running on good wheels’ or ‘well-rounded’,
consists of €0° ‘good’ and a second compound member to Tpéyw ‘to run’, possibly
TpGY0G ‘run’ or tpoydg ‘wheel’. The use of the adjective in the Argonautica may actu-
ally point to a tie between °tpdyalog and tpoydg ‘wheel’. Indeed, the epithet also
applies to wheeled vehicles (Gpa&a, 1.845, 2.46, anivn, 3.889) or round objects (i.e.
the ‘well-rounded ball’, cpaipa, 3.135). The idea of a song which ‘runs well’ or ‘goes
on good wheels/is well rounded’ can be considered a common poetic topos, that of
the ‘song’ as a moving vehicle, for which several parallels can be identified in other
Indo-European poetic traditions.4

Elsewhere Orpheus is credited with the capacity of making immovable things
move (together) or making movable things move according to his will (which man-
ifests through music): natural elements and animals move aUToudTwWG, in time to
his music:

P. Kéln inv. 21351 + 21376 (from coll. IT) 11. 28-33
[ Oio-]

[ylpou k6pov Opeéa K[

[¢plmeta mavTa k[

[ 1 Tav épatav Aal

[e0]@Boyyov Apav . [

[oulvepyov €xoloa 1 [

42 Hunter (1996), 146, fn. 21 suggests that “the metaphor may be related to ‘the chariot of song’,”
Moreover, he refers to Webster’s (1964), 75-76 suggestion that the verse alludes to the lexicon of
0d. 12.173. In the Sirens episode, tpoydg designates a round earplug with which Odysseus’ com-
panions protect themselves from the Sirens’ song. On the topos of the ‘chariot of song’ see Niinlist
(1998), 83-125 (Greek evidence) and Massetti (2019), 191-202 (comparative evidence).
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... Oeagrus’ son Orpheus [bewitching] all the animals [and stones] the enchanting [taken up
with hands the fine-sounding lyre as a help having [completely ...
transl. Bierl (2016)%

Simon. fr. 274 (PMG 567)

[...] oD kat anelpéotot

TWTOVT OpvIBeg VTEP KEPAUAA,
ava 8 (xBveg 6pbol kvavéou £E
08at0g EAAOVTO KaAd 6LV a8

An innumerable flock of birds circled above his head. Fish jumped straight up out of the dark
water in time to the beautiful voice.

Eur. Bacch. 561-562

€vBa o Opyelg KIbapilwv auvayev
8évdpea povaoalg,

ouvayev Bijpag aypwrag

Where once Orpheus, playing the kithara, led together all the trees, led together all the
wild animals around him with beautiful sounds.

Eur. Cyc. 646648

GAX 018 EmwISHY 0pYEng dyadijy mévv,
®OT abTOMATOV TOV SUAGV £G TO Kpaviov
otelyovd’ LEAnTEWY TOV HoOVEHTA TATSa Yig

But I know a charm by Orpheus that is good enough to make a fire-brand move on its own
straight to his head and hit the one-eyed son of the earth.

Apollonius of Rhodes recounts that Orpheus had led a group of wild oaks from the
Pieria to the coast of Zone, where they had later remained as a memento of his poAmny:

Ap. Rhod. 1.28-31

@nyoL & ayplddeg, ketvng £TL ojpaTa PHOATHG,
axtiig Opnking Zwvng émt tnAeBowaoat
£Zelng oty dwaoLy EmTPLUOL, GG Oy’ Emumpd
BeAyopévag eoputyyL katiyaye IiepinOev.

That performance even today is attested by the wild oaks that on the coast of Zone, in Thrace,
flourish, arranged by serried rows in order: they are the oaks that with the enchantment of
his phorminx the poet made move and descend down from Pieria.

43 Whether the fragment is by Sappho is an object of debate, see Finglass (forthc.). On the passage
see also D’Alessio (forthc.). On the power of Orpheus’ lyre see OF 417 B.: Schol. ad Verg. Aen. 6.119 in
Par. Lat. 7930 Varro autem dicit librum Orfei de vocanda anima liram nominari, et negantur animae
sine cithara posse ascendere.
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One can also imagine that Orpheus’ capacity of ‘putting other beings in motion’
or ‘making them change place’ is further reflected through his attempt at making
Eurydice’s soul come back to life. According to several ancient sources, Orpheus
travelled into the underworld to retrieve his beloved. He managed to persuade
Persephone to give him his spouse back thanks to his musical skills. However, he
ultimately lost Eurydice because he disregarded Persephone’s instructions.

Eur. Alc. 357-359

£l 8 0pEwg pol y\H oo kat pEAog apiv,

WOT i} KOpnv AjunTpog i ketvng mday uvolat knAoavtd

o’ ¢§ Aldov Aafeiv

If T had the tongue and the song of Orpheus, so that I could lead you out of Hades, enchant-
ing the daughter of Demeter or her husband with hymns ...

Significantly, within this episode, Orpheus’ kinetic capacity seems to extend to the
feelings of his listeners: when he arrives in the underworld to retrieve his beloved
Eurydice, he manages to move the ‘innerly motionless’ souls of the dead:

Verg. Georg. 4.471-472
at cantu commotae Erebi de sedibus imis
umbrae ibant tenues ...

But, stirred by his song, airy shadows floated in from the deepest depths of Erebus.

The last aspect that Orpheus and the Rbhus seem to have in common is that,
through their creativity, they seem to achieve partial or total immortality. As sug-
gested by Miyakawa,* the Rbhus were ultimately able ‘to change sides’ (IE *hgerb"-)
by achieving immortality (see Sections 1.2 and 2-4). Remarkably, we are told that
poetry does not leave Orpheus after his death: according to a tradition recorded in
literary and iconographic sources dated to the 5% century BCE, after his body was
torn to pieces by the maenads at the instigation of Dionysus,* Orpheus’ head kept
on singing and giving oracles,* i.e. Orpheus’ head is immortal. In other words, the
Rbhus and Orpheus seem able to fashion moving things and to fashion glory and
immortality for themselves through their fashioning.

44 In Melchert (2010) and Jackson [Rova] (2016), 189.

45 This is the subject of Aeschylus’ Bassarids (TrGF 23a-24, compare Eratosthenes Catasterismi 24
= Orphica 536 T and 1033 T Bernabé).

46 LIMC sv. Orpheus 68—70. On Orpheus as founder of the Muses’ oracle in Leshos see Graf (1988),
92-95, Faraone (2004), Watson (2013).
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10.8 Conclusions on Fashioners of Movement

In the preceding chapters, I demonstrated how the themes of fashioning and move-
ment intersect in Pindar’s Nemean Five: the movements and words that the poet
infuses into his travelling and speaking ode is comparable to that of the best fash-
ioners: Hephaestus and Daedalus. The tenor of the metaphor téktwv : trainer is
likely to be ‘the capacity to shape things that move (and can be guided)’: chariots,
moving statues, and athletes. In this chapter, I have now tried to show how the best
Vedic fashioners, the Rbhus, which are terms of comparison for masters in any art,
are also represented as characters who (i) are able to produce objects that move or
are provided with some sort of autonomy, (ii) can provoke movement in gods and
natural elements. The creative and Kkinetic capacities of the Rbhus are, at least in
part, comparable to those of Orpheus, a mythological Greek poet who bears a name
etymologically connected with the Rbhus.

At the end of this chapter I have touched upon further common traits of
Orpheus and the Rbhus: thanks to their capacity of building things that move, they
achieve immortality and/or immortal fame. As I will try to make evident in what
follows, this achievement is actually common to both the Rbhus and the Asvins, i.e.
to the Vedic gods celebrated in hymns that display taks-compositions. Investigation
of the link between ‘fashioning (things that move or have a life)’ and the achieve-
ment of ‘immortality’ will be my object of focus in the next chapter.



11 Vedic Craftsmen and Healers: The Rbhus and
the Asvins

11.1 Worshipped at the Third Soma Pressing

At first sight, the Rbhus and the A$vins may seem to have not much in common. The
Advins are prominent deities of the Rigveda, while the Rbhus have a limited pres-
ence in the hymnic collection. Furthermore, the A$vins are healers, the Rbhus are
(skillful) workers. However, both groups are linked to the Third Soma Pressing, a
ritual that takes place in the evening. As pointed out by Jamison/Brereton (2020), 46,
the preparation procedure of the soma in this rite differs from that of the First
(morning) and the Second (midday) Pressings, in which the drink is produced
by filtering the juice produced through the crushing of the softened stalks of the
soma-plant. In the Third Pressing, leftovers from the other pressings are mixed
with milk in order to increase the volume of the juice.

Hence, the A$vins may be associated with the number three for this reason (see
Chapter 4, Section 2). The number three seems to be embedded in the figure of the
Rbhus themselves. Indeed, there are three of them and they are connected with the
number in the ‘cup multiplication’ miracle: the Rbhus are said to make Tvastar’s
cup into four, so, they create one cup each, i.e. three in total.!

Both the Asvins and the Rbhus are participants in the Third Soma Pressing:

RV 8.57.1

yuvdm deva krdtuna purvyéna
yuktd rdthena tavisdm yajatra
dgachatam nasatya sdcibhir

iddm trtiyam sdvanam pibathah

You two, O gods worthy of the sacrifice, yoked by your age-old purpose, with your chariot
come here to the powerful (soma?), O Nasatyas, with your skills. You will drink this Third
Pressing here.

RV 4.33.11

idahnah pitim utd vo mddam dhur
nd rté srantdsya sakhydya devdh
té nindm asmé rbhavo vdstni
trtiye asmin sdvane dadhata

1 See also RV 4.33.5.

@ Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-012
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At this time of the day they have established drink and exhilaration for you. The gods are not
in companionship (with men) except (for their companionship) with him who has labored in
the truth. Now, O Rbhus, establish good things for us at this Third Pressing.

Moreover, the Rbhus are said to have built the chariot of the A$vins:

RV 10.39.12

d téna yatam mdnaso javiyasa

rdatham yam vam rbhdavas cakrir asvina
ydsya ydge duhitd jayate divd

ubhé dhani sudine vivdsvatah

Drive here with your chariot swifter than thought, which the Rbhus made for you, O
Asvins, and at whose hitching up the Daughter of Heaven [= Usas] is born and both bright-lit
day halves of Vivasvant.

As shown by Brereton (2012), this marvel of the Rbhus may encode the ‘shaping of
the Adving’ sacrifice’ at the Third Pressing, since sacrifice is often compared to a
chariot in the Rigveda (Sparreboom [1985], 13). This interpretation is consistent with
the ritual implications of the Cyavana myth: originally, the ASvins were not included
in the soma ritual and came to be grafted onto the Third Pressing later on. At the
same time, since the Rbhus were not originally considered as gods, they achieved the
rank of gods (also) thanks to the construction of the chariot of the Asvins.

In addition to this, a further link between the Rbhus and the Asvins was recov-
ered through the combinatory analysis of texts in the preceding chapters: the sim-
ile of the chariot applies to the rejuvenation performed by the Asvins (RV 10.39.4)
and to the healing of fractures by a Rbhu-like physician (AVS 4.12, AVP 4.15, see
Chapter 5). In what follows, I will make the case that further comparison between
the A$vins and the Rbhus reveals that they share more than meets the eye.

11.2 Rejuvenations

A common feature of the two groups is the capacity of effecting rejuvenations.
As I explained at length in Chapter 6, from the Rigveda we learn that the Asvins
rejuvenated Cyavana. Significantly, different hymns to the Rbhus report that they
rejuvenated their parents.2 Together with Vedic kar ‘to make’, taks ‘to fashion’

2 Who these ‘parents’ are is debated. Candidates are Vedic pairs, which are occasionally referred
to as ‘parents’ (dual voc. pitara), such as ‘heaven & earth’, the Asvins, the sacrificer and his wife, see
Brereton (2012).
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often applies to the various deeds of the Rbhus, including to the rejuvenation (see
Chapter 10, Section 2). Two collocations are attested: (a) [(punar) — FASHION (taks) —
yuvad vdyah — REJUVENATED X4, ] ‘to fashion young energy for somebody’ and
(b) [punar — MAKE/FASHION (kar/taks) — REJUVENATED X, —yuvan-,..] ‘to fashion
somebody into a youth’. The same expressions apply to the Asvins.

Table 11.1: Rejuvenations effectuated by the Rbhus and the Asvins

(a) RV 1.111.1c Rbhus taks
taksan pitfbhyam pbhdvo yivad vdyah

They fashioned—the Rbhus—for their parents youthful vigor.

RV 10.39.8b Asvins kar
punah kalér akrputam yivad vdyah

You two made youthful vigour again for Kali.

(b) RV 4.36.3cd Rbhus taks
Jivrydt santa pitdra sanajura
punar yivana cardthaya taksatha
... That you fashion your parents as youths for them to keep going,
even though they were enfeebled, worn out by age.

RV 1.20.4 Rbhus kar
yuvana pitdra pinah

satydmantra rjaydvah

rbhdvo visty akrata

They whose mantras come true, who aim straight—the Rbhus—made
their parents young again through their toil.3

RV 10.39.4ab Asvins taks
yuvdm cydvanam sandyam ydtha rdtham
punar yivanam cardthaya taksathuh

You two fashioned old Cyavana, like a chariot, into a youth again,
(for him) to move about.

RV 1.117.13ab Asvins kar
yuvdm cydvanam asvind jérantam
punar yivanam cakrathuh sdacibhih

You, O Advins, made the aging Cyavana a youth again through
your powers.

3 kar further occurs in RV 1.110.8d, 161.3c, 7b, 4.33.2ab, 4.35.5a.
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The comparison between RV 4.36.3cd (see Chapter 10, Section 4) and RV 10.39.4ab
(see Chapter 3, Section 6) is noteworthy: the collocation [ptinar — taks—REJUVENATED
X, e —yuvan-,.. 1 is enlarged with an infinitive form of car ‘to move, wander’, which
provides us with information about the result of the rejuvenation. As already made
clear, the chariot metaphor is employed in contexts of healing and rejuvenation
in connection with the analogous results obtained by healers and rejuvenators,
namely, recovery of the capacity to move.

11.3 Achieving or Upgrading Immortality

A second common trait between the Asvins and the Rbhus concerns ‘the conse-
quence of (their) taks-ing’. As shown in Chapter 6, from post-Rigvedic accounts
we learn that the Asvins came to be included in the soma ritual after rejuvenating
Cyavana. Indeed, the A$vins were ‘incomplete’ and ‘not included in the soma ritual’
before performing this endeavour:

JB 3.124
yuvam va asarvau stho yau devau santav asomapau sthah

[Cyavana instructs Sukanya:] “You are incomplete, although you are gods, as you do not
receive soma.”

$B 4.15.10
nd vai susarvaviva stho nd sisamrddhavivatha me pdtim nindatha iti

[Cyavana instructs Sukanya:] “But surely you are neither quite complete nor quite perfect,
and yet you deride my hushand.”

They were furthermore accused to have mixed with men, performing cures:

$B4.15.14
tai hocatuh tpa nau hvayadhvamiti t¢ ha deva dcurnd vamupahvayisyamahe bahu
manusyésu saimsrstamacaristam bhisajydntaviti

The two of them said: “Invite us thereto!” The gods said: “We will not invite you: you have
wandered and mixed much among the men, performing cures.”

For this reason, they were considered unworthy of the soma:

MBh 3.124.8-9

agrhnac cyavanah somam, asvinor devayos tada
tam indro varayam asa, grhyamanam tayor graham

{Indra uvaca}

ubhav etau na somarhau, nasatyav iti me matih
bhisajau devaputranam, karmana naivam arhatah
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Cyavana drew a cup of Soma for the divine Asvins, and Indra stopped the cup that had
been drawn for the Advins. Indra said: “I hold that these two Nasatyas are unworthy of the
Soma. Since they are healers to the sons of Gods, their calling excludes them.”

However, the Avins end up being admitted at the ritual thanks to Cyavana’s help:

JB 3.127

kas tad yajiiasya Siro vedety, avam iti, tad vai pratisamdhattam iti, tabhyam vai nau graham
grhniteti, tabhyam etam asvinam graham agrhnams, tav abruvan yuvam evadhvaryu sthas, tau
tat prajanantav etad yajiiasya Sirah pratisamdhasyatha iti, tatheti, tav adhvaryu astam, tat
tav apisomav abhavatam

“Who knows this head of the sacrifice?”

“We do.”

“So put him on it”

“Then scoop us a scoop.” Then they scooped the Asvina scoop for the two of them. Now they said
to the (Asvins): “You two shall be the adhvaryus of the sacrifice and then you will put this head
of the sacrifice which you know well.” They now appeared as the two adhvaryus and thus
received a share in the Soma.

$B 41515

tau hocatuh visirsna vai yajiéna yajadhva iti kathdm visirsnétytipa nu nau hvayadhvamdtha
vo vaksydva iti tdthéti td upahvayanta tabhyametdm *asvindm grahamagrhnamstavadh-
varyi yajiidsyabhavatam tdvetddyajiidsya sirah prdatyadhattam

They [scil. the Advins] said: “But surely you worship with a headless sacrifice.”

“How with a headless sacrifice?”

“Invite us, and we will tell you.”

“So be it!” So, they [sc. the gods] invited them. They drew this Asvina cup for them and they
became adhvaryu priests of the sacrifice and restored the head of the sacrifice.

MBh 3.125.2-3
tato ’bravid deva-rajas, cyavanam bhaya-piditah
somarhav asvinav etav, adya prabhrti bhargava

Painstricken, the king of the Gods said to Cyavana, “Henceforth the Asvins shall deserve
Soma, Bhargava.”

These texts show that the inclusion of the A$vins in the soma ritual is ultimately
connected with the rejuvenation of Cyavana and the consequent restoration of the
head of the sacrifice. Their inclusion in the soma ritual is, in turn, presented as an
improvement of the ASvins’ divine status: as the ASvins were ‘incomplete/imper-
fect’ (Skr. asarva-) before acquiring the right to participate in the soma ritual, we
deduce that, through their inclusion in the rite, they become ‘complete’ gods.

In this respect, a further similarity with the Rbhus may be identified. Indeed, in
the Rigveda the Rbhus are said to once have been ‘mortals’ (mdrtasah, RV 1.110.4b).
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According to different hymns, they obtained immortality, also referred as ‘the sacri-
fice’ (i.e. the partaking in the sacrifice), thanks to the five wonders, or, one may also
say, ‘through the taks-ing’ they performed:

RV 1.20.2

yd indraya vacoytja
tataksur mdnasa hdrt
samibhir yajiiam asata

Those who fashioned for Indra with mind the two fallow bays yoked by speech, they attained
the sacrifice through their labours.

RV 1.110.4ab
Vistv saml taranitvéna vaghdto
madrtasah santo amrtatvam anasuh

Toiling with labor, with surpassing skill, the cantors, though they were mortal, reached
immortality.

Although the condition of the Rbhus radically changes, while that of the Asvins
is only ‘improved’, the myths of the two mythological complexes seem to follow
the same scheme. The Asvins and the Rbhus transform (‘fashion’ taks) someone or
something and thanks to this deed of theirs they achieve immortality. The analogy
concerning the ‘consequences’ of taks-ing is thus twofold, as it concerns:

(1) the production of something that moves, namely, the fashioned/transformed

thing/person;
(i) the attainment of immortality by the fashioner.

Scheme 5: Consequences of taks-ing

Fashioning
taks
for the fashioned for the fashioner
cardthaya yajfid-
movement sacrifice

achievement of/upgrading to
immortality/completeness
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The use of the root taks in the Rigveda confirms that it is connected to the fashion-

ing of movable (lifelike) things and immortality. The Vedic situation can be com-

pared to the employment of the Téktwv-metaphor in Pindar’s Pythian Three and

Nemean Five. Fashioners are credited with analogous achievements:

(i) metaphoric téktoveg, healers, artists and trainers produce/restore for others
things that speak and/or move efficiently: healed patients, odes and athletes;

(i) as recently argued by Jackson Rova (2023), the poets’ fashioning allows them-
selves and their laudandi to attain immortality thanks to glory (kAéog) and

poetry.

Scheme 6: Consequences of tektaiveaBat

Fashioning
tektatveoBat
on the fashioned on the fashioner
£otaoev 0pBoucg (healer, Pyth. 3.53) Apeta KAEWVATG €V Aoldalc ||
xpovia teAéBeL (Pyth. 3.114-115)
téktov' debAntatowy (trainer, Nem. 5.49) achievement of/

upgrading to immortality
£MEwV keEAaSeWQV (poet, Pyth. 3.113)

In both Greek and Vedic, metaphoric usages of derivatives of the IE root *tetk-
occur within *tetk- or [FASHIONING]-compositions, i.e. in circular structures,
within which words themselves are proof of the poets/poet-priests’ tektaivesBat. It
is indeed tantalising to connect this manifestation of poetic art with the term that
Pindar applies to the téktoveg, Gpuocav, a verb ultimately derived from the word
‘wheel’ (Myc. a-mo, KN Sg 1811.5+),4 and further related to the name of the vehicle
par excellence, dppa ‘chariot’.

The present analysis raises the question of why and how derivatives of IE *tetk-
came to achieve such a ‘special role’ in Greek and Vedic. To answer this question I
will try to connect the inventions of téktoveg to their possible ritual background,

4 On the term see Hajnal (1998), 17-18, Panagl (1992), 137-142, and now de Meyer (2024), 156-165.
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the ultimate materialisation of the invention of the téktovec within Greek and
Vedic tradition, which I identify as the drink of the song. Let us now turn to the
analysis of Nemean Three, an ode in which the poetological image of the craftsman
combines with that of the ‘drink to sing on’.






Part 3: Fashioning a Poetic Drink: A Comparative
Study in Pindar’s Nemean Three






12 Pindar’s Nemean Three: Text and Translation

12.1 Text
1 "Qmuétvia Moioa, pdtep auetépa, Alooouat, A
2 TV ToAvgEvavy &v iepounvia Nepedst
3 ikeo Awpida viicov Atywvav' D8atL yap
4 UEVOVT €T ACWTTLW UEALYAPLUWY TEKTOVEG
5 KWOUwV veavial, a€fev dma patdpevol.
6 SWi 8¢ mpdyog AA0 pev dAov,
7 deBrovikia 8¢ HAALOT doLSAV QIAET,
8 aTeEQPAVWY Apetdv Te SeflwTtdTav 6nadov:
9  tdg aeBoviav 6male prTLog audg o
10  dpye & obpavol moAvvepéra KpéovTy, Buyatep,
11 8ékov buvov' eyw 8¢ kelvwv € viv 6apoLg
12 \0pa Te kowdooyal yapievta § £EeL mdvov
13 ywpog dyaipa, Mupuidoveg iva mpdtepot
14 Qxnoav, ®v Taiaigatov ayopdv
15  oUk éleyyéeaaly AploTokAeidag Tedv
16 éuiave kat' aloav &v TeploBevel uaraydsig
17  maykpatiov oTOAW" KOMATWEEWV 8& TAayav
18 dxog Uyupov év Babumebiw Nepéa

70 KaAAIVIKoV QEpeL.
19 &l 8 éwv kahog EpSwv T gotkdTa HopeE
20 avopéoug LmepTdTalg EméPa

TG APLOTOQAVEDC, OUKETL TPOCW
21 dBdtav tha kovwy nep HpakAéog meplv eVHapEC,
22 fpwg Bedg &g €Bnke vavTtidiog eoydtag B
23 pdptupag KALTAG Sdpace 8¢ Biipag v meAdyel
24 Vmepdyovg, 18ia T épevvace Tevayéwv
25 podg, 6Tl TMOuTIHOV KaTEBALVE VOGTOL TEAOC,
26 kal yav pddace. Bupé, Tiva mpog dAodamav
27  txpav éuov mAdov mapayeipeat;
28  Alok® oe @ayl yével te Moloav QEpeLv.
29  égmetal 8¢ Adyw Sikag Awtog, ‘€oAdV aively’,
30 008 AAoTpilwv EpwTeg AvEpl PEpewv KpEGooveg
31  oikoBev pdteve. motipopov 8¢ KOGUOV EAAYEC
32 YAUKD TL yapuEpev. TaAdlaiol 8 v apeTaig

@ Open Access. © 2026 the author(s), published by De Gruyter. [(c) IXZXEM This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-013
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33 yéyabe IInAelg dvag, LTEPAAAOY ALYUAY TAUWY"

34 6¢Kai TaoAkov ele PGVOG GveL OTPATIEG,

35  «xai movtiav Oty xatépapiev

36  €ykovnti. Aaouédovta 8 ebpuabevig

37  Tedauwv 10Aq mapaotatag Ewv Enepoev

38  kai mote YaAkATOLoV AUalOvVwY YT AAKEY

39  £meto ol, 008€ viv moTe POPog AvEpodduag
EMALOEV AKUAY QPEVHV.

40  ouyyevel 8¢ Tic evdoEia uéya Bpibel.

41 0g 6¢ SI8AKT €xel, Pe@eVVOG avip
GANOT AAa TVEWY 00 TTOT ATpeKel

42 xatéfa modi, puplév § dpetiv dtedel vow yevetal.

43 EavBog & AxAelg T péEv uévwy dpag €v §opoLg,
44 maic éwv GBupe peydia Epyar xepol Bapwva

45  BpoyvoiSapov dkovta TEaAAWY (oa T AvENOLG,

46 {év} udya Aedvteaotv aypoTEpoLg EMPATTEV POVOV,
47  xdmpoug T Evalpe cwpata §¢ mapd Kpovisav

48  Kévtavpov acBuaivovta kouLlev,

49  £E€ng TO TPAOTOV, bAOV § ETELT GV XpOVOV”

50 tov é0duBeov ApTepic e kai Opacel’ ABdva,

51  kTelvovt €AAQoug Gveu Kuvdv SoAlwy B’ Epkéwv
52 moool yap kpateoke. Aeyopevov 8¢ T00T0 mpPoTépwy
53  énog éyw' Babupita Xipwv Tpage Abivw
54 ’Idcov’ évBov Téyel, Kal émeltev AGKAATLOV,
55 1OV papuaxwv 8idage parakdyelpa vopov:
56  vOpgevoe § adTIg AyAAOKOATIOV
57  Nnpéog BVyatpa, yovov T€ ol pépTaTov
58  atitoadev <€v> dpuévolol maot Buuov adiwy,
59  6opa Baracaialg avéuwv putalol mepeoeig
60 V7o Tpolav SopikTumov AoV Avkiwy
7€ TPOCUEVOL Kal DPUYRHV
61 AapSavwv Te, Kal £yxec@opolg Emuei&atg
62  AiBlomeaat xelpag v ppact md-
g0, dnwg opiot un koipavog oniow
63  mdAw oikad aveplog Capeviig EAévolo Méuvwv pdAot.

64  Aavyeg dpape PEyyog AlakiSdv avTobev:
65  Zel, tedv yap alua, oéo 8" aywv, Tov buvog Earev

r)



66
67
68
69
70
71
72
73
74
75
76
77
78
79
80
81

82
83

84

12.2 Translation

OTIL VEWV EMLYWPLOV XApUa KEAASEWV.
Bod 8¢ vikapopw olv ApLoTOKAEISQ TTpETEL,
0G TavSe viioov eUKAEL TPOGEBNKE AGYW
Kal oepvov ayraaiol pepipvalg
ITuBiov Bedaplov. év 8¢ meipa TéAog
Slagaiveratl Gv TIg €0y TEPOC YEVNTAL,
év mtauot véolol madg, év {8°} av8pdaoy avip, Tpitov
&V TAAQLTEPOLOL, UEPOG EKAGTOV 010V EXOUEY
BpoTeov €Bvog €A 8¢ kal Téaoapag ApeTag
<0> BvaToC alwv, EPOVETV 8§ EVETEL TO TTAPKEIUEVOV.
0V 0UK dreaot xaipe, PIAog €yw 08¢ ToL
TEUTIW UEULYUEVOV PEAL AELKR
oLV YAAOKTL Kipvapéva & Eepa’ AUQEneL,
oW doiSiuov AioAiooy év Tvoaio avAv,
O0Y¢ mep. £0TL 8 aleTOg WKLG €V TOTAVOIG,
0¢ EaBev alpa, TNAGOE peTapatduevog,
Sagowov tiypav mooiv
Kkpayétat 8€ KoAolol Tameva véuovTal.
Tiv ye pév, evBpdvov Kieodc €Beloi-
oag, aeBA0@dpov AUATOC EVEKEV
Nepéag EmSavpobev T dmo kal Meydapwv §¢50pkev gdog.
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O mistress Muse, my mother, I beg of you, come in the Nemean sacred month to
this much-visited Dorian island of Aegina, for by the Asopian water are waiting the
fashioners of honey-voiced revels, young men who seek your voice. Different deeds
thirst for different things, but victory in the games loves song most of all, the fittest
companion for crowns and achievements. Grant from my ingenuity a profusion of
it: begin for the ruler of the much-clouded sky, (as you are his) daughter, a hymn
that shall be welcomed. I myself will entrust it to their voices and the lyre.

It will be a task full of grace (to make) a monument for the land, where the

first Myrmidons dwelled, whose long-famed assembly place Aristocleidas did not
stain with dishonour, thanks to your favour, by weakening in the mighty course of
the pancratium.

1 The provided translation is based on Race (1997b) and has been modified by the author.
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And for his fatiguing blows in Nemea’s deep plain he bears home a healing
remedy of beautiful victory. If, being handsome and performing deeds to match his
form, the son of Aristophanes has embarked on utmost deeds of manhood, it is no
easy task to go yet further across the untracked sea beyond the pillars of Heracles
that the hero-god established as famed witnesses of his furthermost voyage. He
subdued unstoppable beasts in the sea, and on his own explored the streams of
the shallows, where he reached the limit that sent him back home, and he made
known the land. My heart, to what alien headland are you turning aside my ship’s
course? To Aeacus and his race, I tell you, bring the Muse. The choicest flower of
justice attends the precept “praise the good,” but longings for foreign themes are
not better for a man to bear. Search at home, for you have been granted a fitting
adornment: to proclaim something sweet. In achievements of long ago lord Peleus
took delight, after cutting his matchless spear; he took Iolcus all alone, without an
army, and captured the sea nymph Thetis with great effort. And mighty Telamon,
fighting beside Iolaus, destroyed Laomedon and once joined him in pursuit of the
brave Amazons with bronze bows, and never did man-crushing fear check the
sharpness of his mind. One with inborn glory carries great weight, but he who has
learned to be famed is a shadowy man; ever changing his purpose, he never takes
a precise step, but attempts innumerable feats with an ineffectual mind. But blond
Achilles, while living in Philyra’s home, even as a child at play would perform great
deeds; often did he brandish in his hands his short iron-tipped javelin and, swiftly
as the winds, deal death in battle to wild lions and kill boars. He would bring their
gasping bodies to the Centaur, Cronus’ son, beginning at age six and for all time
thereafter. Artemis and bold Athena were astonished to see him slaying deer with-
out dogs or deceitful nets, for he overtook them on foot. The story I have to tell was
told by former poets: Chiron of deep mind raised Jason in his rocky dwelling and
then Asclepius, whom he taught the gentle-handed province of medicines. Then
too he betrothed the splendid-bosomed daughter of Nereus, and fostered her per-
fect offspring, making his spirit great in all things fitting, so that, when sent by the
blasts of the winds at sea to the foot of Troy, he would withstand the spear-clashing
battle cry of the Lycians and Phrygians and Dardanians, and when grappling with
spear-bearing Ethiopians he would fix it in his mind that their leader Memnon,
Helenus’ super-strong cousin, would not go back home again.

The far-beaming light of the Aeacids is fixed from here. Zeus, yours is the blood,
and yours the contest, which this hymn has struck with young men’s voices as it
celebrates this land’s joy. Loud acclaim is proper to Aristocleidas who brought a
victory home, (he,) who has linked this island to glorious praise and the hallowed
Delegation of the Pythian god to splendid ambitions. But in the test the result shines
through, in what ways someone proves superior, as a child among young children,
man among men, and thirdly among elders — such is each stage that our human
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race attains. Then too, our mortal life drives a team of four virtues, and it bids us
heed what is at hand. Of these you have no lack. Enjoy, friend! I send you honey
mixed with white milk — stirred foam crowns it — a drink to sing on, accompanied
by the Aeolian breaths of pipes, late though it be.

Swift is the eagle among birds, which suddenly seizes, as it searches from afar,
the bloodied prey in its talons, while the cawing jackdaws range down below. But
for you, through the favour of fair-throned Cleo and because of your determination
for victory, from Nemea, Epidaurus, and Megara has shone the light of glory.
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11 faut étre toujours ivre. Tout est 1a : c’est
l'unique question. Pour ne pas sentir I’horrible
fardeau du Temps qui brise vos épaules et
vous penche vers la terre, il faut vous enivrer
sans tréve. Mais de quoi ? De vin,

de poésie ou de vertu, a votre guise.

Mais enivrez-vous.

C. Baudelaire, Le Spleen de Paris

13.1 The Date Problem

Pindar’s Nemean Three honours Aristocleidas from Aegina, who won in the pancra-
tium. It is difficult to provide a date for the ode (Pfeijffer [1999], 197-198). Gaspar
(1900), 104-107 proposes 475 BCE! on the basis of stylistic elements that Christ
(1889), II 52-54 identified as common to Nemean Three and Pindar’s Sicilian odes
(Olympians 1, 2, 3, Pythian 2 and Nemean 9). This dating methodology has been
criticised by Pohlsander (1963), who proposed taking 458 BCE (the beginning of
Athenian domination of Aegina) as a terminus ante quem for the composition of
the ode. As Cannata (2020), 53-54 points out, Pindar calls Aegina the ‘hospitable,
Doric island’ (moAvEévay ... Awpida viicov Atywav, 2-3), just as he does in Paean 6
and in Olympian 8, which are dated to a phase prior to the Athenian domination.?
Furthermore, from the text we are only able to derive two clues on the epinician’s
performance, namely:

— At 80 (0€ mep) the poet states that he is sending his ode with delay;3

— From 2 (év iepounviq) we learn that the ode was performed in the ‘sacred

month’, in which Apollo was celebrated.*

1 This date or one close to it was accepted by von Wilamowitz-Moellendorf (1922), 276, Farnell
(1932), 254, Bowra (1935), 408-409, as well as in the Puech (1923), Turyn (1948) and Snell/Maehler
(1987) editions.

2 The Sixth Paean (D6 R) is dated between 491 and 467 BCE (Bona [1988], but see also Rutherford
[2001], 331, fn. 85, who argues that the Paean exhibits interesting similarities with Isthm. 8, which is
dated to 474 BCE). Olympian 8 is dated 460 BCE (Schol. Ol 8 inscr. Dr.).

3 According to Instone (1993), 0Y¢ mep alludes to a two year gap between the victory and the
performance of the ode at the Delphinia. In contrast, Eckerman (2014) argues for a much smaller
chronological gap, amounting to days, and not months, between the victory and its celebration.

4 See Schol. in Nem. 5.81ab Dr., Privitera (1988), and Section 2.

3 Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-014
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13.2 Waiting by the Asopian Spring

The ode is framed by references to liquid metapoetic metaphors.’ At the beginning
of the poem, the Muse is invited to travel to Aegina (ixeo Awpida viicov Atywav, 3).
Indeed, the young performers of Nemean Three are said to be waiting for her by the
Asopian spring (08atL ydp || pévovt ém’ Acwmiw ... veaviat, 3-5) because victory at
the Panhellenic games thirsts for songs (8w 8¢ mpdyog dAro pev dAov, || debrovi-
Kia ... aodav QAeL, 6-7). At the end of the poem, the poet offers the winner a ‘drink
to sing on’ (MEPMW ... MOY” Aoidiuov, 77-79).

References to the metaphoric field of liquid poetics can be explained by tak-
ing into account the synchronic background of the ode (Massetti 2024b): as shown
by Privitera (1988), Nemean Three was performed at the Delphinia. This Aegin-
etan festival in honour of Apollo featured a procession of amphorae from the
Asopian spring to the stadium (hydrophoria, see Schol. Nem. 5.81b Dr.), followed
by a foot-race (amphiphoriteés).6 The aition reveals that thirst played a major role
in the institution of the event. The Delphinia re-enacted the race to fetch water
first undertaken by the Argonauts when they had stopped at Aegina for water
(Ap. Rhod. 4.1766-1777).” The Aeginetan heroes Peleus and Telamon, mentioned at
Nem. 3.33-42, were Argonauts, so, they witnessed or competed in the first amphi-
phorites. Achilles, the protagonist of Nem. 3.43-63, did not compete in that race,
but he possessed the main quality of runners, swiftness of foot.8 Through liquid
metaphors Pindar links the ode’s metapoetic imagery back to the original context
the ode’s performance is celebrating: the Argonauts’ thirst for water is mirrored
by the thirst for odes of the victors in the Panhellenic games and Aegina satiating
the Argonauts gives cause to the plea to the Muse to satiate the victories, which
desire odes. Aegina thus features as the place in which both the thirst (for water)
of the Argonauts and that (for odes) of victories is satisfied, since the thirst for
odes is satisfied through the performance of Nemean Three at the Delphinia. The
‘synchronic’ background of the metaphor is clarified through the mythological
aition of its performance context and occasion.

5 On the notion of liquid poetics’ see Kurke (1989) and now Lather (2019).

6 On the festival see Polinskaya (2013), 144-147.

7 Etym. Magn. sv. auowpopitng, which specifies that the competition re-enacted ‘the one of the
heroes’ (kata pipnow t@v pwwv).

8 Compare the formula m68ag wkug AyiAAevg (IL 1.58+) and Nem. 3.52 1006t ... KpaTeoke (matching
ex Pindaro ipso xpatnainoug, Pyth. 10.16, fr. 13).
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This explanation does not undermine the traditional character of the image
‘song to drink on’. In deliberately employing a given metaphor, Pindar is drawing
from a repertoire of ancient and traditional poetic images. Here, I focus on two
interconnected metapoetic metaphors of the ode: that of the ‘thirst for/drinking
of song’ and that of the ‘fashioners of performance’. Although analogous images
are found in other Pindaric poems and other Greek texts,® their combination
in Nemean Three stands out: in this ode, they are linked by means of lexical and
semantic reprises, which build a frame for a chainlike structure.

13.3 The Rings of Nemean Three

AsIdiscussed in a previous paper! the ode consists of four triads, each comprising
an eight-verse strophe, an eight-verse antistrophe and a five-verse epode, for a total
of 84 verses. Its structure can be described as a ‘framed chain of rings’: an external
ring surrounds a series of rings, which interlock adjacent triads to one another.

More precisely, themes and lexemes of the first triad (1-21) seem to correlate
with those of the closing triad (64-84) (Table 13.1).

Reference to the themes of remoteness/displacement of glory may count as a
further common image. This topic joins 20-21, in which Heracles reached the fur-
thest point of the world (xiévwv ... HpaxAéog, 21; at 23 the columns are also said
to be ‘the famed witnesses’, paptupag kAvtag, of Heracles’ travel), to the remote
places reached by the glory of the Aeacids: their glory is ‘far-beaming’ (tnAavyég ...
@Eyyog, 64), the eagle (i.e. the poet, TnA66e petapaidpevog, 81), comes ‘from afar’,
the glory of Aristocleidas shines from different places: Nemea, Epidaurus and
Megara (Nepéag EmtSavpdBev T &mo kai Meydpwv §¢8opkev @dog, 84).12

9 Not only can parallels for the metaphors be identified in other Indo-European languages, but
combinatory phraseological analysis also allows us to frame the metaphors ‘thirst for songs’ and
‘song-drink’ in a system of metaphors attested in several Indo-European traditions: the words are
‘poured’ or ‘fill’ the audience, the voice of the performer ‘streams’, ears ‘drink’ the voice etc., see
Kurke (1989), Garcia Ramaén (2008), (2010), Dardano (2018), 47-64, Massetti (2019), 168-172.

10 See previous Chapter 5. A collection of Greek literary passages can be found in Niinlist (1998),
178-205 (‘drink of songs’), 83-125 (‘craftsmanship’). See also Manieri (2021) on Pindaric metaphors
applying to poetics (pp. 57-59 on Nemean Three) which involve food and drink: as the author points
out, such metaphors are often employed in a positive sense, to express the idea of ‘satisfaction’
of a need.

11 Massetti (2024b).

12 On these final verses and their inherited background see now Meusel (2021) (on the falcon
metaphor) and (2023), on péit peptypévov being an Ersatzkontinuante for [RITUAL DRINK-MIX
(IE *kerhy,)], a ritual expression.
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Table 13.1: Lexemic, semantic repetitions, complementary metaphors of Nem. 3.1-21 (first triad) and

64-84 (fourth triad)

[MuUSsE] Motoa (1) €0BpovVou Kheolg
(83)13
[NEMEA] Nepeddi (2) Nepéa (18) Nepéag (84)
[ISLAND] vaoov (3) vdoov (68)
[HONEY] peryaplwv (4) TEPTIW ... PEAL (77)
[to SEARCH] 0¢€Bev Oma patdpevol TNAGOE petapatdpevog
(5 (81)
[YOUTHS]-[VOICE] veaviat ... 6ma (5) ol véwv (66)
[THIRST]-[DRINK] Su ... debrovikia [ékog (18)] TEUTW ... TOY" GoidL-
AoLsav QUL (6-7) pov (77-79)
[ACHIEVEMENTS] apetdv (8) apetag (74)
[ZEUS]-[HYMN] oUpavol ToAuvePENa Z¢0 ... Gpvog €BaAev
KPEOVTL ... SOKLHOV (65)
Guvov (10-11)
[JOY1/[GRACE] xaplevra (12) Xappa keha- Xaipe (76)
Séwv (66)
[ANCIENT] mahaigarov (14) mahattépolat (73)
[ARISTOCLEIDAS — APLOTOKAELSQ ... TO VIKAQOPW GLV

BRING VICTORY]

KaAAivIKov @épeL
(15-18)

ApLotokAeida (67)

The first and the second triads (1-21 and 22-42) seem to be linked by further lexical

reprises (Table 13.2).

13 As noted by several commentators (see, as a recent reference, Cannata [2020], 310), &yaApa at
13 may also belong to the metapoetic metaphor of construction. I did not list it in the repetitions
between the first and the fourth triads because nothing correlates with it in the fourth triad.

14 One may also add the ‘sound effect’ created through "OIIA : ‘OITIAS86v : 'OIIALe piTiog audc AIIO

5,8,9.
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Table 13.2: Lexemic and semantic repetitions of Nem. 3.1-21 (first triad) and 22-42 (second triad)

[MusE] Motoa (1) : Motoav (28)

[HONEY] peAtyaplwv (4) : YAUKO TL yapuépev (32)
[to SEARCH] 0€0¢gv Oma patdpevol (5) : oikoBev pdteve (31)
[ACHIEVEMENTS] apetdv (8) : apetaig (32) apetdv (42)

[ANCIENT] nahaipartov (14) : : maAatatiot (32)

The second and the third triads (22-42, 43-63), which are mythological sections,
appear to be connected through thematic reprises. As pointed out by Privitera
(1977), here Heracles, Peleus and Achilles seem to be represented as heroes who
accomplish extraordinary deeds all by themselves (i8iq ... 67, 24-25) and without
receiving help of any kind (TaoAkov elie uévog dvev otparttéi, 34, Peleus; kteivovt
EAAPOUG AveL KLVQOVY SoAiwvy B pkéwv, 51, Achilles).

Table 13.3: Semantic reprises of Nem. 3.22-42 (second triad) and 43-63 (third triad)

[cONCEPT] Generation before Achilles Achilles

[weAPON of the HERO] atypav tapgwv (33, Peleus) Bpayuaidapov dkovta
TAMNwvV (45)

[WITHOUT ANY FURTHER HELP] Gveu otpattdg (34, Peleus) Gveu KuVV SoAiwv 6’

Epkéwv (51)

[THETIS] movtiav Ot katépapdev Nnpéog BUyatpa, yovov T€ ot
(35, Peleus) @éptatov || atitalev (57-58)

[TROY-ENDEAVOURS] Naopédovta ... émepaey UTo Tpolav Sopiktumov AAaAav
(36-37, Telamon)?> Aukiwv Te ipoopévol Kat

dpuydv || Aapdavwy Te pn ...
TIAAWY ofkad ' (€) ... Méuvwv poAot
(60-63)

15 Heracles and Telamon’s expedition against Laomedon was represented on the East pediment
of Aphaia’s temple at Aegina, while episodes of the Trojan war were represented on the West ped-
iment, see Invernizzi (1965), Burnett (2005), 13-44.
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Both Heracles and Achilles are ‘slayers of beasts’, compare Sauaoce 6¢ 0fjpag (Her-
acles, 23) : paya Aedvtecowv AypoTEPOLS EMPACOEV (OVOV, | KAmpoug T Evalpe
(Achilles, 46-47) : ktetvovT €Ad@oug (Achilles, 51). Moreover, the deeds of the pair
Peleus-Telamon and those of Achilles are presented in analogous thematic order,
which involves references to common elements (see Table 13.3).

Just as the first triad seems to be attached to both the second and the fourth tri-
ads, the fourth triad seems to be linked to the first, the second and the third triads.
Moreover, we may recognise a circular thematic organisation within it. It begins
and concludes with the image of shining glory, at 64 and 84:16

4t triad, Nem. 3.64 4t triad, Nem. 3.84

TAaLYEG dpape PEyyog AlakLdav Nepéag EndavpdOev T dmo kal Meydpwv
avto0ev 8¢60pkev paog

The far-beaming light of the Aeacids is from Nemea, Epidaurus, and Megara has
fixed from here. shone the light of glory."”

At the same time, the polarity between ‘inborn glorious achievements’ and
non-inborn, ‘taught’ glory (40-42, triad 2) may correlate with the polarities high
vs. low and single vs. many, seen in the contrast eagle (i.e. the poet who flies high)
vs. jackdaws (i.e. the other poets) at 80-82; in triad 4, the man with innate glory
(ouyyevel 8¢ Tig ev80&iq, 40) is opposed to the shadowy man (Yepevvog avnp, 41). In
parallel the eagle’s controlled and seizing talons (6¢ £Aafev aiya ... mooiv, 81) con-
trast with the shadowy man’s feet, with their uncertain step (dtpekel ... T06i, 41-42),
just as the poet’s solitary eagle, i.e. the one who provides glory (§¢5opkev @dog, 84),
is opposed to the multiple jackdaws, which range down below.

The metapoetic metaphor of the eagle (80-81, fourth triad), the best of poets,
may further echo images applying to Achilles, i.e. the best of the Achaeans, in the
third triad: at 47-48 Achilles brings the gasping bodies of the animals he hunted to
Chiron (owpata ... acBpaivovta kouilev); the eagle carries a bloodied prey in its
talons (#Aapev aipa, TNAGOe peTapaidpevog Sagowov typav moaiv, 81). Moreover,
at 52 Achilles is said to overtake his prey thanks to his swift foot (nooot yap kpdre-
oke, 52), while the eagle is said to be ‘swift among the birds’ (otL 8 aietdg WKL v
ToTAVOo1g, 80).

16 A further coincidence I identify between triads three and four is the term matg (44, 58).
17 On the use of 8¢8opxke in the passage see Barnes (2013). For Indo-European parallels to the phra-
seology [GLORY/FAME—SHINE] see Massetti (forthc./c).
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13.4 Poetic Drinks

The metapoetic kenning of the ‘fashioners of honey-voiced revels’ is associated
with the motif of the ‘thirst for odes’ at the frame-beginning and may correlate with
the image of the ‘drink to sing on’ at the frame-end:

1st triad 4th triad

[CRAFTSMEN] + [HONEY] + [POETIC PERFORMANCE] = [HONEY],
[ODE-THIRST] [ODE-DRINK]

Nem. 3.4-7 Nem. 3.77-79

UEVOVT €T ACWTTi UEALYOPUWY TEKTOVEG TEUTW PEULYUEVOV HEAL AEUKD

KOUWY veavial, 0€0ev Oma patopevolL. oLV YAAAKTL, Kipvapéva 8 éepa’ au@Enel,
Supij 8¢ mpiyog GAko uév dirov, oW’ doiduov AloAioowy €v mvodioy
aebrovikia 8¢ HAALOT oLV PLAET AVAGV

The metaphorical lexicon of Nem. 3.4-7 finds several parallels in Pindar and in

other texts of the Archaic and Classical Ages.’8

—  Ex Pindaro ipso the compound peAtyapuc® (applying to Ouvog in OL 11.4, Pyth.
3.64, Isthm. 2.3, fr. 52¢.12 [= Pae. 3 = D3 R] and to the op@d of the paean in fr.
52e.47 [= Pae. 5 = D5 R]) can be compared with a variety of Pindaric compounds
with FCMs peAt® ‘honey’ (ueAyadric, fr. 198b, peAiySovmog, Nem. 11.18, peAi-

18 Niinlist (1998), 178-205 provides a dossier on the system of metaphors attested in poetic texts of
the Archaic and Classical Ages: sweet voice streams out (péw), compare I1. 1.249, Hes. Th. 39-40, 97;
or streams incessantly (pet éiometog), Hom. Hymn Aphr. 237, compare also Pind. OL 10.9-10, Nem.
7.11-12, Isthm. 7.18-19 (pod); the voice or songs/poetic words ‘are poured out’ ([kata-] or [mpo-]xéw:
0d. 19.521, Hom. Hymn Pan 18, Hes. Op. 583, Hes. [Sc.] 396, Sappho fr. 101a.1-2 V, Bacchyl. 5.14-16,
Simon. 22.17-18 IEG, Sappho 2.13-16, 96.26-28, mel. adesp. 1027a, Pind. Pyth. 1.7-8, 10.56, Isthm.
8.58, carm. pop. 85b.1-2, mel. adesp. 936.5-6, Antigenes 7-8 D; onév8w: mel. adesp. 941 P); the poet
‘pours out himself’ in Pind. Isthm. 1.3-4 (xéw), fr. 123.10-11 (téxopat). The poet besprinkles the
audience/the dedicatee with his voice/words, compare Pind. Pyth. 5.98-101, 8.57, Isthm. 6.19-21;
mel. adesp. 936.14-15 (paivw), Pind. OL 10.98-99 (xataPpéyw), Isthm. 3/4.90-90b (¢mioTdlw, com-
pare also Bacchyl. 13.228-229 in which évotdlw applies to the poetic inspiration), Isthm. 6.64, fr.
6b.£1-2 (Gpdw), Pyth. 12.9-10 (\eiBw). Nem. 3.77-79 displays vague phraseological similarities with
Ol 7.1-9, which contains the image of the toast: the drink offered to the person celebrated (in
the toast or in the song) is ‘foaming’ (kayAdgoisav dpdow, OL 7.2, kKipvapéva & Eepo’ auémnel, 78)
and ‘sweet’ (yAukUv Kapmov gpevog, OL 7.8, puéil, Nem. 3.77). Moreovey, it is sent (méunw) by the
poet (Gvépdotv méumwv OL 7.8, méunw, Nem. 3.77). On odes and songs as nourishment see Panaino
(1986), who discusses the Iranian and Vedic phraseology, and Massetti (2022), in which I focus on
the Greek evidence.

19 0d. 12.187, Hom. Hymn Ap. 519, Hom. Hymn Pan 18, Alcm. fr. 26.1.1 PMG.
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Koumog, Isthm. 2.32, ueAippobog, fr. 246a, peripBoyyog, OL 6.21, Isthm. 2.7, Isthm.
6.9) and adv° ‘sweet’, which apply to poetic words or creations, such as a80-
yAwaoog (0L 13.100), advemnnig (OL 10.93, Nem. 1.4, Nem. 7.21), adVAoyog (OL 6.96),
advueiig (OL 7.11, 11.14, Pyth. 8.70 [x&dpogl, Nem. 2.25, Isthm. 7.20), a80TTvV00C
(0L 13.22, Isthm. 2.25).20 Moreover, the idea of ‘sweetness’ is also connected with
k®Ouog or k@®pog-performance in Pyth. 8.70 (kwuw pév advpeAel), Nem. 9.50
(yxipvaTw Tig Vv, yAvkLY kwpov poedatav), Nem. 10.33-35 (aSelat ... opeat
Kopaoav), Isthm. 7.20 (kwopal Eneirey aSupelel obv Buvw), Nem. 2.24-25 (O
noAltal, kwpd€ate THoSRUw oLV eVKAEL VOOTW. | aSupelel § EEdpyeTe EwVE),
Isthm. 3/4.90-90Db (cUv Opoéq 6¢ Vv || kwudagoual, TEPTVAV EMETALWY XAPLY).

— The motif of the ‘thirst for songs’ is present in Pind. fr. 94b.76-78 (suppl.
Grenfell-Hunt) pi} vov véktalp i86vT and kpdlvag épdg | Swpadvt al...] map’
Apvpdv (“do not, having looked at the nectar of my spring, (go) thirsty to the
salty ...”) and in Pyth. 9.103-104 do8av | sthav dxeduevov npdooet xpéog (“but
as I slake my thirst for songs, someone exacts a debt from me”). This latter
passage may parallel the thirst metaphor of Nem. 3. At 18, dwog denotes the
song of victory;2! in Pyth. 9.104 dxelouat denotes the quenching of thirst. Signif-
icantly, dkxog and axeiopat only seem to apply to liquid substances in Pindar: in
fr. 52d.26 (= Pae. 4, = D4 R), duayaviag dkog is a kenning for ‘wine’. From this set
of parallels it follows that the wording (and ultimately the metaphor) of Pyth.
9.103-104 can be compared to that of Nem. 3.6-7, 18-19: StYfj ... deBrovikia dol-
Sav QUAET (6-7), dkog TO KaAAivikov @épel (18-19).

— The term éepoa (Pind. Nem. 3.78) glossed as 8pocog by the scholium (Schol
Nem. 3.135 1} §pdoog, pnaiv, | o0 péAttog kipvapévn) applies to the dew the
poet besprinkles on the excellence of his patron in Nem. 8.40 (dlooel 8 apetd,
YAwpaic é¢poaig),2 whereas §pocog applies to the poet’s song in Isthm. 6.64;

— The verb ‘to drink’, Greek mivw, a linguistic cognate of mopa (both deriving
from the IE root *pehy(i)- ‘to sip’, LIV2 462-463), applies to the gift of the poet to
the laudandi in Isthm. 6.74 (niow o@e Aipkag tyvov B8wp “I shall offer them a
drink of Dirce’s sacred water”).2

20 For the complete dossier about compounds with FCMs peAt®, a5v°/&v° and yAvkv® as well as
the use of N80, yAukig and yAukepdg in connection with the poetic creation or with poetological
metaphors see Nunlist (1998), 300-306.

21 Cannata (2020), 316.

22 The term €épon is present in Hes. Th. 83.

23 ayvov 08wp is also found in Simon. 264a P (= PMG 577a), for ayvog in liquid poetological meta-
phors compare also Simon. fr. 264b P (= PMG 577h).
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—  The verb kipvdw/kipvapat and the lexeme kpa- are used in ‘symposium’ poetolog-
ical images in Isthm. 6.2-3 (kpatfjpa MoloGwv peréwv || kipvapey, see also 7-9),
Nem. 9.48-52, Isthm. 5.24-25, carm. conv. 917b.24 In Olympian Six, Aenaeas is said
to be a ‘sweet mixing jug of songs’ (yAvkUg kpatnp ano@béyktwv doldav, Ol 6.91).

The combination of the construction-metaphor with the image of liquid/honey
poetics, seen in peAtyapVwv Téktoveg | kwuwv (Nem. 3.4-5), seems to appear more
rarely: in Olympian 3, the poet invokes the Muse to “mix together the phorminx of
modulating voice, the aulos’ cry and the arrangement of words.”

Ol 3.8-9
QOpULYYA TE TTOLKIAGYapUV

kal Boav abADV éméwv TE BEoLY
Aivnot8apov matdl euuUETEaL TPenOVTWG

To mix in due measure the varied strains of the lyre, the sound of the pipes, and the setting
of words for Aenesidamus’ son.

The verb pefyvout ‘mix’ and its compounds seem to apply to ‘water’ or ‘liquid’
music in Sappho 44.25 (6v-petyvouy), Anacr. eleg. 2 (cuupioyw), Soph. TrGF 737.b.i.4,
and Bacchyl. 10.55. Therefore, in Ol 3.9 too cuppei€at may account for the ‘liquid’
component of the metaphor, whereas both mowAdyapuv and énéwv ... B¢ov (8)
pertain to the semantic field of elaborate constructions/elaborate objects:2 mouki-
Aog often applies to ‘woven objects’,26 although it occasionally combines with the
metaphor of construction (Pind. fr. 194.2-3 teLyiCwpeyv ... moiAov | kéopov avdd-
evta A6ywv),”” whereas 001G, a cognate of tiBnui, is reminiscent of the idea of
building. A comparable combination of metaphors may be found in Ibycus, if we
accept West’s (1984), 29 integration to the passage:

Ibyc. S257a. 27.3-4
ToLKiA0g D[uvog LTIO PpEvag audg
Moot ITig[piSwv amoAeifetat

A variegated hymn is oozed by the Pierid Muses in my mind.

24 See also Pind. fr. 181.

25 Catenacci (2013), 419-420.

26 Berardi/Micalella (2009).

27 As I point out in Massetti (2019), 190, the combination mowiAog ... tetxi{w happens to match
Latin pingo fingo (Plaut. Poen. 219-221) and Tocharian A tseke ... peke (THT 5a4): Gk. mowiog, Lat.
pingo and TA peke can be traced back to IE *peik- ‘to carve’, Gk. telyi{w, Lat. fingo, and TA tseke to
IE *dheigh- ‘to coat, knead’ (LIVZ140-141).
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The image of construction and ‘honey’ further occurs in Nem. 11:

Pind. Nem. 11.18
ueAtySovmolot Satdarévta pedilev aotdaig

(It is necessary) that we celebrate and adorn him with honey-sounding songs.

Here, the term Sat8dAAw belongs to the semantic field of construction/decoration,
whereas ueAtydovmnolat draws from the semantic field of sweet, fluid poetry.28 As a
further comparandum, it is possible to mention the compound peAttevyrg ‘made of
honey’ that applies to the ‘source’ of songs in a fragmentary poem by Bacchylides:

Bacchyl. 29d.14
... neAtevyéa ay[dv]

... A spring made of honey.2

In Nem. 3.4-7 and 77-79, the correlation between the two poetological images is
established on the basis of the complementarity of the metaphors: at 4, the choreutes
(TéxToveg)® are said to produce ‘honey-voiced’ (peAtyaplwy ... Kwuwv, 4-5) revels;
at 77 the poet sends (mépnw) the winner ‘honey’ (uéAt), which he also identifies as an
ingredient of the ‘drink to sing on’ (moy’ aoiSiuov, 79). This designation of the poem
complements the image of the ‘thirst for odes’ (Supfj 8¢ mptiyog dAro pév didov ...
aot8av @uAel, 6-7).31 The only actual repetition between 4-7 and 77-79 is péiL (ueAtya-
pLwv, 4, uéL, 77), however, this may allow us to link the ‘fashioners’ and the ‘poetic
drink’: we can imagine that the drink to sing on is produced, i.e. performed, by the
téxtoveg of 4. Indeed, as Manieri (2021), 59-60 stresses, the different ingredients of
the mixed poetic drink may represent the virtues of the poet’s song (such as sweet-
ness, the ability to give nourishment, the excellence of the poetic result), but also the
interpenetration of the different elements which make up the song or the variety of
Pindaric poetry: music, Pindar’s poetry itself, and the voices of the performers.

28 Note the word-play MEAIySovmotot ... MEAIZev.

29 Differently, Maehler (1997): ‘honigschaffend’. On the compound and its relationship with OInd.
madhudtigha- ‘trickling honey’ (RV 6.70.5a) and madhudoghd- ‘milking out honey’ (RV 7.101.1b) see
Massetti (2019), 78.

30 Schol. Nem. 3.1c ol yap €mi T¢) ACWT@ TOV a0TOo)ES10V DUVOV TEKTNVAUEVOL XOpOol avapévouat
oe &v Tfj Alylvn doduevol Tov Umo IIvSapov mownbévta énivikov. Heath/Lefkowitz (1991) argued that
téktoveg refers to the audience of Nemean Three, which is thirsty for songs. But see the objections
of Carey (1991), 196-197, who observes that the verse refers to the singers (téktoveg) who desire
Pindar’s song.

31 Hubbard (1985), 45.



200 = 13 The Structure of Pindar’s Nemean Three

13.5 Liquid Poetics and Visibility

The product of the Téktoveg is synaesthetic, as it seems to target several senses. It con-
sists of voice (ydpug, 4) and song (doiStpov, 79) and has therefore an audible dimen-
sion. However, it is also a mopa (79) made of honey (4, 77) and can consequently be
imagined as something that can be tasted. In addition, it also has a visual dimension:
the celebration consisted of a performance of song and dance. Significantly, the final
image of the ode focuses on this very visual dimension of Pindar’s creation: the poem
opens with the performers waiting for the Muse to come to Aegina, and concludes
with the concomitant arrival of the ‘drink to sing on’ and the eagle, i.e. the poet (see
Section 3). At the very end of the poem, we realise that Cleo (K\ew, ‘Glory’), epony-
mous of kAéog ‘glory’, has finally arrived in Aegina. It is thanks to her that the @dog
‘light (of glory) of the Panhellenic winner shines from different places.

Nem. 3.83-84
Tiv ye pév, evbpdvou Kieolc éBerol-
oag, eBAo@OpOL AUATOG EVEKEV
Nepéag EmSavpoBev T o kat Meydpwv 8¢8opkev gdog

But for you, through the favour of fair-throned Cleo and because of your determination for
victory, from Nemea, Epidaurus, and Megara has shone the light of glory.

The arrival of Cleo is actually concomitant with the song and dance performance of
the choreutes. It is through the performance of Nemean Three that Pindar’s poetic
drink bestows visibility on the Panhellenic winner. Just as the experience of the epi-
nician performance was multi-sensorial, so too does the final metaphor of shining
glory involve more than one sense: kAéog, which is etymologically ‘what is heard’
(IE *kley-, L1VZ2 334-335), manifests itself as light.32 The concept is reprised in other

32 The metaphor of ‘shining glory’ frequently appears in the corpus of Greek choral lyric poets,
compare Aduret 8¢ ol kKA€og [...] 70 8¢ kA€og | TnAGOev 8éSopke Tév OAvUTLASWY €v §popotg (Pind.
Ol. 1.23, 93-94, note the ring built by the two collocations), ¢k Aeyéwv avdyet @duav moiatav [...]
AN aveyelpopéva xp@dta Adumel (Pind. Isthm. 3/4.40-41), T®v ev@pocLva Te Kal 86T EMPAEyeL
(Pind. Pyth. 11.45), [xpucélav §6&av moAveavtov (Bacchyl. 13.61). Compare also Pind. Nem. 9.41-42
8é8opkev || mawdi To00’ Aynatdapov géyyog. All the collocations featuring [GLORY] can be compared
to personal names: Adumet ... kA€og (OL 1.23) : AaunpoxAig (Attica+, 5t BCE+), §6&av mToAVQavTov
(Bacchyl. 13.61) can be connected with the collocation [kKAéog-@atvw], which underlies various
MNs: MN Kiedgavtog (Reggio Calabria, 5t BCE) Attica (ca. 4t BCE, IG 112 1699+), K\eogavtn (IG
112 12935), WN Kieopavtic (IG 112, 9281+, 4th BCE+), KAeopavtiSng (Euboia, 3t¢ BCE+), KAelpdvng
(4t BCE, Epidauros), KAeogdvelg (3r4 BCE Pharsalos+), KAeopavn (5t BCE, Athens), KAeogdvng
(5t BCE, Euboia+), KAeogpavig (314 BCE, Athens), KAeopaviSag (4th-3td BCE, Ceos), Khevpavng (4th
BCE, Delphi) and the Kurzformen KAeop®v (5% BCE, Athens+), KAevp@®v (22 BCE, Nisyros). KAeo-
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Pindaric epinicians. In Pythian Ten, Pindar combines liquid metaphors with the
notion of visibility: as the performers pour forth their sweet voice, they bestow
visibility upon the laudandus:

Pyth. 10.55-59
éAropat 8 EQupaiwv
O AUt IINveidov YAUKELaV TPOYEOGVTWV EUdV
7oV TnmokAéav £TL kal pdArov oLV doLdaig
EKATL 0TEQAVWY BaNTOV &V GAL-

ZLONoEpEY €V Kal TaAaLTEPOLG,
véalaly Te mapBévolal uEANa

I hope, when the Ephyraeans pour forth my sweet voice beside the Peneios, that with my
songs I may make Hippocleas even more visible [0antog] for his crowns in the eyes of his
comrades and his elders, and the darling of unmarried girls.

In Nemean Seven the image of ‘liquid glory’ is opposed to darkness, i.e. lack of glory:

Nem. 7.61-63
... OKOTEWVOV Améywv Yoyov,
08atog e poag pidov £¢ avsp’ Gywv
KAE0G £THTLUOV AVESL"
notigpopog 8’ dyadoiat uiebog obTog

Keeping away dark blame, like streams of water I shall bring genuine fame with my praises
to the man who is my friend, for that is the proper reward for good men.

@ang (4h BCE, Leuka) displays a second member to ¢dog ‘light’ and can thus be interpreted as a
possessive compound (as per Risch [1974], 182-186) ‘having the light of the kA¢o¢’. Compare also com-
pounds with a FCM to gaivw and SCM to kA€og, most recognisable as éyénwAoc-types (as per Risch
[1974], 190-191): ®awvekAiig (4th BCE, Paros), ®atvokAijg (4th—3rd BCE, Caria), davokAéa (4th—3rd BCE,
Eretria), ®avokAeia (4th BCE, Attica), @avokAelc (3td BCE, Boeotia), ®avokAijg (4th BCE, Attica); daat-
kARG (5t BCE, Arcadia) is a teppipppotog-type (Risch [1974], 191-193); @avkAiig (5th—4th BCE, Cyprus)
is probably to be interpreted as a possessive compound ‘having glow (pd[rlog) and glory (kA¢og)’,
which perfectly parallels the Vedic compound dyumndsravas- ‘having glow and glory’ (RV 5.54.1d),
based on [dyumnd--srdvas-] ‘glow (and) glory’ (RV 1.9.8ab). The collocations featuring kAéog and
@atvw exhibit the same lexical material as Vedic [Srdvas-;,,,—vi-bhal (RV 1.92.8c). As Barnes (2013)
points out, kAéog 8¢8opke can be compared with the OIr. gloss Wh 7c 3 hdre is irdircc farcliiu “For
your fame is conspicuous,” in which ir-dircc is etymologically related to Gk. nepi and 8é8opke. The
metaphor of ‘shining glory’ can be considered complementary to that of the light of the hymns’, on
which see Niinlist (1998), 162-177, whose dossier also includes the following collocations by Pindar
and Bacchylides: [6uvog,, , ~0pooc], Pind. Isthm. 3/4.61; [uvog,, , ~o€Aac], Pind. Pae. 18.5 (S7R
= fr. 525); [paivw—pérog]* OL. 10.84-85, [paivw—pitpa—Opuvwv], Bacchyl. 13.223-225; [@pdoc—kdpog],
Pind. OL 4.9-10; [pavepdg-TiOnui—€mnoc], Pind. OL 13.98; [paevvog-6y], Pind. Pyth. 4.283; cf. also the
use of [(¢m)@A¢yw] in Pind. Pae. 18.4 (S7 R = fr. 52s); Pyth. 5.45, Ol. 9.22, Isthm. 7.23; Bacchyl. fr. 4.80.



202 — 13 The Structure of Pindar’s Nemean Three

13.6 What Are téktoveg Fashioning?

The association kA€oc : light, lack-of-kA¢og : darkness, may be reminiscent of light =
life vs. darkness = death.3 Indeed, the promise of visibility and audibility through
(the drink of) song is ultimately a promise of immortality that is achieved through
poetry.3 It is for this reason that Pindar occasionally metaphorises his own poetry
as nectar, ambrosia or as the ‘holy water of the Muses’:

0L 7.7-8
Kal €ye VEKTAp YLTOV, Molodv 8601y, aebropdpolg
avdpaoly Téunwv

I too, by sending poured nectar, gift of the Muses, to men who win prizes ...35

Pyth. 4.298-299

... omolav, Apkeaida,

e0pe Tayv auppocinv énéwv,
npdopatov O1Pa Eevwbeig

(Damophilos would tell), O Arcesilas, what a spring of ambrosial verses he found, when he
was recently a guest in Thebes.

Isthm. 6.74-75
miow oe Alpkag ayvov -

Swp, 10 fablwvol kKopat
Xpuoonéniov Mvapooivag avétel-

Aav mtap’ evteéoty Kaduov modalg

I will drink the holy water of the Dirce, which the deep-girded daughters of the gold-clad
Mnemosyne have sent up at the well-walled gates of Cadmus (= in Thebes).

As noted by Faraone (2002), the final verses of Pindar’s Isthmian Six are remi-
niscent of the phraseology found in some of the Gold Tablets, a set of texts con-
cerning the underworld which were connected to a cult allegedly inaugurated by
Orpheus.3 Ritual texts inscribed on golden lamellae contained instructions that
ritual adepts had to follow once they arrived in the underworld. In the Gold Tablet

33 Dunkel (1999), Ginevra (2019a), see Chapter 4, Section 4.

34 Compare Pind. Isthm. 3/4.55-60 and Bacchyl. 13.61-66.

35 See also Pind. fr. 194.4-6.

36 Edmonds (2013), 3—4: “The one thing which we can be certain of is that some long-ago Orpheus
was not the author [sc. of the Orphica]; rather some other author from a historical period has bor-
rowed the name of Orpheus for his work (or has had it attached by another).”
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from Hipponion, the cult follower is parched with thirst (§ipat 8 iy’ avog, 11).
This is reminiscent of the motif [THIRST of 0DES], which, as just shown above, is a
Pindaric topos.

Gold Tablet from Hipponion (4t BCE) 11. 11-16

Sivat 8 iy’ avog kal amdA vpar AA<A>a 86T Oka
Yuypov D8wp mévat Tiig Mvnpoouvng amod Alu<v>ng.
Kal 81 Tot épéovaty {LumoyBoviwt Baciei<ar>

kal {81 Tol} 8wyoovat mielv g Mvapoouvag am[o] Aluvag
Kal 81} kal U mwv 680v Epyea<t> &v te kat GAloL

uvotal Kai Bdkyot iepav atetyovat khe<e>wvol.

“I am parched with thirst and am perishing, but quickly grant me fresh water from the Lake
of Memory to drink.” And they will announce you to the Chthonian Queen, and they will grant
you to drink from the Lake of Memory. And you, too, having drunk, will go along the sacred
road on which other initiates and bacchoi tread in glory.3

The expression Swoovat mielv Té¢ Mvauoouvag an[o] Aipvag (14) can be compared
to the water offered by the poet in Isthm. 6.74-75 niow o ... ayvov B8wp, T0 Pabu-
{wvol xépat ... Mvagoouvag; after drinking the teletés steps onto a path of glory
(muwv 680V épyea<t> v Te Kal dAAol ... lepav oTelyoval kAe<e>wol, 15-16), while the
laudandus achieves glory in an audible and visible form, which also grants him
‘immortality-among-the mortals’.

This set of phraseological coincidences suggests that the product Pindar offers
to his laudandi is imagined to be similar to the one that “Orpheus” offers to those
who follow his ritual. Although these anonymous teletai are not Pindar’s wealthy
and powerful laudandi, who become objects of the ‘speech of men’ because a
renowned poet is celebrating their deeds in front of a (Panhellenic) audience, they
still manage to partake in poetic memory, thanks to the ritual and to the poetic
legacy of “Orpheus,” the grandson of Mnemosyne and poet par excellence. Instead
of remaining forever innerly motionless and anonymous shadows, they achieve
poetic glory and become just as glorious as celebrated heroes and victors at Panhel-
lenic games.38 In this light, Orphic ritual texts may be considered as texts of a cult
in which the teletai achieve a semblance of immortality through poetry: the verses
that instructed them on how to drink from the lake of Mnemosyne were believed to

37 I print the text as according to Bernabé/Jiménez San Cristobal’s (2008) edition. On the ‘technol-
ogy of glory’ in Pindaric and Orphic texts as well as in comparative perspective see also Jackson
Rova (2016) and (2023).

38 In Tablets L2-L3 the initiated is referred to as ‘hero’; on the ‘social life’ of heroes as opposed to
that of the dead see Ginevra (forthc./b).
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have been fashioned by Orpheus and are poetic in nature, most of them consisting
of hexameters. While the teletai recite the poetic instruction, they fashion glory for
themselves in the afterlife, just as poets do for themselves and their patrons. For
all these reasons, the fabrication of verses, which are occasionally identified as a
liquid substance, once more features as a fundamental means to fashion glory in
life and in the afterlife.

This chapter makes evident that Nemean Three offers one example of liquid
imagery. The analysis of further Pindaric passages making reference to poetry as a
drink points to associations between the semantic field of liquid poetics and that of
immortality-through-poetry. The same image is also found in Orphic ritual texts. It
is thus possible to state that the fashioners of the ‘drink to sing on’ fashion a drink
of immortality, i.e. the ode itself, which has multisensorial dimensions: audible,
tastable and visible.

In the next chapters, I will try to show how the analysis of Indo-Iranian com-
paranda allows us to recover a strong link between the fashioning of poetic and
ritual drinks and the achievement of immortality through ritual- and speech-acts.



14 Cyavana and the Soma

The previous chapter centred on the twofold metaphor of ‘fashioning a drink of immor-
tality’ in the Pindaric corpus. Here, I show that fashioning is variously associated with
ritual drinks and poetic drinks in other Indo-European traditions. I start by proposing
reading the story of Cyavana and the A$vins as a rite. According to this interpretation,
the fashioning of Cyavana prefigures both the fashioning of the Vedic ritual drink,
soma, and the restoration of the integrity to the Vedic sacrifice. Furthermore, taking
into account a Vedic kenning for poetry found in a hymn to the A$vins will open to fur-
ther novel considerations on ritual fashioners as fashioners of immortality.

14.1 Why Cyavana?

A variety of Old Indic sources tell us that Cyavana’s rejuvenation is not the only
wondrous deed performed by the Asvins (Chapter 3, Sections 4-5). Nevertheless,
this is the only miracle of the Twin Gods that allows their inclusion in the Third
Soma Pressing. This association itself poses the question of why this wonder, and
not others, came to be connected with the Asvins achieving completeness.

With this in mind, I explore the hypothesis that the rejuvenation of Cyavana
mythologises the production of soma and the rejuvenation of the ritual drink at the
Third Pressing. At this evening pressing, soma leftovers are augmented by the addi-
tion of milk. It is in this way that the Third Pressing differentiates from the First and
the Second Pressings (see Chapter 11, Section 1). The Satapatha Brahmana is clear
about the reason why specific ritual actions are performed at the Evening Pressing,
and not at the Morning and Midday ones:

$B 4.35.14
ydd veva dddhi grhnati hutochista vd eté samsravd bhavanti nalamdhutyai. tanevai tdt-
plinardpyayayati, tathalamahutyai bhavantu

And the reason why he takes sour milk is that those remains (of Soma) poured together are
the leavings of offerings, and insufficient for an oblation: he now increases those (remains),
and thus they become sufficient for an oblation.

$B 43517
eté vai sukravati rdsavati sdvane, ydt pratahsavandm ca madhyandinam ca, savanamdthaitdn
nirdhitasukram

For those two pressings, the morning and the midday pressing, forsooth are rich in pure
Soma, rich in juice, but this, the Third Pressing is emptied of its pure Soma.
transl. Eggeling 1885

@ Open Access. © 2026 the author(s), published by De Gruyter. [(c) IXZXEM This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-015
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While the first passage, SB 4.3.5.14, opposes the terms nalamahutyai ‘insufficient
for an oblation’ and alamahutyai ‘sufficient for an oblation’; the second passage, SB
4.3.5.17, opposes Sukrdvatl ‘rich in pure soma’ (du. nom.-acc., lit. ‘brilliant/white’)
and nirdhitasukram ‘emptied of pure soma’. The latter opposition is also found in
other Vedic prose texts, which specify that soma whitens only thanks to the ritual
actions performed by the priests at the ritual. The Maitrayant Samhita, a text of the
Maitrayani-$akha, composed between 900 and 800 BCE,! states that, on the occasion
of the Third Soma Pressing, soma becomes sukrdvant- ‘white’, being asukrd- (lit.)
‘not white’ (i.e. muddy, because not fresh anymore, as per Amano [forthc.]) initially.
As Soma’s colour changes during the pressing, the ritual eventually restores the
‘brilliance/whiteness’ of soma:

MS 3.8.10:110.11-12

Sukrdvati vdi pitrve sdvane.

*Sukrdm trtiam savanam.

ydj jyétismatis trtiyasavané vyaghardyanti, téna trtiyasavandri sukrdvat

The first two pressings are white (fair). The Third Pressing is not white (muddy; probably
because the soma plant is not fresh). By the [action] that they [i.e. the priests] sprinkle [the
dhisnya fire places] at the Third Pressing so that they ignite, the Third Pressing is white.

MS 4.6.9:92.12-14

Sukrdvati vdi pitrve sdvane.

*Sukrdm trtiyari savanam.

ydd dvidevatyanar sarmsravan avandyaty agrayandm abhipraskanddyati,
téna trtiyasavandm sukrdvat

The first two pressings are white (fair). The Third Pressing is not white (muddy; probably
because the soma plant is not fresh). By the [action] that he [the priest] introduces the merging
[remainder] of the [draughts] for the dual deities [into the cup for the Adityas] and lets [some
of] the agrayana draught jump into it, the Third Pressing is white.

text and transl. Amano (forthc.)

From all this we can deduce that, at the beginning of the Third Pressing, soma is
not fresh, or one may say ‘young’, anymore, while at the end of the pressing, its
purity and/or integrity is renewed. Here, I explore the possibility that Cyavana’s
rejuvenation resembles that of the ritual drink at the Third Soma Pressing. I first
compare the phraseology applying to the god Soma and Cyavana in the Rigveda
and then move on to the analysis of a few phraseological details which appear in
post-Rigvedic Cyavana/Cyavana stories.

1 On this Old Indic work see Amano (2009), 1-3.
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14.2 Cyavana and Self-Purifying Soma

It is challenging to compare the phraseology applying to Cyavana in the Rigveda to

that applying to Soma in the same collection. To begin with, the amount of phra-

seology applying to Cyavana and to Soma significantly differs: only ten passages,

each consisting of two-to-four padas, refer to Cyavana’s rejuvenation (Chapter 6,

Section 2) in the Rigveda. Conversely, Soma is a prominent deity of the collection.

Besides references to the soma pressings being scattered in different stanzas

throughout the samhita, 114 hymns of the ninth book of the Rigveda celebrate Soma

Pavamana, ‘the Self-Purifying Soma’. Moreover, as these hymns are dedicated to

Soma Pavamana and not to ‘Soma Pavamana at a specific pressing’, the Rigveda

does not always provide us with a clear-cut distinction among the soma pressings.

Unless the rsi specifies it, the pressing referred to in the Soma hymns may be the

First, the Second or the Third. Despite all these factors, a comparison between the

descriptions of Cyavana’s rejuvenation and those of Soma Pavamana in the Rigveda

reveals noteworthy similarities: the same lexicon and phraseology apply to both
the transformation of Cyavana and Soma. More specifically,

— Cyavana’s nomen loquens (‘the one who gets in motion’) may be connected
with the effects of the drink or to the travel of the god Soma to the sacrifice.
Indra is stirred to the soma pressing by Soma (cyav, RV 8.95.2),2 but Soma is
also said to be ‘roused (prdcyuta-) by men’ and to ‘bestir himself’ (together with
other gods):

RV 9.80.4cd
nfbhih soma prdcyuto gravabhih suté
visvan devdri d pavasva sahasrajit

0 Soma, roused by men, pressed by stones, by purifying yourself bring all the gods here, you
winner of thousands.

RV 10.124.4c
agnith somo vdrunas té cyavante

Agni, Soma, Varuna - they bestir themselves.

—  taks applies to the rejuvenation of Cyavana and the creation of Soma (see Chap-
ter 3 and Chapter 15, Section 2):

2 RV 8.95.2ab d tva sukrd acucyavuh , sutdsa indra girvanah “the clear pressed (soma drinks) have
roused you hither, O Indra who long for songs.”
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RV 10.39.4ab
yuvdm cydvanam sandyam ydtha ratham
punar yuvanam cardthaya taksathuh

You two fashioned old Cyavana, like a chariot, into a youth again, (for him) to move about.

RV 9.97.22ab
taksad yddi mdnaso vénato vag
Jjyésthasya va dhdrmani ksor dnike

When the speech from the mind of the seeker fashioned him [= Soma] on the foundation of
the preeminent one [= Agni or Indra?] or face-to-face with the cattle.

— Cyavana transforms into a youth (Vedic yuvan-); Soma is often referred to as a
young god, reborn at every pressing:

RV 1.118.6d
punas cyavanam cakrathur yiivanam

And you made Cyavana youthful again.3

RV 9.14.5

naptibhir yé vivdsvatah
Subhré na mamrjé yuva
gah krnvand nd nirnijam

He who, like a handsome youth, has been groomed by the granddaughters of Vivasvant [=
fingers], making the cows like a garment.

— Cyavana and Soma are both imagined to change their ‘cover’ (vavri-):

RV 5.74.5

pra cydvandj jujuriso

vavrim dtkam nd muficathah
yuva yddi krthdh punar

a kamam rnve vadh,vah

You remove the covering like a cloak from Cyavana, who had become old; as a youth — since
you two made him so again — he meets the desire of his wife.

RV 9.71.2cd
jahati vavrim pitur eti niskrtdm
upaprutam krnute nirnjjam tdna

3 Compare RV 1.117.13ab, 10.39.4ab, 5.74.5.



14.2 Cyavana and Self-Purifying Soma = 209

He abandons his covering, and he goes to his rendezvous with his father. He makes what
floats nearby [= milk] in its full measure into his fresh garment.

The transformation of Cyavana’s and Soma’s skin is also represented as a
change of clothes: Cyavana takes off his old skin/cover like an old cloak, Soma
puts on a new mantle:

RV 1.116.10ab
Jjujurtiso nasatiyotd vavrim
pramuficatam drapim iva cydvanat

And, Nasatyas, from Cyavana, who had become old, you removed his covering
[= aged skin] like a garment.

RV 9.100.9cd
prdti drapim amuficathah
pdvamana mahitvand

You have fastened on your mantle in your greatness, self-purifying one.

In both cases, the verb moc (muficdti) ‘to free, release’, combining with different
preverbs (prd and prdti, respectively), is connected to the same accusative drapim.
This suggests that the same image underlies the simile and metaphor connected
with Cyavana’s rejuvenation and Soma’s transformation. However, two different,
complementary moments are focused on by the poets: the releasing from the old
mantle, in the case of Cyavana, the taking on of a new mantle, in the case of Soma.
The result of Cyavana’s rejuvenation is also connected with his restored sexual
power. Two passages of the Rigveda refer to Cyavana as becoming the hushand
of a young wife or young women. Significantly, during the purification, as the
soma is mixed with cow products, soma is said to resemble the husband of the
drops [milk, i.e. cow’s product] or of cows:

RV 1.116.10cd
prdtiratam jahitdsydyur dasr,
4d it patim akrnutam kaninam

You extended the lifetime of him who was left behind, wondrous ones, and thereby you made
him the husband of young women.

RV 9.97.22cd
ad im ayan vdram a vavasand
justam pdtim kaldse gava indum

Thereupon the cows came to him at will, bellowing — to the delightful husband, the drop,
in the tub.
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The phraseological evidence collected so far can be summed up as in Table 14.1.

Table 14.1: Cyavana and Soma in the Rigveda

Cyavana’s rejuvenation Soma (purification)

taks cydvanam ... taksathuh (RV 10.39.4ab) tdksat (RV 9.97.22a)

yivan-  yuvanam (RV 1.117.13b) Subhr6 nd ... yiva (RV 9.14.5b)

vavri- prd ... vavrim dtkam nd muficathah jahati vavrim pitdr eti niskytdm (RV 9.71.2¢)
(RV 5.74.5ab)

drapi- vavrim , pramuficatam drapim iva prdti drapim amuficathah (RV 9.100.9¢)

(RV 1.116.10ab)

pati- padtim (RV 1.116.10d) pdtim (RV 9.97.22d)

Further elements may emerge from the analysis of the Cyavana/Cyavana episode
in the Vedic prose and in the Mahabharata. While the soma is asukrd- ‘not white,
i.e. muddy’, Cyavana is said to be old and dirty at the beginning of the story. In the
Satapatha Brahmana (4.1.5.1), he is called jirni- ‘old’ and krtydrapa- ‘ghostlike [lit.
whose appearance is like that of a ghost]’. In the Jaiminiya Brahmana, Cyavana ‘lies
down’ on the ground (Ved. sSay):

JB 3.121
sthavira evayam nisthavas sete

Here lies an old decrepit man.

The use of Say in the passage may be compared to that of the same verb in RV
4.33. As the poet describes the parents rejuvenated by the Rbhus, he portrays them
“lying [down] like two old posts”:

RV 4.33.3ab
punar yé cakruh pitdra yuvana
sdna yitpeva jarana sdyana

They who made their parents, lying aged like two old posts, youths again.

Even though this Rigvedic passage does not make explicit reference to the fabrica-
tion of the soma, a reference to it can be recovered in a combinatory way, since the
Rbhus are strongly connected with the fashioning of the soma ritual (Chapter 11,
Section 1, Chapter 15, Section 2).
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It may be also noteworthy that Cyavana and soma share the condition of
‘dirt’ before they undergo their transformations. While soma is asukrd- at the
Third Pressing (MS 3.8.10:110.11-12 asukrdm trtiarit sdvanam ‘the Third Pressing is
muddy’), Cyavana is pelted with dirt by young men at the beginning of the Satapa-
tha Brahmana and Jaiminiya Brahmana stories, while, in the Mahabharata account,
Cyavana turns into a pile of dirt:

$B 4152
kumardh kridanta imdm jirnim krtydraipam anarthydm mdnyamana lostdir vipipisuh

His [= Saryata’s] boys, while playing, setting that decrepit, ghostlike man at nought, pelted
him with clods.

JB 3.121
tam kumara gopalavipala mrda sakrtpindair asapamsubhir adihan

The young boys who were cowherds and shepherds smeared [Cyavana] with mud and with
balls of dust and cowshit and ashes.
transl. Doniger (1985)

MBh 3.122.3-4

kalena mahata rajan, samakirnah pipilikaih
tatha sa samvrto dhiman, mrtpinda iva sarvasah
tapyati sma tapo rajan, valmikena samavrtah

Over a long span of time the seer turned into an anthill overgrown by creepers, O king,
and was covered by ants. Thus the sage became, so to say, a pile of earth on all sides, king,
while he continued his austerity exercises surrounded by the anthill.

The dirt Cyavana is covered with may be vaguely reminiscent of the ‘lack of shine’
peculiar to Soma at the beginning of the Third Pressing. So, Cyavana plunging into
a pool is like Soma being purified by the addition of a liquid:

$B 4.15.12
tait hocatuh etdm hradam abhydvahara. sd yéna vdyasa kamisydte, ténodaisyatiti. tdm
hraddm abhydvajahara, sd yéna vdyasa cakame ténodéyaya

They said: “Take him down to the yonder pool, and he shall come forth with whatever age
he shall desire!” [She] took him down to that pool, and he came forth with the age he desired.

JB 3125
tam ha sarasvatyai saisavam abhyavacakrsatus, sa hovaca: kumari, sarve vai sadrsa
udeyusyamo, ‘nena ma laksamakena janitad iti ...

They drew him down into the Saisava pool of the Sarasvati River. He said: “My dear girl,
we will all come out looking the same; by this sign, you will know me.”
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RV 9.3.6

esd viprair abhistuto

PO devo vi gahate

dddhad rdtnani dastse

This one, praised by the inspired poets, the god, plunges through the waters, establishing
treasures for the pious man.

Finally, it may be noteworthy that, in the Jaiminiya Brahmana, the rejuvenation
pool of Cyavana is said to be called SaiSava. This name may be interpreted as a
‘speaking toponym’:4 it reflects a vrddhi derivative from the term sisu- ‘baby/baby
animal’. The Saisava pool is thus to be identified as ‘the pool of the baby/the sisu’.5
At the same time, Sisu- is one of the designations of Soma in the Rigveda, the term
applying to this god, to Agni, and to only a few other deities of the collection.

The phraseological evidence I gathered here thus shows that the A$vins fashion-
ing Cyavana’s body anew may represent the fashioning anew of soma at the Third
Pressing. Although the A$vins are not fashioners of ritual drinks, their rejuvenation of
Cyavana resembles the fashioning of the soma at the Third Pressing in some respects.
Interestingly, as I will try to show in what follows, the Advins’ contribution to the
soma ritual might have been further visualised as some sort of bodily reconstruction.

14.3 Healing the Ritual

In the prose Vedic sources, the story of Cyavana ends with the Advins ‘restoring
the head of the sacrifice’. This is, in turn, identified by the same sources with the
pravargya cup, an earthen pot of clay, in which milk was boiled and offered to the
Advins.” In what follows, I try to explain that this metaphor, namely ‘Pravargya

4 Doniger (1985) translates it directly as “fountain of youth.”

5 Witzel (1987), 382-383.

6 Agni: RV 1.96.5b, 140.3b, 145.3d, 186.5b [child of waters], 7b, 2.35.13b [Apam Napat], 3.1.4c, 5.9.3a,
43.14d, 6.2.8d, 7.4b, 16.40b, 49.2c, 7.2.5¢c, 8.99.6b, 10.1.2¢, 4.3a, 5.3b, 61.20c, 115.1a; Soma: RV 4.15.6b?
[Agni is said to resemble him], 9.1.9b, 33.5¢c, 38.5b, 74.1a, 85.11c, 86.31d, 36a, 93.2a, 96.17a, 102.1a,
104.1c, 105.1c, 109.12a, 110.10b, 10.13.5a; Agni + Soma: 1.65.10b (Agni like Soma), 5.44.3c [or Soma?];
others: Sarasvant: RV 7.95.3b, Sindhu: RV 10.75.4a, Vena: 10.123.1d, Indra: 4.18.8c, Mitra + Varuna:
10.85.18b, Maruts: 7.56.16c, compare also ‘what the Maruts do’ (2.34.8c).

7 On the pravargya ritual, centring on the preparation of the pot, see Houben (1991), who, on the
basis of the Pravargya Brahmana of the Taittirtya Aranyaka, stresses the solar symbolism of the
ritual and proposes that the ritual was primarily associated with the solar cult. Houben (2000)
analyses the references to the pravargya ritual in the Rigveda (esp. book 5).
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cup’ = ‘head/body part of the sacrifice’, matches other metaphors in the Satapatha
Brahmana. As I will show below, different cups of the soma ritual are occasionally
metaphorised as parts or joints of the ‘sacrifice-body’.

The starting point of my analysis is that the fashioning of Cyavana’s young body
is, at the same time, a ritual restoration, i.e. the restoration of the sacrificial body
by the Twin Gods. Within this chain of healing events, the procedure for renewing
Cyavana’s integrity parallels the correct re-assemblage of the ritual. In other words,
the contribution the Asvins make to the sacrifice is again visualised as some sort
of healing through fashioning. Indeed, after Cyavana is rejuvenated, the Twin Gods
are able ‘to put the head of the sacrifice back together’ (prati-dha or prati-sam-dha):

$B 4.15.15
tabhyam etdm *asvindm grahdm agrhnas, tav adhvaryi yajiidsya abhavatam. tav etdd
yajiidsya sirah prdatyadhattam

They drew the Asvina cup for them and those two became the adhvaryu priests of the sacri-
fice, and restored the head of the sacrifice.

JB 3127
tabhyam etam asvinam graham agrhnams, “tav” abruvan “yuvam evadhvaryi sthas, tau tat
prajanantav etad yajiiasya Sirah pratisamdhasyatha” iti, “tath,” ti. tav adhvaryi astam,
tat tav apisomav abhavatam

And having drawn this A$vina cup for them they said: “You two shall be the adhvaryus of the
sacrifice and then you will put on it this head of the sacrifice that you know.” The Asvins
replied: “Good.” They now acted as the adhvaryus and thus received a share of the soma.

As the lexicon of the passage makes clear, the contribution of the Asvins to the
ritual is visualised as some sort of ‘assemblage’. On the one hand, the use of the
compounds prati-dha ‘to put back’ ($B) and prati-sam-dha ‘to put back together’
(JB) can be compared to other uses of dhd-compounds in healing contexts (rbhi
rdthasyevdngani , sim dadhat pdrusa pdruh, AVS 4.12.7cd, rbhit rathasyeva sam
dadhami te paruh, AVP 4.15.6d, on which see Chapter 5, Section 6), on the other, in
the Satapatha Brahmana, the metaphor of the ‘assembled body’ applies to the ritual
actions marking the passage between the First (morning) and the Second (midday)
Soma Pressing.

In this regard, the reference to $B 4.2.3.3-5 is eloquent. This passage concerns
the transition between the First and the Second Soma Pressing through the drawing
of the Ukthya bowl: at the end of the morning feast, the soma in the Ukthya bowl is
poured into the Ukthya cup in three portions that are offered and then drunk by the
priests who assist the Hotar. The order in which the cups are drawn is structured in
such a way that the cups are interlocked as the joints of a body:
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S$B 4.2.3.3-5
3 tdsyasavevd dhruvd dyuh dtmaivisyaiténa samhitah pdrvani samtatani.
tddva dgrhita evaitdsmadachavakayottamé graho bhavati

That Dhruva (graha), forsooth, (also) is his vital energy; by it his body is
held together, and the joints are knit together. For (when) the last cup
has not yet been drawn from that (Soma juice in the Ukthya vessel) for the
Achavaka priest,

4  dtha rajanamupdvaharati titiyam vasativdrinamdvanayati tat pdrva samaiti.
prathamdmahdttarasya sdvanasya kardtyuttamdm piirvasya sdyddiittarasya
sdvanasya tdt piirvam karéti ydt piirvasya tdd uttamdm tadvydtisajati tds-
madimani parvani vydtisaktanidamitthdmdtihanam iddmitthdm
then he takes the king (Soma) down (from the cart), and pours one third of the
Vasativaris (into the Ashavaniya tough). Thus the joint unites; for indeed,
he makes (the Ukthya cup) the first of the second pressing (Soma feast), and
the last of the first: and that which belongs to the first makes the last. Thus he
interlocks them: whence these joints are interlocked: this one overlapping
thus, and this one thus.

5  evdmevd mddhyandine sdvane dgrhita evaitdsmadachavakayottamé grdho
bhavatydtha tftiyam vasativdrinamdvanayati tatpdarva samaiti prathamd-
mahdttarasya savanasya kardétyuttamdm piirvasya sdyddiittarasya tdtpiirvam
karéti ydtpiirvasya tdduttamdm tddvydtisajati tdsmadimani pdrvani vyd-
tisaktanidadmitthdmdtihanamiddmitthdm tadyddasyaiténatma sdmhitas-
ténasyaisa ayuh

In like manner at the midday pressing: (when) the last cup has not yet been
drawn, then from it for the Achavaka priest, he pours (the remaining) one-third
of the Vasativari (into the Adhvaniya). Thus the joint unites; for, indeed, he
makes it the first of the second pressing and the last of the first pressing: that
which belongs to the second pressing he makes first, and that which belongs
to the first he makes last. Thus, he interlocks them; whence these joints are
interlocked: this one overlapping thus, and this one thus. And because his
body is thereby held together, therefore this (graha) is his vital energy.
transl. Eggeling (1885)

Taking into account the metaphor ‘cup’ : joint’ in the preceding passages allows
us to better understand why the restoration of the head of the sacrifice effected by
the Advins after Cyavana’s rejuvenation happens as the gods ‘draw a new cup’ for
them ($B 4.1.5.15 tabhyam etdm *asvindm grahdm agrhnah “they drew the Asvina
cup for them”; JB 3.127 tabhyam etam asvinam graham agrhnams “having drawn
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this Asvina cup for them”). The A$vins’ new cup is the head, a body part that heals
the body of the sacrifice through a ritual re-assemblage. Most importantly, in rela-
tion with the metapoetic metaphors of Pindar’s Nemean Three (fashioners of revels,
drink to sing on), the correct re-fashioning of the Vedic ritual happens through the
creation of a share of the ritual drink (through a cup) that is dedicated to the ritual
fashioners/healers themselves.

14.4 The Head of the Sacrifice and the Honey of Tvastar

The story concerning the restoration of the head of the sacrifice by the Asvins
seems to be first referred to in the Rigveda. Indeed, one of the earliest allusions to
the episode is found in RV 1.117, a hymn to the Divine Twins attributed to Kaksivant
Dairghatamasa, allegedly the father of Ghosa Kaksivati, who is credited with the
composition of RV 10.39-40 (see Chapter 3). This hymn exhibits phraseological and
thematic characteristics that, at first sight, seem remarkably close to the comple-
mentary metapoetic metaphors of Pindar’s Nemean Three. It opens with an invoca-
tion to the Asvins featuring analogous topoi as our Pindaric ode:

RV 1.117.1

mddhvah sémasy, ,Svina mddaya
pratné héta a vivasate vam
barhismati ratir visrita gir

isd yatam nasat;yopa vdjaih

The age-old Hotar [= Agni] seeks to win you in order for you to be exhilarated on the honeyed
soma, O Asvins. The gift accompanied by the ritual grass is laid out, (as is) my song. With
refreshment, with prizes of victory, journey here, O Nasatyas.

Nem. 3.1-8

"Q méTvia Moioa, pdtep Guetépa, Aiooopa,
Tav oAvEEvav €v tepounvia Nepedadt

keo Awpida véioov Atlywvav: bdatL yap
UEVOVT €T ACWTTIR UEALYOPUWY TEKTOVEC
KWUwv veaviat, oéBev 6ma patdpevol.

Supij 8¢ mpityog dAA0 pev dAlov,
aebAovikia 8¢ HAALOT AOLSAV QUAET,
0TePAVWV apetdv Te SeflwTatav omadov:

O mistress Muse, my mother, I beg of you, come in the Nemean sacred month to this
much-visited Dorian island of Aegina, for by the Asopian water are waiting the fashioners
of honey-voiced revels, young men who seek your voice. Different deeds thirst for different
things, but victory in the games loves song most of all, the fittest companion for crowns and
achievements.
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Both Rigveda 1.117 and Nemean Three start with a direct entreaty to the gods in
the vocative (asving, RV 1.117.1a, @ motvia Moioa, Nem. 3.1). Further comparable
elements occur in different order: the gods are urged to move towards the ritual
place (yatam, RV 1.117.1d, ixeo AwpiSa viicov Atywvav, Nem. 3.3); the performer(s)
of the poetic/ritual actions ‘seek(s)’ them (@ vivasate vam RV 1.117.1b; oé6ev éma
uawdpevol, Nem. 3.5); the final destination of the gods’ journey is the ‘honeyed’
poetic or ritual drink (mddhvah sémasya ... mddaya, RV 1117.1a, peAtyapowv
TEKTOVES | Kwuwv, Nem. 3.4-5); the poetic product or the poetic performer is said to
be waiting for the gods: the Pindaric choreutes ‘are waiting by the Asopian spring’
(08att ... yévovt €n’ Acwmiw, Nem. 3.4); in RV 1.117, the offerings and the songs for
the gods are said to be laid down on the ritual ground (barhismati ratir visrita gih,
RV 1.117.1¢).

While Nemean Three begins with the image of the ‘fashioners of honey-voiced
revels’ and concludes with that of the ‘song to drink on’, Rigveda 1.117 begins with
the invitation to the soma ritual and concludes with a metapoetic reference featur-
ing the verb kar ‘to make, produce’:

RV 1.117.25

etdni vam asvind viryani

prd purvydni aydvo avocan

brahma krnvdnto vrsana yuvdabhyam
suviraso viddtham d vadema

The sons of Ayu have proclaimed these your ancient heroic deeds, O Asvins, creating for
you a poetic formulation, O bulls. Obtaining good heroes, we would announce the ritual
distribution.

In the light of all these similarities, it is noteworthy that RV 1.117 also features the
expression ‘honey of Tvastar’, which has been compared by Ginevra (2020), 88-92
to Old Norse kennings for ‘poetry’, and to peAtyapowv Téktoveg | kwuwv (Nem.
3.4-5) by the author:#

RV 1.117.22

atharvandy, ,Svina dadhice

dsvyam sirah pradti airayatam

sa vam madhu pra vocad rtaydn
tvastram ydd dasrav apikaksyam vam

For Dadhyafic, the son of Atharvan, you substituted the head of a horse, Advins. Speaking the
truth, he proclaimed to you Tvastar’s honey, which was hidden from you, O wondrous ones.

8 Massetti (2024h).
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The proposed interpretation is defensible on formal and semantic grounds: since
the collocations of péAt and mddhu- overlap® and Old Indic Tvdstar- is a derivative
of the Indo-European root *tyerk- ‘to carve’, Ved. mddhu ... tvastrdm is close to
Pind. peAyaplwv téktoveg || kwuwv. In this context, I would like to explore the
ritual implications of the Vedic kenning. To do so, I start by locating the Rigvedic
passage in its mythological framework.

RV 1.117.22 informs us that the ‘honey of Tvastar’ is proclaimed by the seer
Dadhyafic to the Asvins!* and that Dadhyafic has his head substituted with the
head of a horse by the Twin Gods. Together with RV 1.116.12 and 119.9,12 the passage
makes reference to the same story found in Jaiminiya Brahmana 3.126-128.

The story goes that the Asvins interrogate the seer Dadhyafic to learn the secret
that will allow them access to the soma ritual. While, in the Satapatha Brahmana, the
meeting between Dadhyafic and the Asvins does not seem to be directly connected
with the rejuvenation of Cyavana, in the Jaiminiya Brahmana this story is framed
by the tale about Cyavana’s rejuvenation and is thus put in direct connection with it.

According to the Jaiminlya Brahmana, it is Cyavana who, in exchange for
his rejuvenation, advises the gods to ask Dadhyafic the ritual secret. However,
Dadhyafic cannot reveal the ritual secret to the A$vins without having his head cut
off by Indra. The Advins then exchange Dadhyafic’s head with the head of a horse,
which tells them about ‘the head of the sacrifice’.

9 Massetti (2019), 3-6.

10 See Chapter 10, Section 1.1.

11 Dadhyafic is a seer son of Atharvan, mentioned with other sacrificers (RV 1.80.16, 139.9). He
is associated with Indra (RV 1.84.13-14) and the Asvins (1.116.12, 117.22, 119.9), and is said to have
kindled Agni (RV 6.16.14). As Macdonell (1897), 142 points out, “the etymological sense of dadhi-afic,
‘curd-ward’ might signify either ‘possessing’ or ‘fond of curdled milk’.” While according to Ber-
gaigne (1883), 456-460, Dadhyafic is the soma, his name may point to the association between
Dadhyaiic and the soma pressing as a primary trait of his mythological and ritual personality.

12 RV 1.116.12 tad vam nara sandye damsa ugrdm , avis krnomi tanyatur nd vrstim/dadhydn ha ydn
mddh,v atharvand vam , dsvasya sirsnd prd ydd im uvdca “O men, I disclose that powerful, won-
drous might of yours, like thunder the rain, in order to win it, as when Dadhyafic son of Atharvan
(disclosed) the honey to you by means of the head of a horse when he proclaimed it”; RV 1.119.9
utd syd vam mddhuman mdksikarapan , mdde sémasya ausijé huvanyati | yuvdm dadhicé mdna d
vivasatho , ;,'tha strah prdti vam dsvyam vadat “And the little fly whispered honeyed (speech) to
you, (and now) in the exhilaration of soma, (Kaksivant), the son of USij, cries out (to you): ‘You two
try to win the thought of Dadhyafic, and then the horse’s head replies to you.”

13 Aspointed out in Chapter 6, Section 2.2, Cyavana’s rejuvenation is narrated in $B 4.1.5. The story
of the A$vins and Dadhyafic is told in $B 14.1.1.18 ff.
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JB 3.126
sa hovaca deva va ete kuruksetre ’pasirsna yajfiena yajamand asate, te tam kamam napnu-
vanti yo yajfie kamas, tad yajfiasya Siro ’cchidyata, tad dadhyann atharvano ‘nvapasyat, tam
gacchatam, sa vam tad anuvaksyati, tato ‘pisomau bhavisyatha iti, tad yat tad yajfiasya Siro
’cchidyateti so ’sav adityas, sa u eva pravargyas, tau ha dadhyaficam atharvanam ajagmatus,
tam hocatur rsa upa tvayaveti, kasmai kamayaety, etad yajfiasya ‘Siro ‘nuvaksyavaha iti, neti
hovdcendro vai tad apy apasyat, sa mabravid yadi va idam anyasmai brayas Siras te cchin-
dyam iti, tasmad bibhemiti, sa vai nav anenasvasya Sirsnanubrihiti, tatheti hovaca sa vai nu
vam samvadamanau pasyaniti, tau hemau svam Siro nidhayedam asvasya Sirah prati-
samdhaya tena ha sma samvadamanav asate sama gayamanav rcam yajur abhivy-
aharantau, tabhyam ha sraddhaya tenasvasya sirsnanivaca

[Cyavana] said: “The gods are sacrificing there in Kuruksetra with a headless sacrifice. They
do not achieve what they wish to achieve through the sacrifice. The head of the sacrifice was
cut off. So, you should ask Dadhyafic, the descendant of Atharvan (to tell you) what he has
seen: he will teach you, then you will get a share in the soma ritual. Now, the head of the sac-
rifice that had been severed was the Aditya, he is also the pravargya cup.”

The Asvins now went to Dadhyafic, the descendant of Atharvan, and said to him: “Seer, we
want to be your disciples.”

“To fulfil which wish?”

“We want to learn this head of the sacrifice.”

“That is not possible,” he said, “Indra also saw it; he said to me: ‘If you were to tell this to
another, I would cut off your head’, I am afraid of that.”

“So, tell us by means of this horse’s head.”

“All right”, he said, “but I want to see you two talking together (with the horse head on).” Then
they put their own heads to one side, put on their horses’ heads and sat there talking to
each other: singing a saman, reciting a verse, a ritual formula. Then he gained confidence
and taught them with this horse’s head.

Later on, Indra finds out that Dadhyafic has divulged the secret and cuts his horse
head off. But the Asvins restore his head. They then approach the gods and are
accepted among them as partakers of the soma ritual and adhvaryus of the sacrifice.

JB 3.127
tad indro ’nvabudhyata pra habhyam avocad iti, tasyadrutya Sirah pracchinad idam
asvasirsam, atha yad asya svam Sirah asit tad imau manisinau pratisamadhattam, tau ha
devan ajagmatur apasirsnayajiiena yajamanams, tan hocatur apasirsna vai yajfiiena yajamana
adhve, te tam kamam napnutha yo yajiie kama iti, kas tad yajiiasya Siro vedety, avam iti, tad
vai pratisamdhattam iti, tabhyam vai nau graham grhniteti, tabhyam etam asvinam graham
agrhnams, tav abruvan yuvam evadhvaryu sthas, tau tat prajanantav etad yajiiasya sirah pra-
tisamdhasyatha iti, tatheti, tav adhvarya astam, tat tav apisomav abhavatam

But then Indra heard. “He has told them” (he realised). He hurried over and cut off his head,
that horse’s head. But the knowledgeable ones put his own head on him. Then they went to
the gods who were busy with the headless sacrifice. They said to them: “You are sacrificing
with a headless sacrifice; thus you do not achieve what you wish to achieve through sacrifice.”
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[The gods replied:] “Who knows this head of the sacrifice?” [The Asvins said:] “We do.” [The
gods replied:] “Then put it on it.” [The Asvins said:] “Then give us a drink!” Then they drew the
Asévina cup for the two of them. Then they [i.e. the gods] said: “You two shall be the adhvaryus
of the sacrifice and then you will put on it this head of the sacrifice that you know.” The A$vins
replied: “Good.” They now acted as the adhvaryus and thus received a share of the soma.

Justlike in RV 1.117.22, in the Jaiminilya Brahmana, Dadhyafic’s secret is a verbal rev-
elation: Cyavana and the Asvins describe the transmission of skills from Dadhyafic
as a sort of ‘instruction’ (anuvaksyati ‘he will instruct’, [alnuvaksyavaha ‘we would
like to be instructed’, JB 3.126); the Asvins ask Dadhyafic to speak through the horse
head (anubruhi ‘tell us?, JB 3.126). Dadhyafic tests the Asvins, asking them to have
a conversation with horse heads on (samvadamanau ‘having a conversation’). As
Indra realises that Dadhyafic revealed the secret to the Divine Twins, he too ima-
gines a ‘spoken’ communication (pra habhyam avocat ‘he told them’, J|B 3.127; pra
vocat is the same verb of RV 1.117.22¢). Significantly, in order to show that they can
have a conversation by means of horse heads, the A$vins sing a saman- and recite
a verse and a ritual formula to the seer (sama gayamanav ycam yajur abhivyaha-
rantau, JB 3.126). In this mythological account, Dadhyafic’s secret is not explicitly
characterised as a ‘poetic’, but rather as a ritual secret, which has to do with a
ritual libation.

Significantly, the Satapatha Brahmana specifies that Dadhyafic’s secret is “a
brahman containing the word mddhu”, making it clearer that the brahman at stake
is a verse (arcd):

$B4.15.18

dadhydn ha va abhyamatharvandh madhu nama brahmanamuvaca tdd enay6h priydam
dhdma tdd evainayor eténopdgachata tdsman mddhumatyarca grhndti madhvibhyam
tvéti sadayati

Dadhyafic, the Atharvana, imparted to them the brahmana called Madhu. That is their
favourite resort, and with that (favourite resort) of theirs he now approaches them; — hence
he [= the priest] takes (their graha) with a verse containing (the word) ‘honey’, and deposits
it with “thee for the honey-loving.”

On investigation of the Vedic prose account materials, the isolated kenning of RV
1.117.22 mddhu ... tvastrdm hints at a ritual and poetic component of the soma ritual.
At the same time, the complex metaphor emphasises the role of the fashioner god
Tvastar as a soma ritual agent. Indeed, Tvastar, the ‘Carver’ and ‘Constructor’ of the
Vedic pantheon (Chapter 10, Section 1.1), is said to serve the soma in cups, which,
according to some hymns, were produced by the Rbhus:
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RV 10.53.9ab
tvdsta maya ved apdsam apdstamo
bibhrat patra devapanani sémtama

Tvastar knew (his own) magic powers, as the best worker of workers, bearing the cups, the
most beneficial drinking vessels of the gods.

RV 4.33.5-6

jyesthd aha camasa dva karéti
kantyan trin krnavaméty aha
kanisthd aha catiiras karéti

tvdsta rbhavas tdt panayad vdco vah

satydm ticur ndra eva hi cakrir

dnu svadhdm ybhdvo jagmur etam
vibhrdjamanarhs camasari dhev,
gvenat tvdsta catiro dad!'s‘vén

The eldest said, “I will make two cups (from one).” The younger said, “We will make three.”
The youngest said, “I will make four.” O Rbhus, Tvastar wondered at that speech of yours.
The noble men spoke the truth, for they did exactly that. According to their will, the Rbhus
followed that (will of theirs). Having seen the four cups, Tvastar gazed at them, bright
shining like days.

Healers, carvers and fashioners of the Vedas, the Asvins, Tvastar, and the Rbhus,
thus seem to have a central role in the soma ritual. Indeed, taking into account the
context in which mddhu ... tvastrdm ‘honey of the Carver/fashioner god’ occurs,
provides the missing link between the Asvins’ association with the Third Pressing
and the fashioning of the soma ritual.

Most importantly, my analysis emphasises that, thanks to the ‘honey of the
Fashioner God’ that allows them to re-assemble the head of sacrifice, the Asvins
achieve similar results as those Pindar’s dedicatees obtain by means of Pindar’s
songs. Significantly, these poetic products are variously metaphorised as honeyed
drinks or drinks of immortality (see Chapter 13, Sections 4 and 6). In what follows, I
will further explore the mythology of the Third Soma Pressing and its connection to
the metaphor of ritual assemblage and immortalisation in Indo-Iranian. I will start
by once more turning my focus onto other fashioner gods, the Rbhus.



15 Fashioning and the Mythology of the Sacrifice

15.1 A Vedic Parallel to Pindar’s Nemean Three

I have previously discussed the association between the Asvins and the Third Soma
Pressing, by focusing on the link between the Vedic Twin Gods and the fashioning of
ritual drinks as well as the soma ritual, which, I argued, might have been mytholo-
gised as a rejuvenation. Since the Third Soma Pressing emerged as a ritual particu-
larly connected with figures who achieve immortality or improve their immortal
status, let us now turn to other key-figures of the Third Soma Pressing: the Rbhus.

In a previous study,! I highlighted striking similarities between the repetitions
at the beginning and end of Nemean Three (1-7, 76-84) and Rigveda 10.144. The
results of that study are the starting point for my analysis in this context and will
be briefly recapitulated hereunder.

Rigveda 10.144 celebrates Indra as the recipient of soma, ‘the (immortal) drop’
(dmartya induh, 1ab, compare also 6) or ‘exhilarating drink’ (mddam, 2c). Like in
other Vedic poems, the arrival of the god Soma at the sacrifice is imagined as a
journey, the cyclicity of which is alluded to through the iconic, framing repetition
of the word indu- ‘drop’ (1b, 6a). Furthermore, Soma is said to be ‘the son of the
falcon (brought) from afar’ (paravdtah syendsya putrdh, 4ab), because a Vedic myth
ascribed the attainment of the ritual drink to a bird.2 The gifts brought by Soma are
then celebrated in the final stanza of the hymn (6).

1 aydam hi te amartya
indur dtyo nd pdtyate
ddkso visvayur vedhdse

Because this immortal drop here, like a courser, displays his mastery as lifelong
skill for you, the ritual adept,

2 aydm asmdsu kav,ya

rbhur vdjro d,dsvate

ayam bibharty urdhvdakrsanam mdadam
rbhir na kftvyam mddam

He is a craftsman in poetic art among us and a mace for the one generous with
gifts. Like a craftsman, he brings the exhilarating drink with pearls [= bub-
bles] on top - the exhilarating drink that gets results.

1 Massetti (2024b).
2 On this myth in Old Indic and in Germanic traditions see Dumézil (1921).

@ Open Access. © 2026 the author(s), published by De Gruyter. [(c) IXZXEM This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-016
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3 ghFsuh syendya kitvana
ast s,vasu vamsagah
dva didhed ahistvah

Eager for the energetic falcon, the bull among his own females [= fortresses?]
looked down at those puffing up like snakes [/swelling like fertile cows] [= clouds?] —

4 ydm suparndh paravatah
Syendsya putrd abharat
Satdcakram yo ,hyo vartanih

He whom the fine-feathered (bird), the son of the falcon, brought here from afar -
him who had a hundred wheels [= concentric fortresses?] — who is the track of the
fertile cow —

5ydm te syends carum avrkam pada abharad

arundm mandm dndhasah

end vdyo vi tary dayu jivdsa

end jagara bandhtita

Whom the falcon brought here for you with its talon, the cherished one who
keeps the wolf away, who is the ruddy housing of the stalk — by him is vitality, is
lifetime lengthened for living; through him does our family tie stay vigilant.

6 evd tdd indra induna

devésu cid dharayate mahi tydjah
krdtva vdyo vi tary dyuh sukrato
kratvaydm asmdd d sutdh

Thus, by the drop Indra will secure that great surrender (of the offering) also
among the gods. By your will is vitality, is lifetime lengthened, O you of strong will;
by your will has this soma here been pressed from us.

Despite superficial differences, the hymn has the following features in common

with Nemean Three:

(a) the theme of inebriating drink: the Vedic hymn celebrates Indra as the god who
receives the immortal (and divinised) drink (RV 10.144.1ab dmartya , induh
“immortal drop [sc. of Soma]”), whereas in Nem. 3.79 poetry is compared to a
oW aoidiyuov;

(b) the phraseology ‘poetic fashioner’: RV 10.144.2ab, (cf. d) kdvya , rbhiih “a crafts-
man in poetic art,” Nem. 3.4-5 peAtyapUwv TEKTOVES || KWUWV;

(c) the image of the ‘drink’s foam’: RV 10.144.2c ardhvdkrsanam mddam “exhil-
arating drink with pearls on the top [i.e. foam],” Nem. 3.78 xipvapéva
8 Eepa’ auEémey;
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(d) the image of the bird of prey that ‘comes from afar, carrying its prey in its tal-
ons’: RV 10.144.4ab suparndh paravdtah ... abharat “the fine-feathered (bird)
brought (him, i.e. Soma) from afar,” 5a ydm te syends cdarum avrkdm padd
dbharat “whom the falcon brought here for you with its talon,” Nem. 3.80-81
aietdg ... 6 EAapev aia, TNAGOE peTapatdpevog Sa@owov dypav nociv. While
Soma is identified with the falcon’s prey, Pindar’s text does not allow an imme-
diate identification ‘poetry’/‘poetic drink’ : ‘falcon’s prey’. However, the analy-
sis of internal repetitions between the beginning and the end of Nemean Three
may suggest that the search for the ‘drink to sing on’ correlates with the eagle’s
search for a prey. The expression o¢fev dma patduevor “(men) who seek your
(i.e. of the Muse) voice” (5) seems to be reprised at 81 through tiAoBe uerauat-
duevog “(the eagle) searches from afar.” So, the metaphor of the falcon also
combines with that of the song-drink.

15.2 What Did the Rbhus Fashion?

In stanza 2cd the rbhii- skilled in poetic art (kdvya-) is said to bring the soma (sc. as a
ritual offering). As shown in Chapter 10, Section 1.2, the term rbhu- de facto equates
Greek téxtwv. Here the question arises why a ‘craftsman’/Rbhu is associated with
soma in RV 10.144.

As Joel Brereton (2012) showed, the miracles of the Rbhus “encode the acts of
the soma ritual, and, more especially, the acts of the Third Soma Pressing”: the four
cups created by the Rbhus correspond to the four main soma recipients in the Third
Pressing; the fabrication of the chariot may hint at the shaping of the sacrifice; the
fashioning of Indra’s horses may be connected to the yajfiapuccha (‘tail of the sac-
rifice’), at the opening of which Indra’s horses are invoked to leave the ground; the
cow-miracle might be connected with the image of milk, a substance which soma
resembles; the rejuvenation of the Rbhus’ parents may conceal a connection with
the Asvins3 or to the fertilisation of the sacrificer and his wife by means of the Third
Pressing (Table 15.1).

3 Take, for instance, RV 10.39.6b: putrdyeva pitdra mdahyam siksatam “Like parents for their son,
do your best for me.”
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Table 15.1: The Rbhus’ wonders and actions of the Third Pressing (as per Brereton [2012])

Multiplication of the cups (one into four) The presence of four principal soma recipients
marking the transition from the Second to the
Third Soma Pressing

They made a chariot (for the Advins) chariot = rite or hymns (journey to the sacrifice)

They created the two fallow-bay horses of Indra  Yajfiapuccha during the hdriyojanagraha to Indra
so that his horses leave the ground

“They did something to a cow or did something  Pressing of soma remnants
with a cow” (Brereton [2012], 113)/milking of
acow

Rejuvenation of the parents Ritual for the Advins (?) or act of bestowing fertil-
ity upon the worshipper and his wife

Brereton’s hypothesis may be confirmed by means of Vedic and Avestan phraseo-
logical comparanda. The fabrication of soma is described by means of Vedic taks at
least once in the Rigveda:

RV 9.97.22ab
tdaksad yddi mdnaso vénato vag
Jyésthasya va dharmani ksor dnitke

When the speech from the mind of the seeker fashioned him [= Soma] on the foundation of
the preeminent one [= Agni or Indra?] or face-to-face with the cattle ...

Moreover,inthe Young Avestan Hom Yast, Yasna 10, aritual text celebrating the haoma
(the exhilarating substance of Zoroastrian ritual, compare Ved. séma-), haoma is
said to have been fashioned (YAv. tas = Ved. taks) by a “good-worker/creator”:

Y.10.10a
auruuantom dBa damisatom bayo tatasat huuapa

The good labourer fashioned you [sc. haomal], the hero constructed by the creator.

In Y. 10.10a, Avestan huuapah- ‘good labourer, creator’ is a compound with a FCM
hu° ‘good’ and a SCM °apah- ‘work’. Therefore, it is built with the same lexical mate-
rial as Vedic sv-apasyd- ‘good labour, good work’ (subst. fem.), which often applies
to the work of Tvastar and the Rbhus in the Rigveda (see Chapter 10, Sections 1.1-2).
Y. 10.10 is not the only passage in which tas applies to haoma. In Yast 10.90, the
adjective mainiiu.tasta- applies to the intoxicating ritual drink:
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Yt. 10.90

Y0 paoiriio hauuana haomq uzdasta

stahrpaésanha mainiiu.tasta

haraidiio paiti barazaiid

... Who [= Haoma] was the first mortar-priest to elevate the star-decked, fashioned

Haoma-stalks by means of a mental act, on the high Hara.
transl. based on Gershevitch (1959) modified by the author

As pointed out by Panaino (2012), 173, Avestan mainiiu.tasta-, otherwise applying
to the garment of Ahura Mazda (Yt. 13.3), Midra’s chariot (Yt. 10.143), and Haoma’s
girdle (Y. 9.26), consists of the same lexical material as Vedic mdnasa ... nirdtaksata
“by means of the thought ... you fashioned (out),” which applies to the skills of the
Rbhus in the Rigveda:

RV 3.60.2cd
yéna hdri mdanasa nirdtaksata
téna devatvdm rbhavah sdm anasa

By means of the thought, with which you fashioned the two yellowish horses, by means of
this, O Rbhus, you have attained divineness.

Avestan passages in which tas-derivatives are connected with haoma seem to
match the phraseology applying to the Rbhus in the Rigveda. This invites us to
project the theme of the ‘fashioner of the ritual drink’ at an Indo-Iranian level.
Although neither Yasna 10.10 nor Yast 10.90 mention the Rbhu(s) as the inventors
of the haoma, the creation of the inebriating drink is connected with the figure of a
‘good worker’ in Y. 10.10 and twice described by means of Avestan tas, i.e. the Young
Avestan counterpart of what is the Rbhus’ ‘favourite verb’ in Vedic. Therefore, if
Brereton’s interpretation is correct — and the distribution of Vedic taks and Avestan
tas supports his hypothesis —, the mythology of the Rbhus was primarily connected
with the creation of the Third Soma Pressing.4 It is through the production of this
ritual drink that these mortal priests achieved immortality and came to be mythol-
ogised as divine fashioners of things: objects (chariot, horses), abstract things (see
Chapter 10, Sections 2-4).

In addition, the overlap between the fashioning of ‘ritual-actions’ and ‘words’
may be imagined as the result of concomitant ritual actions that have an immor-
talising power. Prayers and holy formulations accompany different moments of the

4 The Rigveda is explicit about this achievement: “The Third Pressing, the conferring of treasure,
which you made by your good labor, O you of skillful hands” (RV 4.35.9ab).
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ritual, including the pressing of the soma plant. Significantly, as in the Pindaric pas-
sages containing the metapoetic metaphor of ‘thirst for songs’, the thirst for soma
and the need for praise are said to be satisfied simultaneously:

RV 4.34.11ab
ndpabhiita nd vo ,titrsama
gnihsasta rbhavo yajiié asmin

You have not kept away. We have not let you be thirsty, O Rbhus, nor are you unpraised
in this sacrifice.

It follows that the state of things underlying the mythology of the Rbhus is compa-
rable to that underlying the Pindaric metaphors of Nemean Three: fashioners of
poetic words (performers of odes [Pindar] or rituals [Rigvedal) fashion (rbhu- ...
taks, Téktoveg) metaphoric or non-metaphoric drinks of immortality: poetry, which
grants glory (Pindar), is the means to achieve immortality in the world of the living,
the ritual beverage (Rigveda) is the means for connecting with the gods and achiev-
ing a place among them in the Vedic tradition.5

15.3 Other Drinks, Other Fashioners: Sacrifice and the Genesis
of Poetry

The metaphors of Nemean Three and the mythological background of the Rbhus
and the Advins Third Pressing stories can further be compared to the state of things
which underlies Old Norse kennings for ‘poetry’ with the structure [DRINKABLE
SUBSTANCE/DRINK—(0f) CARVER/FASHIONER (IE *tuerk-)], namely:

Skd G57
Af pessu kollum vér skdldskap |...] dverga drekku

Therefore, they call poetry [...] drink of the carvers/dwarfs.

5 Note that the Rbhus’ achievement of immortality concretely manifests itself as kAéog/srdvas-,
i.e. what is heard about them, as they are celebrated in a variety of religious hymns like (and
together with) other deities of the Vedic pantheon.
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GSurs Lv 36V (Gisl 39)
dverga drykkju

The drink of the carvers/dwarfs [= POETRY].®

Old Norse dverga drekku and dverga drykkju partially match Vedic mddhu ...
tvastram (RV 1.117.22). As shown by Ginevra (2020), 71, 75, Old Norse dvergr is likely
to reflect ‘maker, carver, forger’, being recognisable as a nominal agentive deriva-
tive of the IE root *tuerk- ‘to carve’ (i.e. the same root underlying the name of the
Vedic Carver, Tvastar). Indeed, the dvergar, i.e. the Old Norse carvers, are the pro-
tagonists of a myth concerning the production of the poetic drink. From the Prose
Edda (Skd G57) we learn that two dvergar called Fjalar and Galar killed Kvasir,
made his blood flow into two cauldrons and added honey, so as to obtain a drink
that would make a ‘poet’ or an ‘erudite’ out of anyone who drank it.

Skd G57

Hann er svd vitr at engi spyrr hann peira hluta er eigi kann hann drlausn. Hann for vida um
heim at kenna monnum frddi, ok pd er hann kom at heimbodi til dverga nokkvorra, Fjalars ok
Galars, pa kolludu peir hann med sér d einmeeli ok drdpu hann, létu renna bléd hans i tvau ker
ok einn ketil, ok heitir sd Odrorir; en kerin heita Son ok Bodn. Peir blendu hunangi vié blodit
ok vard par af mjoor sd er hverr er af drekkr veror skdld eda frédamadr

He [Kvasir] was so wise that none could question him concerning anything but that he knew the
solution. He went up and down the earth to give instruction to men; and when he came upon
invitation to the abode of certain dwarfs, Fjalar and Galar, they called him into privy converse
with them, and killed him, letting his blood run into two vats and a kettle. The kettle is named
Odrerir, and the vats S6n and Bodn; they blended honey with the blood, and the outcome
was that mead by the virtue of which he who drinks becomes a skald or erudite.

The killing of Kvasir is a gruesome carving-act associated with the fashioning of the
first poetic drink. One may further argue that a gruesome carving was also featured
in the story of Dadhyafic and the Asvins (Chapter 14, Section 4). However, through
Dadhyafic’s ‘operation’, the Asvins learned ‘the honey of Tvastar’, i.e. soma ritual
poetic utterances.”

6 Compare also KormQ. Lv 533 feegir Fjolnis veigar “Fjolnir’s drink maker [= POET]” (on which see
Ginevra [2020], 73-75). The term feegir derives from IE *peik- ‘to carve’, from which Gk. mowiMw
is derived.

7 Further Vedic stories concerning the fabrication of the pravargya pot preserve the beheading of
someone as a peculiar element of the myth: in Taittirtya Aranyaka 5.1 Makha Vaisnava wins glory
after the gods perform a sacrifice but then has his head accidentally cut off. The gods divide his
body into the three pressings of the soma ritual, but they do not fulfill their wishes until the head
of the sacrifice, i.e. Makha’s head, the pravargya, is restored by the A$vins.
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The invention or genesis of poetry or instruments for making poetry is con-
nected with gruesome sacrifices in a variety of Indo-European traditions. The
so-called purusa-siikta of the Rigveda (RV 10.90) centres on the sacrifice of a pri-
mordial man (purusa), from which all the universe was born. As the first sacrificers
(called Sadhyas in the hymn) sacrifice the purusa, they generate the universe and
everything it contains, including poetic metres:

RV 10.90.9

tdsmad yajfiat sarvahiita

Fcah samani jajitire

chandamsi jajiiire tasmad

ydjus tdsmad ajayata

From this sacrifice, when it was offered in full, the verses and chants were born. Metres
were born from it. The sacrificial formula - from it that was born.

The sacrifice of the purusasiikta seems to respect some sort of Lavoisier’s Law
within the Vedic sacrifice: sacrificial victims are not destroyed, but rather trans-
formed, being re-fashioned into new elements of the cosmos.

It may be significant that the killing of animate beings (animal or human) is
connected with the invention of musical instruments and the sacrifice in other
Indo-European traditions. In this context, I would like to call attention to one
expression attested in the Homeric Hymn to Hermes. In this poem, Hermes invents
the lyre (xéAvg) by killing a turtle (yé\vg). However, as emphasised by several schol-
ars, the Kkilling of the turtle resembles the ritual killing of two cows that Hermes
later performs in the hymn (Hom. Hymn Herm. 116-125).8 It is significant that the
poet of the Homeric Hymn to Hermes summarises the result of the god’s invention
by means of textaivopat, which I render here as ‘transform’:

Hom. Hymn Herm. 25
‘EpURG TOL TPWOTLOTA XEALY TEKTHVAT GOLEGV

For it was Hermes who first transformed the tortoise into a singer.’

8 Shelmerdine (2004), 204-207.

9 In Massetti (2023) I discuss an Iranian parallel to the story. Murder and the construction of
musical instruments are further interwoven in the widespread Scandinavian and Slavic stories
in which a musical instrument, which is built from the bones of a murdered person, reveals the
murder to the audience, when it is played, see The Twa Sisters (“The Two Sisters,” in Child [1882],
ballad 10), Swedish Den talende strengeleg or De to sgstre (Danmarks gamle Folkeviser 95), De tvd
systrarna (Sveriges Medeltida Ballader 13), Danish Der boede en Mand ved Sgnderbro, Icelandic
Horpu kveedi (Izlenzk fornkveendi13), Norwegian Dei tvo systar, Slovenian Gosli iz cloveskega telesa
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The fashioning of ritual and poetic drinks thus has a dark side, which often turns
out to be a transformative side: a ritual killing makes (i.e. transforms) a sacrificed
being into a new immortalised or immortalising tool, a substance or an instrument
that grants glory to the performer, be it a poetic drink or a musical instrument.
In the next chapter I argue that this very semantic nuance is also peculiar to the
Avestan derivatives of the Indo-European root *tetk-.

izdajo umor (“A Fiddle Made from a Human Body Reveals a Murder”). Italian versions of the story
feature the invention of a different instrument (not a chord, but a wind-one), see La penna di hu in
Calvino (2001). The same motif is attested in Longus Daphnis and Chloe 3.23: Pan’s dogs and wolves
tear apart Echo, but her limbs scattered over the earth keep on singing, even after her death. On
metamorphosis as the mythological reflex of the transformative power of music see LeVen 2020.
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16.1 Gaus tasan in Yasna 29

I have previously shown how the Avestan verb tas, a cognate of Vedic taks and

Greek TékTwv, TekTaivopat applies to

(i) the fashioning of strophes (vacastasti- ‘strophe’ in Y. 58.8b, see Chapter 5,
Section 2);

(ii) the fabrication of the inebriating drink in Y. 10.10 (auruuantam 9fa damidatam
bayo tatasat huudapd “the good labourer fashioned you [sc. haoma], the hero
constructed by the creator”).

In this section, I turn to the description and analysis of Yasna 29, an Avestan text
containing multiple instances of tas-derivatives. Yasna 29, also known as the
“The Cow’s Lament,”! is the second chapter of the first Gada of the Zoroastrian
Long Liturgy.2

It features a dialogue among the Cow’s Soul (OAv. Gaus uruuan), the Fashioner
of the Cow (OAv. Gaus tasan), Truth (Av. A§a), Good Thought (Av. Vohu manah) and
Ahura Mazda, the supreme deity of the Zoroastrian religion. The poem poses sev-
eral difficulties to modern interpreters.> Consequently, different translations of the
same stanzas radically diverge and our understanding of the poem is the subject
of debate. Before presenting Yasna 29 and its translation, I owe my reader a few
clarifications on the interpretation I align with in my commentary to the hymn.

1 Gadas are “modes of song (ga) that comprise seventeen songs composed in Old Avestan
(OAv.) language, and arranged to their five different syllabic meters” (EI s.v. Gadas). Yasna 29 is the
second yasna of the first Gada, the Ahunauuaitt Gada, comprising Y. 28-34, “seven songs with 100
stanzas of three lines of regularly 7 + 8-9 syllables each” (EI s.v. Gadas, Texts). Translations of Y.
29 truly differ, see Insler (1975), Humbach/Elfenbein/Skjeervg (1991), Schwartz (2003), West (2007b),
(2010), Pirart (2018). Extensive commentaries are found in Kellens (1995), Schwartz (2003), West
(2007), Pirart (2018).

2 The Zoroastrian Long Liturgy “continues an Indo-Iranian tradition: a sacrifice to the gods that
is characterized by an initial pressing and drinking of a stimulating drink, the sauma-, followed
by an animal sacrifice offered to the fire and completed with an office for the fire and the waters”
(Cantera [2016], 62), see also Tremblay (2006-2007).

3 Insler (1975) proposes that stanzas 3-5 followed 9 and 6 followed 2. For counterarguments cf.
Schwartz (2003), 215-216, according to whom stanza 11 was “outside the original construction of
the poem, a substitute of the original conclusion”; Schwarz (2003) further argues that Yasna 29
concluded with stanza 13 of Y. 27.

3 Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under
the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-017
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The first major exegetic problem of the text is how one should understand Gaus$
uruuan “Soul of the Cow.” While some interpreters propose a metaphorical reading
of this expression together with the interpretation of the term ‘cow/bovine’ in the
Gadas,* others argue for a fluctuation between agrarian and metaphoric/religious
meaningss or for the possible interplay and exchange of these two values in dif-
ferent poetic contexts.® Here I align with the interpretation put forth by Johanna
Narten (1986), who sustains that ‘cow/bovine’ has mostly a concrete meaning in Old
Avestan. Therefore, I take Gaus uruuan as referring to the soul of a real animal, who
is lamenting because he/she has been sacrificed.” Several scholars propose a ‘ritual’
reading of the text.8

As will become evident in what follows, my analysis benefits from all previous
scholarship on the hymn and, in particular, from the structural reading of Schwartz
(2003). The aim of this chapter is to point out that the conclusions Humbach, Kellens
and Pirart achieve on ta$ match those arrived at independently by my study. Indeed,
these scholars argue in favour Avestan *tetk-derivatives having a ‘transformative’
value within the Avestan ritual. Here, I further purpose that the transformative
value is an immortalising or vivifying one: the sacrificed being is ‘fashioned’
through the sacrifice into an immortalising tool or into an immortalised being.

4 The expression has been interpreted as a metaphor for the believer (Cameron [1968]), ‘the good
vision’ (Insler [1975], 135, 141 ff.), the mgdra- (Schmid [1958]), the Bounteous Spirit (Lentz [1954]).
Schmidt (1975) points out that, in the Gadas, the cow is a metaphor for the daéna, “the sum of man’s
spiritual attributes and individuality, vision, inner self, conscience, religion” (Shaki [2011]). There-
fore, following up Schmidt’s conclusions, Schwartz (2003) identifies a parallel between Zaradustra’s
and the cow’s souls in Y. 29. Humbach (1982) proposes that ‘the soul of the cow’ is a poetic expres-
sion for ‘the cow’, but later Humbach/Ichaporia (1994), 27, fn.1 claim that it is a mystical concept for
the soul of the primeval animal and all living animals; Panaino (2004) argues for an ‘interiorisation’
of the sacrifice. Sacrifice is imagined as a reinforcement to the divinity (see Panaino [1986] and, for
a similar mechanism, transferred from the ritual to the poetic sphere in Pindar, see Massetti [2022]).
5 Asmussen (1970).

6 Boyce (1975), 210-211.

7 Such an interpretation can also be supported by making reference to the Pahlavi version of the
text, which is preserved in Bundahisn (“a major Pahlavi work of compilation, mainly a detailed cos-
mogony and cosmography based on the Zoroastrian scriptures but also containing a short history
of the legendary Kayanids and Eransahr in their days,” as per Mackenzie [1989]), paragraph 4a, see
Agostini/Thorpe (2020). In the Pahlavi version, GoSurwan (Pahlavi for Gaus uruuan) complains as
she ascends various stations (star station, moon station, and sun station).

8 Humbach/Elfbein/Skjeerve (1991), Kellens/Pirart (1988-1991), Kellens (1995), Pirart (2018). Accord-
ing to Zaehner (1961), 85-94, the text was composed in a moment in which the practice of animal
sacrifice was abandoned. On Zoroastrian concerns about the kinship of humans and animals see
also Otto (2021).
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16.2 Yasna 29: Content, Text and Translation

Since Yasna 29 is a complex text, it is good to start by providing a short summary: the
soul of the (sacrificed) cow complains that she has been subjected to the aggression
of evil forces and that there is no cowherd who will care for her (1). The ‘Fashioner
of the Cow’, Gaus tasan, asks ASa (Truth, Correctness, Arrangement) new questions
about the possible existence of a lord (ahura) who might be able to care and protect
the cow (2), but there is no helper for the cow (3). At (4), the poet acknowledges the
omniscience of Ahura Mazda and declares that he may be trusted. At (5) with out-
stretched hands the poet beseeches Ahura Mazda to protect himself and the cow.
Ahura Mazda begins answering the questions (6): although the cow was created
for the cattle breeder, knowledge of the ahil vairyo, the most sacred of the Gathic
prayers, eludes living beings. A new question arises at (7): if Ahura Mazda shaped
good things for men, who will be the one to provide them to the mortals? Stanza (8)
now seems to answer the Cow’s Soul’s question (and the follow up ones): Zaradustra
Spitama is here identified as the cowherd. However, at (9), the cow seems to con-
sider her caretaker too weak: the animal now casts doubt on the possibility of
obtaining a recompense through the sacrifice. Nevertheless, the hymn concludes
with an address to Ahura Mazda as giver of strength and declaring that good living
and peace are the result of the rule of good mind (10-11).

Hereunder, I print the text of Pirart (2018) and my translation. Deviations from
Pirart’s text and variants from other editions (Martinez Porro/Cantera [2019-] and
Peschl [2022]) are indicated in the footnotes.

1. xSmaibiia gaus uruua garazda kamai ma 9paroZdum ka ma tasat

a ma aésamo hazasca ramo ahisaiia darasca tauuisca

noit moi vasta xsmat aniio ada moi sqsta vohi vastriia

To you the Soul of the Cow? lamented: “For whom did ye carve me? Who fashioned
me? Wrath and Abuse, Oppression, Fetter and Brutality hold me tied. I have no
cowherd other than you, so, show [up] for me with good pasturage!”

9 The rendering ‘Bovine’ is possible, but I discard it on the basis of 5b gausca aziid ‘milch cow’.
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2. ada tasa gaus parasat asam kada toi gauuoi ratus

hiiat him data xSaiianto hada vastra gaodaiio 9faxso

kam hoi usta ahuram ya *draguud.dabis aéSomoam vadaiioit

Then the Fashioner of the Cow asked Truth: “How is thy judgment for the Cow?
Since ye, who rule over her (sc. the Cow), have established the zeal of cattle-breed-

ing through the pasture, whom do ye wish as her lord, who might destroy Wrath
[that is created] by the liemongers?”

3. amai asa noit saraja aduuaésé gauuoi paiti. mrauuag
auuaesqm noit viduiié ya *sauuaitel® adrang arasuuanho

hatgm huuo aojisto yamai zauuang jima karadusa

“Not a saraja,"* non-hostile to the Cow, answers him with Truth. Among those who
exist none is to be known thanks to whom the lofty ones activate the lower ones.
(One such as) he is the strongest of beings, for whom I shall come in answer to his
calls with protection.”1

4. mazdd saxvara mairisto ya z1 vauuarazoi pairl.cidit

daéuudisca masiiaisca yaca varasaité aipt.cidit

huuo viciroé ahuro ada na anhat yada huuo vasat

“Mazda (is) the best at remembering initiatives, what has been taken by daévas and
men all around, and what will be taken in the future. He is a well-discerning Lord.
May it be for us so as he wishes.”

5. at va ustanais ahuua zastais frinamna ahurai.a

maB3 uruua gsusca aziia hiiat mazdgm duuaidi forasabiio

noit araZajiioi frajiiditis noit fSuiienté draguuast pairl.

“With fervently outstretched hands, the two of us are thus propitiating the Lord, my
soul and that of the milch cow, as the two of us elect Mazda for (asking) questions.

There is no way to live for the right-living one, nor for the cattle breeder, among the
deceitful ones.”

10 I print Sauuaite with Peschl (2022). Pirart (2018): §auuainté.

11 The word is a hapax legomenon of debated meaning: Kreyenbroek (2023) translates ‘friend’,
Humbach/Faif$ (2010) ‘wall-breaking [hero]’, Schwartz (2003), 203-207: ‘impulse’.

12 ‘With protection’ translates here karadusa as per Kreyenbroek (2023).

13 Martinez Porro/Cantera (2019-): na.
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6. at 34 vaocat ahuro mazda viduud vafis viianaiia

noit aéuua ahti visto naéda ratus asatcit haca

at zi 9Pa fSuiiantaéca vastraiiaica 9porasta tatasa

Thereupon spoke Lord Mazda, knowing verses in his soul:’> “No lord has been

found for it by anyone, nor indeed a judgement according to Truth. That’s why the
Carver fashioned thee for the cattle breeder and the cowherd.”

7. tam azutois ahuro mgdram tasat asa hazaoso

mazda gauuoi x$uuidamea huué urusaeibiio spanto sasnaiia

kaste vohit mananha ya 1 daiiag'® soauud marataéibiio

“In harmony with Truth, the Lord, Mazda, fashioned that formula of fat and milk
for the Cow; he is a benefactor to the needy ones through his teaching. Who is the
one for you who, through Good Thinking, might establish this for mortal men?”

8. aém moi ida visto ya na aéuuo sasnd gusata

zaradustro spitamo huuo na mazda vasti asaica

carakaradra srauuatierjhé hiiat hoi hudomam diiai vaxadrahiia

“ILhave found here this (one), who is the only one to listen to our Teachings: Spitama

Zaradustra! He wants to recite hymns of praise, O Mazda, for us and for Truth, as I
shall give him sweetness of voice.”

9. atca gaus uruua raosta ya anaéSom xsgnmaneé radom

vacam nara$ asurahiia yam a.vasami 1$a xsadrim

kada yauua huuo anhat ya hoi dadat zastauuat auuo

But then the Soul of the Cow cried: “(I am the one) who (is) to welcome a powerless

carer, the voice of a man without strength, whom I wish (were) mighty! When shall
that one, who will give him help by means of his hands, ever be there?”

14 Peschl 2022: ata.

15 Differently Kellens/Pirart (1988): ‘en scandant’; West (2010): ‘in his wisdom’; Humbach/Faifs
(2010): ‘through his vitality’.

16 Martinez Porro/Cantera (2019-): y3 gusahuua ti.
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10. ytiZzom aeibiio ahura aogo data asa xsadramca
auuat vohtt mananha ya husaitis ramgmea dat
azamclt ahiia mazda 9fgm mahi? paduruuim vaédam

“O Lord, establish ye strength and power for these through Truth and through Good
Thinking, (that) by which one establishes comfort and peace. For I myself think of
you, O Mazda, as its first provider.”

11. kuda asam vohuca mané xsadramca at ma tmasa's

yiZam mazda tfraxsnoné mazoi magai.a paiti.zanata
ahura ‘nit.nd.auuars 3ma.ratois yasmauuatgm

“Where are Truth, Good Thinking, and Power? Recognise ye me soon,!® O Mazda, at
the great offering. And in recognition of our offering to those such as you, O Lord,
now [come] down to us!”

16.3 The Structure of Yasna 29

The structure of Yasna 29 and the identification of its textual repetitions have

been laid out in great detail by Schwartz (2003). I recapitulate the main points

of his analysis hereunder. For reasons of consistency, I list repetitions with
small capital letters.

A Between stanzas 1 and 11 personal pronouns of 1st sg., 1st pl., 2nd pl. are com-
bined with interrogative pronouns in order to express “request for divine enti-
ties to manifest themselves”:20 at 1a xSmaibiia (dat. 204 pl.), kamai (interr. dat.,
3rd sg.), k5 (interr. nom. sg.), ma (encl. acc. 1st sg., 1a, 1b), mai (twice in 1c, encl.
dat. 1st sg.), kuda (11a, interr. ‘where’), ma (11a), yiZzsm (11b, acc. 2nd pl.), nd (1lc,
encl. acc. 1st pl.) yasmauuatgm (11c, derivative to 2nd pl.);

B At2b and 10a data ‘give ye’ combines with a derivative of the Iranian root xsay
‘to have control or domination’ and expresses the wish for the “elimination of
havoc and the establishment of peace and order”;

17 Peschl (2022): manghi.

18 Peschl (2022): masa.

19 I print masa with Martinez Porro/Cantera (2019-) and follow Kellens/Pirart (1988), who take
the form as mosi ‘soon’. Kreyenbroek (2023), who prints masa (possibly an instrumental of masa-
‘mortal’) notes: “Unclear. Insler [i.e. Insler (1975)] (reading mgm a$a): ‘Yes, come ye now to me’. West
[i.e. West (2010)]: ‘It is me, with Right’.”

20 Schwartz (2003), 199.

21 Schwartz (2003), 199.
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¢ The combination of gauu- ‘cow’ (3a, 9a), hau- ‘that one’ (3c, 9¢) and ah- ‘to be’
conveys the idea of “provision of aid”;2

D Both4cand 8b feature a pronoun hau- ‘that one’ as the subject of the verb uuas-
‘to wish’;

E 5b and 7b have in common the word gauu- (5b, 7b) as well as nominal deriv-
atives of the verbal root sah ‘to indicate, to teach’ (5b farasabiio; 7b, sasaniia
‘through his commandment’);

F Inaddition, 5 also connects to 6: both 5¢ and 6b feature a repetition of ‘not’ (noit
... n0it, 5¢), noit ... naéda (6b); while the word fSuiienté ‘for the cattle breeder’ is
found at both 5c¢ and 6c.

As this list makes evident, the main repetitions of the text form a concentric structure.

Scheme 7: Concentric repetitions of Yasna 29

xSmaibiia, kamai, ma, k3, ma, moi
data xsaiianto

gauudi ... hatgm huuo

huuo ... vasat

gausca ... farasabiio

noit ... noit fsuiienté

m o N W >
v A W DN =

F 6 noit ... naéda .. fsuiiantaéca

E 7 gauuoi ... sasnaiia

D 8 huuo ... vastr

C 9 gaus ... huud anhat

B 10 data ... xSadramca

A 11 kuda, ma, yazsm, nd, yasmauuatgm

In addition, it is possible to identify repetitions involving nominal and verbal deriv-
atives of the Avestan root tas: the verb tasat (1a) ‘(who) fashioned (me)’ is reprised
by tasa gous ‘Fashioner of the Cow’ at (2a) and is identical to tasat (7a) ‘he fashioned
(the formula)’. At the same time, ta$ combines with Jfaras-, the Avestan equivalent
of the root underlying Vedic Tvastar at (1a) and (6c):

22 Schwartz (2003), 199.
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Table 16.1: tas-repetitions in Y. 29

A tasat (1a) Y9ParoZdiam (1a) : tatasa (6¢) Yporasta (6¢)
B, tasa gaus (2a)
maqdram tasat (7a)

Table 16.2: tas-repetitions interlocking in the concentric structure of Y. 29

A 1 xSmaibiia, kamai, ma, k3, ma, moi

A, tasat 3parozdim

B 2 data xSaiianto

B, tasa gaus

c 3 gauuoi ... hatgm huwo =0 ———————————— | R

D 4 huuo ... vasat §

E 5 gausca ... farasabiio i
noit ... noit fSuiienté §

F 6 noit ... naéda ... fSuiiantaéca %

A, tatasa 9porasta 3

E 7 gauuoi ... sasnaiid i

B, mgdramtasat ~ mmmmmmmmmem———ee- i il Rk B

D 8 huuo ... vastr

C 9 gaus ... huuo anhat

B 10 data ... xSadramca

A n kuda, ma, yazsm, nd, yasmauuatgm

16.4 Ritual Re-Composition

The JBaras- + tas repetitions of the hymn frame the first part of the poem: at 1,
9ParozZdiam precedes tasat, while at 6, tatasa precedes Jdforasta. Since the two roots
combine in the initial question asked by the Cow’s Soul and later refer to the creator
of the cow who ‘fashioned’ her (tatasa), several scholars have raised the question of
the relationship and/or possible difference between these two verbs. According to
Pirart (2018), 63, in the GadJdas,
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VdPBars, with the cow’s name as the object, either means ‘to immolate’, or ‘to define’, while
Vtas refers rather to its ritual re-composition performed on the cushion of herbs called barazi§
(= Vedic barhis-) following the cutting of its meat into pieces.z

It is possible that this difference of meanings is an Iranian semantic development
of Avestan Jdfaras- and tas-. Indeed, the Indic derivatives of the two roots both seem
to be connected to the process of ritual re-assemblage/transformation of the ritual
victim. I have already shown how the taks-deeds of the ASvins and the Rbhus are
connected with the attainment of immortality or of a share of the sacrifice. In con-
nection with the discussion surrounding Yasna 29, it may be significant that, in
Vedic ritual texts, the god Tvastar re-composes (i.e. ritually revitalises) sacrificed
victims, after they have been cut into different parts:

SB 3.8.3.37

ydd angasé vikrtté bhdvati, tdt pranodanabhyam samdadhati. déva tvastar bhirl te
samsametu sdlaksma, yad visuriipam bhdvati iti. krtsnavitam evaitdt karoti. devatrd yantam
dvase sdkhayé nu tva matdpitdro madantviti. tdd ydtrainam dhausit. tad enam krtsnam krt-
vanusdmasyati so ’sya krtsno ‘miismim lokd atma bhavati.

Where it has been cut up limb by limb [i.e. the sacrificed animal], there he puts it together
(Eggeling: he heals it) by means of the out-breathing and in-breathing [thinking] “O divine
Tvastar, let your ample [forms] closely unite together, that it be uniform what is of different
shape,” whereby he makes it completely enclosed [in its limbs and flesh]. “May your friends,
your father and mother to please you, joyfully welcome you going to the gods” [he thinks].
Thus, having made it whole wherever he has offered [a piece of] it, he afterwards unites
it firmly, and that body (self) of it is complete in yonder world.
transl. by Eggeling (1885) modified by the author

In this passage, Tvastar is not directly connected with the Vedic root taks. Never-
theless, the ritual transformation of the victim is still visualised as some kind of
construction. The verb sdmdadhati, which literally means ‘to put together’, hints at
the re-assemblage of the sacrificial victim after its body has been cut apart. As Egge-
ling’s translation makes evident, sdmdadhati applies to the healing of broken hones
in Atharvavedic charms, such as AVP 4.15 and AVS 4.12 (see Chapter 5). Moreover,
it is employed to describe the connection between the different parts of the soma
ritual, since the ‘assemblage’ in the soma ritual parallels the re-assemblage of the
victim in the animal sacrifice (Chapter 14, Section 3).

23 The provided translation from the original French is by the author.
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16.5 Carvers, Fashioners and Indo-Iranian *tetk-Compositions

The combination JBaras- + tas- in Avestan Y. 29 may allude to an analogous ritual
process peculiar to the Indo-Iranian sacrifice. On this occasion a gruesome carving
was followed by a ritual fashioning. As explained in Chapter 10, Section 1.1, Tvastar
and Old Norse derivatives of the Indo-European root *tuerk- ‘to carve’ are asso-
ciated with the creation or provision of ‘immortalising means’. It is thanks to the
‘honey of Tvastar’ that the Asvins achieve completeness; poetry, the mead of the
dvergar, is a tool for the immortalisation of men. The study I have conducted on the
derivatives of the Indo-European root *tetk- now shows that *tetk- may have such a
value in Greek as well, since the metaphoric usages of the root are connected with
the creations of ritual drinks, things that move and live, and the construction of
memories, i.e. things that provide immortality among the mortals.

This theory can now find further internal support in the tas-composition of Y.
29. The repetitions of tas at Y. 29.1a and Y. 29.7a create a correlation between the
fashioning of the sacrificed animal (9BaréZdiim ... tasat, 1a; tasa gaus, 2a, 9porasta
tasat, 6¢) and the fashioning of the ritual formula, a metrical (i.e. poetic) creation
(mqgdram tasat, 7a). The repetition of ta$ in the Avestan text seems to be bound to
the theme of immortalisation achieved through the sacrifice and the ritual word.

It is due to this ‘transformative/immortalising’ value that Greek and Indo-
Iranian derivatives of the Indo-European root *tetk- ‘to fashion’ are attested within
metapoetic metaphors.
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17.1 Ring-Compositioning

Given the prominence ring-composition has in my study, I should circle back to a
few main points I touched upon in the first pages of the book. In the Introduction,
I highlighted the extraordinary distribution of the term téktwv in the Pindaric cor-
pus (see Table 17.1).

Table 17.1: Distribution of téktwv in the extant Pindaric odes and POxy 2389

téktoveg of material  Pyth. 5.36 tektovwy Sawdaipat’(a)  builders ode middle
things

téktoveg of immate-  Pyth. 3.6 téktova vwduviag physician  ode beginning-
rial things proximity
Pyth. 3.113 €€ éMEWV ... TEKTOVEG poets ode end-proximity
Nem. 3.4-5 peAlyapUwv TEKTOVES || performers ode beginning-
KWHWV proximity
Nem. 5.49 téktov’ agBAntaiowv trainer ode end-proximity
POxy 2389, fr. 9.8-10 Téktovi ta] poet ?
pBeviwv

I proposed that the employment of téktwv-metaphors in Pindaric odes is condi-
tioned by the synchronic background of single odes. However, I also made the case
that the occurrence of téktwv-metaphors in specific positions in Pindaric odes is
not due to a coincidence or to internal (intertextual) reasons. Indeed, I showed
that Pindaric metaphors involving the term téxtwv have parallels in cognate
Indo-European languages. In one case, Pythian Three (Part 1), I was able to identify
a combination of two analogous ‘fashioning’-metaphors in ring-composition in a
Rigvedic hymn (Rigveda 10.39). In two other cases (Nemean Five, Part 2, and Nemean
Three, Part 3), I framed the Pindaric metaphors within inherited ‘states of things’,
pointing out how the textual analysis and the comparative point of view shed light
on the themes and associations that may be implied in the Téxtwv-metaphors
under discussion.

My structural analysis showed that, even when a Pindaric téktwv-metaphor
does not correlate with another téktwv-metaphor in the same ode, it is part of a
ring-system: in Part 2, I argued that the metaphor ‘trainer : fashioner’ of Nemean
Five is connected with the idea of mobility as opposed to stasis; in Part 3, I tried
3 Open Access. © 2026 the author(s), published by De Gruyter. This work is licensed under

the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.
https://doi.org/10.1515/9783112208243-018
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to point out that the metapoetic metaphor of Nemean Three (4-5 peAtyaplwv
TEKTOVES | KwPwv) is associated with a different metapoetic metaphor, as it cor-
relates with the metaphor ‘song to drink on’, located in the final part of the poem.

The comparative angle of my study contributed towards demonstrating that a
few Vedic and Avestan poems contain multiple repetitions of cognate *tetk-words
(namely: the Vedic verb taks, the Avestan root tas), which can sometimes build
ring-compositions. Most significantly, such Indo-Iranian ring-compositions are
associated with the same themes connected with Pindaric téktwv-metaphors.

This set of formal, thematic, and structural matches suggests that phraseological
and structural correspondences identified between Pythian Three and Rigveda 10.39
(Part 1) are no coincidence. These poems contain analogous ring-compositions
because they deal with analogous themes: healing and the achievement of immor-
tality through poetry and glory. This means that, among the possible variations on
these two themes that Indo-European poets had at their disposal as they shaped
their poems, Indo-European poets had the opportunity to use analogous ‘fashion-
ing’ (*tetk-) phraseology in analogous ring-structures. For this reason, one may
state that Pindar and “Ghosa Kaksivatl” choosing a certain ring-composition fea-
turing *tetk-words on specific occasions (an ode for Hieron, a hymn to the ASvins)
may be a random coincidence. However, the adopted poetic solution, i.e. the poetic
structural device itself that Pindar and “Ghosa Kaksivatl” use, is still recognisable
as a piece of common inheritance from the Indo-European poetic grammar. For
this very reason, I claim that not only are TékTwv-metaphors a poetic inheritance
with an ancient (Indo-European) background, but also that ring-compositions built
by means of derivatives of the Indo-European root *tetk-, such as those found in
Rigveda 4.36 and Yasna 29, are a poetic device that belonged to the ‘poetic gram-
mar’ of three Indo-European traditions: Greek, Indic, Iranian, i.e. to some common
ancestor of Greek and Indo-Iranian. Even if the compositional technique of Pindar
differs from that of the Vedic and Avestan poets — because Pindar wrote his own
odes and the Indo-Iranian poets transmitted their compositions orally - the compo-
sitional strategy employed by Pindar and Indo-Iranian poets is the same, because it
worked efficiently, whatever the compositional technique of the poet was.

17.2 On *tetk-Composition

As repeatedly pointed out, I identify the *tetk-composition as a ring-composition
built by means of verbal or nominal derivatives of the Indo-European root *tetk- ‘to
fashion’. I variously pointed out that *tetk-compositions tend to feature two or more
repetitions of derivatives of *tetk- in the beginning- and the end-proximity of the
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poetic composition. In addition to this, I now argue that one of the *tetk-derivatives
of the *tetk-composition is featured in a metapoetic metaphor:

Table 17.2: Distribution of Indo-European *tetk- in *tetk-compositions

Greek Vedic Vedic Avestan

Pind. Pyth. 3 RV 10.39 RV 4.36 Y. 29
begin- TéKTova yuvdm ... taksathuh  ydvana ... téksatha  9BaroZdam ...
ning-proximity: vwduviag (6) 4) (3) tasat (1)
healing or ritual rayih ... °tastdh (5)  tasa gaus (2)
*tetk- taksatd vdyah (8)  9Borasta tatasa (6)
end-proximity: EMEWV ... TEKTOVEG Stomam ... taksdma  Srdvah ... taksata ~ mgdram tasat (7)
metapoetic *tetk-  (113) (14) 9)

Through my threefold comparative study, I further showed that
(@) The *tetk-composition is associated to specific metaphors and themes, namely:

()

healing as fashioning;

the creation of movement or life/life-like works as the result of healing
and/or fashioning;

the creation of the sacrifice, which can be metaphorised as healing and
fashioning;

the construction of immortality or (re-)vivification through poetry and ritual.

In Greek and Indo-Iranian, poetic and ritual *tetk-ing/‘fashioning as transform-
ing’ has various consequences for those who take part in ritual and poetic fash-
ioning as passive or active actors (Scheme 8). In particular,

Fashioning produces life, intended as re-vitalisation, ritual or non-ritual
(re-)vivification (healing, resurrection) on the fashioned being, i.e. the pas-
sive participant: the patients of Asclepius (Pythian Three) and Cyavana are
healed and regain their ability to move; the Vedic and Avestan sacrifice
is healed and/or vivified through the ritual transformation. The result of
fashioning tends to be visualised as the capacity of moving and/or talking,
which is infused or re-infused in a non-moving/non-talking being: just like
Daedalus and Hephaestus produce moving and talking statues and objects,
so do Pindaric fashioners of verses produce resounding words (Pythian
Three) or enact dynamic choreutic performances, poetic gifts which are
metaphorised as ritual drinks (Nemean Three); trainers teach their pupils
how to move (Nemean Five). The Vedic Rbhus produce moving vehicles for
the gods. This creation is a poetic way to visualise the dynamic dimension
of the sacrifice; the “Fashioner of the Cow” (tasa gaus) of Yasna 29 ritually
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re-vivifies a sacrificed Cow, which is endowed with a soul able to complain
about her own sacrifice. In this connection, the ‘vivification’ nuance of
*tetk- may have an etymological explanation. Indeed, the Indo-European
root *tetk- is likely to reflect a reduplicated aorist of *tek- ‘to give birth’, i.e.
‘to create a live being’.

— Fashioning produces an improvement of the mortal or immortal status
on the fashioner, i.e. the active participant of the creation: the words of
verse-fashioners are immortal creations. As such, they guarantee eternal
audibility and visibility tothelaudandias well asimmortality-through-fame.
Inthe Vedic tradition, healer-fashioners as well as ritual fashioners improve
their status: after performing Cyavana’s rejuvenation, the ASvins obtain a
share of soma and become complete gods. The Rbhus improve their status,
transitioning from being mortal to being immortal, after they perform dif-
ferent acts of fashioning that metaphorise the creation of the soma ritual.
In the Avestan liturgy, tas- designates fashioning as the re-assemblage of
the victim, after it has been sacrificed. In the three cognate poetic tradi-
tions, derivatives of the Indo-European root *tetk- are associated with the
same themes and, ultimately, with the notion of fashioning immortality.

Scheme 8: Consequences of *tetk-ing

Fashioning
*tetk-ing
for the fashioned for the fashioner
[HEALTH] [SACRIFICE]
[MOVEMENT]/ [GLORY]
[THINGS THAT MOVE and TALK] [UPGRADE t0 IMMORTALITY/
[POETIC (i.e. singing) DRINK] COMPLETENESS]

[MEMORY through POETRY]:
immortality-among-the-mortals
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It is possible to wonder whether *tetk-compositions and *tetk-metaphors were first
employed within ritual or within metapoetic contexts. In this regard, I would dare
propose that the metapoetic usages of the root *tetk- seem secondary to me. In my
view, they probably developed from employment of the root *tetk- and other roots
for ‘doing, creating, assembling’ in ritual contexts. Metrical utterances accompanied
rituals. In such contexts, the assemblage of the ritual combined with the fashioning
of words. For this reason, I argue, the immortalising power of the poetic words came
to be perceived as the same immortalising power of the ritual fashioning.

Within the continuum that unites the first performance of a ritual and its
cyclic re-enactment *tetk-compositions came to provide a concrete example of
verse-fashioning, not only a concrete example of the vibrant art of poets and sac-
rificers, but also a speech-enaction of the ritual vivifying assemblage. Indeed, this
type of ring-composition is produced through a particular disposition of specific
words in specific places of a poetic work.

17.3 Fashioning New Studies in Comparative Poetics

At the beginning of my study, my readers might have wondered why I did not choose
to compare the oldest poetic work of Old Indic and Iranian literature to the oldest
Greek poetic literary work, even though several scholars have repeatedly shown
that Homer and the Rigveda do have a certain potential for comparison. As stated
above, I deliberately challenged this chronological criterion in favour of a different,
literary one: the similarity among the genres of my comparanda. The results of my
study prove that following this criterion is most satisfying. At the same time, my
analysis shows that poetic genres are not simply similar because of shared topoi,
but also because certain compositional strategies exploited by poets of linguisti-
cally related traditions (such as the *tetk-composition) make these poetic genres
look alike. This result should once and for all put to rest the scepticism surrounding
comparisons drawn between corpora that are not old and corpora that are old.
Indeed, it might even be vaguely likened to the philological principle recentiores
non deteriores. In the field of Comparative Philology, this principle could translate
as follows: “if a phraseological or stylistic feature is attested in a relatively recent
age, the phraseological or stylistic feature in question might be much older than
the text attesting it, by virtue of conservative character of the inherited composi-
tional technique.”

My results should also encourage comparativists to look further afield for
shared traits of analogous poetic genres of cognate traditions. In this regard, I
hope that the successful implementation of this comparative criterion will open
the reconstruction of inherited themes and forms peculiar to Indo-European poet-
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ics. At the same time, it is also possible to say that my study made an attempt at
going beyond usual comparative approaches to ancient texts in a not entirely
innovative way. It tried to challenge the scepticism surrounding the reconstruc-
tion of stylistics/non-atomic structures of Indo-European poems within the area of
‘Indo-European comparative poetics/Comparative Philology’ by giving prominence
to the analysis of texts as whole entities.

This approach, which combines linguistics, phraseology, and stylistics is by
no means new, but somehow became less fashionable among Indo-Europeanists.
One of the first and most successful attempts at reconstructing Indo-European
poetic devices did focus on stylistics: in comparing the Second Merseburg Spell
to the phraseology of Atharvaveda Saunakiya 4.12, Adalbert Kuhn (1864) looked
at phraseology, stylistics, and themes. In his works, Calvert Watkins! argued for
ring-composition being an Indo-European poetic device and provided various
examples of ring-compositions found in cognate related traditions. However, the
universality of ring-composition as a poetic device kept being regarded as a prob-
lem for Indo-European comparativists. With my study, I tried to propose a way of
going beyond (or, some will think, getting around) this restrictive methodological
premise. As the book makes evident, the focus on poetic phraseology as well as
linguistic reconstruction can (and should) be successfully combined with a philo-
logical approach to ancient texts of different traditions. In this way, it is and will be
possible to reconstruct more than ‘atomic matches’ between texts, and move on to
the reconstruction of the characteristics that entire poems have inherited from a
previous phase of poetic grammar.

Aware that my study represents an infinitesimal portion of what can be said
about such universal masterpieces as Pindar, the Rigveda and the Avesta, I hope to
have contributed, through my work, towards showing the potential of the compar-
ative approach to ancient classics.

1 See, representatively, Watkins (1995) passim.
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