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PREFACE

In August 1992 Pat Easterling wrote to me, suggesting an edition of
some of the Homeric Hymns for this series. Fortunately the long delay in
completing the present volume has not deterred several younger scholars
from undertaking more detailed commentaries on each of these three
poems. This has made it easier for me to see my own work as a stage in a
process, rather than an attempt to offer a final verdict on all the possible
questions which might arise.

I'have not undertaken a new examination of the manuscripts, but have
used the apparatus criticus of Cassola. In the Introduction linguistic issues
are briefly discussed, and there is still scope for further work in this area.
Equally, my suggestions about the dating and provenance of these hymns
are very provisional, and I should be only too happy if others can improve
on these. I regret that it has not been possible to discuss more extensively
the Nachleben of the Hymns, a subject on which much more remains to
be said, or to include some of the shorter ones as I had originally hoped
to do.

verum haec ipse equidem spatiis exclusus iniquis
praetereo atque aliis post me memoranda relinquo.

In view of the fact that Andrew Faulkner’s major edition of the Hymn
to Aphrodite is now published, I have also kept my commentary on this
poem (which I had drafted first of all) relatively brief, and have paid more
detailed attention to the other two hymns.

My main hope is that this edition will enable students of these delightful
poems both to understand and to enjoy them more fully.

I am conscious of many debts of gratitude. Several sabbatical terms,
generously provided by Oxford University and Merton, gave opportuni-
ties for periods of more sustained work, and a British Academy award
allowed me an extra term free. The Fondation Hardt, the British School
at Rome (together with the library of the German Archaeological Insti-
tute), and Stanford University have also offered congenial environments
for study at various times. I am especially grateful to Richard Martin
and Marsh McCall for enabling me to spend some months at Stanford,
and to the members of my graduate class there for their contributions.
I also benefited from the classes on the Hymn to Aphrodite given some
years ago in Oxford by Peter Parsons. Most recently, a conference in
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Lyon on Greek hymns in June 2008, organised by Pascale Brillet-Dubois,
Richard Bouchon, and Nadine Le Meur, has provided useful new ideas
and stimulus.

I have greatly enjoyed and profited from interaction with four schol-
ars working on individual hymns, Mike Chappell, Andrew Faulkner,
Oliver Thomas, and Athanasios Vergados. Mike’s doctoral thesis (A
Commentary on the Homeric Hymn to Delian Apollo, with Prolegom-
ena’, London, 1995) offered much helpful material. Both Andrew and
Oliver read drafts of the introduction and made valuable suggestions for
improvement, and I have profited from Athanasios’ discussion of other
versions of the Hermes story in his PhD thesis. In addition, I am grateful
for advice or help received from John Boardman, Jim Coulton, Malcolm
Davies, Stephen Evans, Helen Hughes-Brock, Barbara Kowalzig, Rachel
Maxwell-Hyslop, Douglas Olson, Robert Parker, Natasha Peponi, Simon
Pulleyn, William Slater, Martin West, and Nigel Wilson. As editors of the
series Pat Easterling and Richard Hunter have been unfailingly patient
and supportive, and I have nothing but praise and thanks for the thor-
oughness with which they have offered suggestions for improvement. The
exemplary work of Dr Iveta Adams as copy editor has also done much to
improve the form and expression of the final version.

Cecilia Nobili recently sent me a copy of her interesting PhD thesis,
‘L’ fnno Omerico a Ermes e le tradizioni poetiche locali’ (Milan, 2008), and
I am sorry that I have not been able to take account of this.

Work on two of these hymns, to Apollo and Hermes, really began with
classes which Peter Levi and I gave together in the 1970s. I remember
Peter saying then that I should do an edition of them. Classes with Peter
were always uniquely stimulating and enjoyable, and I much regret that
he is no longer with us to see his advice finally followed. This book is
dedicated to his memory, and also to Rachel Chapman, who has typed
countless drafts of the work over so many years. For her astonishing
accuracy and patience I am immeasurably grateful.

N.J.R.
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INTRODUCTION

I THE HOMERIC HYMNS
(a) Nature and purpose

The three poems studied in this book belong to a collection of thirty-three hymns
in hexameter verse, composed in honour of ancient Greek gods and goddesses.
Their title in the manuscripts is Ounpov Upvol. They vary considerably in length.
In the collection as we have it, the four longest hymns, to Demeter (495 lines),
Apollo (546 lines), Hermes (580 lines), and Aphrodite (293 lines), are preceded
by the last section of a hymn to Dionysus, which originally must also have been a
longer one. (For a possible reconstruction of this hymn see West (2001b); cf. also
Dihle (2002) for a contrary view.) Of the others, the longest (4. 7, also to Dionysus)
is fifty-nine lines, the shortest (4. 13, to Demeter) only three. Several deities are
the subject of more than one hymn, and a few are short pieces composed of
extracts from longer poems (13, 17, and 18 from the longer hymns to Demeter,
the Dioscuri, and Hermes, and 25 from Hesiod’s Theogony).

Most of these poems probably belong to the ‘Archaic’ period, i.e. between
¢. 700 and 500 Bc, but some appear to be later in date. An Attic vase painting of
¢. 470 BC shows a boy holding a papyrus-roll, on which are written what appear
to be the opening two words of Hymn 18. It has been inferred that some at
least of the hymns could have already been used as school texts at this time (cf.
H. Herm. 1n.). Our earliest explicit reference to one of the hymns is by Thucydides
(3-104), who quotes two passages from the Hymn io Apollo (146-50 and 165—72),
ascribes it to Homer, and calls it a wpooiptov (prelude). Later writers, however,
from the second century AD onwards, express doubts about Homer’s authorship
of the Hymns. Athenaeus (228) attributes the Hymn to Apollo to ‘Homer or one of
the Homeridae’, and a scholiast to Pindar, NVemean 2.1 ascribes it to a rhapsode
named Cynaethus (cf. 2(b) below). Hymn 2 is quoted by a scholiast to Nicander
{dlex. 130} as ‘among the hymns ascribed to Homer’, and some of the Lives of
Homer assert that only the Iliad and Odyssey are definitely Homer’s own work
{cf. Vita v, p. 248.19—24, Plutarchi Vita p. 243 4.98-100, Suda p. 258.37-8 Allen).
Alexandrian scholarship does not often refer to the Hymns, and this suggests
that by the Hellenistic period, if not before, their authenticity as Homeric was
questioned (cf. AHS pp. Ixxix—Ixxxi).

The passages quoted by Thucydides from the Hymn io Apollo describe a Pan-
Ionian festival of this god on Delos, and the poet’s own request to the Delian girls
who are Apollo’s attendants, to commemorate him as a blind man who lives in
Chios and to praise him as the best of singers (cf. 140-78, 146-72, 165-76nn.).
The poem therefore is set dramatically at the festival which is being described,
and the poet’s claim suggests, as Thucydides infers (3.104.5), performance of

1



2 INTRODUCTION

this hymn at a poetic contest. In a similar way, Hymn 6 closes with a prayer to
Aphrodite to grant the singer ‘victory in this contest’ (19-20), and several others
end by asking the deity to grant favour or honour to the poet’s song (10.4, 24.5,
25.6). The reference in the Hymn to Apollo to the singer’s blindness also places
him in the tradition of the Homeric bard (such as the blind Demodocus) who
composed and performed without a written text.

Thucydides’ use of the form Tpooipiov has led scholars to conclude that
hymns of this kind were (originally at least) composed as preludes to further song.
The traditional closing formula orrép Eyds kal ogio kai SAANS pvrigop’ &oidfis
(H. 2.495, 3.546, 4.580, etc.), whatever its precise translation should be, suggests
this (cf. H. Ap. 546n.), and the close of Hymn 5 (293 = H. 9.9, 18.11) 0eG &’ Eyd
&pE&uevos peTaPricopa &AAov & Upvov is still more explicit. The hymns to Sun
and Moon (31 and 32) end by declaring that the singer will go on to tell of the
deeds of heroes. These two poems may be composed later than most of the others,
but they reflect a tradition that such preludes could be followed by heroic epic
narrative. An alternative opening line to the lliad invokes Apollo as well as the
Muses (MoUoas &eibw kai AméAAwva kAutdTogov). In the Odyssey Demodocus
is said to begin a song ‘from the god’ (Od. 8.499): this has also been taken to
indicate an opening invocation or prelude to a deity. Both Hesiod’s Theogony and
Whrks and Days open with hymns, to the Muses and to Zeus respectively, and the
one to the Muses is of considerable length (cf. West on Theogony 1—115). Pindar
(N. 2.1 3) speaks of the Homeridae beginning Aibs & mpooiiou. This statement
occasions a lengthy commentary by a scholiast about the Homeridae, in the
course of which Cynaethus is named as author of the Hyma to Apollo. Tradition
then seems to have associated the Hymns with the Homeridae (cf. also Athenaeus
above), a group or guild of singers based in Chios, claiming links with Homer
either as his descendants or as his followers (cf. Graziosi (2002} 201 34

Something similar to the practice of singing hexameter hymns as preludes to
epic song is described in the Hymn to Apollo, when the poet praises the Delian
girls’ choir. He says that they first sing hymns to Apollo, Leto, and Artemis, and
then ‘a song in praise of men and women of old’ (cf. 158-61n.}.

In the case of most of the shorter hymns, their original purpose as preludes
has been generally accepted. Scholars have sometimes questioned whether the
longer ones were really composed for this purpose, or rather were independent
compositions, the term ‘prelude’ having lost its original meaning (cf. AHS xciii
xcv). But their length is not in itself an argument against their being designed as
genuine preludes, if we consider for example the much larger scale of some early
epic poems, which could have followed them. The longer hymns may, of course,
represent a development from an earlier tradition of short ones. But some of the
briefer ones, as mentioned above, are simply abbreviated versions of the longer
hymns: so this process could go the other way (cf. also West on Hesiod T%. g4 7).

It is reasonable to assume that many at least of these hymns were originally
composed for performance at a festival. It is often thought that an individual

I THE HOMERIC HYMNS 3

hymn was designed to honour the god of the festival concerned. This may
have been so, but it cannot be proved. In any case, it is clear that these poems
continued to be reused over a period of time, since the manuscript tradition
contains many variant readings, as with the Homeric epics (see Janko (1982)
2-4). In particular, Thucydides’ text of the passages he quotes from the Hymn fo
Apollo differs considerably from that of our medieval manuscripts (see 146~72n.),
and there are also cases where lines are quoted which appear to be alternatives
[cf. especially on H. Ap. 135-9, where some of our texts have marginal signs,
probably indicating this). Such re-performances could have been in different
types of context from the original ones, as in the case of epic poetry (see Parker
{19g1) 1-2). Performance at banquets or sympoesia has also been suggested as a
possible type of occasion (Clay (2006} 7). The longer Hymn to Aphrodite (H. 5) could
have been composed for performance at the court of a ruler, as in the case of
Demodocus’ ‘Song of Ares and Aphrodite’ in Odyssey 8.

() Origins of the collection

We do not know how this collection of hymns came to have its present form.
Whereas Thucydides identifies the Hymn to Apollo with the name Tpooipiov, from
at least the first century Bc we find quotations from the longer hymns which refer
to them as Uuvol of Homer (e.g. Diodorus Siculus 1.15.7, 3.66.3, 4.2.4, Philodemus,
On Piety p. 42, tab. g1, vv. 12fl. Gomperz). This suggests that an edition of these
at least was made by some time in the Hellenistic period. At H. 4p. 136-g the
marginal signs mentioned above probably derive from Alexandrian scholarship
(see H. Ap. 135-9n.). Most of the ancient quotations or allusions to the Hymns are
from the five longer ones. Schol. Pind. £ 3.14, however, quotes H. 16.1-3 as év Tols
‘Ounpixois Gpvors. This shows that by the time of this commentator the collection
already included this shorter hymn. A second-century Ap papyrus commentary
on a comedy (RPOxy. 2737, 1. 1.1.1g-27) assigns the phrase kUxvos Od TTepUy v
(H. 21.1) to the ‘hymns ascribed to Homer’, after discussing attributions of it to
various lyric poets by Aristarchus and other scholars. Moreover, a papyrus of the
third century ap (POxy. 4667) contains lines 4—11 of Hymn 18 (to Hermes), followed
by two lines in prose, the second of which may possibly read &is Aidvu]gov Ouv[os,
and then lines 1—11 of Hymn 7 {to Dionysus). It is not clear why these two hymns
are quoted, but the papyrus again shows that some of the shorter hymns were
being discussed or quoted by this period. (It is interesting that this papyrus omits
line 12 of Hymn 18, which had been regarded by some modern editors as a doublet
of lines 10-11.)

We can see some principles at work in the ordering of the poems as we
have them (cf. Van der Valk (1976), Frohder (1994) 14-15 n. 1, Torres-Guerra
(2003), West (2003) 21). After the first five long hymns comes the second one to
Aphrodite (twenty-one lines), evidently as a pendant to the first, and then the
second to Dionysus (fifty-nine lines), which contains an extended narrative of
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Dionysus’ capture by pirates, and so is probably grouped with the other major
hymns. Hymn 8 to Ares has always been considered as an ‘odd one out’, since
its language and style are completely different. It has been attributed to the
fifth-century ap Neoplatonist Proclus (West (1970)), but differs from his hymns
in several respects (cf. Devlin (1995) 338—42). But it was clearly composed in the
Roman period. At some point the Homeric Hymns were combined with the Orphic
Argonautica, and the Hymns of Proclus and Callimachus, in a single edition (cf. 5
below). It is still a matter for debate as to whether the inclusion of the Hymmn to Ares
with the Homeric ones was due to deliberate choice at this stage of editing, or a
later accident of transmission (cf. West (1970), Gelzer (1987) and (1994) 125-9).

The shorter hymns (9—33) are ordered to some extent in groups: g—14 are to
goddesses, 15-17 to deified heroes, 18—23 to gods, and 27-30 are for goddesses. f1.
30 (to Earth) also goes with 31—2 (to Sun and Moon) as hymns to cosmic deities.
H. 33 (to the Dioscuri) may possibly fit in with this group, as it praises especially
their elemental character as the calmers of storms at sea. A. 19 (to Pan) is a
more elaborate composition of forty-nine lines, which follows directly after 18,
the second hymn to Hermes, as Pan is Hermes’ son.

For the later transmission of the Hymns see 6 below.

(c) Structure and themes

The shortest hymn (13) consists of two lines announcing its subject (Demeter
and her daughter Persephone), and a closing verse saluting Demeter, and asking
her to keep the city safe and begin the poet’s song. The two deities are briefly
characterised with epithets of praise.

The other short hymns add more information about the deity, often by means
of a relative clause. Many of these describe typical activities and attributes in the
present tense, but some have a narrative development in past tenses, and in some
cases we also find variation between past and present. The enduring character
of the god can be linked with certain past actions or events, or alternatively a
narrative section can culminate in a description of how he now is, after these
developments. Nearly all the hymns end with a closing verse or verses saluting
the god, usually coupled with a prayer, and often also a transitional formula to
another story.

This simple and basic structure forms the framework in which a longer
narrative can be developed, as in Hymns 1—7. These poems (with their traditional
epic style and language) resemble miniature epics, telling stories about the gods.
Foremost among the themes of these is the god’s birth, and then often how
they acquired their distinctive powers or spheres of action (cf. H. Hermes 428 o5
T& TPETA YEvovTo Kai @S Adye poipav EkaoTos). The birth-narrative can be
complicated, involving concealment or hostility (as with Apollo, Hermes, or the
Dioscuri). It may also have wider or cosmic repercussions, as with Athene’s birth
fully armed from the head of Zeus (H. 28), or when the island of Delos greets
Apollo’s birth by covering herself in golden flowers {H. Ap. 135-9).
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Birth can be followed directly by the god’s assuming his powers (e.g. H. Ap.
127 32), or performing exploits (H. Herm. 17-23). It can also lead directly to
another major theme, the introduction of the new deity to the company of the
gods on Olympus, as for example in the miniature hymn of the nymphs, within
the Hymn to Pan (19.28—47), where they describe how Hermes immediately takes
his newborn son and introduces him to the other gods. This theme can be used
in a wider variety of ways. In the short Hymn to Heracles (15), since Heracles is
a mortal, life on Olympus and marriage come as a reward at the end, after his
Labours. In the longer Hymn to Demeter, Persephone is picking flowers on earth
when she is carried off by Hades, and Demeter deserts Olympus and creates a
famine on earth, forcing Zeus to order Persephone’s rescue. At the end of the
hymn both goddesses go up to Olympus and live there (483-6}, but Persephone
must still spend part of the year in the Underworld (cf. 393-403). In the Hymn
to Hermes, by a typically comic twist, Hermes’ first entry to Olympus occurs
when his brother Apollo takes him there in order to accuse him before Zeus of
stealing his cattle (322—96). After the return of the stolen goods and their recon-
ciliation the two brothers go back to Olympus and are welcomed there by Zeus
(504-7).

The Hymn to Apollo makes a double use of this theme, in an original and
powerful way. The poem opens dramatically with the scene of Apollo’s entry to
Zeus’s palace, as an archer with his bow drawn, causing consternation among
the gods until Leto unstrings the bow and leads him to a seat {1-13). The theme
recurs as a prelude to the account of the founding of the Pythian oracle: here
Apollo is portrayed as a god of music, going up to Olympus from Pytho fi.e.
Delphi), and leading the gods there in music and dancing (182-206.

Another natural development after birth is the god’s nursing or upbringing,
usually by other divine beings. Apollo is bathed and wrapped in swaddling-clothes
by the goddesses present at his birth, and then fed on nectar and ambrosia by
Themis (123-5). Dionysus in Hymn 26 (3-6) is nursed by the nymphs in the glens of
Nysa, and then roams with them through the wilds. In Hym#n 6 Aphrodite’s birth
is suggested, as the sea foam (in which she was traditionally born) carries her to
Cyprus, where the Seasons clothe her and adorn her with jewellery, after which
she is introduced to the other immortals. By contrast, Hermes does not stay in his
cradle after his birth, but immediately sets off in search of Apollo’s cattle (H. Herm.
20-3). Divine nursing is also a motif transferred to specially favoured mortals,
such as Demophon, the nursling of Demeter, whom she tries to immortalise (/.
Dem. 219—g1), and Aeneas, who as Aphrodite’s son will be brought up by the
nymphs (H. dph. 256—75). Sometimes such divine attendants become the god’s
habitual companions, as in the case of Dionysus and the nymphs of Nysa, or Pan
with his nymphs, who also praise his birth (H. 19.19—47), or Persephone picking
flowers with the Oceanids when she is carried off (F. Dem. 5-18).

The Hymns are primarily concerned with the divine world, like Hesiod’s
Theogony. Consequently their portrayal of the world of mortals and of the inter-
action between gods and men is understandably different in some ways from
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what we find in the Homeric epics, although broadly speaking the divine society
of these epics is the same as that of the Hymns. But the gods’ interaction with
mortals is an important aspect of these poems, especially the longer ones. The
Hymn to Hermes is unusual in that only one mortal character actually appears in
the narrative, an anonymous old farmer, who does however play an important
role as the witness of Hermes’ cattle-thefi (87-94, 185-212, 354-5). The Greek
gods were traditionally ambivalent towards mortals, conscious of their own vast
superiority but at the same time unable to detach themselves from the human
world, and also reliant on their worship and sacrifices, if not physically then at
least for prestige and honour. When Demeter’s famine robs the gods of sacri-
fices on earth this creates a crisis in heaven and Zeus is compelled to intervene
(H. Dem. 305-41).

Naturally also the poets and their audiences who are seeking the favour of
the gods will tend to speak of the honours men pay them and of their favourite
sanctuaries, as was the case in prayers to the gods from Homer onwards. In
several of the Hymns the deities are described as visiting their special places of
cult. Some take this theme an important stage further, as they tell of how a major
cult was first instituted. Much of the Hymn to Demeter is concerned with Demeter’s
favourable reception at Eleusis and its consequences, leading to her command to
the Eleusinians to build her a temple and altar there. In this temple she remains
until Persephone’s return to the upper world, and then at the close of the poem
she teaches her secret rites (the Eleusinian Mysteries) to the leaders of the people.
The poem thus asserts the special status of Eleusis as a (or the) leading centre for
the cult of Demeter and Persephone. In a similar way Leto promises Delos that
Apollo will build his first temple on the island, and Delos is said to be his favourite
place of worship (49-88, 143-8). This is counterbalanced by the narrative of how
he came to choose Pytho as an oracular site, and appoint his first priests there.

This theme of the institution of cult is closely linked to that of the god’s
epiphany, or his appearance in true form to men, which is often the signal for
cult or worship. When Aphrodite comes in disguise to Anchises his first response
is to assume {correctly) that she is a goddess, and to promise to set up an altar
and make regular sacrifices to her, in return for which he prays for her favour (.
Aph. 91 106). Later, after their union, Aphrodite reveals her true identity, but in
this case, instead of this leading to cult, she foretells the birth of Aeneas and his
future kingship (168—g9). Aphrodite wants her liaison to remain a secret {281- 8].
When Demeter in disguise as an old woman sets foot on the threshold of the
palace at Eleusis, her divinity is momentarily revealed in language very similar to
that of Aphrodite’s epiphany. Queen Metaneira is overcome by awe, reverence,
and fear, and the following scene actually foreshadows some of the preliminary
rituals of the Mysteries (H. Dem. 187-211; cf. Richardson ad loc.). Later Demeter
reveals her true identity more explicitly both in words and in action, and this
is accompanied by her command to set up her sanctuary and the promise to
institute her rites (251-80).
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In the Hymn to Apollo, the god’s birth on Delos is followed by the elaborate
description of the Delian festival (146-76), and although this is not portrayed as
the direct consequence of his appearance, the association between the two events
is evident, since it is because of Delos’ reception of Leto and Apollo’s birth there
that this island has such a special status. The theme of the search for an oracular
site later in this hymn is explicitly linked to a series of aitia for cults of the god, as
Pythios, Telphousios, and Delphinios (cf. 371 4, 375 87, 486 510). The building
of Apollo’s temple at Delphi (281-gg) is directly followed by the narrative of
the killing of the Pythian serpent, and this in turn may be connected with
the festivals commemorating this event, the Septerion and the Pythian Games
(cf. H. Ap. 300-74, 357-62nn.). At the end of the poem the god reveals his identity
to his future priests, sets up his cult on the shore of Crisa, and leads them in
procession to the site of Delphi, where he commands them to take care of his
worship (474-544).

Actiology is a powerful factor in the shaping of these poems, not only on a
religious level but also on a wider cultural planc. The Hymn to Hermes is rich in
this respect, because of the god’s ingenuity and inventiveness (see 3(f) below).
Equally, it seems probable that a major impetus for the creation of the longer
Hymn to Aphrodite is the wish to account for the origin of the family of Aeneas as
rulers of the Trojans in later times (cf. 4(a) and (b) below, and H. Aph. 196-7n.).
On a broader level, the Hymns, especially the narrative ones, focus on the phase
when the current divine order was being established, and help to account for
this. They can be fitted in mythologically between the earlier cosmogonic eras
which the Theogony includes, and the heroic age reflected in the Homeric epics
{cf. Clay (2006)).

The Hymns also explore the relationship between the divine and human
worlds, and they emphasise both the gulf between gods and men, and also their
closeness in some ways. Demeter’s wish to immortalise the child Demophon is
thwarted as a result of human folly, because Metaneira spies on her, although he
is promised an annual commemorative festival (H. Dem. 242-67). But the gift of
the Mysteries offers men the hope of divine favour, both in this life and in life after
death (473-82, 486-9). The Hymn to Aphrodite describes her power in mixing gods
with mortals (34—41), and how she herself fell victim to this. But it also reflects on
the limits of mortality. In her long final speech to Anchises the goddess says that
his family was always close to the gods, and mentions the examples of Ganymede,
'who escaped old age and death, and Tithonus, less happy because he became
immortal but not ageless. She would not wish such a fate for Anchises. Even the
nymphs who will nurse Aeneas will eventually die, as the trees which share their
life come to their natural ends (200—72).

The superiority of the gods is shown not only by their power and freedom
from age and death, but also because of their greater knowledge of destiny. When
Demeter is detected by Metaneira she laments the ignorance of mortals, who
cannot foresee the future (H. Dem. 256-8), and in the Hymn to Apollo the Muses
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sing of ‘the gods’ immortal gifts, and the sufferings of men, all that they have
at the hands of deathless gods as they live in ignorance and helplessness, and
cannot find a remedy for death or defence against old age’ (189-93). In these
various ways the Hymns explore the limitations of mortality, as well as portraying
so vividly the nature of the gods.

By contrast, the closeness of men to the gods is beautifully illustrated in those
scenes where their worship is described. In the picture of the Delian festival we
are told that a spectator would believe the Ionians gathered there to be immortal
and ageless (H. Ap. 151—2). In this hymn the scenes of music and singing both at
Delos and also on the way up to Pytho are linked thematically with the singing
and dancing of Apollo and the gods on Olympus (see 2(a) below). Within several
of the Hymns the praise of the deities concerned is echoed internally by the songs
sung cither by gods or mortals (cf. H. Ap. 158—9, 51619, H. Herm. 54-61, 42433,
H. 19.27-47, 27.18-20; cf. also H. 2t.1—4, 30.13-16}. The self-reflexive character
of these poems suggests that the Hymns themselves, divinely inspired as they are,
can bring their audiences closer to the heavenly realm.

In telling stories about the gods the Hymus follow many of the traditional
conventions used by other early Greek hexameter poetry. But at the same time
they show greater freedom when it comes to narrative realism (cf. Parker (1991)
4). For the first time in early poetry we meet a talking island (Delos) and fountain
{Telphousa). The Hymn to Hermes is full of marvels and oddities, and in Hymn 7 to
Dionysus, one of the most delightful and picturesque of all, a series of miracles
takes place on the pirates’ ship which is carrying Dionysus as a prisoner. Wine
flows everywhere on board, a vine grows along the sail, ivy twines around the
mast, and garlands decorate the rowlacks. The god becomes a roaring lion and
creates a bear in the midst of the ship, and the pirates leap overboard and are
turned into dolphins (34—53). As Parker says, the Hymns ‘present divine myths. ..
with all the freedom of fantasy that such serious subjects demand’ (Parker (1991)
4). -
In their richness of ornamental detail and also their language, the Hymns
may be viewed as similar to some early lyric poetry, and in fact they could be
located stylistically between Homeric and Hesiodic poetry on the one hand and
lyric on the other. They also can evoke comparison with the Archaic art of the
seventh and sixth centuries Bc. The famous Exekias vase in Munich (LIMC s.v.
Dionysus, no. 788, late sixth century), showing Dionysus on a ship beneath two
spreading vines, with dolphins sporting in the sea, is a good example of how close
the Hymns can come to visual art. The vivid description in H. 28 of Athena’s
birth, fully armed and brandishing her spear, from the head of Zeus is well
illustrated by another famous early seventh-century amphora from Tenos (LIMC
s.v. Athena, no. g60; cf. also some black-figure representations, such as nos. 345,
346, and 353). In their mixture of charm and seriousness the Hymas brilliantly
portray the double character of the Greek gods, as both benevolent and awe-
inspiring, Throughout them runs a strong sense of delight and joy in the natural
world, of whose powers the gods are the manifestation. For this reason these
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poems from a remote past still speak to us today so vividly and with so clear a
voice.

On structure and themes see also Danielewicz (1973) and (1976), Lenz (1975),
Janko (1981), Sowa {1984), Parker (19g1), Frohder (1gg4), Calame (1995), Devlin
(1995) 31-81, Clay (2006}. On the theme of epiphany see also Garcia {2002).
Narrative technique is discussed by Niinlist (2004). On ancient Greek hymns in
general see Devlin (1995), Haubold (2001), and Furley and Bremer (2001).

2 HYMN TO APOLLO
(a) Structure

The hymn tells the story of the birth of Apollo, the god’s foundation of his temple
and oracle at Delphi, and his choice of Cretan merchants as his first priests there.
The narrative is preceded by a dramatic prologue (1—18), which describes Apollo’s
entry to Zeus’s palace on Olympus with his bow drawn, and his welcome by his
parents, Zeus and Leto, and the other gods. This also forms a miniature hymn
to Leto, as the mother of Apollo and Artemis.

The main narrative opens, after a brief survey of the range of themes for the
god’s praise, with a catalogue of islands and other landmarks around the Aegean,
which were visited by Leto in her search for a birthplace. None would receive her,
until she came to Delos, whose initial reluctance was overcome by the promise
of a rich and famous cult of the new god (19 -88). Because of Hera’s jealousy
the other goddesses summon Eileithyia secretly, and when she sets foot on Delos
Leto gives birth to her son, who is fed on nectar and ambrosia by Themis, and
immediately proclaims that he will be a god of the Aitharis, the bow, and prophecy.
Delos is covered in golden growth in response to his birth (8g-13g).

This opening movement of the narrative ends with a passage in which Apollo’s
special love of Delos is illustrated by a description of the Ionian festival in his
honour there, and the choir of Delian girls who are attendants of the god and
whose songs the poet praises. In return he asks them to praise him as the sweetest
and best of singers, and proclaims himself as a blind man who lives in rocky
Chios (140-78).

The second main theme, Apollo’s search for a site for his oracular temple, is
preceded (alter a brief transitional passage, 179-85) like the first by a prologue
which describes Apollo’s arrival on Olympus, this time as god of music, and a
splendid scene of the gods singing and dancing in response to his arrival, under
the admiring eyes of Leto and Zeus (181-206). A short list of Apollo’s love affairs
is reviewed, only to be passed over in favour of the theme of the search (207~
}5). This is developed in a second geographical catalogue, describing Apollo’s
Journey through the northern part of mainland Greece from Olympus until he
ﬁnz-illy reaches Crisa, the site of his future oracle (216—93). In the course of this
he is dissuaded by the spring Telphousa from choosing her, because she wants to
keep the honour of the place to herself (244-76). The god then founds his temple,
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kills the serpent of the place, which is called Pytho, and takes the name Pythios
f2g9-374). A parenthetic episode (305-55) describes how this serpent had been
the nurse of the monster Typhaon, born to Hera because of her anger with Zeus
over Athena’s birth. Then Apollo returns to Telphousa, angry with her because
she deceived him, covers her spring with rocks, and sets up his own altar there
as Apollo Telphousios (375-87).

The third and final movement of the poem again begins with a lengthy
geographical catalogue, this time describing the journey of the Cretan merchants
round the Peloponnese and through the Gulf of Corinth to Crisa (388-439).
Apollo sees their ship on its way from Cnossos to Pylos, appears to them in the
form of a dolphin, and guides the ship to Crisa. He announces his arrival by
taking the form of a shooting star at midday, and then meets them disguised as a
young man and asks where they come from. He reveals his true identity, promises
that they will be his priests, and instructs them to set up an altar to him on the
shore as Delphinios, which they do (440-512). He then leads them up to Pytho,
singing the pacan and dancing, and assures them that they will always have an
abundance of offerings to live ofl. He ends with a solemn warning that if they
misbehave they will be subjected to others as their governors in future (513—44).
The poet closes with a salute to Apollo and a formula of transition to another
song (545-6)-

Traditionally this hymn has been divided by scholars into two sections, the
first describing Apollo’s birth and the second being concerned with his oracle,
and these have been labelled ‘Delian’ and ‘Pythian’. Since David Ruhnken in
1782, a popular view has been that these were originally separate hymns, which
were joined together at some date to form a new whole. It is certainly the case that
the passage in which the poet salutes the Delian choir and speaks of himself bears
some resemblance to an envoi. But it is also possible to see the hymn as falling into
three main sections, each one being to some extent articulated by a geographical
catalogue. Together these three catalogues make up the Greek world of the
Aegean and northern and southern mainland Greece, which represents the
range of Apollo’s power (as described in 20—4, 1405, and especially 248-52 and
288 -g2). It is also clear that there are many motifs which recur at different points,
and these recurrent themes help to bind the different sections to one another.
This is best illustrated by the following table:

First movement: Burth of Apollo (1—178)

1-18 Proem: Apollo’s entry to Zeus’s palace (bow) | cf. 182 -206
Leto’s joy, and salute to her as mother of cl. 125-6, 204 7
Apollo and Artemis (12-18)

1ig-29  Choice of theme: birth of Apolio (19 = 207) | cf. 207 15
Priamel: universal worship of the god cfl 140 5,248-52,
{20-0) 288 g2
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General description (146-55)
Delian choir, and the poet (156-78)

30-50 Leto’s journey round the Aegean cf. 216-93, 388 544
catalogue of islands and landmarks
Reluctance to accept god (47—50) cf. 61 B2, 255-76
5i-88  Dialogue of Leto and Delos
Poverty of site, wealth of sanctuary cf. 524 39
89 126 Birth of god. Epiphany cf. 399 417, 440-50,
486-510
Hera’s jealousy (g2-114) cf. 30555
Ololizgé (1) cf 445 6
Themis (124-5) cf. 253, 293, 541
Leto’s joy (125—6) cf. 12 18, 2045
127-39 Growth of god, and response of Delos
Lyre, bow, oracle (131—2) cf. 182-544
140-5  Priamel: range of god’s power cf. 20 9, 248-592,
288 g2
146-78 Delian festival cf. 182 206, 513-23

Second movement: Founding of the Delphic Oradle (179-387)

179 81 Transitional invocation (Delos, 181} cf 140- 6
182 5 Journey to Pytho. Music. cf 513 23
186-206  Second scene on Olympus. Music and cf 1-18, 146 78,
dance. 513 23
Mouses’ song: gods and men cf. 158 64, 532-4
Joy of Leto and Zeus cf. 12 18, 125-6
207 15 Choice of theme: search for oracle-site cf 19 29
(207 = 19)
Priamel: Apollo’s love affairs (208 -13)
216-93  Apollo’s journey through northern Greece | cf. 30 46, 388544

Ideal site for cult (214-15, 24753, 257 74,
287-93)

Telphousa (244—76)

Reluctance to accept god (255-76)
Universal worship ol god (248 - 52, 288 -g2;

cf. 51-60, 80-8

cf. 375-87
cf. 47 88

cf. 20 g, 140-5
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294-9 Building of temple

3004 Apollo kills serpent of Pytho cf. 305 55 (Python,

Typhaon)
305-55  Hera’s enmity: Typhaon cf g2-114
356-74  Apollo kills serpent: aition of Apollo Pythios
375-87  Telphousa cfl 24476

Cult of Apollo Telphousios (379-87)

Third movement: Apollo chooses his first ministers at Delphi (388-544)

388450 Journey round Peloponnese to Crisa cf. 3046, 216-93
Epiphanies: dolphin (399-417, 486-510)
star (440-7) 445-6 ~ 119 (ritual
cry)
young man (448-50) cf 134

451-501  Dialogue with Cretans
Self-revelation and instructions for cult

(474-501)

s02-12  Cult of Apollo Delphinios at harbour of
Crisa

513-23  Procession to Pytho cf. 146-78, 182-206

Paean (517-10) cf. 300- 74 (Python)
524-44  Final dialogue

Poverty of'site, wealth of sanctuary cf. 51-88

Warning to god’s ministers against Aybris cf.1 887

(540-4)

Cf. also H. Aph. 286~g0
(Ap. 544 ~ Aph. 28q), H. Dem. 473-82

545-6 Closing formulae: salute to Apollo

The opening sections of the first and second movements are closely related.
Apollo’s entry to Olympus as archer and warrior-god at the beginning (1-18) is
complemented by his arrival there as god of music (182-206}, and the choice of a
subject of song is introduced in the same way, with the initial question (19 = 207)
and the priamel-type review of a range of possibilities (20-4, 208-13), followed
by the announcement of the subject (25 9, 214-15). But some themes recur in
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all three movements: for example (apart from the geographical catalogues) the
brilliant description of the Delian festival and the choir of Delian girls (146-78) is
paralleled not only at 182-206 by Apollo’s procession as god of music to Pytho
and the following scene on Olympus, but again at 5:13—23, where he leads his
priests from Crisa to Pytho, singing the paean and dancing. Moreover, this pacan
can also be linked to Apollo’s victory over the serpent of Pytho (300—-74), since this
was traditionally celebrated by a hymn or paean of victory, in which the battle
and the serpent’s death were described (see g57-62n.). The building of Apollo’s
temple at Pytho and his killing of the serpent can be seen as the central episodes
of the hymn as a whole, preceded by the birth-narrative, and followed by the
introduction of his priests to Pytho.

{(b) Authorship and date

Thucydides (3.104) quotes lines 146-50 and 165 72 of the hymn as the work of
Homer, and calls it a pooiuiov (‘prelude’): cf. 14672, 165—76nn. At the same
period Aristophanes may possibly allude to it as Homeric, since at Birds 575 the
comparison of Iris to a dove is ascribed to Homer (cf. H. 4p. 114, with comment).
Later authors usually ascribe the hymn to Homer (see AHS pp. Ixvii-bxxviii).
Athenacus (228), however, in the second century Ap, quotes it as by ‘Homer or
one of the Homeridae’. A scholiast on Pindar, Nemean 2.1 gives a more detailed
account, saying that a Chian rhapsode named Cynaethus was said to have
composed the hymn, and that according to Hippostratus (a Sicilian historian,
FGrH 568 F 5) he was the first to sing the poems of Homer at Syracuse, in the
Ggth Olympiad {504—501 Bc). They also say that Cynaethus and his associates
composed many poems and ‘added these to the poetry of Homer’. Another
tradition, recorded in the Contest of Homer and Hesiod (315—21 Allen), describes the
poet Homer reciting the Hymn to Apollo during the festival on Delos, standing
on the altar of horns, and adds that the Delians then inscribed it on a tablet
{Aevkoopa), and dedicated this in the temple of Artemis. It may be significant that
it is Artemis’ temple, and not Apollo’s, which was selected for the inscription
(cf. Janko (1982) 257). In the Archaic period at least it seems likely that this was
the most prominent temple building in the sanctuary. A good deal of the material
in the Contest derives from traditions about Homer’s life which were probably
current already in the fifth century Bc (cf. Richardson (1g81)). Consequently, it is
not unreasonable to suggest that the inscription of the hymn might date from a
relatively early period.

Scholars have varied considerably in their dating of the hymn as we have it,
between the late eighth century Bc (AHS 184~6) and the late sixth (Burkert (197ga),
Janko (1982) 112-15, West (2003) g—12). Both Burkert and Janko suggested that
the final version was composed in 523 or 522 B¢ for a festival on Delos instituted
by the tyrant Polycrates for Apollo, worshipped as both Delios and Pythios
(cf. also Aloni (198g)). From his study of linguistic criteria and other evidence
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Janko argued that the first part (1—181) belonged to the early seventh century B,
and the remainder to ¢ 585 B, both being combined by Cynaethus in the late
sixth century (see Janko (1982) 112—-15, 200, 228-31). Janko’s linguistic arguments
have, however, been questioned (2(c) below).

Various pieces of evidence may help to narrow the range of possibilities for
dating. The construction of Apollo’s temple at Pytho forms the central episode
of the poem (285-99). Its ‘broad and very long foundations’ and ‘stone threshold’
are described, and the ‘well-wrought [or well-set] stones’ of which either the
threshold or the temple itself was composed are also mentioned. The first temple
of Apollo at Delphi of which stone foundations can be identified has been dated by
archaeologists (on admittedly limited evidence) to the second half of the seventh
century BC. This was burnt in 548/7 Bc (cf. 2g4—g, 2g6nn.). If this was the first
large-scale temple with walls of stone (as opposed to less durable materials) its
novelty could have helped to give an impetus to the hymn, projecting back its
construction into the mythical past, and this would suggest a date after ¢. 650 Bc.

Thucydides, when discussing the hymn as evidence for the festival on Delos,
says that ‘in the past’ (wdAou, 3.104.3 and 6) there must have been ‘a great
gathering and festival on Delos’, as Homer shows, whereas ‘later the islanders
and the Athenians continued to send choruses with offerings, but most events
including the contests were discontinued owing to some adverse circumstances,
as one would suppose’ (s ikds, 3.104.6). He clearly views both the early festival
and its decline as belonging to a past period for which he does not have other
evidence apart from the hymn, which he ascribes to Homer (see also 146 72n.).
Although this does not help us to pin down the date too closely for the description
in the hymn, it surely indicates that (for example) the later sixth century Bc is
most unlikely, since Thucydides knows both about Pisistratus’ purification of
Delos and also Polycrates’ dedication of the island of Rheneia to Delian Apollo
(3.104.1 2; cf. Janko (1982) 112).

It is also striking that the hymn speaks of Apollo choosing men as his ministers,
‘who perform sacrifices for the Lord and announce the decrees of Phoebus Apollo’
1393 -5, significantly with the present tenses péioual and &yyéAhouot, suggesting
reference to the poet’s own time: cf. 394n.). There is no mention anywhere of the
Pythia, the prophetess whose inspired utterances were later given to inquirers
either directly or through the medium of male interpreters, and who is first
mentioned in Theognis (Bo7): cf. 38gn. Once again this seems to make a later
sixth-century date unlikely (cf. Chappell (2006)).

Apolio’s final warning to the priests, that if they do not avoid misdemeanours
and UPpis they will be subjected to the government of others (540-3), has often
been taken as a reference (post eventum) to the so-called First Sacred War, assigned
by Greek tradition to the early sixth century BC (c. 594 584}, which was supposed
to have arisen from the misconduct of the people of Crisa, who taxed or plundered
pilgrims to Delphi, and which led to the destruction of Crisa and control of
the sanctuary in future by the Amphictionic League of northern Greek states.
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Tradition associated the war closely with the institution of the Pythian Games
in their classical form. The existence of the war has been questioned, but some
aspects of the tradition do seem reliable. Iff Apollo’s warning does indeed refer
to those events, then the poem as we have it must be dated to the 580s at the
earliest. It is possible that these verses (540 3) are a later addition to the hymn,
but the traditional nature of the train of thought in Apollo’s speech as a whole
{cf. 531-44n.) suggests that they are original. (See further 540-3n.)

Apollo’s journey from Olympus to Crisa via Thessaly, Euboea, and Bocotia
corresponds quite closely (although not exactly) with the list of northern states of
the Amphictionic League (before it was enlarged with the addition of Athens and
some Peloponnesian ones), and it has been argued that it reflects the situation
after the First Sacred War: ¢f. 216-86n. Moreover, the language of both 274
and 298 may allude to the League of &pgixrioves (neighbouring or surrounding
peoples): cf. 274, 299 + 298nn. An association of communities of this kind may
have existed before the War, but these references would have more significance
after this date.

It is also possible that the hymn’s account of the killing of the serpent of
Pytho is linked to the institution of the Pythian Games in their classical form. A
major innovation was said to be the aulos-playing contest, first won by Sacadas
in 586 Bc, in which the god’s battle with the dragon was vividly depicted in
musical form (the TTubids véuos). The hymn’s description of Apollo’s killing of
the serpent and his triumph over her (357-69) has some similarities with what we
are told about this composition, although it should be admitted that a triumphal
hymn to Apollo celebrating his victory was traditionally seen as an older element
in the festival (cf. 300-74, 357-62nn.).

Thus a case can be made on various grounds for linking the hymn as we have
it to events early in the sixth century Bc. A date later in this century seems less
probable. It remains a possibility that the hymn grew out of an earlier composition
in praise of Apollo’s birth and his Delian festival, which was developed into a
longer work charting his institution of the Delphic oracle and priesthood, linked
closely to the earlier song by a series of repeated themes. But the poem is
designed to be taken as a unified composition, and this is how we ought to read
it. CfL the excellent remarks on this subject by Miller {1986), especially in his
Preface and Appendix 1, and Clay (2006) 18 19, who concludes that ‘as a whole,
the hymn presents a unified and comprehensible progression with a complex
but nevertheless linear movement that ends when the new god has established
himself and received his full definition within the Olympian order’.

(¢c) Language and style

The language of the hymn is discussed by Hoekstra (196g) 21-38, and Janko
(1982), especially gg—132. Both consider verses 1 181 separately from 182-546.
Both base their analyses on assumptions about the way in which the traditional
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diction of early hexameter poetry was subject to various forms of modification and
development over the course of time. Hoekstra found very little in the so-called
‘Delian’ part to suggest what he considered to be post-Homeric modification
of formular diction, except in 140-81, the section leading to and describing the
Delian festival, where as he says (25) ‘in the personal part of the hymn the poet
is seen to compose much more freely than in the story’. Janko identified more
evidence of modification throughout, and his own statistical tests suggested to
him some advance in the diction by comparison with the Jliad and Odyssey. In 181
546 Hoekstra concluded that there were a few more examples of post-Homeric
(or as he called it ‘subepic’) composition, but that this ‘can hardly be adduced
in support of the separatist view’ (34). Janko added some more cases of what he
saw as post-Homeric developments, but found these combined with examples
of ‘false archaisms’, which he thought were the result of a poet deliberately
introducing earlier forms in order to give his composition a more archaic style
icf. 76-8, etc.).

Janko’s statistical methods have been criticised (see for example Hoekstra
{1986} 162 3, West (1995) 204—5). Other factors apart from chronology may give
rise to formular variation, such as regional differences, subject matter, or personal
style. Moreover, the concept of ‘false archaism’ is particularly problematic, since
it requires one to distinguish supposedly false from genuine archaic forms.

Another simple test of development of language within the early hexameter
tradition is to consider the incidence of words (i.e. lexical items) not found
elsewhere in this corpus of poetry (see also Zumbach (1g55)). In verses 1—181
there are only g or possibly 10 examples, i.e. ¢. 1 in 20 or 18. In verses 182-546
there are ¢. 26, or c. 1 in 14. Given the limited size of each section the difference
may well not be very significant. It is interesting to compare the frequency in the
other three long hymns: in dphrodite ¢. 1 in 27 (11 in 293 verses}, in Demeter 1 in 8
(59 in 495 verses: cf. Richardson, H. Dem. pp. 43-5), and in Hermes 1 in 4 (139 in
580 verses: cf. Vergados (2007a) 32—3 and 35—7). In these terms, then, the whole
of the Apollo hymn is less traditional than Aphrodite, but more so than the other
two hymns.

Direct dependence of the hymn on any other early hexameter poem is difficult
to detect, with one significant exception. The links with the Odyssey in the later
parts of the poem could be to a certain extent due to use of common traditional
material, but in some cases the correspondence is particularly close and suggests
a direct link. This may be the case with Hera’s speech at 311 30 (see note on
this passage), and again still more probably with the journey of the ship and
subsequent scenes, from 409 onwards (see especially 41021, 412-13, 421 9, 434
5 438, 452-61, 458-9, 464-6, 466-7, 46973, 471, 499, 529, 534nn., and also
Janko (1982) 129—3g1). It is notable that in three cases we have possible echoes of
the final scenes in the Odyssey (see 426, 464-7, 4ggnn.}, a part of this poem which
{whatever the truth may bej has since antiquity been suspected as a post-Homeric
addition.
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On the whole there is not a great deal of linguistic evidence to support the
kind of separatist view of the hymn advocated by Janko and others, and equally
no very clear pointers in the language towards a date in (say) the sixth rather
than the seventh century Bc. West (1975) actually thought that the greater neglect
of digamma in 1—181 supported his view that this part was a later composition
than the rest. This theory has not won support, although it is still advocated by
West (2003) 10—12. But it illustrates the kind of difficulties one faces in using such
criteria.

Judgements about style and poetic quality are likely to be still more subjective.
The poem opens with a scene of powerful dramatic intensity, and the narrative of
Apollo’s birth is lively and colourful, culminating in the brilliant portrayal of the
Delian festival. The proem to the second movement (17g-206) is a good match
for this last scene, whereas the ensuing description of Apollo’s journey to Crisa is
more leisurely, taking in various subsidiary episodes, such as those of Onchestus
and Telphousa, along the way. All of this scems to be intended as an intensifying
build-up to the foundation of the temple at Pytho and killing of the serpent (itself
expanded greatly by the inserted Typhaon episode).

The last movement (388-544) is again lively and entertaining like the first, with
Apollo’s various epiphanies and the reactions of the Cretans effectively portrayed,
and it culminates in a brilliant scenc of music and dancing as they process up to
Pytho, which echoes the carlier scenes of this kind. The final warning to Apollo’s
ministers forms a powerful closure, whose abruptness mirrors that of the opening
scene of his entry to Olympus as a warrior-god.

In terms of its narrative technique this hymn stands out from the others in
the corpus in one very significant respect (see Nunlist (2004), especially g40-2).
References to the narrator’s person (‘'I'), and to the addressee’s (‘you’), occur
several times in the course of the actual narrative (up to line 282), and in the case
of Apollo himself we sometimes find a mixed style, alternating between second-
and third-person reference to him (e.g. at 129 30). This gives the poem a more
personal character, which is further emphasised by the passage in which the
poet addresses the Delian choir and speaks of himself, which is unique in these
hymns.

The hymn thus gives us a vivid impression of Apollo as an awe-inspiring and
potentially dangerous, but also life-enhancing, deity, the god of archery, music,
and prophecy (cf. 131-2).

3 HYMN TO HERMES
(@) Structure

The prologue (1-19) tells of Hermes’ birth to Zeus and Maia, and alludes to the
two main exploits which will be the subject of the narrative, his invention of the
lyre and theft of the cattle of his elder brother Apollo. After his secret birth he
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leaves his cradle, meets a tortoise, and makes its shell into the first lyre, with
which he sings of his own birth (20-61). He then goes at sunset to Pieria, home
of Apollo’s cattle, and steals fifty of them, which he takes to the river Alpheios
in north-western Peloponnese, disguising his tracks by using specially invented
shoes and driving them backwards. On his way he is seen by an old farmer at
Onchestos, whom he orders not to give him away (62-104). He slaughters and
roasts two of the cattle, and returns to his cradle on Mt Cyllene, where his mother
scolds him, and he threatens even worse exploits of burglary (105-83).

At dawn Apollo goes to Onchestos in search of the cattle, and meets the old
man, who tells him that he saw a boy driving cattle backwards. With the aid of a
bird-omen he realises that the thief is Hermes, and goes to Cyllene and accuses
him. Hermes denies all knowledge of the cattle, and demands that Apollo should
put his case for trial before Zeus (184-312).

They come to Olympus and Apollo again accuses Hermes, who skilfully
defends himself. Zeus orders them to be reconciled and Hermes to reveal the
cattle to Apollo (313-96). They go to the Alpheios and find the cattle, and
Hermes then amazes Apollo by playing his lyre, and singing a theogony. Apollo
is enchanted by this new form of music, Hermes offers him the lyre, and in
exchange Apollo gives him a share in his own role as god of flocks and herds.
Thus reconciled the two brothers return to Olympus (397-512).

The main narrative is now concluded, but in a final episode Hermes swears
never to steal from Apollo again, and Apollo gives him a special golden wand,
and offers him also ownership of three prophetic sisters who live on Mt Parnassus.
After a further list of some of Hermes’ attributes the hymn closes with the usual
formulae of farewell (513-80).

The general structure of the narrative is clear enough, and a series of parallel
motifs helps to bind it together. The central exploit, Hermes’ cattle-theft, is
framed by the two episodes of the invention of the lyre and the gift of it to Apollo.
Both include songs by Hermes, about his own birth and the origin of the gods
in general (54-61, 424—33), both of which are compared to the songs of young
men at feasts (55-6, 453—4). Hermes’ journey with the cattle is counterbalanced
by Apollo’s search, both including the meetings at Onchestos. The scenes with
the cattle at the Alpheios are also balanced. Above all, the two scenes in which
Hermes defends himself against Apollo’s accusations are complementary, the
‘trial scene’ being a more formalised version of the one at Cyllene.

In view of this analysis, the final episode concerning the gift of a mantic art to
Hermes looks at first sight like an appendix, and it has often been considered to
be a later addition. This is certainly possible, but there are close links in the later
part of the hymn between the themes of music and prophecy {see 46489, 482--8,
541-gnn.) which help to bind this episode more closely with what precedes it.
It is also theoretically possible that the corruption in line 473 conceals a request
by Hermes for a share in Apollo’s prophetic skills, answered by him at 533-66
(see 473, 533nn.). Moreover, the final episode restores to Apollo his dignity as the
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oracular god who interprets the will of Zeus, after his previous deflation by his
infant brother, and thereby gives Hermes added status by association.

(b) The hymn as comedy

Although the hymn uses many of the narrative techniques of early hexameter
poetry, and the language is based in the epic artificial diction (Kunstsprache), it
stands out from the other major Homeric hymns in many respects. It has been
characterised as ‘the most untraditional in its language, with many late words
and expressions, and many used in slapdash and inaccurate ways’ (West (2003)
12). West adds that ‘it is the most incompetent in construction, with many nar-
rative inconsistencies and redundancies, and no command of the even tempo
appropriate to epic storytelling’. But as some scholars have realised (Raderma-
cher 216-17, Janko (1982) 148—9), a clue to the distinctive quality of the poem
lies in its essentially comic character. If we view 1t as a forerunner of later comic
genres, we can understand why it uses a different style and language, has a looser
sequence of narrative, and portrays its leading characters, Hermes and Apollo, as
more like ordinary human beings than is normally the case with the description
of gods in early epic.

Hermes’ exploits are in one sense supernatural, but many of the details, such
as the construction of the lyre, the way he disguises his tracks, and so on, are
told in a more naturalistic way. There is no indication when Hermes or Apollo
meet the old farmer (the only mortal character) that they attempt to disguise
their divinity, and yet the old man seems quite unaware of this. Apollo himself]
for all his supposed omniscience (cf. 467, 474, 489), is bewildered by Hermes’
tricks, asks information of the old man, and needs the help of a bird-omen to
track him down. He is constantly made to look ridiculous by his baby brother.
There are several allusions to his own greed for wealth, a subject on which he is
clearly sensitive (176-81, 330 and 335, 494-5, 546—9). Particularly significant for
the hymn’s comic register is the episode where Apollo picks up Hermes and his
brother ‘emitted an omen, an insolent servant of the belly, an unruly messenger’
(295-6). This riddling, mock-epic periphrasis for a fart anticipates later occasions
in Attic comedy where this is treated as an omen, or a parody of Zeus’s thunder
(see 293—303, 295—-6nn.).

Above all, Apollo appears to know nothing of the use of stringed instruments,
before he is introduced to the lyre by Hermes (especially 450—5 and 452n.). This is
in marked contrast with the Hymn to Apollo, where immediately after his birth he
claims the kitharis as his attribute (131), and is portrayed as leader of both gods and
men in music (182—206, 513—19). The tortoise-shell lyre was a smaller and lighter
instrument than the kitharis or phorminx (used traditionally to accompany epic
song), but in the Hymn to Hermes it is equated with these instruments (see 47-51n.).
The songs of Hermes himself could be classed as hymns, but their style is that
of the mocking songs of young men at symposia {55-6, 453-4), which suggests
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something less elevated. And yet this new music strikes Apollo as wonderfully
original and superior to anything he has experienced (434 55). Hermes presents
the lyre to Apollo as a sympotic étaipn (475), whose effect is constantly described
in the language of erotic love and desire (cf. 31, 421 3, 426, 434, 448-9, and
especially 478 88; and see 31, 478-88, 485, 486nn.).

The contrast between the two gods is effectively portrayed in the way they
are characterised through speech and action. Hermes operates by night, and
is a god of deception and theft, Apollo acts by daylight and is concerned with
justice and truth. Apollo’s speeches are straightforward and earnest (especially
in the trial scene: 334 64n.), Hermes is the master of persuasive rhetoric and
special pleading (see 162, 260-77, 36688, 463nn.). Hermes exploits to the full
his status as newborn infant, in contrast to his brother who is presumably already
envisaged as adult and mature.

(c) Relationship with the Hymn to Apollo

In view of the way in which Hermes gets the better of Apollo and makes fun of
him, it is natural to ask whether the poet has the Hymn to Apollo in mind. In the
prologue to the Hymn to Hermes the rapidity of his prowess is vividly described

(17-19):

Born in the early morning, at midday he was playing the lyre,
In the evening he stole the cattle of far-shooting Apollo,
On the fourth day of the month, the day the lady Maia bore him.

Apollo’s miraculous growth is also emphasised in the Hymn to Apollo, but in
a more general way (123-34). It is only after being fed on divine food that he
begins his career. Apolio then claims that he will be god of the kitharis, the bow,
and prophecy of Zeus’s will (131-2). As we have seen, the first of these claims is
called into question by Hermes’ invention of the lyre, and Apollo also says that
he is afraid lest Hermes steal his bow, in addition to taking back his lyre (514-15,
where 515 may echo H. Ap. 131). Hermes is eager for a share in his prophetic art
as well, but here Apollo asserts his supremacy, whilst allowing him a minor role
in divination.

The surprising choice of Onchestos in Boeotia as the place where Hermes
meets the farmer may be due to its being singled out for special attention in the
Hymn to Apollo (230-8): see 88n. It is not obviously on Hermes’ route towards the
river Alpheios, whereas in Apollo’s case it is part of a detailed itinerary through
Boeotia to Delphi. A clue in support of this may be that it is called Aexeroin (88),
a rare word in Homer but one used of Teumessos at H. Ap. 224, just before the
passage about Onchestos.

If the poet of Hermes had the Apollo hymn in mind, one might have expected
more direct linguistic echoes of this kind (cf. for example H. Herm. 17n.). But
it remains an attractive possibility that the hymn was intended to form a
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light-hearted counterpart to the grander and more serious Hymn to Apolls. On
the relationship between the two hymns see also Radermacher 110-11, 229,
Abramowicz (1937) 71-85, Dornseiff (1938) 81-4, Penglase {1994) 184, Vergados
{20072) 54—6, Richardson (2007) 83—g1.

(d) Legal aspects

Hermes’ cattle-theft leads to a kind of lawsuit between him and his brother,
culminating in a mock-trial on Olympus. As comedy this resembles to some
extent the situation in Demodocus’ Song of Ares and Aphrodite {Od. 8.266~
266), where Ares’ adultery raises questions of compensation, which become a
matter for debate among the gods (352, 344—58). In Hermes there are many echoes
of what seems to be legal terminology, to judge by parallels in later literature:
see 24651, 254, 264, 312, 313, 315-16, 372, 373, 524, 526-8, 528-32nn. On his
arrival at Hermes’ cave on Cyllene Apollo conducts a search of the premises,
and demands information from him (246-5g). Hermes’ initial defence speech
expresses indignation at Apollo’s conduct, and uses an argument from probability
typical of Greek rhetoric from the fifth century Bc onwards. He offers to swear an
oath, without actually doing so formally (see 260—77n.). The trial scene itself has
a simple formal structure (322-96n.). Apollo’s accusation is largely composed of
narratio, a straightforward account of what happened, in the manner of a plaintiff
full of righteous indignation, and with considerable repetition. He adduces the
physical evidence of the footprints and the testimony of the old farmer as an
eyewitness, and describes his adversary in typically derogatory terms (see 334~
64, 338-9, 34255, 346, 358—60nn.). Hermes’ response uses similar techniques to
those in his first speech, and in addition stresses the violence of Apollo’s conduct
and his lack of witnesses at the trial, and appeals to Zeus as his father for support
(366-88n.).

The parallels with Greek rhetorical theory and practice are one reason why
some scholars have wished to date the hymn to the fifth century Bc (see especially
Gérgemanns (1976)). But we have no way of knowing how early such techniques
as the argument from probability might have been used, before being formally
analysed by fifth-century rhetoricians. On the other hand, the developed nature
of the legal language and structure by comparison with the Homeric epics does
seem to support a post-Homeric date.

(¢) Music and prophecy

As we have seen, the theme of music frames Hermes’ theft, and it is the means
by which the reconciliation is achieved. In this way the tortoise he meets at the
outset is indeed a oupPoiov péy’ dvfioibov (30), a ‘very useful token’, since it will
be used to seal the compact between the brothers (see 30, 526-8nn.). Hermes
gives back the cattle to Apollo and adds the lyre in compensation. In return,
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however, Apollo gives him a share in his own pastoral role. Lyre and cattle (the
latter being themselves a standard of value in early epic) are the elements in
this process of exchange, as in the story of Archilochus’ meeting with the Muses,
where they give him a lyre in exchange for his cow. Hermes thus becomes the
god of commerce, as well as of theft (see 397-512, 437, 576-7nn.).

Apollo claims to be already himself ‘a companion of the Olympian Muses,
who are concerned with dances and the glorious path of song, and lively music
and the desirable sound of pipes’, but Hermes’ music is something new to him
{443-55). This is the music of the AUpn, played at symposia as an accompaniment
to the mocking songs of young men (55-6), and associated especially with erotic
themes. It is the music of personal lyric song, as it came to prominence in the
Archaic period in the poetry of Archilochus (who is probably the first extant writer
to mention the AUpn), Sappho and Alcaeus, Ibycus and Anacreon. It involves
not only inspiration or innate ability, but also skill and practice (TpiPos, used first
here: see 447-8n.). Played with proper expertise the lyre will respond easily and
with charm, but an ignorant player will only produce discordant nonsense (482~
8). Here again, as in the case of law and rhetoric, we seem to have a reflection
of a period when new techniques and musical forms are developing, with an
emphasis on learning and practice, and the poet appears to be suggesting that
these new forms are in some ways superior to the more traditional genres of
music and poetry.

The contrast between the right and wrong uses of the lyre is a motif which
recurs in the case of prophecy, in the final section (or epilogue). Apollo declares
that he will help some of his consultants who come auspiciously, whereas others
will be deceived (541-9), and likewise the three prophetic sisters of Parnassus will
sometimes tell the truth and sometimes mislead men (558-63). They are similar
to Hesiod’s Muses, who know how to utter both truth and falsehood (see also
556-7n.). Hermes himself, in the closing lines of the hymn, is said to have the
same gift of helping some but deceiving many mortals {577-8}. In this way the
poem links together the arts of Apollo and Hermes.

(f) Aetiology

The hymn describes the origin of Hermes himself, and how he acquired his
various attributes and powers, as a god of animals, music and prophecy, rhetoric
and persuasion, theft and commerce, and as a messenger between heaven, earth,
and the underworld. As with many of the other Homeric hymns, it includes
his entry to Olympus and reception as a full member of Olympian society. In
Hermes’ case this occurs in an unusual way, but one which typifies his character,
since after the secrecy of his birth his first appearance in heaven is as an infant
accused by Apollo of theft. Later, however, the two brothers return to heaven to
the sound of the lyre, in an atmosphere of harmony and joy {504 12].
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Unlike the hymns to Apollo and Demeter, neither this one nor the longer
hymn to Aphrodite includes the institution of a cult of the god with temple and
sanctuary, although Anchises does promise a cult on first meeting Aphrodite
(H. Aph. 100-2). In the case of Hermes, the god kills and roasts two of Apollo’s
cattle, and divides the meat into twelve portions. It seems probable that this
should be associated with the important cult of the “Twelve Gods’ at Olympia,
attested already by Pindar, for which this could be the aition. The first evidence
of such a cult elsewhere is at Athens in the late sixth century Bc: see 128-gn.
Moreover, he leaves the two hides on a rock, where they are said to be still visible,
a clearly aetiological reference (124-6n.), and he also deposits the meat and fat
inside a cave, ‘as a sign of his recent theft’, which again seems to indicate that
something may have been on display in later times (see 134—7n.).

Hermes is also an inventor: he creates the lyre, devises special shoes to hide
his tracks, invents the art of kindling with fire-sticks (108-11), and also makes the
panpipes (511—12). Thus Hermes is distinguished for his technical ingenuity. In
this respect the hymn resembles satyric drama, in which such inventions are a
common feature (see Seaford (1984) 36—7).

(&) Language and style

As already mentioned above (2(c)), this hymn has a much higher incidence of
words not found elsewhere in early hexameter poetry than the other three major
hymns, i.e. about 1 in every 4 verses (see Vergados (2007a) 32—7 for detailed lists).
The poet uses ¢. 36 words found only here in surviving literature (not counting
mentions by lexicographers). About 16 words recur elsewhere before 500 Bc in
other verse forms, and ¢ 51 are first repeated in fifth-century literature. The
remainder of those not in early hexameter verse elsewhere (c. 36) occur first after
400 Bc. Of these, ¢ 12 are in later hexameter poetry. (Figures are approximate
because of textual uncertainties.) The frequency of unique words is high (1 in
16 verses) compared to the [lliad and Odyssey, where it is 1 in 52 and 1 in 63
respectively. (The Homeric data are taken from Kumpf (1984) 206, who includes
proper names, excluded in the count for A. Herm.) In H. Dem. we only find 12,
ie. 1 in 41 (Richardson, A. Dem. pp. 43-5). On the other hand, it is difficult to
use such linguistic criteria for absolute dating purposes, except in broad terms.
Unique vocabulary may be partly due to subject matter. It may also indicate
a poet who is adopting a more liberal attitude towards his tradition in coining
new forms on the analogy of existing ones. When surveying the list of words
not found elsewhere before 500 Bc, we can exclude from significance several
compounds (such as kaTaPAdmTw, dvakAémTw, etc.) of simple words which
occurred earlier. Others are natural developments or variants of earlier forms:
cf. for example 68oiTropin, Homeric 63o1mmépos; &uapuyn, Hesiodic &uépuyus;
owdpyavov, Heslodic omrapyavifew, etc. Some recur in later hexameter poetry
and could be drawn from the early epic tradition, e.g. Uy1péraSpos, PaSuckios,
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&y yeAiTns, UTrwhévios. Another class is of words later used in everyday speech
or prose literature: e.g. &vonTos, BaoyGAn, &peTéws, Siappridny, &yvos. Such
words may reflect the comic or down-to-earth tone and the subject matter (e.g
BiappnBnv in a legal context). At the same time even when the subject matter
is coarse the poet still preserves a certain level of ‘epic decorum’ in the way he
describes it, as befits the style of a hymn: cf. especially the riddling language of
294 6 (discussed by Bain (2007) 51-2).

One should also remember that in terms of the total number of words in
the poem the untraditional vocabulary only represents about 4 per cent at most.
(If we assume ¢. 6 words per verse on average, 1 in 4 verses = I in 24 words.)
Consequently, the overall linguistic effect is not so different from that of the other
hymns, or indeed of early hexameter poetry in general. Even when what is being
portrayed is ludicrous the style is still elevated, and it is the combination of the
comic and the dignified which gives this hymn its particular piquancy and charm.

(") Dating, and occasion of first performance

Various considerations mentioned above suggest, although they do not prove, a
sixth-century date: the possible influence of the Hymn to Apollo, the allusion to
the cult of the Twelve Gods at Olympia, the high estimation of a form of music
which suggests comparison with personal lyric poetry, and the developed forms
of legal procedure and rhetorical technique. The untraditional language would
also fit a date in this period. There does not seem to be any compelling reason to
date the hymn later than ¢. 500 Bc, as some scholars have done (see 3(d) above,
and for other examples see Janko (1982) 142). The Hymn to Pan (1g) is almost
certainly influenced by it (see Janko (1982) 185, Frohder (1994) 329). This hymn,
the style of which is very unusual, has been dated to the fifth century, chiefly
on the grounds that Pan’s cult was not widespread in Greece before ¢. 500 Bc
(cf. AHS 402-3, Janko (1982} 185, West (2003) 18), but arguments for a later date
(Andrisano (1978-9)) are less convincing, It is significant that the syrinx, invented
by Hermes in the Hymn to Hermes (511—12), appears as an attribute of Hermes
from ¢. 580/570 BC onwards in art, but from ¢. 500 onwards it is associated with
Pan, and no longer with Hermes (see 511—12n.). It seems reasonable to link its
portrayal as Hermes’ instrument with the date of the Hymn fo Hermes.

Afurther pointis that in vase-painting the themes of the baby Hermes as cattle-
thief, or simply Hermes together with cattle, are noticeably popular between the
mid sixth century and early fifth. Two vases, of c. 530 and 480 Bc, show him in
his cradle, with the cattle, and also Apollo and Maia (see 21, 227-g2nn.). Others
(LIMC s.v. Hermes nos. 245-8), all between ¢. 565 and 4g0 Bc, show him as an
adult god, with cattle. The popularity of these themes would again fit well with
a sixth-century date for the hymn.

Several scholars have recently suggested that the hymn may have been com-
posed for first performance at Olympia. This is an attractive possibility, in view
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of the location of Hermes’ sacrifice by the Alpheios and its probable connection
with the cult of the Twelve Gods at Olympia. See Burkert (1984), Johnston (2002)
especially 128-30, West (2003) 14, Thomas (forthcoming).

(1) Relationship with other versions

Another version of the story of Hermes’ cattle-theft describes how the god meets
aman called Battos in Arcadia, whom he later punishes for betraying the identity
of the thief by turning him into a rock (see 87—93n.). This first appears in Ovid’s
Metamorphoses, but the version in Antoninus Liberalis is accompanied by a scholion
giving a list of sources which includes Hesiod’s Great Ehoiai (fr. 256 M~W). It is
unclear, however, whether the whole story of Battos as told in Antoninus goes back
to the Hesiodic poem. The main source is probably Nicander’s Heferoeoumena. In
the hymn the role of the old man at Onchestos, who acts as a witness of Hermes’
theft, has seemed to some scholars rather perfunctory, and this has been seen as
evidence that the Battos story is earlier and is being adapted by the poet of the
hymn. It could, however, equally well be a later elaboration.

Alcaeus’ hymn to Hermes, of which we have the first stanza (fr. 308(b) L-P =
308 V), told of Hermes’ birth to Zeus and Maia, his theft of Apollo’s cattle, and
how, when threatened by Apollo, he stole his quiver also (cf. frr. 308(c) and (d),
SLG 264.11- 19, and Schol. AB L. 15.256). The theft of the quiver is mentioned
by Apollo as something he fears may occur, at H. Herm. 514—15 (see note). If the
Homeric hymn is later than Alcaeus’ poem, then both may be influenced by an
carlier version of the story (cf. West (2002) 217, Liberman (1999) 133). But the
relationship of the two versions remains uncertain.

The most important reworking of the whole story is Sophocles’ satyr-play
Ichneutai (‘Searchers’), of which we have extensive papyrus fragments (77GF 4.274—
308). Doubts have been raised as to whether Sophocles is influenced by the hymn
(Steffen (1960) g), but this seems very probable, and the differences between the
two versions are surely due to Sophocles’ adaptation of the story for a satyric
drama: see Koettgen (1914), Radermacher 183 -4, 216, and Lloyd-Jones (2003)
143.

In the play, Hermes has already stolen Apollo’s cattle and hidden them in
a cave underground in Mt Cyllene, and he has also invented the lyre. Apollo
proclaims a reward for anyone who has seen the cattle. He has come to Cyllene
(via Thessaly and Boeotia) in search of them. Silenus offers to help with his sons
the Satyrs, in return for gold and release from slavery, which Apollo promises.
The Chorus of Satyrs discover strange backward-turned prints outside the cave,
and from inside there comes a mysterious sound which frightens them. Silenus
reproaches them for cowardice, but when he hears the noise he too is terrified.
Eventually they disturb the nymph Cyllene by jumping up and down. She appears
and tells them that she is secretly nursing a baby son of Zeus and Maia called
Hermes, and that the sound they heard is that of the lyre, made from a tortoise
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shell with an oxhide stretched over it. The Satyrs conclude that Hermes must
have stolen the cattle, but Cyllene denies this, arguing that an infant child, and
the son of such divine parents, cannot be the thief. The rest of the papyrus is very
fragmentary, but Apollo reappears, and there is further mention of a reward and
freedom.

There are a good many points of contact between the play and the hymn,
both thematically and also verbally. Apollo’s journey via Thessaly and Boeotia
to Peloponnese parallels in outline that in the hymn. The Satyrs take the place of
the old man of Onchestos as his informants. The description of the tracks of the
cattle echoes H. Herm. 758 (see comments). Cyllene’s account of Hermes’ secret
birth (265—71) parallels the hymn’s, and the baby is nursed in a Afkvov (275-6; cf.
H. Herm. 21). His miraculous growth is emphasised (277-82), and he has created
the lyre in a single day (284-5). As in the hymn, the paradox is expressed of the
dead tortoise acquiring a living voice (299—300 and 328; cf. H. Herm. 38, and see
25n.). The lyre’s wonderful power to arouse pleasure and cure unhappiness is
described (325-300; cf. H. Herm. 419-55).

The argument between Cyllene and the Satyrs, in which they accuse Hermes
and she contends that he cannot be the thief, resembles Hermes’ successive
defence speeches in answer to the accusations of Apollo and Zeus (252-80, 333
88). However, Hermes’ use of an oxhide to make the lyre leads the Satyrs to infer
that he is the cattle-thief (345-6, 371~6), and this suggests that Sophocles made
the theft precede the lyre’s invention, as in some later accounts (see H. Herm.
20-61n.).

Other possible verbal echoes of the hyrmn have been detected: see Pearson
{1917) 228, Vergados (2007a) 70-1. Cf. especially Jchn. 340 @iAfTnV (perhaps also S.
fr. 933 Radt) with H. Herm. 67 etc.; Ichn. 87 ynvi[Ttpov (?) with H. Herm. 264, 364;
Ichn. 188 ovipos, H. Herm. 353; Ichn. 98 épeuvav, H. Herm. 176; Ichn. 123 PonAaTmi,
H. Herm. 14; Ichn. 143—4 88eviopeSa wopuwn Tov 0UBels wlcomo] T° firouoey BpoTdv,
H. Herm. 443; Ichn. 250 gyfpuoe Séomiv abdav, H. Herm. 426, 442.

The Library of Pseudo-Apollodorus (3.10.2) summarises the story told in the
hymn, but with significant variations. Hermes eats some of the flesh of the two
oxen which he kills {contrast H. Herm. 130-6). He invents the lyre affer stealing
the cattle rather than before, and uses their entrails to make its strings, whereas
he uses sheep-gut in the hymn (51). He also invents the plectrum. Apolio comes
to Pylos and questions its inhabitants, rather than interrogating the old man of
Onchestos. In the trial on Olympus, Hermes is ordered by Zeus to restore the
cattle, but denies possession of them. He is disbelieved, and then he gives them
back (contrast H. Herm. 327-96, where Hermes’ denial is followed by Zeus’s
order, and this is obeyed by Hermes). After Hermes has invented the syrinx
(cl. H. Herm. 511—12), he plays it and Apollo, wishing to have it (as well as the
lyre), offers him ‘the golden wand (p&B8ov) which he had acquired when tending
cattle’ (contrast H. Herm. 4978, 528-32). Hermes then gives him the pipes, and,
wishing to acquire the art of divination, is given the skill of divining by pebbles
{cf. H. Herm. 550 66, with comments).
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It is not known which source or sources the Library is using, where it diverges
from the hymn. Vergados (2007a) 79-80 suggests as a possible source the fifth-
century mythographer Pherecydes of Athens, who mentioned that Apollo gave
Hermes the staff which he used when tending Apollo’s cattle (FGrH 3 F 131), and
who may have systematised earlier versions.

Other authors who give briefer versions of Hermes’ birth and exploits, or
allude to these, are the fifth-century Bc mythographer and chronicler Hellanicus
(FGrH 4 F 1gb; cf. 67n.), the Hellenistic poets Aratus (Phaen. 268—9; cf. 41—2n.),
Nicander (dlex. 559—62; cf. 25, 41—2nn.), and Eratosthenes (Hermes, Powell, C4
58-63, SH frr. 397-8; cf. also Pseudo-Eratosthenes’ Catasterismi, Olivieri (18g7)
III (1)), and in the Roman period Lucian (Dialogues of the Gods 79.11 Macleod),
Philostratus (/magines 1.26), and Hyginus (dsiron. 2.7.358 64).

For a useful discussion of all of these sources see Vergados (2007a) 59-86.

4 HYMN TO APHRODITE
(a) Structure and themes

The structure of this hymn is simple, but untypical. The proem is unusually long
{1-44). The poet proclaims as his theme the works of Aphrodite (rather than
simply the goddess herself). He describes her power over all living beings, but
then adds that three goddesses are not subject to her influence, Athene, Artemis,
and Hestia (7—33). Each is given a passage in praise of her nature and powers.
He goes on to say that even Zeus himself was led by Aphrodite to fall in love with
mortal women, without the knowledge of Hera, who 1s also given a brief passage
of praise. The narrative is then introduced by a short section announcing the
main theme, how Zeus made Aphrodite herself fall in love with a mortal man, so
that she should not be exempt from this experience, nor be able to boast of how
she had mixed gods and goddesses with mortals, and brought about the birth to
deities of mortal offspring (45-81).

This general statement leads to the detailed narrative (53—291). Zeus causes
her to fall in love with Anchises, and the first part describes her seduction of him
and their ensuing union (53-167). Aphrodite visits him at his farmstead on Mt
Ida in disguise as a young girl, wearing a beautiful dress and jewellery. Anchises
at first thinks that she is a goddess, but she tells him a false tale, that she is a
daughter of the Phrygian king Otreus, and was carried off by Hermes to become
Anchises’ wife. Anchises accepts her story and declares his intention of sleeping
with her on the spot. He undresses her and they make love together.

The rest of the narrative concerns the aftermath (168—291). While he is asleep
Aphrodite dresses, assumes her true form as a goddess, and wakes him. Anchises
isafraid and begs her not to harm him, because he has slept with her in ignorance
{168-go).

Aphrodite replies with a long speech (1g1-2g1). She promises that he will not
come to harm, and tells him that he will have a son who will be called Aeneas. He
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will rule over the Trojans, and his descendants will continue in future times. She
then illustrates how Anchises’ family have always been ‘close to the gods’, by the
two stories of Ganymede, carried off to heaven by Zeus to enjoy eternal youth and
immortality, and Tithonus, who was loved by Dawn and was given immortality,
but without freedom from old age. Since Anchises too will not escape old age,
Aphrodite would not wish him to become immortal. Because she will bear a son
from a mortal father she will be full of shame in the company of the gods.

As for Aeneas, the nymphs of Mt Ida will be his nurses, and they will bring
him to Anchises, when he reaches his prime of youth. Anchises must take him to
Troy, and say that he is reputed to be the son of one of these mountain nymphs.
But if he should speak the truth about his union with Aphrodite, Zeus will strike
him with his thunderbolt.

With this warning she returns to heaven, and the poet bids her farewell and
announces that he will go on to another song (2g2-3).

The scene of Anchises’ union with Aphrodite forms the centrepiece of the
poem (155-67). But it is unusual for so much of what follows to be taken up
by Aphrodite’s speech, once she has revealed her identity. The reason is most
probably the importance of her prediction about the birth of Aeneas, his kingship,
and the continuity of his dynasty in future generations (see 196—7n. for further
discussion). This is set in the context of the divine favour enjoyed in the past by
Anchises’ ancestors. At the same time, her speech dwells on the theme of the
boundary between the divine and mortal worlds. The whole of the narrative is
concerned with the way in which these two worlds have become intertwined,
through the union of gods and mortals. The stories of Ganymede and Tithonus
are two contrasting examples of the exceptional treatment of divine favourites
who escape death. Anchises will not have this privilege, but can take consolation
from the prophecy about Aeneas. Even the mountain nymphs, Aphrodite says,
are not immortal, since they are the spirits of the trees, and die with them {264-72).

The hymn as a whole is untypical also in that it does not simply tell of the
birth or exploits of a deity. It does exemplify ‘the works of Aphrodite’, but in
an ironic way, since she is herself made a victim of her own power of love, and
rather than adding to her glory this is seen by her as a cause for shame. In doing
so the poem paradoxically illustrates the way in which the power of love works,
its ambiguous quality as something which can have both positive and negative
effects. At the same time the narrative does predict a birth, but in this case it is a
heroic one. This is another reason to see this as part of the purpose of the hymn,
and probably its main impetus. Aphrodite’s embarrassment in no way detracts
from the heroic status of her offspring Aeneas.

The shorter hymn to Aphrodite, which is placed next in the collection, has a
more traditional pattern. It praises her as the goddess of Cyprus, and describes
how she arrived there after her birth and was welcomed and dressed by the
Horai, and then introduced by them to the Olympian gods. Its positive tone
makes it a good counterpart to the bitter-sweet irony of the longer hymn.
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(b) Relationship with other early poetry

Of all the Hymns, this one is nearest to the Homeric poems in its language, with
twenty verses closely resembling or identical with lines in Homer, and many
formulaic parallels. As was noted above (2(b)), the frequency of words not found
elsewhere in early hexameter poetry is also very low. But both Hoekstra (1g6g) and
Janko (1982) have shown that the hymn contains a good many modifications of
Homeric language and formulae. In some cases imitation of particular Homeric
passages or scenes is also a possibility. The poem accounts for the birth of Aeneas,
the Trojan hero prominent in the Jliad, and Aphrodite’s prophecy about him and
his family is probably modelled on that of Poseidon at fl. 20.307-8 (see H. Aph.
196—7n.). The portrayal of Anchises’ seduction has parallels with Homeric scenes
of divine amours, especially the deception of Zeus by Hera in fliad 14, and the
song of Demodocus about Ares and Aphrodite in Odyssey 8. There are also points
of contact with other scenes which make fun of the goddess of love, such as those
in Jliad 5 and 21, where she is worsted in battle. Direct imitation, rather than use
of traditional themes, is less easy to establish in such cases, but they add to the
general impression of the poem as Homeric in character.

At the same time, the hymn has some striking parallels with the Hesiodic
poems. The portrayal of Hestia follows the Theogony closely (see 21—32nn.). The
proem of the Theogony seems to be echoed at H. Aph. 8 and 258-61 (see 8, 256-8,
261nn.), and the passage about the creation of woman (74. 570-612) has parallels
with H. Aph. 5 and 29 (see 5, 2g—32nn.). The closest links are with the description
of winter at Op. 504—35 (see 1, 6, g—11, 14—15, 264—5nn.). Here the influence of
Hesiod on the hymn seems more likely than the reverse (see Faulkner (2008)
36-8, as against Janko (1982) 165-9).

There are also close links with the Aymn to Demeter, and in this case it is
probable that Demeter is influenced by Aphrodite (see 31—2, 81-3, 136, 155-7, 172-5,
205, 256-8, 278-9, 284—5nn., and Richardson, H. Dem. pp. 42-3, Janko (1982)
163-5, Faulkner (2008) 38—40).

A number of interesting points of contact can also be detected with the Lesbian
poets Sappho and Alcaeus (see 13, 26-8, 155—7, 218—-38nn.). In particular, Hestia’s
oath of virginity, confirmed by Zeus (26—9), is very similar to a fragment of a
Lesbian hymn to Artemis, which may be the work of either Sappho or Alcaeus
(Sappho 44(a) V = Alc. 304 L~P), and the story of Tithonus is mentioned by
Sappho in a poem which has similarities to the passage about him at H. Aph.
218-38 (see comments). Such points of contact are also visible in some of the
other hymns. Alcaeus’ hymn to Hermes has parallels with the Homeric one to
this god (cf. (i) above). In addition, his hymn to the Dioscuri (fr. 34 L-P = 34
V) resembles Hymn 33 in its description of them appearing to rescue sailors who
are in danger of shipwreck. Alcaeus seems to have told the story of Hephaestus’
capture of Hera and her release by Dionysus (fr. 3499 L-P = 349 V), and it has
been argued that the first Homeric Hymn to Dionysus may have contained this
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myth (cf. West (2001b)). These parallels suggest that the tradition of the Hymns
had close links with that of Lesbian lyric hymns. In the case of Aphrodite it seems
reasonable to assume that the Lesbian poets knew the version which we possess
of this hymn, if this was composed before 600 B (see 4(c) below), although use
of common models in earlier tradition cannot be entirely excluded (cf. also West
(2002) 216—-17, Faulkner (2008) 45-7).

(c) Date and place of composition

As we have seen, the hymn should probably be dated after the fliad and Odyssey,
and also after the Theogony and Waorks and Days, but before the Hymn to Demeler.
Although there continues to be debate about the chronology of all these works, a
seventh-century date for Aphrodite seems reasonable, especially if Demeter belongs
to the seventh rather than the sixth century (see Richardson, H. Dem. pp. 5-11,
Clinton (1986) 47). If one accepts the more traditional scholarly view that the
major Homeric and Hesiodic poems belong to the eighth rather than seventh
century, then the hymn could have been composed in the early seventh or even
possibly as far back as the late eighth century.

The prominence of the theme of Aeneas’ birth, and the prophecy about his
future kingship and the continuing success of his descendants, make it likely
that the hymn originates from Asia Minor rather than mainland Greece. The
reference by Aphrodite to her ability to speak Phrygian as well as Anchises’
language could be an indication that the poem was composed in the north-
west of Asia Minor (see 113-16n.). The links with Lesbian poetry would fit this
hypothesis, although Hermes and some of the other hymns show similar links
{cf. 4(b) above). Finally, the pronounced Homeric character of the language would
also agree with an origin in the Ionian or Aeolic regions of Asia Minor. A popular
view in recent scholarship is that the hymn was actually composed to honour an
aristocratic family in the Troad which claimed descent from Aeneas. This has
been contested (see especially Smith (1981a)), but it seems a reasonable hypothesis
and may well be correct. (For further discussion see Faulkner (2008) 3—18).

(@) Sple

The narrative flows very smoothly, and has the clarity of Homeric style. But for
all its apparent simplicity the hymn is artfully constructed. Elaborate patterns
of repetition and variation, which are surely deliberate, help to emphasise the
poem’s themes: see Porter (1949). This can be illustrated by analysis of the
opening sections of the hymn (1—57), leading into the main narrative. The initial
proclamation of the theme (‘the works of Aphrodite rich in gold’) is repeated at
line g, in the passage about Athena, and &pyov or Epya recur at lines 6, 10, and
15. The motif of Aphrodite’s persuasion or deception, introduced at 7, recurs at
33 [rounding off 7-33), 36, and 38. ‘Rousing sweet longing’ {line 2} is echoed at 45
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and 53, where Zeus turns the tables on Aphrodite (cf. also 57), and ‘overpowering’
(3) recurs at 17. In the section praising the three virgin goddesses (7-33), forms
of &vBavev (eUadev, &dov, &Be, &Bev) occur at g, 10, 18, and 21. Lines 12-15 are
composed of two parallel couplets, describing Athene’s skills, and g1—2 are also
parallel verses in praise of Hestia. 34—5 resume the opening theme of Aphrodite’s
almost universal power. 37 and 41-3, in praise of Zeus and Hera, have internal
repetition or variation. Above all, the motif of the ‘mixing’ of deities and mortals,
fundamental to the poem, is emphasised with complex variation at 39, 46, and
50—2 (see 45—52, 50—2nn.).

The narrative of the seduction is also articulated by the important recurring
motif of Aphrodite’s adornment. This occurs three times, when she prepares
to visit Anchises (61—5), when he first sees her {84 9o}, and finally when she
undresses (161-6). The first is more general, the second {emphasising her effect
on Anchises) lists her jewellery in detail, and the final passage is a simpler version
of the second.

Other forms of repetition occur at 58-63, 76-9, and 92-g {especially g7-
g). These probably guarantee the text in cases where interpolation has been
suspected (e.g. 62—-3 and g7-8). In Aphrodite’s final speech a recurrent opening
phrase is used to emphasise the structure of her argument, at 225, 230, and 237,
and again at 256, 274, and 278.

At times also we find a more elaborate periodic {rather than paratactic)
form of construction, leading up to a climax. The most dramatic example is
Anchises’ declaration that, if Aphrodite is telling the truth, then no one will
prevent him from making love to her at once, even if he should be killed by
Apollo as a result (145-54: see comments). 145 52 are a single sentence, with
a four-line conditional clause, followed by the main clause, to which is added
a further negative conditional (oU8’ €l kev...). 153-4 then form a climactic
development, with asyndeton, confirming what he has declared. The following
passage, leading up to the point where Anchises sleeps with Aphrodite, is also
elaborately structured. 155-60 consist mainly of a single sentence (after the first
half of 155), with several examples of necessary enjambment, and 1617 also
contain successive lines with necessary enjambment at 164-7, culminating in the
carefully crafted statement at 166—7 (see 1617 and 166-7nn.).

It was such forms of repetition and elaboration which led Freed and Bentman
(1954) to the extreme view that the hymn must belong to the Hellenistic period.
There is no reason why an early hexameter poet should not be capable of such
effects. But it remains true that the poem tends towards a richer style than most
parts of the lliad and Odyssey.

5 THE HOMERIC HYMNS AND HELLENISTIC POETRY

Several features of the Hymns proved attractive to Hellenistic and Roman poets:
the sense of narrative experimentation and compression, which makes the Hymns
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important forerunners of the shorter hexameter narratives of the later periods
{‘epyllia’); the light touch of humour which plays over several of the longer hymns;
the interest in the birth and childhood of gods, and the emphasis upon divine
epiphany (cf. Garcia (2002)) which appealed to important features of Hellenistic
cult and religious sensibility; the focus upon modes of divine praise (‘How shall I
praise you?’) which became ever more important in a world in which great men
were becoming more and more like gods (cf. Theocritus’ Encomium of Plolemy,
which adapts the birth narrative of the Hymn to Apollo for the birth of Ptolemy
Philadelphus on Cos). The Hymns have left a much larger footprint in Hellenistic
poetry than in Hellenistic scholarship.

All six of Callimachus’ Hymns are literary reactions to the Homeric Hymns; Cal-
limachus’ Hymmn to Demeler explicitly refuses to repeat the story of the archaic hymn
{8 -17). The Homeric Hymn to Apollo is particularly important for Callimachus’
hymns to Apollo, Artemis and Delos, the last of which retells and expands the
story of Apollo’s birth and sets it within the new political frame of Ptolemaic
rule; for particular points of contact with Callimachus’ Hymns see the notes to
HA/) I, 16 18: 19 24, 19, 25_87 38a 39, 41, 42, 47750, 77"8: 92, 1024, 119, 131 2,
1349, 158-61, 382 3, and 396. For possible Callimachean echoes of the other
two hymns treated in this edition see the notes to H. Herm. 17-19, 21, 192, 552
66, and H. Aph. 16-20, 19, 20, 26-8, 259~72, 264 72, and for echoes in other
Hellenistic poets see the notes to H. Ap. 490-6, H. Herm. 21, 25, 41 2, 43-6, 45,
55-61, 87-93, 146-7. For Hellenistic echoes of the Hymn lo Aphrodite cf. Faulkner
(2008) 50~1, and for the Hymn to Demeter Richardson, H. Dem. pp. 68-71.

For further discussion of Hellenistic poetry and the Homeric Hymns see Bulloch
(1977), Hunter (1992), (1996), especially 46-57, 72-3, and (2003), Bing (1995),
Hunter and Fuhrer (2002), FFantuzzi and Hunter (2004) 350 71, Vamvouri-Rufly
{2004), and Faulkner (2009). For Roman poetry and the Hymns see especially
Hinds (1987) and Barchiesi (19g99).

6 TRANSMISSION OF THE TEXT

On the origins of the collection of Homeric Hymns see 1ib) above. There is only
a small handful of papyri of the Hymns. Our medieval manuscripts are all of
the fifteenth century. Most of them contain a collection of hexameter hymns,
including those of Callimachus, Orpheus, and Proclus, together with the Orphic
Argonautica. This cannot have been formed earlier than the fifth century ap (the
time of Proclus).

The manuscripts all appear to descend from a single original (2}, but M
{Leidensis BPG 33 n) differs significantly from all the others, which must derive
from a separate source known as Y. M, which was rediscovered in 1777 by
C. F. Matthaei in Moscow, is the only one which preserves the last part of Hymn
1 and the whole of Hymn 2. It was written by Ioannes Eugenikos in the first half
of the fifteenth century ap (see Gelzer (1994) 123-5). Unlike most of the other
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manuscripts, M also contains part of the {liad, but none of the other parts of
the hymnic corpus (Callimachus etc.). It probably derives from a source which
contained both the fliad and the Odyssey, as well as the Homeric Hymns, and as it
shows some errors due to confusion between uncial letters, this should belong to
a period before the change to minuscule script (see Gelzer (1994) 135-6).

¥, on the other hand, was probably a twelfth- or thirteenth-century codex, and
may possibly be the one mentioned in a letter of 1424 by Ioannes Aurispa, con-
taining a collection of hymns of Homer, Callimachus, and Orpheus, which he had
acquired in Constantinople (see Pfeiffer (1949 -53) 1 Ixxxi-11). The manuscripts
of the ¥ group fall into three families (f; p, and ¥).

The editio princeps was published in 1488 by Demetrius Chalcondyles in Flo-
rence, together with the fliad and Odyssey.

In the present edition I have used the sigla of Cassola, and taken his apparatus
criticus as a base. For the Hymn to Aphrodite Faulkner (2008) has collated or consulted
all relevant MSS, and made a few minor corrections to the apparatus of previous
editors.

For more detailed discussion see Breuning (1929), AHS xi-lviii, Humbert
12-15, Cassola Ixv=Ixvi, 593-613, and Gelzer (1994).
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EIZ ATIOAAQNA

Mvfioopat oudt AdBwpal ATTOAAwvOS Ek&Tol0,
&v e Beol kTt Bddpa Aids Tpopéouaty idvTar
kal p& T dvaiocoouay i oxedov Epxopévolo
évTes & EBpdwv, OTe paidipa Tda TiTaiveL
At 8 oin pipve Tapai Al TepTrikepaiveot, 5
| pa Prov ' ExdAaooe kad ékAfioe papéTpny,
kai of &1 ipbincov dpwv Yelpeooiv édoloa,
160V dvekpéuace Trpds kiova TTaTpdS oo
TTaocodhou ik Xpuotou: Tov 8 els Bpovov eloev &yovoa.
TN 8" &pa vekTap E8wke TTaThp SETal Xpuotiwl 10
Betkwipevos piov uidv, Errerta 8¢ Saipoves &Aho.
#ha kabifovow- Xaipe: 8¢ Te wéTVIa AnyTa),
oUveka ToEopdpov Kal kapTEpOY Uidy ETIKTEV.
xoipe udkang @ AnTol, el Tékes yAad Tékva
ATTOMwvE T° &vakTa kai "ApTepiv loxéaipav, 15
THv pév &v OpTuyin, Tov 8¢ kpavafit évi AfAct,
KekALpEVT) Trpos poxpov 8pos kai Kuvbiov dxBov,
&yyoT&Tw poivikos T Tvwroio petbpos.

TTéds ' &p o’ Upvnow TrévTws edupvov EdvTa;
mévTn ydp o1, QoiPe, vouoi RePAnaTar b, 20
fiuev &V fmeipov TopTITESPoV N8 &ud vigous.
w&oa 8t okoTrial Tol &Bov kal TTpcoves Gxpot
UynAdv dpéwov TToTapoi § Ao 8t TpopéovTes,
dital T els SAa kekAlpévan Apéves Te BaAdoons.
7} s oe Tp&TOV AT TéKE XApua PpoToiot, 25
KAwbeloa pods Kivlou Spos kpavaijl &vi vijowt
AfAco &v &peipUTn; EkdTepfe B& kTua KEAIVOV
EEfie1 XEpoov Bt AryuTrvoiois &vépoioty:
&vBev &mropvipevos méal Bunroioy dvdooels.
Gooous Kpn)tn T &vTds Exel kai Bfipos ‘Abnvddv 30
viiods T Alyivn vavoikdert T EOPola
Alyai T Eipeoion Te xad &yyiahos IMemrdpndos
Opnikids T Abdws kal TInAiou &kpa k&pnva

3 p& T Hermann: p& ¥’ codd. 11 Saipoves &AAor, Gemoll 18 & lvwotroio Reiz:
U% Wwmwolo codd. 19 T &p Barnes (cf. 207): y&p codd. 20 vouol Barnes: vépos
codd. 21 wopmiTpdpov M ©; mavtdTpopov g 26 KuvSou Holstein: xivSos codd.
28 #nel codd.: €l Cantilena 30 T'add. Hermann 32 &yyiados p: &y xi&An ©
33 AS6ws Barnes: &S5 codd.
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Opnikin Te Z&uos “18ns T dpex oKIdEVTX

2xUpos kad Podkana ki AUTokavs dpos airy 35

"luppos T ekTipévn kad Afjuvos &uixBaideooa

AéoPos T fiyodén Mdkapos Edos AioAiwvos

kal Xios, 1 vijowv MTapwtdTn elv &AL keital,

TarraAdels Te Mipas kai Kewpukou &kpa kdpnva

kai KAé&pos alyAnecoa kal Aloayéns épos admri 40

kol 2&pos U8pnAT) MukdAns T° aitrelvé kapnva

MiAnTOs Te Kdeos Te, TOAIs MepdTreov &vBpddmeov,

ket KviSos aireivn) kad K&pmrabos fivendecoa

N&€os T 118¢ TTapos Privaid Te eTpriecoa,

Toooov ET wdivouaga ExnPdiov fketo AT, 45

el Tis ol yoiéwv viel BéAor oikia BoBa,

ai 88 &N ETpdpeov kal E8eidioav, oUdt Tis ETAN

PoiPov dECaobo kal TioTéPN TEP Eolioa

Tpiv v’ 6Te 81 § &l AfAov EPrioeTo TOTVIA AT,

Kai piv &velpopévn Eea TTTEPOEVTA TTpooUda: 50
ARX € y&p k* E0¢Ao1s ESos Eupevan ulos Epoio

®oipou ATéAAwvos, Béabar T Evi Triova vndv:

&AAos & ol 115 o€ld ol &yetan, oUdt ot Tios,

oUd’ elPwv ot Eoecban ofopat ol ehunAov,

oU8E TpUynv ofoels, oUT &p pUTY pupia pUoELs. 55

o 8¢ K 'ATTOAAwvVOS Ekaépyou vnov Exnioda,

&vBpcoTrol Tot T&vTES &y 1viioouad EaTOPas

8vBad” &yeipopevor, kvion 8¢ Tol &oeTos odel

dnuol &vaitel, Pookrioels € of ké o’ Exwot

XE1pos &t &AAoTpins, &mel o¥ o1 miap U’ oldas. 6o
“Qs paTo" xaipe 8¢ AfjAos, &peiPopévn 8t TpoonUda

AnToi kudioTn BUyaTep ueydAolo Koioo,

&omaoin Kev £y Ye yoviv ékdToto dvakTtas

42 TONis ©: mOAels p 44 prvaia Te codd.: Prveik Te Gemoll 45 T dBivouca
Barnes: émwdivouca codd. 46 €l Tis of yanéeov H | T (Stephanus}: €f Tis o1 youéeov
©: &1 Tig youdoov p SéAor Matthiae: SéAet codd. 49 #PfioeTo E T IT p: Bricarto At
D:épficcatoL 51 e y&pcodd.: fj&p Matthiae 53 Tioel Ernesti: AMooe codd.: alii

alia 54 o08’...0U8 codd.:oU¥'. .. oUT Hermann oeéoeoSai codd.: oty EoeoSan
Hermann 59 8nuol Baumeister: 8npdv codd. (u E*) dvaiter Schneidewin: &vag
el codd. Pooknoels I of ké o Exwov Stoll: Pdokors Seol ké o’ Exwow At D IT: Pdokors

mepiTas (ss. 0) o Exwotv spatio interiecto E T: ei PdokoioIe of ké o Exwoiv E™: Bookols &
Exwov spatio interiecto L: Béokois spatio relicto p: Pdokets (ss. o1} spatio relicto I {SUTas
of k¢ & Exwow in lac. ?) 62 ueydAoto Koioto vel Kooio dubitanter Allen and Sikes:
ueydioto Kpovolo codd.
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SeCaipny: alvds yap eThTupdy eipt Suonyns
&vBpaoiv, (HBe O Kev TTEPITIUNETOX YEVOiunV.
AAAE TOBE Tpopéw AnTol Emos, oUbE ot keUow:
ANy y&p Tiva pactv dr&oficiov ATéAAwva
tooeofan, uéya Bt TpuTaveuaépev &lavdToion
kad BvnToion PpoToioiv &l LeiSwpov &poupav.
TG § aivds SelSoika kaTa ppéva kol KaTd Buudy
pn OmoT &v TO TpdTOV I8M Pdos Neriolo
vijoov &Tipnoas, &mel 7 kpavar|Tedos eipt,
Toooi KaTaoTPEYas Goel GAOS &V TIEAGYETTIV.
gVl Eug pev péya KUpa kaTd kpaTods &Als alel
KAUooel, 6 8 &AANY yoiav &eifetat | kev &dn1 ol
TeU€aofan vnov Te Kal EAoea SevdprievTar
TroUuAUTTodEeSs & v ol Baddpas pdkal Te pEAatval
oikia ToifcovTon akndéa ¥NTel Aadov:
AN €l pot TAains ye Bedx péyav dpkov dpdooal,
£vB&Be miv TpédTOV TEUEEIV TrEPIKOAAER VIOV
Eupevan &vBpaTraov XpnoThplov, aUTap ETEITX
TravTas & GvBpcotTous, ETel 7) TTOAUGVUPOS EoTal.
“Qs &p Epn’ AnTdd 8¢ Becov péyav Spkov Spooaey
foTw viv T&8e yala kal oUpavds elpls Umrepbev
kai 1O kaTeIPodpevov ZTuyods Udwp, 65 Te UEYIoTOS
dpros BeoTaTos Te TEAE! poaK&peoat Beoioiv:
fi pfv Qoipou TH1Be Buddns EooeTan aitv
Bwpos kai TEevos, Tioel 8¢ ot ¥ E§oxa TavTwy.
AUTdp &mel § dpootv Te TEAeUTNOEY TE TOV &pKov,
AfjAos ptv pdAa Xaipe yovw! EkdTolo GVoKTos,
ANT® & Evwiipdp Te kal Evvia vUKTAS GEATTTOLS
wdiveool TéTapTo. Bead & Egav EvBob Taoon
daoan &pioTat Eoav, Awcvn Te Pein Te
Tyvain Te ©éuis kai &ydoTovos ‘AuprtpiTn,
&AAal T dBdvaTal, vooiv AeukwAévou "Hpns:
floTo yép &v peydpoiat Ads vepeAnyepéTao.
MoUvT) 8 oUk &TETUGTO HoYyooTokos Eieibuia:
floTo yd&p &kpwt ‘OAIPTTLL UTTd XPUCEOIOL VEPECTIV

72 dmipfoas p: &mipfiow © (ss. 7 At D) 73 doel ©: dom p

70

8o

85

90

95

75 &Bm oi Her-

mann: &67 of x: &Boin p: &idng M 81 post hunc versum lacunam statuit Hermann

82 fortan M J*: foTv Y go yovfji Franke g1 &émrrots Cassola

g3 Pein Chal-

condyles: Pén codd. 96 om. E T M, seclusit Ruhnken ueyapots codd.: corr. Chal-

condyles
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"Hpns ppaduocuvnis AeukwAévou, 1 hiv Epuke
ZnAoolvnt & T &p vidv dulpova Te KpaTepo Te 100
AnToo Té€ecBan koOAMTTAOKapOS TOT EPeAAey.
Al & "Ipwv mpolmeppay EikTinévns &md vrioou
&Etuev EieiBuiaw, Urooyopevon péyav dpuov
Xpuoeioiol Afvoigiv Eepuévov EwvedTrnxuv:
vooov & fjuwyov Kahtey Aeukwhiévou "Hpns 105
un wiv el Eméecoiv drooTpéyelsy ioUoav,
aUTap £1el TO Y’ Brouoe TTOBT|VEPOS cKkéa Ipis
BT} pa Béerv, Tayéws Bt Sifvuce &Y TO peonyy.
ouTap &rel § Tkove Beddv ESos admiv "OAupTrov
aUTiK & Eideifuiav &rd peydpoto 8Upale 110
EKTTPOKGAECOOMEVT) ETTEX TITEPOEVT Trpoanuda
TavTa HAX &5 EméTeAdov OAUpTIa Scdpat’ Exovoal,
T & &pa Bupov Emreifey vl otBecat gikoio,
B&v 8t ool Tpnpwot TeAei&o 10ual duoial.
eUT &7l Afjhov EPaive poyootokos Eikelbuia, 115
Thv TOTE &1 TOKOS £TAe, pevoivnoev & TexéoBal,
augl 8¢ poiviki Bahe Trrxee, yoUva & Epeloe
Ae1dovi pahakddt, peidnoe B8 [al” Umévephev:
&k 8’ EBope o pdws B¢, bead & dSAGAUEav &mracal.
Evba ot fie Ooife Geal Adov UBaTi kaAd! 120
ayvéds kal kabapdds, odpEav 8 &v pdpel Aeukddl
AeTT TG vryyaTéwl” Trept BE XpUoEov oTpdPov fiKav.
oud’ &p ATéAAwva Xpuodopa BricaTo pnTNp,
&AM Oéuis vékTap Te kal GuPpoainy Epateviy
&BavaTniot xepoiv EmfpEoator xaipe 88 Antdo 125
oUvexa Tofopdpov kal KapTepdY Uidy ETIKTEY,
AuTap Emrel 81y QoiPe kaTéBpeos &uPpoTov eldap,
ol ot v’ EmaT oxov Xpuoeo! aTpdgot domalpovTy,
oUd’ T Béopat’ Epuke, AUovTo Bt Trelpata évTa.
auTtika 8 ddovarniot uetnUda QoiPos ATEAALY 130
Ein uot kiBapis Te piAn kat kapmiAa TOEa,
xphow & dvBpcotrotot Aids vrpepTéax Pouimy.
“2s elmroov EBiPaokev Emi xBovds elpuodeing
®oiPos dxepaexduns tkatnPoiros: al § &pa TEoat

99 ppadpoouvnis M: ppadpocivn: ¥ 104 Eepuévov Barnes: éepypévov codd. 110
amd M: dmix (&' &) Y 120 Adov Stephanus: Aovov codd. 122 GTPOQOV
Stephanus: oTpogdv codd. (item 128) 129 008’ ém1 p: oUBE I M O T Séopat
Barnes: 8eopd o p: Beopc 1’ (vel Séopa T) cet. 130 &Savarmior M p at &SavéToion At
DI 133 &mwi Matthiae: &6 codd.
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B&ppeov dldvaTal, xpuoddt & &pa AfjAos &raca 135
BePpifel kaBopddoa Aios AnTols Te yevébAny,
ynBocuvni 611 v Beos eiAeTo oikia Béadat
vicwv Aeipou Te, piAnoce Bt knpdh pdAAov.
[fiveng’ s 6Te Te plov olpeos &vbeav UANs.]
AUTS & dpyupdTote &vaf tkatnBoOX ‘AToAAov, 140
&AhoTe pév T Emi KUvBou éBricao manrmmaidevTos,
EAhoTe & alb vijoous Te kal &vépas HAGTKAGES.
TroAhol To1 vnol Te kal &Aoea SevBprievTa,
T&oal 8¢ oxomiai Te piAc kal Trpeooves &xpol
UynAGV dpéwv, TToTauoi § &Aa 8¢ TpopéovTes: 145
AAAL oU AfjAct DoiBe pdAioT EmiTépTrecn fiTOp,
gvBa Tol EAkexiTwves “ldoves fyepéfovTan
alTols cUv raideoot kal aldoinig &Adyoiov.
ol 8¢ oe wuypayint Te kai dpyxnOuddI kol doidTjl
LVT|OGUEVOL TEpTTOVTTY STaV oTHoWYTAl &ydva, 150
gain K &favaTous kai &ynpws Eupevat adel
85 TOT emavTidoel &1 1doves &Bpdbor glev:
TévTwy Yép kev i8o1To X&piv, TépyalTo & Suuov
&vdpas T elcopdwy KOAAILWVOUS TE YUVATKAS
viids T dokelos S alTdV KTNHpaT TTOAAL. 155
Trpds BE T68e péya balua, Gou kKAéos olroT SAsiTm,
koUpat AnAiaSes ExarnBeréTao fepdmvan
of T £mel &p Trp&dTOV Pty ATTEAAWY” Uuvhiowoty,
s & al AnTod Te kai ApTepv ioyéaipay,
uvnoduevatl &vBpddv Te TaAxI@Y 75E YUvaik@dy t6o
Upvov &eidouaiv, Béhyouat 8t pUN dvbpcoaov:
TavTwy & GvlpdTry prvds kai kpepuPoAiaoTuv

136-8 omittunt codd. plerique: habent in marg E L' T D, in textu TT 8, nota instar
antisigmatis in E T TT apposita ante 136-8 vel 136—7, et verbis év étepw xelvtan xai oUTol
ot grixot in E T, év érepw kal oUtoi of griyol kelvran in L 1T praefixis 139 &ve e
plov M p: &7e 1e pplov x: &1e pplov AtD 142 alcodd.: &y D’Orville  146-50 citat
Thuc. 3.104.4 146 &AA& oU codd.: &AX &te Thuc.: &AAoTe Camerarius uéAioT
gmrépmean frop codd. (Emitépreo M): udhioTa ye Supdv ETépeSns Thuc. 148 alTols

oW codd.: aUrroioiv Hermann: altol otv Gemoll ouv ogoiocv Tekéeoo! yuvaii
Teonw & &yuidw Thue. 149 &Saoe...dpxnotui Thue. 150 oThigwvTal codd.:
kadéowatv Thuc. 151 aiel M p ™ &vijp ©: &vbpas J K*™ 152 &5 TOT #mavTidael

&1 Tlgen: of 767" & &vmidor T M: of 167 Emavtia ogio T ©: of 51y 767 EmavTic oglo T
b 156 6ou ET B C T § oU M: & oU (vel sim.) cet. 157 AnAiddes M: nhicdes 5
Y 159 aimis M ©: atSis p 162 Popporiaotiv E T: kpepPoticotv (-oUv -oTiv)
cet.: Pap corr. I? et totum verbum in marg adscripsit: Pau ss. LTI
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uipeiot ioaov: pain &€ kev alTods EkaoTos
Pbéyyeot: oUTw o@Iv KaAt cuvdpnpev &oi1d1).
AAX &yef iAfikol pév ATTOAAwY ApTémd v,
yaipete 8 Upels oot éuelo 88 kad perdmiobe
uvnooot, 6TTToTE Kév TIS EmixBovicv &vBpiTTwv
8vB&d &veipnTan EEivos ToAareiplog EABcov

@ koUpai, Tis 8 Upuiv avnp fi8ioros &o1ddkv
8vBG&Be TroAeiTal Kad TEw! TépTreabe AAIOTS;
UpEls 8 €0 pdAa maoa Utrokpivacal &eripes:
TUPASS Gvnp, oikel 8t Xiwl Evi TTaaTraAotoan,
ToU T&oat petodTiobey &pioTevouotv &oldai.
Nuels & Ypétepov kKAfos oioopev 6ooov e alav
&vBpoTreov oTPEQOUETOa TTOAELS £V VAUETOWCAS
ol & &mi 81 TelocovTan, érel kad ETTTUROY EOTIV.
aUTap Eycov oU AfEw EknPoAov ‘ATTOAAwVa
Upvéwv &pyupdToov bv iUkopos Téke AnTe.

@ Gva, kat Aukiny kad Mniovinv épaTteiviyy

kat MiAnTov Exels Evadov oA ipepdesaay,
alTos & al AfjAolo TEpIKAUCTOU péy” GvAaoaels.
elol B¢ popuifeov AnToUs Epikudéos uids
QOpHLYY! YAcpupfit Tpos TTubc TeTpriegoav,
&uppoTa eipat’ Exoov TeBuwpéva Tolo 8¢ poputyE

Xpuatou UTrd TATKTpou Kavay v Exel ipepoecoav.

vbev 8¢ Trpods "OAupTrov &rd Y Bovds dis Te vonua
elor A1ds rpods Sddpa Beddv ped dutyyupiv &AAwv:
odTika & &bavdTolon péAel kiBapis kad &o1d).
MolUoal pév § &pa oo &uelPopeval 4Tl koAt
UpveUoiv pa Beddv 8&p &uppoTta 118 &vbpoTraov
TAnuoouvas, 8a Exovtes UT &BavaTolot Beoion
{oouo” appadées kal dunyavol, oldE Suvavta
eUpépevan BavdTold T dxos kai yrpaos EAkap:
aUTdp EUTTASKapol Xapites kal Edppoves “Qpat
‘Apuovin € "HPn e Ads Buydtnp T Agpoditn

170

175

180

190

195

163 wipeicd Barnes: pipeiocSar codd. 165 &AX &ye¥ iAfkor ptv Thuc.: dAA& ye AnTdd

pév kad M: &AN &ye 1) Antdo pév Y 168 Toahameipios &Ahos émeAScov Thuc.

171

UmroxpivaaSe YY: UmokpivecS M: UmokpivaoSar 8 Thuc.: &mokpivao9e (o) Aristid.
(34-35) &g’ Updov p, Aristid. codd. plerique: &g Upéwv E T: &' Apéwv cet. {Aristid. R?
&g fpdv): &efpws Thuc. codd. plerique: ebgripeos Thuc. H, J*¢ (Aristid. R **@™* cos):
aug fuéwov Marx: wokpivacSe cagnvéws Carcy 184 TeSuwpéva Barnes: TeSuwmbex

codd.: ebwdéa Pierson 192 &Gopabées M M™: dupadées Y
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OPYEUVT AAANAwvV Erri kapTrédd!l XETpas Exouaal

THiol pév oUT aioypt) veTapéAiretar oUT EAGYEIQ,

AAAK p&Aa peydAN Te 18€iv kad eldos &ynTn

‘ApTews loytaipa 6pOTPoPos ATTOAAWVYL.

¢v 8 aU thiow "Apns kai ElokoTtros ‘ApyelpdvTns 200
Taifous™ aUTdp & PoiPos ‘AToAAwY EykibBapifel

koA kad Uyt Bipds, alyAn 8¢ piv &ugl poeivn

poppapuyal Te TodGMV Kal EUKAWCTOI0 XITRVOS.

ol & émTépTrovTan Bupdy péyav eloopdwvTes

ANTG TE XPUCOTTAOKOPOS Ko PN TiETa Zeus 205
vla pidov Traifovta peT &BavaToiot Beolot.

wéds T &p ¢ Upvnow TavTws ebupvoy EGVTa;

Né o Evi punoTiot &eidw kal IAGTNTI

BTITs Pvwopevos Exies ‘AfavTida xoupnv

loyy & avTiBécr EAaTiovidnt ebitrmool; 210
1} Gua OSpPavTi Tploéwr yévos, 1) & Epeubed;

) &ua AeukiTrroeot kad Aeukitrrolo SduapTi

elos, 6 8 ITrTroloty; oU unv Tpiotds ¥’ EvéAerTrev.

1 dos TO TP@TOV XpnoTHPIov &vBpwTTolot

{nTevwv kaTd yoiav EBns ékaTnPoX "AtroAAov; 215
epinv pév mpdTov & OUAUUTTOI0 KaTHAbES”

AéxTov T fluaBodevTa TapéoTiyes 8 Alvifivas

kad S1x TMeppouPous Téya & eis TawAkdv Tkaves,

Knvaiou " éméPns vauaikiertiis EdPoins:

oTiis & &mi AnAdvTwl Tedicol, T Tot oUy &Be Supdon 220
TeuEaoBal vnov Te kol &Aoex SevBprievTa.

gvBev & EUprrov SioPas exaTnBoA’ AtroAdov

Piis &V dpos {dBeov ¥Awpdv: Taya & TEes & alitol

&s MukaAnooodv iwv kai Teupnoody AeyxeTroiny.

OnPns & eloapikaves Edos kaTaeipévov UANL 225
ol¥ yap T Tis Evaie PpoTddv fepfijt Evi ©nPn,

oU8 &pa Tw TOTE Y floav &tapiTol oUdt kéAsuBol

»

198 &ynt ¥: &yaury M 200 tv &' aU Tijiow Matthiac: &S o0 THiow ¥: &v &
aUtiioly M 202 dugl gaewn codd. aliqui: &ugipaeivel cet. 208 &mreos Wolf:

omméde’ ¥ dmrmétav M pveodpevos Martin: dvewduevos \¥: iépevos M AlavTida 'Y:
arAavTido M 211 Tpioméw: Allen: Tp16TT0), Tp10TdH, Tplowdew codd. & EpeuSel
¥: & tpey 96l M: dpapivSe L™ 1™ 212 lacunam post hunc versum statuit Hermann

:‘Z N8 Alwifjvas Fick: A8 éywifivas M: fj poryvnidas, | peryvifjvas cet. 223 &m M:
cet.
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©nPns &u TeSiov Tupnpopov, GAX Exev UAN.
gvBev Bt TpoTépw Ekies EKTNPON “ATroAAoV,
OyxnoTdv & Ees Moai8tjiov dyAadv &haos:

EvBa veoBuns TrédAos dvaTrvéel &y Bopevos Trep
EAxwov Gppata koA, xoual 8 EAaThp &dyabos Tep
&k Bippolo Bopoov 680V EpyeTon: ol 8¢ Téws piv
KkeiV &y e KpoTéouatv dvakTopiny &@lévTes.

el 8¢ kev Gppat &yfiow év GAoel SevSprevTi,
iTrrous ptv kopéouot, T& 8k kKAlvavTes EdoIv:

@5 yop T& rpwTicd doin yéved: of 8¢ &vaxT
ebrxovTa, Sippov 5t ol ToTE poipa puAdoos.
EvBev Bt TrpoTEpw EKigs EKaTNBON "ATroAAoV!
Kneiodv & &p Emerta kixfiooo koAAipéebpov,

&5 1e AtAdainBev Tpoxéel kaAAippoov UBwp:

TOV B10Bds Exdepye kai Qradény TroAUTTUpYOV
Bvbev &p els ‘AriapTov &oikeo TroifievTa.

Biis & el TeApovons: TéB1 Tol &Be Y &dpos &Trfjpcov
TeU§aoBal vnoév Te kal &Aoea BevBprisvTa.

otfis 8¢ pak &y alTiis kai pv rpds pibov Eertres:

TeApolo’ tvBade 81 ppovéw TrepikaAMéa vndy
qvBpcrtreov TelEan XprioThpiov, of Té pot aiei
£vB&d’ &yviioouot TeEAnéooas EkaTopPas,
futv 6co1 TMeAotrdvvnoov Tieipav Exovoty
18" ool Epaomny Te kai &ugipuTtas katd vijoous,
Xpnoouevol: Toiol 8¢ T &y vnpepTéa PouAtnv
w&o1 BeproTedoipt Xpéwv &vi Triovt vnddi.

25 eircov B1€0nke Bepeidia PoiPos AréAhwy
gUpta Kai pdAa pakpd Sinvekés: 1y 8t iSolioa
TeAgoUoa kpadiny éxoAwoaTo elé Te ulbov:

®oipPe &vaf éxdepye Eros Ti To1 &v ppeoi Bfjow,
8vB&d el ppovéels TeTEa TepikaAMéa vridv
Eppeval &uBpaTrols XpnoThplov, oi 5é Tol alel
EvB&d drywroouot TeEAnéooas EkaTéuPas
&AX Ex o1 Epéwd, oU § &vi ppeot PaAAeo ofio
Tnuaveel ¢ aiel kTUTTOS TTrTTeov dokeldeov

228 UAnBarnes:UAnvcodd. 235 &yfjiow Cobet: &ynow codd.
{Casaubon): &papTov codd. 244 Tehgovons Baumeister: BeAgovons codd.
MI?: ol ¥ 247 TéAoud M: BéAgoud® ¥ 249 &v948” Y moAdol M
&pgiplUras Y: GupipUtous M (cf. 291) 252 T codd.: x* Ilgen

Hermann: ) & éo18oloa codd. 259 of 8¢ codd.: of Te Woll’

230

235

240

245

250

255

260

243 GhiapTov [

TOL

251

255 1) 8& iBoloa

ElZ ATTOAAQNA

&pBopevol T olpfies Eucdv lepdv &wd Trnytoov:

#vBa Tis dvBprTwv PouAnioeTan eicopdactal
&puotd T edToinTa Kai GKUTTOSY KTUTTOV TTTTrwv
fj vnév Te péyav kal KTHpaTa TOAX EvedvTa.

&AX €l 81 11 iboto, oU 88 kpeloowy xai &peicov
tool &vaf Epgbev, oel 88 obévos toi péyroToy:

v Kpiont roinoar Umrd ruxi Tapvnooio.

tv8 oUf &puaTa koA SovfioeTal, oUTE Tol TTrTeov
QOKUTTOBWY KTUTTOS EoTon EUSpunToV TEp! Paopdv.
&AAK TO1 s TTpoodyole InTranfiovi 8&pa
vBpotreov kKAUT pUAG, ol 88 ppévas augrysyndoos
§éCar iepdt KaA& TrEPIKTIOVWV &vBpoTroov.

*Qs eirolo’ ExdTou mémde ppévas, dppa o aUTiit
TeApovon kAfos gin i xBovi un& ExaTolo.
gvdev Bt TrpoTEPw Ekies EKaTTIPON “ATroANOV,
1€es & &5 DAeyUwv &uBpddv oA UPpIoTawy,
of Aidg oUk &AEyovTes el xBovi vateTdaokov
&v xoAfj Prioom Kngioibos &y yUdi Aluvns.

EvBev kapTraAipws TTpoctPns pos Seipdda BUwy,
ikeo & & Kpionv Umd TTapvnody vigdevta

KMoV TTPOS Gépupov TeTpappévoy, atap Umepbev
méTpn EmiKpEpaTal, KoiAn 8 UTroBESpoue Plicoa
TpnyE ™ Bvba Gvag Texpripato Doifos AToAAwY
vnodv TroimoacsBol émmpartov el Te pibov

'EvodBe 87y ppoveco Tel§an TrepikaAAéa viov
Eupeven quBpootrols yxpnoTfpilov of Té pot oiel
£vB4B &ywhooual TeAntooas EkaTouPas,
fiutv dool TMeAotrévvnoov Trieipav Exouoty,

A8 6001 EUpcdymmy Te kal dugipUTas katd viioous,
¥Xpnoduevol: Toiow & &v &yw vnuepTéa BouAnv
w&o1 GeproTevoIpl X pécov v Triovt vnddi,

“Qs eirov B1é0nke Bepeidia Doifos ‘AmTdAAwy
gUpta kol PAAa pakpd Simvekés auTap T alTols
Adivov oUSov E0nke Tpopaovios 18 "Ayaundns
vites Epyivou, pidol &bavdToio Beoioy,

270

275

280

285

200

295

26g Kpfont M: kploon ¥ 272 ot M:ikai ¥ 276 TeAgovon M: BeAgovon ¥ (T

L¥) 278 Kpionv M: Kpioonv ¥ 287 Telfan Abel: Tev€aiv codd.
Tas Barnes: &ugipitous codd. 292 &v Y &g M 205 poxpd Y kaAd M

vexés M: Biapmrepis ¥

291 GuPIpU-
Bin-



46 EIZ ATTOAAQNA

7

kTioTOolov Adecoty &oibipov Eupeven adef

Augl Bt vnov tvaooav dBéopaTa TN &vBpaTav.

&yxol 8t kprvn kaAAippoos Evba Spdraivay 300

kTeivev &vag Aidg uids &d kpatepoio Prolo

Lorrpepéa ueydAnV Tépas &y piov, f) Kok TTOAAX

&vBpeotrous EpBeokev i xBovi, TTOAAG pév aiTous

ToAAG B¢ pfida TavauTod Emel wEAe TTHpa Sagotvov.

kai TroTe Se§apévn Ypucobpdvou ETpepev "Homns 305

Sewdv T dpyaiéov Te Tupdova Trijpa PpoTroioty,

8v ot &p "Hpn ETikre YoAwoapévn Ail maTpl

ik &pa Kpovidng épikubéa yelvat ‘ABnvny

g&v kopugfii 1) & alwa XoAwaaTo moTvia "Hpn

115t kai &y popévolot per dbavéolov Eevre: 310
KEKAUTE pev TrévTes Te Oeol &oad Te Bécuva,

cos B aTipddev &pyel vegeAnyepéTa ZeUs

TpéyTos, Emel X &Aoyov TroifoaTo kESY eiduiav:

kol vOv vooiv Epeio Téke yAaukdTTv' ‘ABHvny,

A} mlov pok&peool peTarpeTel dfavaToioty: 315

aUTap & Y freSavos yéyovey et Téo1 Beoiot

Tods Euds "HeaioTos pikves wodags év Tékov alTr

piy dvd xepoiv Eholoa kat EuPaiov elpéi TOVTOL

&AAG & Nnpfios Buydrnp ©éTis &pyupdmrela

Be€arro kai HETE 1101 KAOTYVATNIOL KOPIOOEY 320

s &@eXN &AAo Beolol Yapiooaobon pakdpeocal.

oxéTAie TolkidoptiTa i vOv prTicean &AAo;

s ETANS olos Texée yAaukd Ty Abhuny;

oUK Qv &y TEKOPTV; Kad oty kekAnpévr) Butrns

fla f év dBavaToloiv ol oUpavdv elpuv Exoual. 325

ppaGeo viv pr ol T kakdy pnticol dricocw: 3252

kal vOv pév Tot Eyds TEXVNioOpQI €S KE YEVTITOL

Trals épds s ke Beoion peTatrpémor dBavéToiony,

298 Evaogoav codd.: EAagoav Roux 298 post 299 transposuit von Blumenthal 308
fvik’ &pa Ruhnken: fivex’ &pa M: el1* &pa 81y Y: elvex” &pa Pleiffer 309 &k kopugfis
™, V*: tvkopugiit cet. 313 Tomoaro Stephanus: émoioato codd. 317 6v Tékov
codd.: &v 7€ kev Barnes: 6v ye pév Ruhnken: 6v ¢ ot Gemoll: post hune versum lacu-
nam statuit Chalcondyles 318 piy dvé codd. (88 **;: plya BE Abel EuPoiov
M: Euporev ¥ 320 xopiooev Stephanus: kopigev codd. 321 yopiocaoSal Allen:
xapicaoSen M: yopilesSon ¥ 322 pnriceen M: T ufoecn p: pfioecn © 323
yhaukdmv Abel: yAauk®dmd' codd. 325 fja p' év Matthiae: ) &g &v S: 7§ () §
tvcet: fjv &g tv Chalcondyles  325a habet in marg. v, om. cet. UHTL Tl X {om. ToL
E): ufy ol T Schneidewin 326 pév Tot M: To1 y&p pr puév To1 yap ©

EIZ ATTOAAQNA

oUTE ooV aioxivad’ iepdv Aéyos ol dudv aliTfs,
oUBE Tol eis elvhv TeoAfooual, dAX &Trd oelo
TNAGBeY oloa feoiol peTéocoopan &favdTolotv.
“Qs elmrolc’ &rovdoet Bedov kie xewopévn Trep.
Uik’ ETaT fipd&To Poddis otV “Hpn,
XEipi karatpnvel 8 Edaoe xB6va kai péTo pibov:
kéxAuTE vOv pot Mala kad Oupavos edpus Urepbev,
Trrfjvés Te Beol Tol Umd YBovi vauetdovTes
TapTtapov &ugi péyav, TédV €€ &vBpes Te Beol e
avTol vOV pev TravTes dkoUoaTe Kai 88Te TTaida
véogt Aids, undév 11 Binv émibevéa kelvou:

&AN & ye pépTepos EoTw doov Kpdvou elplotra Zeus.

"5 &pa puvnioad’ fuaoe xBova yelpl ayeint
kivnn & &pa yaia peptopPios, 1) &t idoloa
TEPTTETO BV Kot Bupdy, dieTo y&p Tehéeoba,
£k ToUTOV 81) ETrEITa TEAECPOPOV Eis EviauTOV
oUte ot els vy A1ds fAube unTidevTos,
oUTe o els Bddkov TToAUBaiSahov s TS Tdpos TEp
VT EpECopévT) TTUKIVES @paliokeTo BouAds
&AX | Y v vnoiol TToAuAAicTolo1 pévouca
TépreTo ols lepoiot Boddmis TéTVIa "Hpn.

&AN OTe B pijvés Te Kad fiuépan EeTedelvTo

&y TrepiTeAAopévou ETeos kal ErnAubov SHpal,

7 & ETex’ oUTe Beols évaiykiov olUre PpoToiot
Sewov T’ &pyaiéov Te Tugdova Trijua PpoToiatv.
arika TOvEe AaPoloa Poddmis méTvie "Hpn
Bdkev EmeITa pépouoa Kakdt kakd, f| 8 UTrédekTo
1] KoK& TTOAXN EpSeake kaTd KAUTE pUX &vBpedTreov.
65 i1 Y’ &vTidoEle, pépeoke wiv aioipov finop

Tpiv Y ol {ov épfikev dva txdepyos AmdAAav
kapTEPOY 7| & 68Uvniow EpeyBopévn yoAetrfiiot
KeiTo péy” &ofuaivouoa kuAivBoutvn kard XGpov.
Beomeoin & tvorrhy yéveT &oTretos, 1) 5t kaf UAnv
UKV PéN Evba kad BvBa EMicoeTo, AdiTre B8 Bupdy

330

340

350

355

360

329 &AX &md ofio codd.: oU8” &md oefo Heyne 330 peTéoooual codd.: &méooopal

Groddeck: kotéooopar Gemoll &Savérolotv codd.: Obpaviwsov West

335 vai-

ETdovTes codd.: vanetdouowv ligen 339 EoTw doov Allen: EoTv doov M: §j méooov ©:

f TTGPéUOV p: €in éoov Hermann 341 Ty 8¢ iBoloa M: 1) 8 Ec18oloa Y
M: vixres ¥ 352 BpoTtoicwv ¥: Seciov M 353 TOVBe codd.: Tov ye West
i Wolf: 8¢ codd. 355 delendum putavit Ernesti 356 iy’ Yt y' M

349 wfives

355



48 EIZ ATTOAAQNA

ooy &romveioud, 6 & Emnufato QoiPos AToAAwY:
Evtaubol viv ruley émri xBovi PeoTiaveipn,
oUdE oV ye {wolol Kakdy dnAnua BpoToictv
Eooec, of yaing moAugdpPou kapTrdy EdovTes 365
&vbad’ &yfioouot TeAntooas EkaxTopPas,
oUBE Ti Tol BdvaTov ye BuonAeyE’ oUte Tupoeus
apkéoel oUdt Xipaipa Sucwvupos, dGAAE ot ¥’ alToU
Yol yola péhaiva kad HiAékTep “Yrepicov,
*Q25 @&T ETEUYOPEVOS, TNV Bt OKOTOS BOTE KAAUWE. 370
T & aTol KaTémud {epov pévos Hehiolo:
£§ oU viv TTuBo kikAfokeTal, of 8t dvakTa
TTUB10v kaAéouotv Ercbvupov oUveka Kebt
a¥ToU Trice TéAwp uévos oEtos HeAlolo.
Kai 16T &p Eyvw fiow évi ppeoi Doipos ATTdAAwY 375
oUvek& piv Kpivn KaAAippoos eEamdenoe:
Bty & &mi TeApoUon koyohwpévos, ofipa & Tkave:
oTh 88 uaX &yxX abTiis kai g Trpds plbov Eerre:
TeApoUd, oUk &p EueAAes Eudv véov EEamagolioa
X®pov Exoud’ EpaTdv Trpopéelv kKaAAippoov Udwp. 380
£vB&Be B1) kal Epdv kAtos EooeTal, oUdE odv oings.
"H kat &mi plov Goev &vat txdepyos AToAAwY
TETPMI01 TTPOXUTHIoW, &TrEkpUyeY BE Héebpa,
kal Pwpodv Toinoat’ v GAoel SevBpnsvT
&yx1 B&ha kpfivns koAAippdou- Evla & dvakTi 385
TavTes EmikAnow TeApouoiw edxeTdwovTan
oUveka TeApovons iepfis flioyuve péebpa.
Kai TéTe 81 kot Bupov ppddeto PoiPfos ATdAiwy
oUs Tvas &vbptrous dpyeiovas eicaydyolto
of Bepamevoovten [Tubol éwi reTpntoon: 390
TalT &pa Sppaiveov vdno’ el oivotr TévTe!
vija Bonv: &v & &vdpes Eoav TToAtes Te kai EoBAoi,
KpfiTes &mod Kvewool Miveiou, of pé& 1" &vakT
iep& Te péfovat kai &yyEéAhouot BépioTas
®oipou AmdAAwvos Xpucadpou, STTL Kev eimrni 305

363 PowTiaveipn M p x: mouAuPoTeipn At D 364 ye fwoiol codd.: Y’ &v wolol West
371 iepdv Casaubon: iuepov codd. 373 ™USiov codd.: TTuSeiov Schulze: TTuSéiov
Bergk: TTuSiov <al> West 391 &mlcodd.: &vi West 392 vija Sofiv Chalcondyles:
AuaSénv codd. 393 Kvwool Baumeister: kveooou, kvwoool codd. 394 ptloval
Stephanus: ppéZouat E T (p)pé€ouot cet. &yyéhdouot M At D LTT: &yyérouct E T:
&yyehéouot p

EIZ ATIOAAQNA 19

xpeieov &k 8apyns yudiwv Utro TTapynooio.

ol pév &l mpfiGiv kal ¥ prpaTa vni peAadivmt

&s TTUAov fjpabdevta TTuhoryevias T &vBpoTrous

EmrAsov: alTdp 6 Toiot ouvfivTeTo QoiPos ATTdAAwY"

v évTeor & Erdpouce Bépas SeAPiVL EOIKGS 400
vni Bofj1, kai keiTo TéAwp ueya Te Sewody Te'

T6V & &6 TIs Kot Bupodv Emgpdooalto vofoas

T&vTod dvacoeiaoke, Tivaooe 8¢ viiia SoUpa.

ol & &xéwv &v vni kabrjaTo delpaivovTss,

oU8’ of y’ 81X EAuov koiAny dvd vija péAcivay, 405
oU8 EAuov Aaigog vnods KuavoTrpopolo’

AAX s T& TTPWTIOTA KATEOTNoAVTO Boeloly

s ETTAsov” KpaTrvos Bt voTos kaToTIoBey ETrelye

vija Botjv TrpddTov Bt TrapnueiPovto MdAsiay,

Tap 53¢ Aoxwvida yaioav dAoTépavov TrToAieBpov 410
€ov kai x&dpov TepyiuPpdTou HeAlolo

Taivapov, Bvla Te ufjda BaBuTprya BéokeTan adel

HeAiolo &vakTos, Exel 8 EmiTepTréa Xdpov.

ol pév &p EvE EBelov vija oxelv 18 &oPavTes

ppdocachar uéya Balipa kai dpbaApoio ideobo 415
el pevéel vnos yAagpupfis Samédoiot TéAwpoy,

1 els oI&Y &Aiov oAUt Buov dpgis dpovcer

&N o Tndadioioiy EmeifeTo vnUs elepyns,

AAA& Taptk TTehorévynoov Tiepav Exovoa

AT 686v, Tvorfji 8¢ &vaf Ekdepyos ATTOAAwY 420
pnidics iBuV: | 8¢ Tprogovoa kEAeubov

Aptjynyv ikave kol Apyueény EpaTeiviy

koi Oplov AAgeloio Tépov kal edkTiTov Al

xai TTUAov AuaBéevta TMuloryevéas T avBpdytrous:

PR 8t Tapd Kpouvols kai XaAkida kai Tapa Atpnv 425
78t Top "HA1Ba Siav &81 kpatéouotv Ereiol:

eUre Qeds ETEPaAAey &yoAhopévn Alds oUpwi

Kol o1y Uik vepéwv 184kns T 8pos aiTl TrépavTo,

398 Tluhoryevéas Fick: TuAnyevéas codd. 402 Tév codd.: Tov Weiher doris Y:
& Tis Ilgen: ofmig M ™™ tmppdocauTo f: EmppdooaTo x: éweppaooaTo At D:
Emeppdoorto M vofioas Richardson: voficon codd. 403 mavTtod' pi wavTo§ M
o dvaooeiaoke M: dvao(oleicacke ¥ 404 &v M p: &vi O kaSfato Abel:
kadeiaro codd. 407 6 T& TpwTioTa M: s T& TpddTa ¥ 408 Emerye Ruhnken:
Eyeipe codd. 410 "EAos T* Epodov Matthiace 420 fji” M: fiev, fiev, fiev cet. 423
8okTiTov M M duktipevovY 424 TTudoryevéas Fick: mudnyevéascodd. 427 Qeds
Eberhard: pepds codd.



50 EIZ ATTOAAQNA

Aoulix16v Te Zdpn Te kai UAeooa Zaruvbos.
&AX OTe 81 Tlehorovwwnoov TapevioaTo TTaoav, 430
xai &7) el Kpions katepaiveto kdATos &mreipov
8¢ Te BiEk Tlehodwvnoov Trieipay Epyer,
NAG &veuos GEpupos péyas aibpios ik Ads alons
A&Bpos EranyiGwv E§ aibépos, dppa TaXIoTO
vnUs &vioete Béovoa Badoans dApupdy UBwp. 435
&yoppot 81 EmerTa TPos HA T HEAIGY TE
EmAeov, Tyyepdveus & &vaf Aids uids AmréAdwv.
Tov & &5 Kpionv eUBeieAov &umeAdecoav
&5 Aév’, 1) & GudBolow EypipyaTo Tovromdpos vnls.
EvE & vnos Gpouoev Guag Exdepyos ATTOAAwY 440
&oTéP! £iBOuEVOS pEow! fiuaTl ToU & &md TToAAad
omivlapibes TwToVTO, ofAas 8 Eis oUpavdy Tkev:
&5 8" &BuTov kaTéBuoe B1& TPITTOB v EpiTipcov.
&v 8 &p O ye pAOYa Baie Tpauokduevos T& & kfjAa,
Tdoav 8¢ Kpiony k&Teyev oéhas' ai 8 dAdAuEav 445
Kpioaicwv &Aoyol kaAAiGwvol Te BUyaTpes
Doifou o Piriis péya yap Stos EuPal EkdoTw!.
BvBev &' aU’ i vija von dds &ATo TrETesBon
Gvépt eiBopevos aiGnddl Te KpaTepdd! Te
TpwlnPBn1, xaiTnis eldupévos elpéas duous: 450
kal opeas puovioas Emea TTEPSEVTA TTpooTUSar
@ Eeivor Tives EoTé; olev TAEIE Uypd kéAeuBa;
Al Tt k& TERAREW, 1 nayrBicos dAdAToBe
old Te AnioTfipes Utrelp &Aa, Tol T dAdwv T
Yuxas Trapbéuevorl kakdv &AAoSartrolol pépovTes; 455
Tipf olTws fobov TeTindTEs, 0UT Emri yodav
ExPnT, oUSE kb ErAa peAaivns vnods EBecBe;
aTn pév ye Bikn wEAel quBpddv dAgnoTdwy
dmrmaTav &k évTolo ot XBovi vl peAaivn
EABwotv kapdTw! &8MKSTES, aUTika 8¢ oeas 460
oiTolo YAUKEpoio Trept pévas fuepos adpel.
“§25 pdrTo kai opiv B&poos &vi oThBecoly EOnKe.
ToV kal &peiPopevos Kpntddv &yds dvtiov niidar

430 mapevicaro M: mapevicoeto ¥ 431 Ewei ¥, practer At T émt M AtTT 436
&yoppot ¥: &Gyoppov M 442 Tkev Barnes: fijkev codd. 444 PAGya Baie Y: @roy’
EScue M 446 Kpioaicov Wolf: kpio(oaydv codd. 447 EuPaX txdoTor M: elhev
tkaotov¥ 452 Tives éoté Chalcondyles: m83ev foté codd. 459 ol xSovi codd.:
oTi x96va Matthiae

ElZ ATTOAAGNA sl

&elv’, &mel 0¥ pév y&p T1 koTabvnToiow Eoikas,
oV Béuas oUdt puny, AN dbavaTolot Beoioty, 465
oUAE Te kal péya Yoipe, Beol &€ To1 SAPIax Solev.
kai pot ToUT &ydpeuoov ETTyTupov &pp el elBQ
Tis 8fjuos; Tis yolia; Tives BpoToi Eyyeyaooy;
EAANL Y&p ppoveovTes TTeTTAEOUEY pEya AdiTh
gl TTUAov Ex KpryTns, Evlev yévos ey oued elvar- 470
viv 8 &Be EUv vni kathABouey ol Ti EkovTes
véoTov ituevol &AATY 680 &AAa kéAsubar
&ANG Tis &BavdTwov 8elp fyayev obk E8éAovTas.

Tous & &mrapelPopevos Tpooten ékdepyos ATOAAwY:
Eeivor, Toi Kveaodv TroAudévBpeov &upivépeoDe 475
T Trply, &Tdp viv ok EF UdTpoTrol alifis Eoeobe
g5 Te TTOAW EparThv Kal BLdpaTa KOAX EKOTTOS
E5 Te pidas &GAdYous, GAN EvldSGe Triova vnov
8EeT” Eudv TroAAoiol TeTpévov dvlpoTroloty:
glpi & Eyc Aids uids, ATTéAAwv & elyoua elva, 480
Uuéas & fiyayov 8v8&E Umrép péya AaiTpa foddoons
ol T1 kak& ppovEwv, GAX EvB&Be Tiova vnov
ECeT’ Eudv TEO pdAa Tipov &vBpdTrolot,
PouAds T &bavaTwv eibnoeTe, TGOV I0TNT!
ofel Tipfoeofe SauTrepts fjpaTa TAVTA. 485
AN &yed dos v Eycd elroo meibeale TayioTar
ioTia pév pdyTov KABEeTOV AUcavTE PBoeias,
vija & Emerta Bomyv Tl fyreipov épUoact,
tk 8 kTPl EAeobe kad BvTea vnos Elons,
kad Peopov Tromoat i priyuivi Baddoons, 190
wip tmikadovTes i T GAQITQ Asuka BlovTes'
elyeoBan 81 EmerTa TapioTéuevol Tept Buwpodv.
05 pEv By 1O TTPdTOV &V AEPOEIBET TTOVTWI
elBbpevos BeApivi Bofis érrt vnos dpouod,
¢ds Euoi eUyeoBon AeAvicor aUtap & Poouods 495
adrds SeAgivios kal Eroyios EcoeTan aiel,
Serrvijoal T &p EmrerTa Bofjt Tapd vni peAaivnt,
kai oTreloon pakdpecol Beois oi "OAupTrov Exouaiv.

468 Eyyeydaow ligen: ixytyaaow codd. 475 kvoodv A Q) kvwoody cet. 479
woAhoiot M At D 11 p: Ahoion L spatio interiecto: kaMdoiot E T TeTipévoy codd.:
TeTipévor Hermann 488 &mi ¥ ¢ M 496 SeAgivios M: 8éAgios At D A Q P
BéAgelos BTV x



52 EIZ ATIOAAQNA
aUTap ¢y oiToto uedippovos £§ Epov fiob,
Epyeobai 6 & Epol kai inTronfjov &eidev
els & ke Y&pov iknobov 1V &€eTe Tiova vndv.

“Qs Epaf - ol & &pa ToU péha pév KAUov A8’ EmrifovTo.

ioTia kv TpddTOV K&BEC OV, AUoav Bk PoEias,

ioTov & loTobdKN!1 TEACCaY TTPOTOVOITIY UQEVTES,
&k 8¢ kal adToi Paivov &l pnyuivi Baidoons,
&k & &Aos fimrelpov Bt Bomy &vd vij éploavTo
Uyol emi youdbors, Toapd § Eppata pakpd Tdvuooav,
kad Boopdv Troinoav i pryyuivi Boddoons:
7wUp & EmkaiovTes i T’ dA@iTa Aeukd BUovTes
elxovl cos kéheve TTapioTdpevol epl Puopdy,
SopTrov Emrelf’ elhovto Bofj Tapd vii peAadvnt,
xai omeioav paxdpeaot Beols of "OAupTov Exouciv.
aUTap el TOTI0s Kad E8MTVOS £€ Epov EvTo
Bav ' Tuev: fipxe 8 &pa opv Gvag Aids uids ATTOAAwY
@dputyy’ &v Xeipeootv Exwv EpaTtodv kibapifov
KaAd kai Oyt Bifds: ol 8¢ pricoovTes EmovTo
Kpfites mrpos Mubos kai inmaifiov &eidov,
ofol Te Kpnrdov mraurjoves oloi t¢ Moloa
&v ofecov EBnke Becr pediynpuv &oidnv.
&xpnTol 8t Adgov TpoctPav Toaiv, olya & TkovTto
TMTapynody kal xdpov EmfpaTov EvE &p' EpeAdey
olknjoelv TToAAoiot TeTipévos &vbparoiot
Beife 8 &ywv &BuTtov L&beov kai Triova vnov.
TGV § dpiveto Bupods tvi aTriBecot pidoior
ToV Kol duelpopevos Kpntddv dryds &utiov niidar

@ &V Emrel B1) THAE @iAwv kai TarTpidos aing
fiyoryes 00T mou Té1 odd1 pidov EmrAeTo Bupdr
éds ki viv Propecda; 16 ot ppdlesdar vy pev.
oUTE TpUyneodpos fide ¥ Emmipatos ot elAeipcov,
s T &To T €U fwew kad & &vBpeotrolot 61rndeiv.

Tous 8 émipednoas pocéen Alds uids ATdAAwy:
viTriol &vBpwTrol SuoTAfpoves of HeAeBdVas
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™ alroU Sé&medov cet. 528 PiduecSa codd.: PopesSa Janko
oUte D’Orville
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BouAeot &pyoéous Te wovous kai oTelvea Bupdor

pnidiov Erros Ul Epéew kal émi ppeoi BMocw.

Bebitepfit pEN EkaoTos EXov &V YEIpl i aipav 535
op&lev olel ufjdar & § &pova TévTa TapéoTal,

dooa tpol K &ydywot TepikAUTS eUN &vlpcdoTroov:

vnov Bt TrpogUAcyBe, 5ébexDe 8t gUN dvbpddTreov

8843 &yeipopévaov kal Eufv iBUV Te pdAdioTa

A€ T1 TUo1oV Eros EooeTal 1€ T1 Epyov, 540
UPpis 8, i Béuis 0Tl kaxTaBvnTdOV dvbpidTraoy,
SAho1 e Upiv onudvTopes &vdpes EgovTay,
TGV U’ duarykaint Bedpfoect finaTa TavTa.
gipnTai To1 TdvTa, ou 5t ppeai ofjict pUAEaL.

Kai au ptv oltew xaipe Aids kai AnTols uié 545
aUTép Eyd kai otlo Kal GAANS wvniool &oiBiis.
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Eppiiv Guver MoUoa A1ds kai Manados vio,
KuAAfivns pedéovra kai Apkading moAuunou,
&yyerov &Bavérav EproUviov, Ov Téke Maia
wppn EUTTAOKapos Aids Ev @IACTNTI piyEioa
adBoin’ poxdpeov &t Bedov fiaeuad dpiAov 5
&vtpov Eow vaiouoa Tradiokiov, Evla Kpoviwv
vUpeM1 EUTTAOK&PWI HICYETKETO VUKTOS QUOAY L,
Sppa kaTd yAukus Utrvos Exol Asukwhevov “Hpny,
AfBwv &BavdTous Te Geols BunTols T &vBpoTrous.
&\X &1e 1) peydhoro Aids voos EEeTeAeiTO, 10
T & 481 SéxaTos pels oUpavdl EoTNPIKTO,
els Te pdws &yaryev, dplonud Te Epya TETUKTO!
kot TOT Eyelvaro Taida TroAUTpoTroV, aluvAounTny,
AnioTiip’, EAaTiipa Poddv, fynTop dveipwv,
kTS TN THpa, TTUANSOKOV, &5 Ty EueAAev 15

534 pnidiovt: pnidleosM 537 dooa't: altvM ol K’ codd.: 7" tpoi K Hermann:
¥ Eyor West 538 vnov Bt Ernesti: vndv e codd. 539 kai Eufyv 190v Te udhioTa
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dupavéelv KAUTE Epya pet &bavdTolot Beoicv.
HD105 yeyovds uéowt fluoTt Eykifdpilev,
éoTréplos Pols kAbwey ExnBoAou ‘ATdAAwvos,
TETPGB1 TT1 TpoTEPM TH1 piv Téke TéTVIC Moo,
s kad &mel 81 pnTpodS &1 dBavdTwv BSpe yuicwv
oUKETL BTpoV EKeITO péveov Tepdan &vi Alkveor,

&AX & Y &vaitas {fyter Poas AdAAwvOS

oUBov UmrepPaiveov Uynpepéos &vTpoto.

EvBa xéAuv eUpcov EkThioaTo pupiov SABov:
Epufis Tol TpwTIoTa XEAUY TEKTAVAT &Oo18V,

| p& of &vTePoAncey &’ alAeinior BUpniot
Bookopgvn TpoT&poife 8dpcov EpinAéa Toiny,
oabUAa ooiv Paivovoar Ao & Epiolvios uids
&Bpricas éyéhaocoe kai alrika ulbov e

2UuBoAov 181 uot péy dvrciuov, ol dvoTddw.

Xeipe puNV Epdecoa XoporTUTre SauTds ETalpn,

&oTooin Tpopaveioa: TéBev TEBE kahdv &Buppa;

aioAov SoTpakdy Eoot, XEAus Bpeot [wouoa.

&AN olow o els Bdua AaPcov: 8pedds Ti pot Eoont,

008 &moTIuNowW’ oU 8¢ pe TPWTICTOV OVRGEIS.

ofkol PéATepov elvan, &mmet BAaPepov T BUpneIv:

A ya&p émnAvoing ToAuTTAuovos Ecoecn EX M

Leoouo™ fiv 8t 8&vnis TOTE kev pdAa koo &siSois.
Qs 80 Epn kad Kepoiv &u &pgoTépniot &elpas

&y eiow kie Sddua pépeov EparTeivdy &buppa,

B8 &vamnAnoas yAugpduw! ToAloio o187 pou

aiddV EEeTOPT|OEY OPETKIOIO XEAVNS.

s & OmoT kY vonpa Si&k oTépvolo TreprioE

&vépos 6v Te Bapival o Tpwedol pépipvan,

7 &7e Sivnbddo &1 deBaAuddY &popuyai,

o & Etros Te ki Epyov EunBeTo kUBiuos Epus.

e 8 &p v uéTpoiol Tapcy Sévaxas KOAGUOLo

Telpnvas Sik védTa Bid prvoio YeAcovns.

&uei 8¢ déppa Tdvuooe Pods TrpaTriSecoiv Efial,

Kai Txets EvEONK, i B Quyodv fipapev &ugoiv,
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ETTTé 8 gupgvous diwv ETaviooaTo Xopsdas.
aUTdp Etrel 81) TeU8e pépoov EpaTeivov &upua
TANKTRwL ETelpfTie KaTd péAos, i 8 U XE1pos
opepdaréov kovaPnae: Beds § U kaAdv eibev
EC alTooyeding Tepopevos, HUTe KoUpol 55
APNTAl BaAiniol TapaiPoAa kepTouEOUTTY,
&uei Ala Kpovidny kad Mandda kaAAiméSidov
g TT&pos wpifeokov ETaipeint PIAGTNTL,
Ay T ool yevefy dvouarkAuTov EEovouaduwy:
&pPITTOAOUS TE YEPXIPE Kal &yAad SWUATA VUUPNS, 6o
kai TpiTrodas kaTd ofkov &mneTavous Te AN Tas.
kad T& pév ol fle1de, Té& Bt ppeaiv EAAa pevoiva.
kad THY piv karénke gépoov iepddt évi Alkveot
POPUIY Y YAagupnv: & & &pa kpeidv EpaTifuwv
&ATo KaT& oKOTINY eUBEDS EK uEYApOIO, 65
Sppaivewv 8éAov aiTruv &vi peaiv ol& Te pidTes
piAfiTan BiETrouat peAaivng vUKTOS &V dopni.
HéAlos ptv Eduve katd xBovds dreavdy Bt
avTtoioiv § imoiot kal &puaoiv, altap &p Epuis
Miepins &pikave Béwv Spea or1devTa, 70
Evha Becdv pardpeov Poes &uPpoTol alAv Exearov
Pookdpeval Asipddvas dknpacious EpaTeIvous.
16V TOTE Maiddos uids ¢loxotros ApysipovTng
mrevThKovT &yéAns &mreTdpveTo Bols Epipukous.
mAavodias 8 fllauve Bi1& yapabdea xdpov 75
ixvn &mrooTpéyas' BoAings & o Anbeto Téxvns
&vtia Tomoas &TTASS, T&s Tpodobey dmiodey,
Tds 8§ dmibev TpadTas, kKaTd 8 EuaAv aUTos EPaive.
odvBoia & aUTika pryiv el yapdBors GAimow
&ppaoT 78 &vonTa SimwAeke, Baupatd Epyaq, 80
ouppioywv pupikas kai pupaivoedéas OLous.
16V TéTE ouVBAoas veoBnios &ykoaAdv UAng

51 oupgcvous: InAuTépwy Antigonus Carystius demirab.7 53 kaT& u.é7\<‘:>s Allen: kard
pépos codd. 54 kovaPnoe M: kovéPi(o)oe cet. 58 dos ™ Ernesti: Sv codd.: ante
58 lacunam statuit Radermacher G5 &Ato At D M: dpTo p: &1o ¢ 67~ eIAnTA
M V: pnAntad © p (praeter V): @iAfiren Radermacher 70 Sécov At D: -?E(:OV IV.I bx
76 Txvn codd.: ixw" Hermann 78 wpdotas M: mpooSev cet. 79 oUrika pryiv
Postgate: aUTix’ Epnyev M At D T g adrika om. E T: « Epiyev L 82 ye’oSnE\eog
&rykoAdy UAns ¥: veoSnAtav drykoAwpry M: &ykohov Stephanus: veoSnAé & dryxadov
Gpnv Radermacher (CQ 27 (1933) 156-7): veoSnAtav dykéiw bpnv Allen (CQ 27 (1933)
200)
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&BAapéws s TTooaiv E8fjoaTo odvBoaia koUpa

alUToigIv TTETGAOIOL, T& KUBIMOS ApyeipouTns

EoTraoe TTiepindev dBormopiny &hesiveov, 85
ol& 1* tmeryoduevos Sohiyfv 686v, altorpoTfoas:

TOV B yépuov &vonae SEpwv dvBoloav dAwtv

téuevov Tredfov 3¢ 87 Oyynotdv Aexemoiny:

TOV TTPOTEPOS Trpoatépt Mains Epikubéos uids:

"2 yépov 65 Te QUTH OKGETTTEIS ETIKQUTTUAOS GOy, 90

7} ToAvownoels 0T &v TGBe TAVTa pépnict

Kad Te {8cov un i8cv elvan kal kweds dxkovoas,

kad ory&v, 6Te pf) Tt KATABAGTTTNE TO odV alTol.

Téaoov pas auvégeue Bodv Ipbiua k&pnva.

ToAAG & &pn oxidevTa kal alAdvas keAadelvous 95
kad medi” &vBepoevTa SiAace kUBIpos Epuds.

dpevain & émikoupos Eaveto Saupovin v

1| TAglwv, Téyxa 8 &pBpos EyiyveTto Snuioepyds:

1| 8¢ véov okomifv TTpooeProaTo Sic ZeAfvn

TT&AAavTOs Buydtnp Meyaundeldao &vakTtos: 100
Tfinos T AApetdy TToTapdy Aids EAkiuos uidg

Poipou ATdAAwvos Bols iAaoey elpupeTiTOUS.

&dpufTes 8 Tkavov &5 alidiov Uyuérabpov

Kkal Anvols TpoTr&potBey &piTrpetréos Asuddvos.

&Vl el €0 PoTavns mepopPet Pols Eptpikous 105
Kai Tas wEv ouvEdaooey & alAlov &Bpdas oloas

AwTOV EpemrTouévas 18 EponEVTa KUTTELPOY,

ouv & épopel EUAQ TTOAAG, Trupds & EmepaieTo TéKVNV.

S&euns cryAaov &lov EAcov émrédeye o1d1ipwt

&puevov v TToAGuUN1, GuTTvuTo S8 Beppds &UTUT: 110
Epufis Tor mpwTioTa Truptia mlp T &véSwke,

TTOAAK 8 K&yKava kA karTouBaiwi &vi BéBpwt

83 dPAcPiws codd.: dogahécos Hermann: slAaBéews Schneidewin 85 &hesiveov
codd.: &AeyUvewv Windisch 86 alTotportmicas M p L™ TI"™: arompetris s At D
L T abrotpormoas s E T 87 8éuwv &vSolivav M: Sépwy oiSousav ¥ go
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auvégeuve Chalcondyles: paoiv Eo(o)eve codd. 99 oxomifv M p v okomijt AtD 100
usyopnBeidao p péya pndeidao M: ueyaundeico At D: uéya unBeidio I peyoundeiSoio
L: peyaundeioio L T: péya unbopévoio Cassola 103 &BufjTes codd.: drufjTes Ilgen

109 Eméhewe V: dvicAhe M: év 8'IAAe o18eiwr Radermacher lacunam post hunc versum
statuit Schneidewin, sed fortasse post &ppevov év rahdum statuenda est 110 &UTVUTO
5t M: v & &umwurto Y 112 K& pr kéha ©: kahd M karoubaiw Barnes: kat’

oUdaicwt codd.

ElZ EPMHN 57

oUAa AaPcov Emrébnkev ETTneTavd: AduTreTo 88 PACE

Aot pUoav iloa TUpdS uéya Saiopévolo.

Bppa Bt TUp dvikaie Bin kKAuTol HeaioToto, 15
Téppa & UmoPpuyias EAtkas Bols EAxe BUpale

Boids &yxi TTupds, SUvanis 8¢ of ETAeTO TTOAATY

&ugotépas & Tl vidTa Xaual BaAe puotlowoas

EykAMiveov & ExUAIVEE BT adddvas TeTopnioas,

Epyw1 & Epyov dmade Taudy kpéa Triova Snudor 120
GOTTa § &pg SPeAciol mETapUéva SoupaTioial,

odpras 6pol kai veTa yepdouia kai péAav afua

Epyuévov Ev XoA&Beool, T& & alToU kel T &l Xcopms.

pvous & EGeTAVUTTE KATAOTUPEAw! Evi TIETPT,

o BT viv T& péTaocoa TTOAUY povIoL TEQUACT 125
Snpov B weTd TalTa kol &xpiTov. alTap ETEITX

Epuiis xaprogpwy eipuooaTo Triova Epya

Aefeor & TAGTapGW Ko Boyioe Scadeka polpas

KAnpoTraAels TéAeov Bt yépas TTpooEdnkey Ek&oTn.

8B’ bains kpedwy fipdooaTo kUSIMos Epufis: 130
ddum yap Wi ETepe kai dBdvaTov Tep EdvTa

HOET" " AN oU8’ Cos ol émemreifeTo Bupos dyveop

kol Te uAX ipelpovT! Tepdw tepfis kaT Seipfs.

EAAS T& pEv kaTéBnkey &5 alAiov Uyiuédabpov,

Snudv kol kpéa TTOAAG, peThopa § aly &vdelpe, 135
ofjua vEns ooptis: émmi 8¢ EUAa kéykay deipas

oUAGTIOS olAokdpnva TTUpdS KaTeSuvaT &UTURAL.

aTdp ETEIBN TAVTA KT X pEos fivuoe Saipcov

agdvBola pev TTpoénkev & AAgeidov PaBudivny,

&vbpakifv & épdpave, kéviv & dudBuve pedavay 140
TOWWUX10§" KaASOY 88 OwS KATEAQUTTE ZEATIVTS.

KuaAnuns 8 oly’ abtis &plkero Sia k&pnva

114 gUoav E: @Ufav cet. (o ™) 116 UTroPpuyias codd.: \‘J'ITOﬁP\'JXOUS Ludw‘ich:
ép1PpUyous Barnes: UmoPpoyious Thomas 119 gykAivev ¥: ékxpivas M: é?/no\wcxg
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x: kaTd oTupidw D pr kord oTugeAi M &vi codd.: &mi Burkert (cf. 404) 125 T&
péracoa M. T& pet’ dooa (Gooa) ¥ 126 &kprtov codd.: &kpiTor West 127 Xop-
uodgpwy Stephanus: Yapuogipwy MO: xapua eépwv p eipﬂcca:ro M 3 sip‘:zom'o
© 132 EwemeiSeTo M: of émeiSeto Y 133 mepdv Barnes: mepfiv M: mépny Gz I
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Spbpros, oUSE Tis of BoAiyfis 680l &vTePoAnoey
oUTe Beddv pakdpwy olte BunTdy dvBpeoTreov,
oUBE kUves AeAdkovto: A1ds & Eprotvios Eppufis
doyuwbels ueydpoto Si& kKANiBpov Eduvey
atpm dmeopiviil Bvadiykios AUT duixAn.
iBUoas & &vrpou EfikeTo Tiova vndv

fika rooi TpoPiPddv: oU yap kTUTEY s Trep & oUdel.

tgoupévas 8 &pa Aikvov émrdoryeTo kUBinos Epuis:
omapyavov &ug Gpois eilupévos HUTE Tékvov
vijTriov &v TaAduniot Tep Tywior Aaigos &Upwv
KeITO, XEAUV EpaThiy ET° &pioTepd Yelpods Epywv.
unTEpa 8 oUk & EAnBe Bectv Beds, elTré Te plbov:

TitrTe oU ToKiAopdiTa Tolev Té8E vukTds v pmy
Epxm1 &vonBeiny Emieipéve; vOv o udX ofw
1} T&y dunyava Seoud Tepl TAsupfiiow ExovTa
AnToiBou UTrd ¥epoi Bitk TTpobUpolo Treprioely,
fi ot pépovTta peTalU kat' &ykea PIANTEUCEIV,
Eppe TTGAV" uEYGATY o€ TTaTTp EPUTEVDE péPIpVaY
BvnTois &vlporolot kai &BavéTolot Beoio.

T1v & Epufs uiboiowv &peifeTto kepSaiéoton
pfirep Buf) i pe Talta SeBiokecn fUTe Tékvov
viiTriov, 65 pda Talpa peTd ppeoiv adouia olSe,
TapBaiéov xal pMTPos UtranBeiSoikev Evirds;
aUTap Eyos TEXVNS EmiPricopat ) Tis &pioTn
BoukoAéwv Eut kai ot SiapTrepés oUdt Beoiot
védi peT’ &BavaTolow &BcpnTot kad dAioTol
aUToU THiBe pévovTes dveEdued, dos ol keAevels,
BéATepov fluaTa TavTa peT &Bavdrols dapileav
TAovoiov &pveldv TToAuATiiov fj kaTd Sédua
&vtpwt &v NepdevTt Baaootuey: &pel 8 Tiufis
k&y Tis doins EmProopa fis ep ATéAAwY,
€l O€ ke pn) Scomiot Tt ENds, Ty Tol Eywye
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Forssmann 155 168 Wolf: T&8e codd. 157 ) 1ax Y: 8Voay M: fj T¢x Barnes:

SUoucy (i.e. SUopaye ) Radermacher 159 @épovTa M: AaPévta ¥

petagy codd.:
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TelpTiow, SUvapal, PIATTEwY SpXauos elval. 175
el 8¢ i Epeuvrioer AnToUs Eptkudtos vios,
&Aho Ti ol kad pelfov diopon dvmiPoAnoev.
elut yap el TTuBdva péyav Sopov avTiTopriowy:
EvBev &Ais TpiTrodas TepikaAAéas 7)BE AéPnTas
Topffow Kai xpuody, &Ais T aifwva oidnpov 180
kai TOAATY EoBfiTar oU & &yean of K E8éAmiada.
“Qs ol utv § Errtecot Tpods AAANAoUS &y dpevov
vids T aly1dyoto Aids kai oTVIa Mada,
Hdas & Aprytveia gows Bunroiol gépouca
dopwuT &1 Qkeavoio Babuppdou atTap ATTOAAWY 185
OyxnoTév & &eikave kicv molufipaTtov &Acos
&yvov Epiopapdryou Muunoyou: Evba yépovta
txvcodahovt eUpe Sépovta Traptl 680l Epros dAwTis.
TOV TPSTEPOS Trpocten AnTols Epikubios vios:
"Q ygpov OyynoToio PatodpdTre ToIfevToS 190
PoUs &rd Meping SifAuevos EvBAS” ikdve
Tdoas dnAsias, Téoas kepdeagaotv EMKTAS,
&€ &yéAns: & 8t Tapos EBdokeTo polvos &t EAAwY
KuGveos, XapoTrol 8 kUves kaTdTmioBev Erovto
Téooapes NUTe pAdOTES SudPpoves: of pev EAcipbey 195
of Te kUves & Te TaUpos, & 81 Trepi Balpa TéTukTON
Tai & EPav fieAiolo véov kaTabuopévolo
x podokoU Asipddvos &1d YAukepoio vouoio.
TaUTé pot eltrt yepout rahcnyeves el ou drwTras
&vépa Taiod’ &l Bouoi SiampfiooovTa kéAeuBov. 200
Tov & & yépwy wiBoiotv &uelPOuevos TTpoCEETTEY”
& piros &pyaiéov pév 60" dpbadpoiow 1dorto
mévTa Aéyey: oMol Yép 686v Trpriooouatv 68iTal,
TGV of pév Kok TTOAAY pepadTes, ol 88 paX toBAd
POITATIV XoAetrdy Bt Sarjueval éoTiv EkaoTov. 205
alTdp Eydd TTpdTav Tfuap & NEAlOV KaTaSUVTA
EokamrTov Trepl youvov dAwfis oivotrédolo
Toida 8 EBota pépioTe, oagts & oUx ofda, vofjoa,
& 15 & Trads Gua Pouoiv Ekpaipmiotv &TMdel
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mann, West: alii alia SépovTa Barnes: vépovTta codd.: Aéyovta Schneidewin: alii alia
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vnios, elxe 88 p&PSov, dmioTpopddny 8 ERaSiZey,
gCotriow & dvéepye, k&pn & Exev &vtiov alTddl.

Ofi § 6 yépwv- 6 Bt BGogov &8 kie piBov dxovoas:

olwvov & évéel TavuaiTTepov, alTika 8 Eyvw
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TETPNS €l keubudova PadUokiov, Bvba Te vinen
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68un 8§ iuepodeson 81’ olipeos fyabéolo
kidvato, ToAG 8 ufjda TavaUToSa BOokeTo TroinV.
EvBa ToTE oTrelBoov kaTePRoaTo Adivoy oUSdy
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yvéd 8 oUd’ fryvoinoe Aids kai AnToUs uios
wipenv T oUpeiny TepikaAMéa kai pidov uidy,
TS dAlyov SoAinis eldupévov EvTpotrinior. 245
TamrTAvas § dvd TévTa puyov peydioio Séuoto
Tpels &BUTOUs dvéwrye AaPv KANTBa pagviy
vExTapos EutrAsious 18 &uPpoains éparTeiviis’
ToAASS B Xpuocds Te Kol &pyupos EvBov ExerTo,
TOAAG Bt powvikdevTa Kal &pyupa eipaTa VUUeTS, 250
ola fedov pakdpwv iepol dopot Evtds Exouotv,
gvE &rel Efepieive puyous peydioto Sopolo
AnToidngs puboiot wpoonUda kuBipov Epufiv:
"Q rad 8¢ v Aikveol kaTdxelat, privué pot Bots
fdooov: Emel Téya védi Slo1o0uel ol KaTd kOoUoY. 255
plye yap oe Parcov &s TapTapov fepoevTa,
els CoPov aivopopov kal Gunxavov: oUdé ae piTnp
& pdos oUdE TaThp dvaAUoeTal, GAN UTo yaint
Epproels OAiyolol ueT’ avdpdoiv fyeuoveUwv.
Tév 8 Epufis puboioty apeipeTo xepbahtoior 260
AnToidn Tiva ToUTov &mrnvéa uibov Eertras
kai Pols &ypavdous BiLfpevos EvBad” ikdvers;
oUk iBov, ol Tubduny, olk &Alou pUbov &kouoa:
oUk &v unwioanys, oUxk &v pufvuTpov &poiunv:
oUTe Boddv EAaTfipt kpaTaiddl QwT Eolka. 265
oUk &pdv Epyov TolTo, Trépos 8¢ pol SAAX péunAsy:
UTrvos ol ye péunAe kal HUETEPNS YEAQ UTyTEOS,
omépyavd T dug dpoia Exelv kai fepud AoeTpe.
un Tis ToUTo TUBoiTo Tobev TOBE veikos ETuyOn
Kkad kev 81 péya falpa pet’ dBavéroiot yévorto 270
Taida veov yeyadTa 81& rpobupoio Tepfical
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Qs &p Epn kad TUKVOY &TTO PAEPEPWV AUXPUTOWY
dppUo1 PITTTaGETKEY dpeopevos EvBa kal Evba,
paKp &rrooupifwy, GAiov s ulfov dkolcwv. 280
TOV & &madov yehdoas Trpoctqr) Ekdepyos AToAAwY:
"2 méTov firepoTreuTd Sohoppadis 1 o€ BAN oiw
ToAAdKIS &uTiTopolvTa Bduous el valeTdovTas
gvwuyov o ¥ Eva polvov & oUBel pédTa kadicom
okevalovTa KaT oikov &Tep Wogou, ol &yopevels. 285
TToARoUs & &ypavAous axaynoets pnAoPoTiipas
oUpeos &v Brioomnis, OToTAV Kpedv Epartifov
avThonis &yéAniot Podv kal et prAwv.
&AX &ye, pf) TUpaTdY Te Kl UoTatov Utrvov iavons,
&k Alkvou KaTaBaive peAaivns vukTos ETaipe. 290
ToUTo yap olv kol Emarta peT &bavéTois yépas EEeis:
&pyoOs PIATTEWY KekAoEX! fllaTa TrdvTa.
"Qs &p Egn kal Taida AaPdv gépe DoiPos ATEAAwWY.
ouv & &pa ppacoduevos TETe 81 kpaTus ‘ApyelpdvTns
olwvov TTpoénKey &eElpOPEVOS PRETS YEPTT, 2g5
TAfiHova Yoo Tpos Epifov &rdobolov &yyshicoTnyv,
Eoouuéveos BE PeT aUTdV ETtETTTape, Tolo 8 ATdAAwv
ExAuev, &k XEIpcdv Bk Yapai PaAe kuBipov Eppdiv.
ECeTo Ot poTrapoibfe kai EcoUnevds Trep dSoio
‘Epufiv kepToubwv, kai piv wpods pibov Eeve: 300
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ToUTOlS oiwvoiol’ ou & alff 686v fiyepovedoels.
"2 @&l 6 & alT dvdpouce Bodds KuAinvios Epufis
omoudijt ioov &ugw Bt Tap olata xepaiv &cbel, 305
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of Tivés eion Pdes: TO Bt 81y kAéos olov drouw,
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oUk &Bikes &l Pouciv EAGLuTo kUBiuov Epuiv,
aUTdp & TéXVMioiv Te kai aipuAiolol Adyoio
fiferev Efamardv KuAAvios ApyupdTolov:
aUTép £l TOAUUNTIS Edov TTOAUpTXQvoY EUPEY
tooupéveos SiTrerTa S waudbolo Pad1Ze 320
Tpdobev, &Tdp kaTémiobe Ads kal AnTols vios.
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THiow pév yap Pouaiv &5 &opoSerov Aetpdova
autia Pripat Exouoa kovis dvépaive péAaiver 345
aUTos 8 oUTos &BexTos &utjxavos, oUT &pa Toooly
olUT &pa Xepoiv EBcuve Bi1&x wonuabondea xdpov:
GAN &GAATY Tve i TIv Exeov BiETp1Pe kéAsuba
Tola TEAwpP' s &l TIs &paifiiol Spuci Paivor,
Sppa pev o £dicoke S1dx wapaBwdea xdpov, 350
peia paX Tyvia Tavta SiémrpeTrey &v kovinioiv:
oaUTap émmel wapdBolo péyav oTiPov Egemépnoey,
dppaaTos yéveT ko Podv oTiPos ASE kad aliTol
XWpov dvd kpaTepov: Tov & EppdoaTo BpoTds &vip
gl TTUAov eUBUs EAGOVTO Boddv Yévos elipupeToTeov. 355
aUTap ETrel BN TaS BEv év Aouxin katéepEe
kai Siaxmruptroddunosy 6800 TO piv Bvba Td & Evba,
&v Akveor korTékelTo peAaivnt vukTi Eotkas
QvTpol &v TlepGEVTL KaTd LOQov, oUdé kev alTdV
odeTOs 6§V Adwv EokéwaTo’ TTOAAK Bt Yepolv 360
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Qs &p’ Epn, kai xepol TeploTpepe KaPTEP Seoud
&yvou' Tad & UTrd oooi katd xBoves alya puovTo
U TO0EY EUBOAGSTY EoTpaupéval GAARATIOL
peic Te kai waonow é &ypatioiot Béecoiv
Epuéw Pourijiol kKheyippovos: airép ATdAAwY
Baupaoev dpnoas. TéTe 87 KpaTUs ApyeipdvTns
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ToUs BE kaT& TpéoPiv Te kal 65 yeydaoiv ExaaTos
&BavaTous Eyépaipe BeoUs Ads dyAads uids

TEVT EVETTWOV KaT& KOopOV, UTrwAéviov kiBapifwv.
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elppooUvny kai EpwTa kai fidupov Utrvov Eléofa.
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Tov & Epufis pubolotv dpeifeTo kepdaAéoronv:
eipwoTdis i Exdepye epippadés: alTap éyw oot
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uéATTEO Kt K18&PIZE Kal dyAaios dAdyuve
Séyuevos € Epedev: oU & Euol pide kU8os drale.
EUUOATTEL UETA YEPTV EXov AlyUpvov ETaipny
KOAX kol €0 KaTd KOopov EmioTauévny &yopeUey.
EUKNAGS v Ererta gépetv els SaiTa BdAeiav
kat xopdv inepdevta Kai & PIAOKUBEX KMoV,
eUppocUvny vukTSS TE Kad fluaTos. ds Tis &v alTHv
Téxvn1 Kad copint SeBanuévos &Eepeeivnt
pBeyyoptvn Tavtola vow XapievTa di18&okel
peia ouvnBeiniov dBupopévn paiakijioty,
Epyaoinv geUyouoa Sunyralov: 8g Bt kev aUThv
vijis écov TO TTp&TOV EMEapeAdds Epeeivn,
p&y alTos kev ETTEITa peTriopd Te Bpulilor.
ool & altdypetdv doTi Sanueval 111 pevorvdis,
kai o1 £y Sdow TauTny A1os &yAat koUpe:
NHETs & aUT Epeds Te kal immofodTou Tediolo
Pouoi vouous Ekdepye vopeioopey &ypavioloty.
EvBev &Ais Té€ouot Poes TaUpolot pryesiom
ulydnv enAsias Te kai &poevas: oUBE Ti ot Xp1
kepSahéov Trep ESVTa TEPILAMEVES KEXOADTBa.
Q25 elroov Spef’, 6 & £8EEaTo DoiPos ‘AToAAwWY,
Epui1 & &y yudhibev Eywv pdotiya poeviy,
BoukoAias T EmréTeAAey: EBekTo Bt Man&dos vids
ynbnoas: kibapiv 8¢ AaPdv & &pioTepd Yelpds
AnToUs &yAads vids &val ekdepyos ATTOAAwY
TANKTPw! EMEIp TILE kAT péAoS, 1y & UTrd vEpBey
iuepoev KovaPnot, Beds & Yo kaAdv &eloev.
"EvBa Poas pév Emerta roTi {dBeov Asipddva
ETpatréTny: aUTol 88 A1ds TrepIKaAAEx TEKV
&yoppol Tpos “OAuptrov &yduigov EppoavTo
TepTropEvol OpUIY YL, X&pn & &pa unTieTa Zevs,
&ugw & & PIAOTNT ouvnyaye. kai TO pév Epufis
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AnToidnyv EpiAnoe Siapmepts s ET1 kad viv,

ofuat, el kiBapiv pev EknPoAw: Eyyudiifev
inep TNV 8edacds, 6 8 UTwAéviov kiB&p1ev:
aUTos & alf &Tépns coping tkpdooaTo TEXVNV:
ouplyywv dvomv TroinoaTo TNASE dxousTrv.
kal T6Te AnToidns Epufiv mpds pibov germre:
Aeidia Maiados vit SidxTope ToIKIAOPUTTA
un ot &vakAéynis kibapiv kad kapmUAa 168
TIRfY Yap Tap Znvds Exels ETapoifipa Epya
8rjoev &vBptrolot kaTd xX8dva TouAuPdTeipay.
AN €l pol TAaing ye Bedov péyav dpkov dpdooal,
i KepaAfj1 vevoas f &l ZTuyds SPpipov USwp,
TavT &v Euddl Bupdor kexapiopéva kal piAa Epdots.
Kai 1oTe Mauddos vids Urooydpevos KaTéveuoe
un oT &mokAéyely 60 Exnporos ekTedTioTa,
unSEé ToT éuTreEAdoElY TTUKIVEI Souwt aUTdp ATTOARWY
AnToidns kaTéveuaey ET &pBudd kai IAGTNTL
un Twva piATepov EAAov év dBavéToiot Eoeoba,
unTe Bedv pAT Gudpa Alds yovov- ik Ot TéAelov
oupPoiov dlavaTwv Tolfoopat, A8 &ua TAVTWS
TOTOV Eudd1 Bupdd Kad Tigov: aUTdp EmelTa
SABou kal TTAoUToV 8o TrEpIkoAAE p&PSov
Xpuoeinv Tp1TTéTnAoy, dxnplov fj ot pUAGEEL
TwaVTas émikpaivouoa Bepous mécov Te Kad Epywv
TV dyaBdv doa pnui Sanpevar ik A1ds dugfs.
pavTeEiny 8¢ péploTe SloTpepis Tiv Epeelvels
oUTte ot BéopaTdv EoTi Sanuevan olTe TV &AAov
&BavdTowov: 1O y&p olde A1ds vdos: alTap £y Ye
moTwlels KaTéveuod kal HUooa KAPTEPOV SpKov
u7) Tva vooeLy éueio Beddv aieryeveTdwy
&Mov y’ eloeaBon Znvods TTukivéppova Boultiv.
Kal oU KaolyvnTe XpuooppatTt un pe KEAEVE
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BéopaTa mpalokel doa pundetan elpUoTTar ZeUs.
&vBpcatreov 8 &AAov BnArjooual, &AAov dunow,
TOAAS TrepITpoTTéwy duey&pTwov UN avlpdmawy.
kad pév Eufis duefis &rovrioeTon Os Tis &v EABN
pooviil T H8¢ TOT 101 TEANEVTWY olwovédv:

oUTos éufis duefis dmovioeTal old &mathow.

8¢ B¢ ke payiAdyolol mbroas oiwvoiot

pavTeiny E8EAMIo1 TrapEx véov EEepeeively

TueTEPTY, voeew B Beddv mAtov oitv EdvToov,

en &AInV 650V eloty, By B¢ ke Sddpa Sexoiunv.
&Aho BE To1 Epéw Maing épikubéos vit

kai Atds alyldyolo, Bedv Eplouvie Saipov

oepval yap Tives eiol kaoiyvnTal yeyavial
Tapbhivol GoKein1oy dyaAASueval TTTEPUYECTI
TPEels: KaTd BE KpaTds TeTOAXY HEval EAPITA AsUK
oikia vaeTdovov Utrd mrruyi HMopvnooio

pavTeing &rrdveude Biddoxaior fiv &l Bouai

waolds B Ecov peEAdToo TraTfip 8 Euds olk &Aéyilev.
¢vTeUBev B7) EreiTa ToTcOpEvan EAAoTE GAAN
knpia BookovTan kai Te Kpaivouoiv EkaoTa.

ol 8" 87e piv Buicootv EnBulon péAL YAwpov
Tpoppovéws EBEhouatv &AnBeiny &yopeverv:

fiv & &movoopioBdot Bedov HBeTav 8codhv
yeUdovTan SfimeITa 8 dGAANAwY Sovéouoal,

T&s Tol ETrErTa 8idwopl, oU & &Tpekéws Epeeiveov
ofiv aUTol ppéva TépTre, katl € PpoTov &udpa Baeing
TOAAGKL oTis OuPTis ETakouseTal of ke TUXTIOL.
TalT Exe Mauddos vit kal &ypalious Ehikas Pols,
frrrrous T AuglTroAeve Kai fipidvous TaAoEpyoUs:
kal yapoToiot Aéouot kal dpy168ouat oueool

kai kuoi kal unAoicty, oo Tpépel eUpeia xBa,
w&o1 & émi poPdTolow dvdoosv kUSipov Epufiv,
olov & &ig Aidnv TeTeAeopévov &yyehov elva,
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&5 T &BoTds TrEp Eov Scooel Yépas oUK EA&YIoTOV.

OUTw Mai&dos viov &vag épiAnoey ATrdéAAwy
TavToin GIAGTNTI, X&piv 8§ &médnke Kpovicov.
7w&o1 8 & ye BunToiot kai dBavaToioty SMIAET
Talpa uév obv ovivnot, T6 & GxpiTov f)TTEpoTTEVEL
vUkTa 81 opevainy ¢UAa BvnTdv dvBpdatrwv.

Kai ou pev oUtew yoipe A1ds kai ModSog vié:
aUTdp Eyd kal oglo kad GAANS wijool &o1Bfs.

EIZ AOPOAITHN

MoUo& pot Evvetre Epya TToAuy pUucou Agpoditng
Kitrpidos, f Te Beciov &l yAuklv fpepov dpoe
kai T EBapdooaTo pUAa kaTaBunTéov &vlpitray,
olwvous Te SitreTéas kal Onpia wévTa,

Auév &0 fTreipos TOAAG Tpépel 115" doa TrdVTOS:
maow & Epya pépnAey EuoTepdvou KuBepeins.
Tploods & ol SuvaTal Temifelv ppévas oUd’ aTraTiioar
koupnv T aly1dyolo Atos yAaukémv Abrvny:
ol ydp ol eladev Epya ToAuy pUcou AgpodiTns,
&AN &pa ol TrdAepol Te &Bov kal Epyov "Apnos,
Uopivad Te pdyon Te kai &yAad Epy” dheyUvew.
TpTN TékTOVas &vdpas émriyBovious E8iBage
Toifjoat oaTivas kad GpuaTa TotkiAa Yok

i 8¢ e rapBevikds &maAdypoas v peydpolav
dyrad Epy’ E8i8akev érl ppeci Beioa xdoTnL
oUst o1 ApTépSa YpuonAdKkaTov KeEAaSEIVTV
B&pvaTtal v PIAGTNTI QrAcppedns AgpodiTtn:
kad yé&p T &8e T68x kai oUpeot Bfjpas tvaipery,
PoOpuIYYEs Te Xopol Te SiaTrpuoiol T dAcAuyai
&hoed Te ox1devTa Sikadwv TE TTOALS &vBpddv.
oUdt ptv aiboim koupm &Bev Epy” AgpodiTns
loTin, fiv wpdtny TékeTo Kpdvos &ykuAopnTns,
aUTis 8 StrAoTdTny, BouAfji Aids aiyidyolo,
woTVIaw, Hiv EpvddvTo Mooeddwy kol ATOAAwY
1) 8¢ P&X ok EBehev AAAK oTepedds &éelTrey,
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dpooe 8t péyav dprov, 8 &7 TeTeheopévos EoTiv,

dyautvn Kepafis TaTpds Aids aiyidyolo

TrapBévos Eooeabar TravT fjuaTa, Sia fedewv.

T 88 TTaThp ZeUs Bédke kahdv yépas &vTl yauolo,

kai Te péown oikwt kot &p ELeTo Tiap oo 30
m&aow & &v vnoiot Beddov TipGoxds EoT

kod TTap& &o1 PpoToiot Bedv TpécPeipa TETUKTAL.

Téwv ol SUvatal Temifsiv ppévas 008 dmaTiicar

TV & EAAwv ol Trép T1 TrepuUYyévov EaT ‘AgpodiTny

olTe Beddv pakdpoov oUTe BunTdv &dvBpTrwv. 35
kad Te Taptk Znvos voov fiyaye TEPTTIKEPQUVOU,

&5 Te péyloTos T EoTi, peyloTns T Eupope TILAS

kai Te ToU elT’ E8EAM1 TTUKIVSS ppévas EfaTrapolioa

pnidiws ouvéueie kaTaBvnTijiol yuvaa§iv
"Hpns éxheAaBoloa kaotyviTns &ASYOV Te, 40
1y péya eldos &piorn v &Bavdrmon Befjiol,

kudioTny & &pa uv Téketo Kpdvos &ykuopmiTng

ufTnpe TE Pein: Zeus & &epbita pndea eidcos

ai8oinv &Aoyov Troifjoarto kESY” eiduiav.

T B¢ kol ot Zeus yAukuv Jpepov EuPaie Bupdol 45

&vdpi karraBunTdor uixdnuevan, depa TéXIoTX

un8 ot PpoTéns elvis droepy HEvT €M

kai woT Emeuapévn el peTd waot Beoiow

78U yehooaoa piAopupedns AgpodiTn

¢os pa Beous ouveuaiEe katabun ot yuvai 50
kol Te kaTabvnTous uiels Tékov &BavéToion,

s Te Becs &vépafe katafvnTols &vBpdTrols.

‘Ayyloew 8 &pa of yAuklv fuepov EuPaie Bupdol,

&5 TOT &v dkpoTrdAols Speatv TToAuTIS&Kou “18ns

BoukoAéeokev Pols Séuas dBavaTolotw Eoikws. 55
Tov Sfjmrerta 18oUoa prioppedns ‘Appodit

ApdoaT, ekrdyAws 8 kaTd ppévas iuepos elAev.

&5 KUtrpov & #ABoloa Bucodea vnov ESuvey

& TTégov: Evha B¢ of Téuevos Popods Te Buwdns:

e 1 vy’ eloeAbolioa BUpas ETréBnke paEevas. 6o
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EvBa 8¢ v Xapites Aolioav kad picav #Aaiwt
auPpodTw, ofa Beols ErevrvoBey altv EdvTas,
auPpooiwt E8avddl, 16 p& of TeBuopévov fev.
éoaapévn & e TavTa Trepi X pol elpaTa kA&
Xpuoddt koounBeioa pidoppeldls Appoditn b5
oevat émi Tpoing mpoAimolc’ ebmdea Kurpov
Uyt peTa vEQETIY Piuga Tpfooouca kéheubov.
"18nv & Tkavey ToAuTriBaka, pnTépa Onpddv,
pfi & 1005 oTabBuoio 81 oUpeos: of 8¢ peT arTiv
oaivovTes oAl Te AUKol XapoTrol Te AéovTes 70
&pxtot TrapSaAiEs Te Boai TTpokdBwv dkdpnTol
flicav' 1) & opdwoa ueTd ppeci TépmeTo Bupdy
kai Tols &v orhBecat PAX Tuepov, of & Eua TévTes
oUVBUO KOIEHoQVTO KaT OKIGEVTAS 2vaUAous.
atTn 8 £ KAloias edTroir Tous &opikave: 75
ToV & eUpe oTabuciol Aeheippévov ofov &’ EAAwy
Ayxionv fipwa Bedov &Tro k&AAos ExovTa.
oi 8" &ua Pousiv EmovTo vopous k&Ta TroifevTos
TévTes, 6 88 oTabuoiol AeAeippévos ofos &TF EAAwY
AT BvBa kai Evba Siapuoiov kibapilwv. 8o
o1i 8 aUTol TrpoT&poife Alds BuydTnp AppodiTn
Tapbéveor GSun TN péyebos kai eldos Suoin,
1 WiV TapPricelev év dpBaipoict vorjoas.
Ayxions & dpowv éppaleto B&pPaivév Te
el56s Te péyebos Te kai elpaTa oryahdevra 85
TETTAOV UEV Y&p EEOTO PevOTEPOV TTUPSS oy s,
glxe & EmryvapTrtds EAikas k&AUKSS Te paevds,
Opuo1 & aug amaiiil Seipfii TrepikadAées fioav
kahol Xpuceiol TapTrolkiAor s 8 oeAfvn
othBecw &ug &rraroiow EAdutreTo, Salpa i8échan. go
Ayxlonv & Epos elhev, Erros 8¢ piv &vtiov nidar
Xaipe &vaao’, fi Tis pakdpwv 1éde doual ixdvers,
ApTtemis 7§ Anto g Xpuof] Appodith
) ©tuis HUyevns HiE yAaukddmis Abrvn
i Tov Tis XapiTewv delp fAubes, of Te Beoion 95
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T&a1v ETaupifouot kai &BdvaTol KaAéovTal,
f 115 vwppdwv of T &Aoea kaA& vépovTal,
| vuppdv af kahov Spos TOBE valeTdouot
kol Ty ds TToTaudy Kai Trioea ToinevTa.
ool & tyd &v oKoTIfl, TEPIPavopéval Evi Xwpawl,
Buwpodv Toimow, piw 8¢ Tot lepd KoAX
dpniotv Tdoniol ou & euppova Buudv Exovoa
Bds we peTd Tpooeooiv dprrpeme’ Eupeval &vBpa,
Troiel & elooTriow Boepdy yovov, alTdp S aUTov
Bnpdv &Y Guwelv kai Opdv paos fiediolo
SAProv &v Aaois kad y1ipaos oUdov ikéabai.

Tov & ApeiPet” Emerta A1ds BuydTnp Agpoditn’
Ayxion, kUBI10TE Xaparyeviwy &vlpmtrov,
oU Tis To1 Beds iy Ti W dBavdTniow Eiokels;
A& kaTavnTA Te, yuvt) B€ pe yeivaTo piTnp.
Otpets & toTi maThp Svoua KAuTS, €l Tou &koukls,
8¢ dons Ppuyins elTeryfTolo dvdooel.
YAdooav 8 UueTépny Te kol TueTéPTY odpa ofda
Tpwids ydp peydpw! pe Tpopds Tpépey, Ty 88 Siapo

ouikpfy Taid’ &TiTaAAe piAns Tapd unTpds EAoloa.

¢ds &1 To1 YA&oo&v Ye kail UMeTEPTV €U oldat.

viv 8¢ i dvriprrage Xpuodpparis ApyelpovTns

&k yopol ApTéudos xpuoniaxdTou keAGDEIVTS.
ToAAai 88 vipga kai TTapbévol dAgeciBolat
Traifopey, &upi & dwihos &TTElpITos EoTEPAVLOTO
EvBev U fipae xpuodppaTris ApyelpovTas,
TOoAAG & &0 fjyayev Epya kaTafunTdv &vBpTav,
TOAAY & &xAnpdv Te kai ExTiTov, jv B1& Bfjpes
OHOPA&YO! POITEC KAT OKIGEVTAS EvaUAous,
oUBt Trooi wavelv éB8dkouv puoifdou aing
Ayyxioew 8¢ pe pdoke Tapal Aéyeaiv kaAéeobal
koup1dinv &Aoyov, ool & &yAad Tékva Tekeioban.
auT&p Emrel 81 Seibe kal Eppacev i To1 6 Y alTis
&BavdTwv peTd UN &TEPT KpaTUs ApyEIpovTns:

oUTSp £y & ikopny, KpaTept) B€ pot ETAET &udykn.
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AAAG o€ TTpods Znvods youvddopal fiSE Toknwy
EoOAGY: ol pév ydp ke kakol TO1OVSE TEKOLEY:
&BpATNY K &yarydov kai &TEIPH TNV PIASTNTOS
TaTpl Te o1 Sei§ov kai pnTépt kedvk IBuin

00i§ Te KaalyvijTols of Tol 6udlev yeydaov:

o¥ o@iv Gelkehin vuds Ecoopat, AN sikuia.

Tyl & &Gy yerov ka et PpUyas aioAoTrioAous
elTTelv ToTpl T Epddl Kad pnTépl knSouévn Tep:

ol 8¢ ké Tol xpuaodv Te &Als EobijTa § UpavThv
Tépyouoly, aU BE TToAAX Kal &yAad Séxbal &roiva.
TaUTa 8¢ Trolfjoas Saivu y&uov ipepdevta

Tipov &vBpwolot kai &BavdTolot Beoioty.

“Q¢ elrolioa Bedx yAukuy Tpepov BuPoie Bupddi.
Ayxionv & Epos elhey, Eros T" EpaT & 7 dvdpaldev

Ei ptv Bvntn T Eoai, yuvt) 8¢ ge yelvaTo pufTnp,
‘OTpels & EoTi TaThp Svopa KAUTOS, 65 &y opeUels,
&BavaTou Bt EknTi BiokTopou EVB&E ikdvels
Epuéco, Euty & &Aoyos kekANoeal fuaTa TAVTS!

ol Tis ErrerTa feddv oUTe BunTdOV dvbpoToov
8vB&Be pe oxnoel Tplv ofit PIAGTNTI pryfval
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GCOMMENTARY

To Apollo

Title. Some manuscripts have the title (ToU oToU) Opripou Uuvor els ATroAN-
wva, others the singular Uuvos. But the plural occurs at the head of some other
hymns, and is simply a general title of this collection, not evidence that this hymn
was regarded in antiquity as two separate poems.

1—18 Prelude. 1 shall sing of Apollo, whose entry to Zeus’s house causes the gods
to spring up in fear, as he draws his shining bow. Leto alone remains beside Zeus.
She unstrings his bow, closes his quiver, and taking it from his shoulders she hangs
bow and quiver against a pillar of Zeus’s hall, and leads him to his seat. Zeus .
offers him nectar and greets him, and the other gods do likewise. Then they take
their seats again. And Leto rejoices to have borne a son who is so mighty an
archer. Greetings to you, blessed Leto, because you bore such glorious children
as Apollo and Artemis! To her you gave birth in Ortygia, to him in Delos, as you
leaned against Mount Cynthus, close to the palm tree, by Inopus’ streams.

These lines form a self-contained prelude, and could easily stand on their
own as a hymn to Apollo, complete with his parents Zeus and Leto, and his sister
Artemis. They announce the subject of the hymn, and immediately continue
with a relative clause describing Apollo’s entry to Zeus’s palace on Olympus and
his reception by the other gods, especially his parents Leto and Zeus. This leads
on to a short passage addressing Leto and praising her as the mother of two such
great deities, which also refers briefly to the legends of their birth in Ortygia and
Delos. The prelude therefore neatly introduces the main narrative theme of the
first Movement of the hymn, the birth of Apollo, before the poet has actually
announced his intention to sing of this event. ,

The praise of Leto and her children is also a theme of the more extended
closing section of this Movement (140~78) (cf. Introduction 2(a)). Moreover, the
dramatic portrayal of Apollo’s entry to Zeus’s palace as the mighty archer-god
is paralleled in the opening section of the second Movement, where he goes up
from Delphi to Olympus as god of music (182—206). Here too Artemis is singled
out for special praise (197-9), and Leto and Zeus rejoice at the sight of their
son (204—6). This scene, with its emphasis on the joy occasioned by Apollo, both
echoes and contrasts with the opening scene where his appearance evokes both
fear and delight. These aspects of the god will be fundamental to the narratives
which follow.

The sudden epiphany of the god is powerful, and the contrast with the
courtly scene of calm which follows is effective. Yet many modern critics have
been dissatisfied with these opening lines. The alternation between present and

81
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past tenses in 1-13 has raised the question whether they describe Apollo’s first
appearance in heaven or his habitual one: if the latter, why do the gods still react
in terror?

The opening lines, with their present tenses and generalising use of ov
Te...Kal p& Te. .., and the closing sentence (xaipet 8¢ Te. . .), show that the
description is of the god’s characteristic activity, and not intended to refer to
a single event. (The first entry to Olympus in any case should normally follow
the birth narrative.) The shift to aorist and past tenses is paralleled elsewhere
in opening or closing scenes of hymnic type. For example, cf. Hes. Th. 1-21,
with West on Tk 7, p. 155, Richardson on H. Dem. 483-9, p. 315, West (1989)
135-8, and Faulkner (2005). The purpose of the scene is to portray the god’s
awe-inspiring character at the outset: his role as archer can inspire even the gods
with fear.

The contrast between fear and joy is similar to that described in
H. 27, to Artemis, Apollo’s sister. There the whole narrative describes the effect
on the natural world of her appearance as an archer (4—6 1} . . . Ty xpUoex T6§a
Trtadver . . . Tpopéel Bt . . ., etc.), followed by her entry to Apollo’s house at Del-
phi, where she leads the gods in dance and song. The motifs of unstringing the
bow and hanging up bow and arrows also recur (12, 16). In the Hymn to Apollo
this sequence is compressed into a single scene on Olympus, which increases its
force. This dramatic compression is paralleled still more closely in the Hymn fo
Athena (28), where the gods’ amazement and the violent cosmic reactions to her
birth, fully armed and brandishing her spear from Zeus’s head, are followed by
the removal of her armour and the joy of Zeus (4—16). Cf. Frohder (1994) 189-91,
244~7.

The scene is analogous to the “Visit’ scenes in Homeric epic where someone
arrives, reactions are described, and he is welcomed (see Arend (1933) 34ff’). The
closest parallels for the arrival of a god on Olympus are those of Zeus at /1. 1.533—
43 (where all the gods rise when he enters, and he then sits down and is addressed
by Hera), and Hera’s entry at 15.84—6, where they all rise and greet her with their
cups (see Arend (1933) 56). But it also fits into the pattern of Epiphany scenes,
such as that of Demeter at H. Dem. 188~211, where a god’s or hero’s appearance
arouses fear and astonishment, followed by welcome (see Richardson on H. Dem.
180ff,, 188—211, etc.). For further discussion see Miller (1986) 12-17, Clay (2006)
- 19733
1 pvfjoopat oUdE AdSwpan ‘may I call to mind and not forget’. pvnoopat is
probably a short-vowel subjunctive rather than a future: for the subjunctive in
such contexts cf. Hes. Th. 1 &pyxcoped’ &eidev (West ad loc.). This opening suggests
the need to keep the god in mind not only now but always: cf. at the end of the
Delian part of the hymn (177-8) altép &ydov oU AM§w . . . Uuvewy dpyupdTogov
&v fikopos Téke AnTed. For uvfoopat at the opening cf. H. 7.2. Usually it occurs
at the end (H. 4p. 546 etc.). ‘Not forgetting’ is also a motif at beginning and end,
as at H. 1.17-19, 7.58-9, Theognis 1—4. The need to keep the deity in mind is
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stressed by Callimachus in his hymns (3.1—2, 4.7-8). For a parallel motif in the
Vedic hymns see West (2007) 306.

ATOMwvos Ex&roto: cf. Jl. 7.83 etc. The traditional epithet, usually inter-
preted in antiquity as referring to Apollo as archer (‘far-shooting’), is glossed in a
typical way by the following relative clause.

This line is cited as by Homer in the Certamen Homeri et Hesiodi (316), where
the poet recites this hymn standing on the altar of horns on Delos and it is then
inscribed on a tablet and dedicated in the temple of Artemis (cf. Introduction
2(b)).

2—4 Cf Il 1.533-5 Seol § Gua wdvtes &véoTav | &€ EBécov. .. oUBE Tis ETAn
| pefven Emrepyduevoy, GAX dvtiov Eotav &mravTes. This unusual portrayal of
Apollo drawing his bow as he enters, and its fearsome effect, have been compared
to near-eastern descriptions of Babylonian or Hittite warrior gods and the terror
which they instil in their divine colleagues, especially Syrian Regef, who is actually
identified with Apollo in Cyprus in some later inscriptions from Idalion and
Tamassos as god of war and plague. ReSef was frequently portrayed as stepping
forward with right arm brandishing a weapon, and is described as the archer-god
in Ras Shamra and Cyprus: see Kroll (1956) 181-91, Guida (1972) 7—25, Burkert
(1975) 5179, and Penglase (1994) 98—9. The scene has also been compared to
one in a Sumerian hymn to Ninurta, where Ninurta’s appearance causes alarm
to the gods, but he is persuaded to lay aside his weapons, the gods bow before
him as he enters Enlil’s house, and his mother Ninlil soothes him with praise: see
Penglase (1994) 99, West (1997) 355.

5—9 Leto remains unalarmed, seated as she is by Zeus, although we must assume
that she then comes forward to disarm her son. She is here the wépeSpos of Zeus,

a position of honour: cf. JI. 24.100 where Athena yields this place to Thetis. The
object of EAoUoa in 7 must be papétpny, with a comma at the end of the line: cf.

Forderer (1971) 63, 166 n. 17, Clay (2006) 21-2. T6§ov (8) probably refers to bow
and arrows together, as at II. 21.490—2, 502—3 (T68), where this must refer to the

bow-case containing bow and arrows.

8—9 A bow is hung on a peg, as at [l. 5.209, Od. 21.53—4, here golden as it
is in heaven. The courteous reception resembles Telemachus’ welcome for the

disguised Athena (Od. 1.103-31): she stands in the doorway, holding her spear,

and Telemachus grasps her right hand, takes the spear, and sets it against a pillar

in a spear-stand, leads her to a seat (130 a¥THv & eis Spdvov eloev &ycwov), and

gives her food and drink (13943). Cf. also Od. 8.65—70: Demodocus is given a

seat (Trpds kiova), his lyre is taken from its peg, and he is offered food and wine.

TS Kiova TaTPos oio means ‘on a pillar of his father’s house’.

10—12 Traditionally, welcome is followed by the offer of food or drink, or both.

Cf. especially /I. 15.85-8, where the gods rise and greet Hera with their cups

(86 BeixawdovTo Bémracoiv), and she takes a cup from Themis. Here Zeus him-

self serves his son, an unusual honour. SeivUuevos (‘pledging’) is used here as

at [l. 9.196, Od. 4.59, as if it were a participial form related to Se(1)Siokeo,
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SeikavéwyTo, etc., like Sediowdpevos. Cf. S. West on Od. 3.41, Russo on
0d. 18.121.

1I—12 Emerto Ot dodpoves &AAot. | BvSa kaSifouoiv: ‘and next the other gods
(greet him). Then they sit down.” With this punctuation the gods follow Zeus’s
example and greet Apollo whilst still standing, as at /. 15.85-6 (cf. also IL. 9.671).
#9a kaSiZouoiv rounds off the action which began at 3—4, with the gods leaping
to their feet. 2v9a can be used without any other particle. West (2003) has
no punctuation after 11, and translates ‘and then the other gods do likewis§,
from where they sit’. But we have not been told that they sat down, and this
anyway weakens the effect of the whole scene. Moreover, ‘from where’ is not
what #vSa means. Allen and Sikes take #vSa as ‘then and not till then’, with
et . . kaQilouov as a single clause (‘and next the other gods finally sit
down’), but this is awkward, and &vSa should come first in the clause, rather than
following #merta 8¢ (cf. Gemoll). The same applies to AHS (and Gassola): ‘and
next the other gods sit down there’. '
12-13 The reference to the joy of Leto closes the scene, as in those Homeric
similes where the reaction of an onlooker is described at the end. Cf. especially
0d. 6.102—6, where Nausicaa is compared to Artemis at sport among the nymphs,
yéyn9e 8¢ T ppéva AnTcd (106). But in the hymn xaipet is echoed by the singer’s
own greeting to Leto (14-18). 12-13 recur like a refrain at 125-6, at the end of
the birth-narrative (13 = 126), and are echoed again at the end of the prelude
to the second Movement (204—6). Moreover, 12—13 introduce the main theme of
the Birth, repeated again twice (at 14-18 and 25-8), before the actual narrative
gets under way.

The sequence of divine rejoicing followed by the singer’s greeting closes the

Hymn to Athena (28.16-17), where the narrative sequence is similar to that of H.
Ap. 1-13. Cf. also the end of the Hymn to Pan, TT&vot 8¢ v kaAéeorov &T1 ppéva
‘o Erepwe (19.47). Tooedpos occurs in Homer only at Z1. 21.483 (of Artemis).
14-18 The wording of 14 closely echoes that of 12-13, and the poet achieves an
effect of spontaneity: And lady Leto rejoices, because she bore . . . Rejoice indeed,
O blessed Leto, because you have borne. . .” The focus is widened, however, to
include Apollo’s sister; and the elegant chiastic order of 15~16 pays honour to
them both.

14 pérag & Anoi: for this type of word order cf. Od. 4.26 BioTpepts & Mevéhae,
etc., and later Eur. Ba. 565 udxop & Tepia, Ar. Mub. 1205, Orph. H. 3.12, AP
6.239.1.

15 This line resembles Hes. Th. 14 ®oiBév T AmoARwva kad ApTeuty ioxéqtpow.
16 = Orph. H. 35.5. The name Ortygia (‘Quail-island’) occurs twice in the
Odyssey (5.123, 15.406), but its location is unclear; in 15.403~6 it is ‘beyond the
island Syrie, where are the turnings of the sun’. Strabo (486) says that it was
the ancient name of Rheneia, and this identification has been advocated by
Tréheux (1946) 56076 and Bruneau (1970) 189—91. The name Ortygia occurs
several times in Hellenistic inscriptions from Delos as that of a local cult-site,
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and this supports the view that Artemis’ birthplace in the hymn is local, i.e. on
one of the islands next to Delos. Rheneia is named at H. Ap. 44, but it remains
possible that Ortygia refers to a place or area of this island. Later, however, the
name was given to various islands or places: (a) Delos itself (Pindar, Paean vib,
fr. 52 h 48 Snell-Maehler, Call. H. 2.59, etc.); (b) the island next to Syracuse
(probably already in Hes. fi. 150.26, Pindar P 2.6-7, N. 1—4, etc.); (c) a place at
Ephesus (Strabo 639, Tac. Ann. 3.61, etc.); or elsewhere. Strong claims were made
by Syracusan and Ephesian Ortygia to be Artemis’ birthplace. Pindar actually
calls the Syracusan island Sépviov ApTepidos, Adhou kaotyviTa (M. 1.3—4), and
Aristarchus understood this as a reference to Artemis’ birth there (Schol. Pi.
N. 1.3). On Ephesus see Kowalzig (2007) 103-10.
16-18 Apollo’s birth on Delos is first mentioned here, but Homer surely knows
the legend, as Odysseus compares Nausicaa’s beauty to that of the palm tree by
Apollo’s altar on Delos, and implies that this was a special place of pilgrimage
(Od. 6.162—g). Palm trees seem to have been rare in ancient Greece and so
regarded as special: cf. Paus. 9.19.8, and Murr (1890) 48. The Delian palm tree
was famous later because of the birth-story: cf. Theognis 5—6 ®oiPe dvaf Ste
pev oe Je Téke TOTVIC AT | oivikos padiviiis xepolv époayoapévn (echoing
Ap. 117, and Theognis g—10 echoes 118); Call. H. 4.209-10 &mrd & &ALIn Eumahv
duols | poivikos ToTl Tpéuvov, etc. Olive and bay were also later associated with
these birth-legends of Apollo and Artemis (Eur. 77 1097 etc.).

Leto leans against Mt Cynthus when giving birth because she is a goddess, and
so of supernatural size. (Cynthus is actually more of a hill than a mountain, 368
feet high.) Trpos pakpov dpos kal KbvSiov &y Jov is a hendiadys, i.e. both phrases
together describe the same hill, and &xSos occurs only here before fifth-century
BC literature. In the classical period there was a temple of Zeus at the top. Inopus
is the only stream on Delos, and is now a dry watercourse for much of the year.
In Call. H. 4.206-8 it is fed by water from the Nile in flood. For the location
of Cynthus and Inopus see Bruneau and Ducat (2005) 2734, 283—9. Theognis
(7) mentions the ‘circular lake’ in relation to Apollo’s birth, and this too was a
landmark: cf. A. Eum. 9, Hdt. 2.170, etc., Bruneau and Ducat (2005) 227.
18 d&yxotdTw occurs only here in early epic, but is used by Herodotus; cf.
Homeric ékaotérw, TnAoTéTw. The MS reading 1 Ivawmoio peéSpots is unsat-
isfactory, since Ué does not seem to be used to mean ‘by’ rather than ‘under’
(cf. Richardson on . 21.87).
19—50 How shall I praise you, since your praises are so widespread? Shall I sing
of your birth in Delos? From there your power extends all over mankind. All
islands and places in the Aegean sea were visited by Leto, when looking for a
home for her son, but all were afraid to receive him, until she came to Delos and
asked her aid.

Having already anticipated his theme in the prelude, the poet breaks off to
express the range of possible subjects of praise open to him, and sketches briefly
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the universality of Apollo’s power and influence, in order to focus on the birth-
story once again (25-8). The question at 257 is left unanswered, and. we move
once more from Delos (in the centre of the Aegean) outwards to a view of the
god’s empire over all men. This in turn is developed in the following extsnd;d
geographical catalogue of the Aegean wo%-ld (30—'44), the first of severale the
hymn as a whole, which in the end turns into a list of plac'es visited by Leto i
her search for a birthplace, culminating in Delos once agam .(45-50). The song
thus advances through a series of repetitions, at once broadening a;md narrowing
its viewpoint. The types of places mentioned also s.uggest Apgllo s various cult-.
epithets, such as Nomios (cf. 21 opTiTpdpov), Nasiotas, Aktaios, Ekbasios, etc.:
1, Cults v, 145 etc. -
:Zf:l;n;‘l;e expressi;}r? of aporia when confronted w1th such a wealth o.f material
for praise is a typical rhetorical and narrative device. Gf; alread}’r n’laHolmer
0d. 9.14-15 i Tp&TSOV oL ErreiTa, Ti & UoTATIOV KCXTCX?\E&(J.O, | k1B€ &trel por
TroAN& Séoav ol oUpavicoves; and Bundy (1972) 5777, Miller (1986) 20-31.
Here 19 is repeated at 207, the same structural point in the second Movement
(see Introduction 2(a)). In both cases the actual subject is~announced a’t 25 and 214,
with fj ¢ oe TpéTOV AT TéKE. .. and i 5 TO TpddTOV XpnoThpiov. .. But
in 20—4 the poet explains his aporia by Apollo’s universality, whereas 1n.208—
13 a series of possible alternative themes is catalcfgued. Both may ‘F)e v1ewe.d
as types of priamel, where a range of possibilities is seen as the setting or fgﬂ
for the one selected by the poet. The device is imitated by Callimachus in
his Delian hymn (4.28-33). For parallels in the Vedic hymns see West (2007)
07.
ig7T’ &p is the reading at 207 and is probably right here. ,
eupvos occurs first here; cf. Call. H. 2.31, 4.4, etc., and ToAUupvos H. 26.7,
ToAuvpvnTos Pi. M 2.5. ‘ ,
20 ‘For everywhere for you, Phoebus, the fields of song are laid out.” The read-
ing vopos (or vouds) is not grammatically possible if we kee.p the plural verb
BePAraTan. vouoi (‘pastures’) implies the fields open to the s’mg(?r, although he
may also have in mind the . musical sense of vopos (‘mflody , with paroxytone
accent). Cf. Il. 20.249 Eméwov BE TTOAUS vopos Evda Kd‘l' #vS«a, and Hes. Op. 403.
Q&?\jxecrf}m is used by Pindar of laying down a foundation of song (P 4.138, 7.4)-
For the contracted form cndfs cf. H. Dem. 494, H. 30.18, et?.
21 CLH. Aph. 5 Aukv 80 Tre1pos TTOAAX TPEPEL nS boa wovTos. The colourful
TopTiTPdOsS (‘calf-rearing’) recurs only at Bacc}.lyhdes 11.30.
22—4 The general statement of 20-1is explained in more detail, as the poet moves
from the high points of the mainland to rivers running sezftwards, at}d hence to
coastal places, anticipating the catalogue of 30—44 with its many islands and
mountains. Rubensohn (1962) 39—42 observes that many of the. sites of t.emples
dedicated to Apollo Delios in the Aegean area lie on high points, outside t}‘xe
cities, overlooking the sea or on the coast. Cf. H. dp. 143-6, where the rfpnse
of 22—4 culminates in praise of Delos itself. For 22 cf. ZI. 8.557, 16.299 Tr&o
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okomiad kad Tpcdoves &xpoy; for TroTauol § &hade Tpoptoves cf. 1. 5.598, Od.
10.351; and for 24 cf. Od. 13.234—5 fié 15 &kTH | KIS &M KexAudvn,.
25-8 The description of the birth echoes 14-18 (especially 16—-17). For 25 cf. II.
14.325 1 8¢ Aicovuoov Zepéhn Tée, Xdppa BpoToiow, H. 16.4 (Asclepius, born
to Apollo and Coronis), and H. Dem. 269 (with Richardson’s comment). The
emendation KUvSou is necessary as the name is not used as a neuter. For 27 cf.
0d. 1.50 (etc.) viiowor | Almi &v &uelpUTni. 2728 develop the idea contained in
this epithet, of the waves driven by the winds onto the shore all round the island.
AvyUrvoros is only found here; cf. Od. 4.567 ZepUpoio AyU mvelovTos &nTas,
and AyUmvoos in late epic. Call. H. 4.11-14 echoes these lines.
29—46 29 echoes 20—4, but it also looks forward to the following list of peoples.
The asyndeton at 30 is paralleled in the catalogues at JI. 12.19—24 (6ogol. . . TEV
TavTwv . . . ) and 24.544~6 (ooov. .. Tév ot. . . ), where H. Ap. 30 and g7 both
echo 24.544. But this catalogue serves a dual purpose, since it becomes the
narrative ‘of Leto’s wanderings in search of a birthplace. It follows a circular
course around the Aegean, moving westwards from Crete to Athens, then north
up the coast of the mainland, east across the sea to the Asia Minor coast and
islands, and finally west to Rhenaia and Delos (at 49). Thus the places which
reject Leto later become parts of Apollo’s Aegean empire. But the list is not
intended as a complete catalogue of cult-centres. It is carefully organised in
triplets of verses: 33—5, and 39—41 each end with three references to mountains;
30-2, 33-5, and 42—4 all end with a verse containing three names, whereas the
other verses have two names; and the central triplet ends with the whole-line
praise of Chios, the poet’s home (Miller (1986) 34). Moreover, there is paral-
lelism in 33—4, and the epithets at the end of 43—4 are balanced. For cults
of Apollo Delios on both the Ionian and Dorian islands see Kowalzig (2007)
72—80. This catalogue is complemented by the list of places visited by Apollo in
his search for an oracle at 214~93, culminating in Delphi, and the narrative of
Apollo’s sea journey with the Cretan sailors around the south and west coasts
of the Peloponnese and through the Corinthian Gulf to Crisa and hence up to
Delphi (388—523). Cf. Baltes (1982) 25-43, and see Introduction 2(a) and Maps 1
and 2.
30 We begin with Crete and Athens, two major cult-centres connected closely
in legend with Delos. For Athens see Parker (2005) 802, Kowalzig (2007) 83-6.
Theseus was said to have instituted Apollo’s Delian festival on his way back from
Crete to Athens (Plut. Thes. 21 etc.), and Apollo’s Delphic priests and paean will
come from Crete (H. 4p. 388ff. and 516-19). For the expression 8ccous. . . utds
Exer cf. Il 2.616-17, 845, 24.544. Sfjuos means ‘land’ here.
31 On Aegina Apollo had a prominent cult as Delphinios (Farnell, Cults v 147),
and in Euboea he was Daphnephoros at Eretria, Delphinios at Chalcis. Carystos
was on the route of the Hyperborean offerings (Hdt. 4.33.2). Cf. Farnell 1v 437.
‘Famed for ships’ (cf. 219) does not occur in Homer as an epithet of Euboea,
although it certainly fits the period from the eighth century onwards when the
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Euboeans were so active as seafarers and traders. The line is wholly spondaic
(see Pye (1964) 2-6). '

32 Aigai is mentioned three times in Homer, as one of Poseidon’s chief cult-sites
(Il. 8.203), or as his home (/. 13.21, Od. 5.381), but its location was disputed
in antiquity. The place on the north-west coast of Euboea would be a possible
candidate here, even though Euboea as a whole has just been mentioned. Alter-
natively, ancient tradition identified Homer’s Aigai with an island near Euboea
(Hesychius s.v., Schol. bT Il 8.203, b 13.21, etc.). Eiresiai may be the island
mentioned by Pliny (Irrhesia) on the Thermaic gulf (VH 4.72). Peparethos is the
island north-east of Euboea, so the other two places are presumably somewhere
in this general area. &yxlohos (literally ‘near the sea’) is used in Homer of coastal
places, but here and later (A. Pers. 889 etc.) of islands, as if it meant ‘surrounde.d
by sea’. &yyioos (p’s variant for &yxidAn) is probably right, as the word is
two-termination in Homer (Il 2.640, 697, etc.).

33 Pliny (VH 4.37) mentions a place called Apollonia on Mt Athos.

34 Samothrace, Ida, and Aigai all occur together in J. 13.11—22.

35 With Phocaea and Autocane we are on the eastern side of the Aegean.
Autocane is the mountain range opposite the southern end of Lesbos, usually
called Ké&vn. AYTOKANA occurs on coins, once at least with Apollo’s head (see
© Head (1911) 552, Oldfather, RE s.v. Kanai). The island of Scyros on the other
hand takes us back to the western Aegean. Wilamowitz (1916) 445-6 suggested
that the name here may refer to a place in Asia Minor; cf. Schol. A Il. 9.668,
where it is located in ‘Phrygia, previously Cilicia’, and /G 12 (2) 504.8 for a group
of Scyrians on Lesbos. (Homer’s Cilicians live in the Troad: i 6.397, 415.) This
is ingenious, but it is much more natural that the poet should be referring to the
well-known island. The geographical order is not so tight here. In fact we move
north again from Phocaea and Autocane in 36, and then south in g7—43.

36 In Il 9.129, Od. 4.342 Lesbos is ebxripévn. Cf. II. 24.753 & Zuov & 7 "luPpov
kad Afjuvov &urySoAdsooav. The epithet &uySaddeooa is not found elsewhere
in early epic poetry. Hellenistic and later poets may have interpreted it as meaning
‘misty’ (cf. Call. fr. 18.8 Pf, Colluthus 208), but the sense is uncertain. See
Richardson on . 24.753 for various other ancient views.

37 Cf I 24.544 8ocov NéoPos &ve, Mdxapos E5os, &vros éépyet. Macar (‘Blessed
One’) was a legendary colonist of Lesbos, which was named Macaria after him
(see Richardson on II. 24.543-6). Apollo was worshlpped there as Maloeis: Thuc.
3.3 etc., Farnell, Cults v 445.

38 GthS, the home of this poet (cf. 172), is given a whole verse, praising it as the
most rich or flourishing of the islands. For the language cf. Od. .25 ravutrepTdTn
eiv &AL keTrou, Call. H. 4.3 of vijowy iepetdTan eiv &AL kelvtan. For cults of Apollo
there see Farnell, Cults v 445.

39 Mimas and Corycos are mountains opposite Chios on the Erythraean penin-
sula. In Call. H. 4.157-8 Iris watches from Mimas to stop the islands from
accepting Leto. '
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40 Claros had a temple and oracle of Apollo, which the Colophonians claimed
to be very ancient, and in H. 9.4-6 it is to this sanctuary that Artemis drives her
chariot, in order to visit her brother there. Cf. also Hes. fr. 278, Epigon: (?) fr. 3
Davies. alyMeooa (only of Olympus in Homer) suggests its importance in the
Archaic period, when remains include an altar of Apollo (late seventh century),
temple of Apollo, altar of Artemis, and kouroi and korai (see De la Géniére (1998)
235-43). Epigraphically it has left its most profuse record in the Roman period:
see Parke (1985) 112—0.

Aisagea recurs (as a ‘strong headland’) only in the local poet Nicander of
Colophon’s Theriaca (218), together with Cercaphos, 2 mountain near Colophon
(Schol. Lyc. 424). The Chian poet’s knowledge of landmarks on the coast south
of his homeland is thus detailed and extensive: between Chios and Samos he
names four separate places.

41 For ‘watery Samos’ cf. Call. H. 4.48—9 vfjoolo BidPpoyov USaTt pooTdv |
TapSeving (oUme y&p Env Z&uos), perhaps echoing this verse. For cults of Apollo
there cf. Vita Herodotea Homeri 462—82 (Homeri Opera v 213—15 Allen), Farnell, Cults
v 446 MukdAns T odmrevd k&prva occurs at fl. 2.86g, with Miletus in 868.

42 Miletus had a sanctuary of Apollo Delphinios (cf. 493-6) by the harbour,
although the surviving remains date only from the fifth century B¢ (see Kleiner
(1968) 32-5). This was the starting point of the annual procession to Didyma,
10 miles to the south, where lay the famous oracular sanctuary controlled by Mile-
tus and administered by the Branchidae, whose antiquity and widespread impor-
tance in the Archaic period is attested by Herodotus (1.92.2, 15760, 2.159.3). It
was ‘used by all the Ionians and Aeolians’, and dedications were made by Necho
II and Croesus there. The earliest evidence for an enclosed sanctuary there dates
from the eighth or seventh century B, and the first large-scale building from the
mid sixth. The shrine was destroyed in 494 Bc by Darius I and the Branchidae
were exiled; it was only refounded in the time of Alexander the Great. Miletus
is mentioned again, this time as one of Apollo’s chief places of worship, at H. 4p.
180. See Parke (1985) 1—111.

The Meropes were the legendary ancient inhabitants of Cos: cf. Pi. V. 4.26

etc., and especially Call. H. 4.160. The expression ToA1s Mepoeov &vSpaateov
is probably influenced by Homeric woMis pepdmroov dvSpemeov (1L 20.217; cf.
18.342, 498), where pepooov is an epithet. In Homer &v8pes is sometimes added
to proper names (/l. 1.594 etc.). For Apolline cults on Cos see Farnell, Cults v
446, Sherwin-White (1978), especially 299303, Kowalzig (2007) 77, 97-8.
43 Cnidos had a sanctuary of Triopian Apollo (on the peninsula at Triopion),
and this was the site of the major festival of the Dorian Hexapolis (which included
Cos, the three Rhodian cities, and Halicarnassus). Apollo was also worshipped
as Carneios in Cnidos. See Farnell, Cults v 365, 449—50. The territory of Cnidos
is largely mountainous, and ends in the steep Triopian promontory, justifying the
epithet used here: see Newton (1865) 1681Y., Bean and Cook (1952) 171—212 (and
208-10 on the location of Triopion), Bean (1971) 135-52.
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44 We now move westwards towards Delos. Apollo’s cult was widespread on
Naxos: cf. Ananius fr. 1 West, RE xv1 20867 s.v. Naxos (5), N. M. Kontoleon in
Princeton encyclopedia 611—12, Farnell, Cults v 444. For Paros cf. Farnell 1v 444 and
Kontoleon, Princeton encyclopedia 678, Rubensohn (1962). Rhenaia (or Rheneia),
the rocky island next door to Delos (cf. 16n.), was dedicated to Delian Apollo
by Polycrates in the late sixth century (Thuc. 1.13.6, 3.104.2). The form Privana
recurs in Theocr. 17.70 (perhaps echoing our hymn: ‘Apollo loves Rhenaia no less
than Delos”), and in Stephanus of Byzantium and Suda s.v., for the more usual
Prveia, which is also normal in inscriptions: see Dittenberger (1906) 172.

45-6 After the long roll-call of names we finally reach what is really the opening
of the detailed narrative. The hiatus after ddivoucareflects the original digamma
of Exnpdiov.

46 youéev: the plural of yaia is used in the Odyssey (yoadeov 3x). The variant
& Tis yaudeov would be possible, but the addition of of (‘on behalf of herself) is
more idiomatic, and a corruption to the rarer form yxiécov seems unlikely.
47-50 We are not told yet why the lands are afraid to receive Apollo. A special
reason is revealed by Delos at 67—78: fear of the new god’s might, and the danger
that he may despise her poverty. The reference to the greater fertility of some of
the other islands (48) seems to anticipate this: the others fear him, despite being
less barren. In later versions it is fear of Hera’s anger which prevents them: Call.
H. 4.68-196, Apollod. 1.4.1, Ovid Met. 6.332—6. This motifis alluded to at 97-107,
where Hera tries to prevent Eileithyia from assisting the birth, but it is not given
full prominence.

47 =1l 7.15 (01 3E...).

49 &prioeTo is the form preferred by Aristarchus to épricaro in Homer: see
Chantraine, GH 1 416-17.

51-88 Leto promises that if Delos receives Apollo, then, despite her natural
poverty, she will prosper through the sacrifices he will receive. In reply Delos
expresses her willingness, but also her fear that the god will despise her and
thrust her down into the depths of the sea. She asks Leto to swear an oath that
he will make his first temple on her island, and Leto does so.

The dramatic personification of the eponymous nymph or deity of a place
(with dialogue) occurs first here, although Achilles and the river Scamander
* already converse and fight in Il. 21.212-382. There is a contrast here between the
future greatness of the god and the lowliness of the island. Delos picks up Leto’s
allusion to this, and vividly elaborates it, in order to extract a firm assurance of
future favour. There is also a parallel with the scene at the end of the hymn,
where the sailors ask Apollo how they will live in the rocky landscape of Delphi,
and he promises them wealth from his cult (526-37).
51~60 ‘If you would be willing . . . (since you have no other means of support):
but if you will be the home of Apollo’s temple, then...” The opening &i y&p
K £98ois could be viewed as a separate wish, but it can also be regarded as
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a protasis anticipating the conditional clause in 56, which is then answered by
57-60. However, the conditional request clause in 79—82 again has no apodosis.
Denniston (GP* 94) comments that ‘Hom. £.4p. 51 stands apart from all other
examples of el y&p, in that the particles occur at the opening of a conversation,
without any obvious logical connection’. But Matthiae’s | &p, as a question (cf.
50 &veipopévn, and Od. 18.357 Eelv, 7 &p K £9¢Aois. . . ;), seems unnecessary.
52 “lo create a (rich etc.) temple’ is a leitmotif of this hymn (cf. 76, 8o, 221,
etc.). For miovar vnév cf. Od. 3.46 (tel€ouev), H. 4p. 478, etc. The first temple
dedicated to Apollo on Delos for which we have definite evidence is the so-called
Porinos Naos, built in the second half of the sixth century B (see Bruneau and
Ducat (2005) 182). Candidates for an earlier temple of Apollo proposed by the
archaeologists include the building later known as the ‘Oikos of the Naxians’,
which probably dates from the early sixth century B¢ (Bruneau and Ducat (2005)
171-6), and the so-called “Temple I, a smaller building which probably belongs
to the Geometric period (Bruneau and Ducat (2005) 176). For further discussion
see Courbin (1980) 1141, Picard (1992) 232—47, and Gruben (1997) 261416,
especially 270, 2923, 40714, and 416 (summary).
53—5 The cumulative negatives underline the hopelessness of Delos’ situation if
left to herself.
53 Ernesti’s Tioe: (cf. 88) makes better sense than the MS reading Alooet.
54—5 Cf. 520-30 (of Delphi), and Od. 15.406 eUpoTos, elpnhos, oivorAndsys,
TOAUTTUPOS. eUPads occurs only here, and TpUyn nowhere else in early epic. For
the hiatus after oe cf. 1. 19.288, Od. 6.15, Hes. Th. 549, and perhaps H. Ap. 88.
56—60 Cf. 5357 (Delphi). Apollo was worshipped at Athens as Exatéupaios
(Hesychius s.v. ExaropPaicov), also on Myconos, and doubtless in other Ionian
communities, where there was a month Hecatombaion (including Delos): cf. RE
vir 2785-6 s.v. Hekatombaion, Hekatombaios.
58 &v94&8 &yepouevoi: cf. Od. 16.390, 17.379.
59 The text as transmitted is thoroughly corrupt, but the conjectures of Baumeis-
ter (and also Cobet) and of Stoll make good sense. Formular usage offers no
obvious parallels, but the general sense must be similar to the point of 535-.
8npol means “fat’ here.
60 Cf. Il 14.455, 23.843 xepos &mwod omiPapfis, Od. 9.535, 11.115 vnods &
&ARoTpins, and Od. 9.135 &mel pdAa Tiap U oU8as. miap is a noun: ‘since
there is no richness below the ground’. The custom of making offerings from all
over the Greek world on Delos should probably be linked to the famous tradition
of the Hyperborean offerings, brought (supposedly) from the distant north via
Greece (cf. Hdt. 4.33-5, Call. H. 4.278-9g, Paus. 1.31.2). In later inscriptions
we find a range of valuable objects (especially giéiAa) recorded as having been
offered by various cities or rulers: see Bruneau (1970) 93—114. These Sewpto (offi-
cial delegations) are closely associated with the choir of Delian girls (AnAt&Ses),
who seem often to have made the dedications on their behalf (cf. on H. 4p. 156—).
See also Tréheux (1953) 758—74, Kowalzig (2007) 120—4.
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61-82 Delos’ reply is tripartite: (a) joyful acceptance; (b) fearful anxiety; (c)
request for an oath. Her fear that Apollo will prove &réoSoos has puzzled crit-
ics: how could the god who was later viewed as a paradigm for Greek morality be
described by a word indicating excessive and hybristic behaviour? But Apollo has
his violent and dangerous side, which strikes terror even among the Olympians
(cf. 2—4): cf. his later treatment of Telphousa, for example (375-87). On Apollo as
a god of violence see Detienne (1998). Moreover, what we have here isnot a char-
acterisation of Apollo by the poet, rather it is Delos’ report of her anxiety about
what people predict that his character will be. She is emphasising the extreme
contrast between her own insignificance and his future grandeur, together with
her fear of his potential violence, in order to ensure that Leto’s promise will really
be secure. : ‘

61 Cf. Od. 2.35 & p&To, Xdipe 8¢ prumt. .., and I 14.270 &5 ¢&To, XNpATO
& “YTrvos, &ueiPopevos St rpoonUda, where the neat tripartite structure is the
same (see_Janko ad loc.).

62 In Hesiod’s Theogony (404-8) and elsewhere Leto is the daughter of the Titan
Coios. The verse "Hpm, mpéoPa Se&, Suydtnp (-ep) pey&oto Kpdvoio occurs
four times in the Iliad (5.721 etc.), and reminiscence of this may have led to
corruption here.

63 #yd ye anticipates the following reservation: ‘Personally I should be
delighted, but. ..’

64 Suonyss (‘ill-sounding’) in Homer is used of war and death (/. 2.686 etc.),
always in genitive formulae. The original derivation was probably from &xos,
but the poet may have connected it with fxéco.

aivéds. . . #TfiTupov adds double emphasis to her self-deprecation.

65 TepiTiNfiETOO: TEPITIPTAELS occurs only here.

67 &tdobatov: &T&oSaos is normally used in early epic in a pejorative sense,

of excessively violent characters or behaviour. In H. 15.6, however, it is applied

to Heracles (roAA& pév artos Epefev &rdoSoia), who is called *best of men on

earth’ and now lives in heaven (15.1, 7-8). In H. Herm. 296 it is used of Hermes’

fart, in a comic passage. Here what Delos fears is the potential violence of the
od.

%8 TpUTaVEUGEPEV: TrpUTOVEUEY occurs first here, but TTpUTawvisis a proper name

of a Lycian at ZI. 5.678. The noun is often used of deities in later poetry, and is

"very probably a loan word from Asia Minor (cf. Chantraine, Dict. s.v.). There is

no need to assume any pejorative sense (as Clay (1989), 378 does).

69 = Od. 3.3, 12.386.

70 Cf. Il. 1.555 etc.

vz Kpavoanmedos occurs only here.

Jacoby (1933) thought that 72 was a variant version (with &riufions) for 73. But
the combination of participles in 72—3 is not unusual. Allen and Sikes compared
Il 12.113-14 (with aorist and present participles), and examples in classical Greek
(Ar. Mub. 937-8 etc.). '
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73 KaTaoTpéwas probably means ‘overturning’ rather than ‘trampling on’ (as
LSJ suggest). It occurs first here.

%oer with short-vowel subjunctive actually represents the original form in
Chios and other Ionic-speaking areas, as shown by later inscriptions: see Schulze
(1885) 491—4, Marx (1907) 620. The line dramatically suggests the ease with which
the god could sink the island under the sea. In later legend Delos was originally
a floating island, but became fixed in the sea at the birth of Apollo (cf. Pindar,
frr. 33d, 52h.49 Snell-Maehler, Call. H. 4.30—54).

&Aos v eAGyeaoiv: cf. Od. 5.335.

74—8 Delos switches to direct prediction, with a graphic picture of her future
plight.

75 ¥AUooe ‘will wash over’.

76 = 221, 245 (in a similar context of the god’s pleasure). Cf. &v &Acei SevdprievTi
at Od. g.200, H. Ap. 235, 384. )

77—8 This vivid motif of sea creatures making their homes in Delos adds pathos
and perhaps also humour to her plea. The polypus (‘many-footer’) and its ‘cham-
ber’ (SoAdun) appear in the simile at Od. 5.432, and Hesiod speaks of the ‘boneless
one’ (octopus, probably) and its “fireless home and miserable haunts’ in Op. 5245,
Seals are mentioned in Odysseus’ wanderings in Egypt (Od. 4.404fF), and again
at 15.480. The only type of seal found in Mediterranean waters is the Mediter-
ranean monk seal (S. West on Od. 4.404). They must have been commoner in
antiquity in the Aegean than they are now (cf. Steier, RE s.v. Phoke). Here they
are described as black. Call. H. 4.242—3 must be a reminiscence of this passage,
where Hera contemptuously says that Leto may give birth 691 kot | eivoiion
TikTOUoY, Vi omAdSecT1v Epripors. &knBéa is also a graphic touch (‘carefree’ or
‘uncaring’): cf. K. 21.122—3, where the fish which Achilles says will lick Lycaon’s
wounds are &xndées. For oikia moifjcovtat in the context of non-human creatures
cf. Il. 12.168, where it is used of wasps.

79—88 The motif of asking a deity to swear a solemn oath, and its ratification by
cosmic powers, is Homeric: cf. Il. 14.271-9, Od. 177-87, 10.342—5, and for similar
oaths JI. 15.36—44, H. Dem. 25961, H. Herm. 518—23, with Arend (1933) 122-3.
79—-82 The conditional clause has no apodosis and is equivalent to a request:
‘If only you would. . .’; i.e. ‘please will you...?’ The line resembles Od. 5.178,
10.343, and especially H. Herm. 518 (with Sedov instead of 9ed), but in all these cases
there is an apodosis. 8o—1 are echoed by 258—g, 287-8 (with &vSprois); cf. also
247-8. The sense is ‘please promise that Apollo will build a temple first here, and
(only) afferwards throughout the rest of the world’. There is no need to assume
a lacuna after 81. For mévtas & &wSpdomous cf. Od. 1.299 etc. ToAUwVUBOS
implies that he will have many cults (cf. Hes. T%. 685, of Styx; H. Dem. 18, 32).
XpnoTnplos or xpnoTrpiov are not found in Homer; cf. 248, 259, 288, and Hes.
fr. 240.6.

There is virtually no evidence in later archaeological sources for an oracle
of Apollo on Delos. Only one inscription refers to a pavteiov (/G x1 2165.44,
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early third century Bc), but we do not know whose this was. In literature, cf.
possibly Pindar fr. 140a.58—9 (Snell-Maehler) of Heracles, &pyayéton te AdAou
iSeto, which has been taken as indicating a Delian oracle: Kowalzig (2007)
81-102, especially 95—6. A story told by Semos of Delos (FGrH 396 F12) has been
interpreted as referring to an oracle, but may only concern interpretation by
local seers of unusual omens at a sacrifice. There are a number of later references
in literary sources to Delos as a centre of prophecy, but most of these refer
back to the mythical past. Lucan (6.425), however, speaks of Sextus Pompeius
as not consulting the tripods of Delos, and Theodoret (Hist. Ecl. 3.16) refers to
consultation by the Emperor Julian of an oracle on Delos amongst other Apolline
centres. Much of the other evidence simply assumes oracular activity in general
terms for the island. It would be odd if Apollo’s supposedly oldest sanctuary did
not originally have some oracular functions, but presumably these were eclipsed
by the rise of Delphi and other centres in the historical period. For discussion of
the evidence see Bruneau (1970) 142-60.

836 For Jeddov péyaw Opkov cf. Od. 2.377 (and 378 = H. 4p. 89), H. Herm. 519,
Hes. Th. 784. The form of the oath, by Earth, Heaven, and Styx, is that used in
1l 15.36-8 and Od. 5.184—6, in both cases by a goddess. Hesiod describes in great
detail the procedure when.a god swears by Styx (7% 775-806). Cf. also Janko on
Il 14.271—9, 15.36—46. In 85-6 Styx is herself the dpkos, i.e. the object by which
the oath is sworn, as in Il. 2.755, Hes. Tk. 400, 784, etc.

87 7 pfiv introduces the oath: cf. 7§ wév Il 1.7, Od. 14.160, and for 7§ uiv A.
Th. 531 etc.; and Denniston, GP? 351, 389.

Suddns. . . Poouds kai Téuevos: cf. H. 4ph. 59, and with Sutjeis Z1. 8.48 etc. The
fact that Leto does not mention the oracular temple is not significant. She has
already offered a temple (51-60), and xpnoTnpiov does not need to be repeated,
since Apollo is by nature an oracular god. For the probable location of the altar,
and its identification with the altar known later as the kep&tivos Bwopds, see
Bruneau and Ducat (2005) 201-2.

88 Tioel 8¢ of ¥ ESoxax TavTwv: the promise of exceptional honour confirms
the suggestion in 53—60 (with Ticel 53) and 65.

89—126 The birth of Apollo. Delos rejoiced, but Leto was pierced by bitter labour-
pangs for nine days. All the major goddesses were there, except Hera, and
Eileithyia, whom Hera kept in ignorance on Olympus out of jealousy of Leto.
But the others sent Iris to surnmon her, promising a large gold necklace, without
letting Hera notice. So Iris and Eileithyia came down to Delos, and Leto gave
birth to the god, clasping the palm tree in her arms. The goddesses washed him
and wrapped him in fine baby clothes. His mother did not nurse him, but Themis
gave him nectar and ambrosia. And Leto rejoiced at his birth.

After the slow pace of the introductory narrative, with its emphasis on reluc-
tance and delay, the imminent birth is further postponed through Hera’s jeal-
ousy. But events move more quickly from 102 onwards: Iris’ rapid journey to
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fetch Eileithyia, who is easily persuaded, and their descent on Delos occupy only
thirteen lines, and (in contrast to 50—88) there is no direct speech. The moment
Eileithyia begins to set foot on Delos (§Pauve, 115), the birth starts to take place.
This climactic event occurs within five lines (115-1g), and another seven describe
the care of the newborn god and Leto’s joy. We have here the familiar technique
of the build-up of suspense, itself contributing to the sense of the momentous
character of what is to come, followed by rapid action. This part of the narrative
is framed by the references to the joy of Delos and of Leto at the birth (9o, 125-6).
This theme contrasts sharply with Leto’s suffering in delayed labour (91—2) and
Hera’s jealousy because Leto’s son will be so great (9gg—107). 117-18 (Apollo’s
birth) and 125-6 (joy at the event) also repeat themes of the prologue (12-13,
14~18). Moreover the narrative, like the prologue, moves from fear of Apollo to
joy at his appearance, and as in the opening scene he is greeted by his father
with a cup of nectar (10-11), so too after his arrival on earth he is fed on nectar
and ambrosia by Themis (124-5). Thus the narrative elaborates themes already
present in the opening of the poem. See Forderer (1971) 86—7.

89 = Il 14.280 etc.

go This line recalls 63, with yévos instead of yovn). In Homer yoévos normally
means ‘offspring’ or ‘race, stock’, but it is unnecessary to emend to yovfji (Franke).
Both words are probably used to mean ‘engendering’ or ‘birth’ here (cf. A. Supp.
173, etc.).

91—2 For ‘nine days and nights’ cf. Od. 10.28 &vvijpap. . . vUKTOS Te Kol Auap.
Nine days 1s a conventional period in early epic (see Kirk on II. 1.53—4, Richard-
son on 24.660—7), and évvfjpap is presumably expanded to ‘nine days and nine
nights’ for greater emphasis. &eATrTos is not Homeric; cf. H. Dem. 219 and Hes.
fr. 204.95, where it means ‘unexpected’. Here it perhaps means ‘hopeless’, i.e.
‘desperate’. The epithet is placed emphatically at the end of the line with nec-
essary enjambment. Birth-pangs are compared to the sharp pains caused by
a spear-wound at Il 11.269~72: so here mémapTo. Cf. also I 5.399 d8Uvniol
Temappévos. In later accounts of the birth of Apollo and Artemis cf. Simon. fr.
519.32—4 EP&puvov w8ives, Pi. fr. 33d.3—4 dbivecotr &yyitdkors, and Kowalzig
(2007) 63.

92—5 Leto is assisted at the birth by other goddesses, just as women came to
help with a birth in human society: cf. Ar. Eecl. 526—34, and Garland (1990) 61—4.
The goddesses named here presumably represent primarily the generation of
the older or Titan deities. Dione (mother of Aphrodite in Homer) is named with
Themis and other deities at Hes. T%. 17, Themis and Rhea together at 7T%. 135.
Amphitrite, however, is a Nereid at T/ 243. In the Odyssey she represents the
sea, and is perhaps present because Delos is a ‘sea-girt’ island. Themis, however,
will also play the important role of feeding the infant Apollo on divine food
(123-5), and this is symbolic in terms of his future association with morality.
But the list is only a selection of the most important among the goddesses, as
95 shows.
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92 #8091 means ‘at home with Leto’ here, i.e. on Delos. Cf. Od. 5.58 v &
t8o%1 Tétpev Eolioav, Hes. fr. 205.4 #vB031 vijoov, Call. H. 4.222 AnTd TO}
piTpnv &vchleTtan Evdo91 viioou.

93 Cf. Il 17.377 o001 &pioTol Eoav. Dione usually has a short opening syllable
(IL. 5.370 etc.), but variation of scansion is common in proper names (cf. II. 5.31,
455 Apss, Apes, etc.).

94 There was a cult of Themis at Ichnae in Thessaly, in the region of Thessaliotis
(Strabo 9.5.14, 435). Stephanus of Byzantium and Hesychius connect the title with
Ichnae in Macedonia (near Pella), and Hesychius (s.v. Txvain) says that there was
an oracle of Apollo there. Themis’ cult is well attested in Thessaly (Vos (1956)
457, and K. Latte, RE vA 1628 s.v. Themis). Cf. Lycophron 129, and AP 9.405,
where Némesis is called tyvain wépSevos. “Tracker’ is a suitable epithet for deities
of justice, and the title seems to have been interpreted in this way (Schol. Lyc.
129). For &yd&oTovos (loud-moaning’) Augitpitn cf. Od. 12.97 and Quintus of
Smyrna 14.644 (TroAUGTOVOU).

95101 g6 is omitted by some MSS, and has been regarded as a variant for
98, or as an interpolation. West (1975) 169—70 argued that the original version
lacked the theme of Hera’s opposition, and wished to remove 95, g8-101, 105-6
(cf. also West (2003) 11). But all these lines can be defended. It is arbitrary to
* cut Hera’s role out of the poem. The repetition between 96 and 98, although
not elegant, is paralleled elsewhere (e.g 351—2, 537-8). The important point is
that Hera is detaining Eileithyia within Zeus’s palace on Olympus (cf. 110-11),
and thereby preventing her from learning about Leto’s labour. g8 elaborates this
point: Hera is in the palace (96), and Eileithyia is also there (on Olympus etc.).
See also 10og—12n. For the first half of 96 cf. 0d. 1.114 AloTo Y&p &v BynoTiipot,
for Aids vepernyepétao L. 5.631 etc.

97-101 These lines resemble II. 13.521-5, where Ares is kept on Olympus
by Zeus, in ignorance of his son’s death at Troy (cf 521 oU8 &pa e 11
TETUGTO . .. 523 AN & Y &p dkpot OAUUTRL UTrd Xpuoéolal vépeootv | fioTo,
A1ds Poufitow EeApévos. . . ). Hera’s detention of the goddess of childbirth is
similar to the story of the births of Eurystheus and Heracles at Il 19.114-24,
where Hera checks the Eileithyiai, and so delays Heracles’ arrival in the world.
Fileithyia, or Eileithyiai, are in fact Hera’s daughters (fI. 11.270—1, Hes. Th. g22—
3), and the name could be used as a cult title of Hera (cf. Farnell, Cults 11 6081T.).
For poyooTtdros EireiSuia cf. I 16.187, 19.193, and in the plural 11.270. The
cpithet means something like (goddess of) birth-pangs’ (cf. LS]), although here
the pangs have come without the goddess, and it is she who brings them to an
end. Essentially this is her main function, as her name (cf. #8A\uS-, éAeuS-) means
‘the one who comes to one’s aid’ (cf. Hainsworth on II. 11.270).

Eileithyia had an important cult on Delos, because of her role in Apollo’s
birth. In the hymn for the Delians by the Lycian poet Olen she was brought
from the Hyperboreans to assist, and her worship was associated with that of the
Hyperborean maidens, Hyperoche and Laodice: cf. Hdt. 4.35, Paus. 1.18.5, 8.21.3,
19.27.2. Olen calls her older than Cronos, and mother of Eros, and Pausanias
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interprets him as equating her with Destiny and adds that the Athenians regarded
Delos as the place from which her cult originated. Her temple (Eileithyigion) and
annual festival are several times mentioned on Delian inscriptions. See Bruneau
(1970) 212-19.
99 @padpoouvnis: not Homeric, but cf. Hes. Th. 626 Iaxins ppaduootiviiow,
etc. The plural is always used in Hesiod (4 %), but the singular, which is a variant
reading, would also be possible; cf. A.R. 2.647 ppaduocuvnu.
1001 LnAoouvni: {nhoouvn occurs only here, for ZfiAos. For the rest of 100—1
cf. 13 etc. '
100 O T= 671 T¢ (Chantraine, GH 1 288f).

uldv. . . kparrepov Te is formulaic (II. 4.89 etc.).
102-14 The mission of Iris to fetch Eileithyia resembles Homeric divine messen-
ger scenes, but the type is here abbreviated, to include only the essential points:
the promise of a gift, the need to avoid Hera’s notice, Iris’ journey and delivery
of her message, and the descent to Delos. See Arend (1933) 54-61.
102-4 Iris was worshipped by the Delians on the ‘island of Hecate’ (Semos of
Delos, FGrH 396 F 5), but this may not be directly connected with her role here.
In Call. H. 4.66fF. she is the agent of Hera, preventing other islands from aiding
Leto. Hera sends her on a secret errand at /1. 18.166-8. The promise of a necklace
resembles the scene in Jliad 14 where Hera enlists the aid of Sleep, offering him
first 2 golden throne and footstool, and then, when he shows reluctance, adding
one of the Charites as a prospective wife (238-41, 267-8). The description is
similar to Od. 18.295-6 Sppov . . . | xpUoeov, AAékTpoioty Eeppévov. . . ; cf. 15.460
XpUaeov Spuov Exwv, peTd 8 fAékTpoiow EepTo.
103 Opuov: Lawler (1948) 26 suggests that &puos means a garland (as perhaps
in Aleman, PMG 91). She gives examples from later festivals of garlands of several
cubits in length (e.g. Ath. 6784a8), but her argument that in the Delian inventories
there are garlands dedicated to Eileithyia which are called 8puot is not supported
by the evidence to which she refers (6puos is distinguished from oTépavos and
oTepavédua in these inscriptions). It is possible that the nine-cubit necklace is
mentioned as an aition for an actual necklace dedicated to Eileithyia in her
sanctuary before the hymn was composed. In later legend (Hdt. 4.35) Eileithyia
is rewarded with tribute from the Hyperboreans (see 115-16n.).
104 Advoiow: It is not clear whether AMva are gilded threads, or made of gold
wire combined with thread to strengthen it, or gold wire on its own. Gold thread,
composed of ‘threads of silver-gilt metal strip wound directly on a core’ of silk
or linen, has been found in pieces of embroidery from Koropi, near Athens,
probably of the late fifth century Be (J. Beckwith in The lllustrated London News,
23 January 1954, p. 114), and these have been compared to a small number of
surviving examples from later periods found near Kertch (third century Bc), at
Dura-Europus, Palmyra, and elsewhere. This seems an attractive solution. On
the other hand, wire made of gold or other metals was used in the ancient
Near Fast and Greece in the Bronze Age and classical times, to make chains
for necklaces and other jewellery: cf. Schliemann (1878) 120-1, Higgins (1961)
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13-16, 82, 99 (with plate 13F), 128, etc., Moorey (1985) 85—, Bielefeld, Arch. Hom.
C 54 (‘Schmuck’). Afve are mentioned quite often in later inventories, e.g. from
Delos itself: of. IG x1.2 208—22 EAAa TravTéBarma Y puod dvnpuéva éri AMvou and
other references in AHS on H. Ap. 104 (but read BCH x 464, and G x1.2 1628.18
etc). A gold necklace in /G x1.2 1628.17-18 has its weight recorded oUv TOlS
Afvors: this may imply that the Afvor themselves had some weight, i.e. included
some metal.
tepuévov, from elpw, means ‘strung with’. In both these cases there are variants
tepyuévov, BepkTo, as here, which would have to derive from £p8w, meaning
‘worked with’. Wilamowitz (1916) 447 n. 4 keeps &pyuévov here, translating
‘made out of golden threads’ (or ‘golden wires’).
tvvedrrnuv (‘nine cubits long’).is a vast length for a necklace, even that of a

goddess (c. 13.6 ft). Such a 6ppos would have been wound several times round
the neck, and worn loosely, by contrast with the more tight-fitting single ioSuiov
(‘neck-band’): cf. Schol. Od. 18.300, Eust. 1847.49-50, Helbig (1887) 26871, and
Bielefeld, Arch. Hom. C 18. Nevertheless, the size seems absurdly exaggerated.
But there is no obvious reason to suspect parody or humour (as Janko does in the
similar case of Il 14.233—41). #vvedrrnyus in Homer is used of a ‘yoke-binding’
(L. 24.270) and of the breadth of the giants Otus and Ephialtes (Od. 11.311).
105-8 The use of indirect speech here and at 111-12 resembles that of H. Dem.
314-16, where again Iris is sent as a messenger, and /. 4p. 108 is similar to
H. Dem. 317. See Richardson on H. Dem. 314—23, where other examples of indirect
speech in epic are discussed. It is commoner in the Hymns than in Homer:
see Niinlist (2004) 38-9. For vooow. .. AeukwAévou "Hpns cf. H. Ap. 95. 107 is
formulaic (107a: Il. 20.318 etc.; 107b: 1. 5.368 etc.). For 108 cf. JI. 2.183 etc. P &t
Stew; Od. 17.517 Bifjvuoe, and pipga. . . Sifjvuoav of a journey at H. Dem. 380; H.
Dem. g1y (Iris) peoonyy Sitdpapev dka Todeoo. The dactylic rhythm of 107-8
is characteristic in such descriptions of swift movement: see examples given by
Richardson on Il 24.691, together with Od. 2.406, and (most famous of all) Od.
11.598, where Dionysius of Halicarnassus Comp. 20, comments: ‘Does not the
speed of the narration outstrip the rush of the stone?’

10g-12 The normal pattern of Messenger or Visit scenes is varied here.
Instead of entering the house, Iris asks Eileithyia to step outside in order to
escape Hera’s notice. This incidentally proves that the theme of Hera’s jeal-
ousy is not a later addition (see g5-101n.). Cf. Od. 2.399—406, where Athene
(Mentor) calls Telemachus out of the palace in order to address him in secret
(400 ExTrpoxoAecoauév). Errea. . . TpoonUSa is used only here without a speech
following;

114 This line resembles II. 5.778 (Athena and Hera) oi 8¢ P&rnv Tpnpwot
Tereiaow 19pad duoiai. Aristophanes (Birds 575) quotes ‘Homer’ as compar-
ing Iris to a Tpripwvi TeAein, perhaps referring to this passage (as one scholiast
on Birds suggests). Cf. 443, echoed in Knights 1016. The point of the compari-
son is uncertain. The Homeric scholia suggested either rapidity and flight, or
that they move delicately in order to escape notice. The latter fits well here,
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though less obviously so in Jlad 5 where there is no need for secrecy. Tpnpwv
probably originally meant ‘timid’, but could be used as a noun denoting the genus
pigeon, with éAeia for a particular type, e.g. the rock dove (cf. Dunbar on Birds
575)-

115-16 As Eileithyia sets foot on Delos ((Boave), the actual birth begins. The
asyndeton at 115 is normal with eJrte first in the sentence (cf. 427, 1. 6.392, etc.).
It is also effective here dramatically, and the moment of setting foot in a place or
on its threshold was often seen as a significant one in antiquity (see Richardson
on H. Dem. 188).

116 Toxos elAe is a vivid expression for the onset of birth. In Hdt. 4.35 the
Hyperborean girls Hyperoche and Laodice bring Eileithyia tribute &vti Tol
dxuToKov (‘in return for the speed of the delivery’).

117-19 The event is described in a series of five brief and powerful clauses, with
necessary enjambment at 117-18. For the palm tree see 16-18n. Lengthening of
the final iota of the dative in arsi (i.e. when it coincides with the verse beat) is
common in Homer.

To give birth kneeling seems to have been common in Greek antiquity: see
Samter (1911) 6fF,, and Frazer on Paus. 8.48.7. In epic cf. /. 19.110, Hes. T#. 460,
and more generally see Garland (1990) 59ff.

118 Aeipddvi pohoxddi: cf. Hes. Th. 279, . Dem. 7, H. 19.25, etc.

peldnoe 8¢ yoi' UmévepSev: Earth smiles in response to this cosmic event. Cf.
the more developed version of this theme at 135-9, and Theognis 5-10 ®oiPe
&vag, OTe pév oe Seax Téke TOTVIX AT, | Qolvikos padivnyis Xepoiv Eporpapévn,
| &SavdTwv k&AAoToV & TpoxoeBEl Alpvny, | wéoa pév EmAnodn Afios
&mreipeoin | 68ufs duPpooing, dyéhaooe Bt Moia wehdpn, | yHSnoev St PaSus
TovTOS &ASs TroAifis. Cf. also Limenius, Pacan 5—10 (Powell, CA p. 149), and for
this theme of cosmic joy at a divine birth or epiphany see other examples quoted
by Richardson on H. Dem. 13. Here Earth participates in the birth, perhaps
herself as a goddess of fertility.
11g & & ESope mpd @owode: cf. H. Herm. 20 & &Sowdtwv 36pe yuiwvy;
11, 16.188 &y aye wpd @dwade, and similarly 19.118, H. Herm. 12.

Sead & dASAUEav &maoous the SAoAuyT (a women’s ritual cry) marks the
moment of relief after the tension of the birth: Wilamowitz (1916) 448, and
Deubner (1941) 5. Cf. H. Ap. 4457 (ai 8 dAGAUEav at Apollo’s power), and
Pindar, Paean 12 (fr. 52m) 1417 (of the birth of Apollo and Artemis): EAapyay &
&eou Bépas &rw(s | &yAaov & @dos idvTes Bidupol | TaiSes, TOAUY p6So[v]
feoav &d orop[drev | E]AeiSuid e kai A&[x]eots. Callimachus (H. 4.255-8)
expands the theme; cf. also Theocr. 17.64. In Pacan 12 and also Simonides, PMG
519 fr. 55, this ritual cry is taken up or echoed by the local women of Delos: cf.
Kowalzig (2007) 63—5.

120—2 After the birth the child is washed and wrapped in swaddling-clothes,
like any other newborn baby, although what follows is definitely not a matter
of routine. The first bath was also a standard feature of divine birth-stories (cf. -
Parker (1983) 50). It is appropriate that this is the first moment at which the poet
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actually addresses Apollo in the narrative part of the hymn. This hymn is unique
among the long ones in its use of apostrophe within the narrative (cf. Introduction
2(c)). In fiie DoiPe (cf. LI 15.365, 20.152) the epithet fjios derives from the ritual
cry to the god i} or i1) i¢ (see on 272, and Janko on II. 15.365).

For &y véds ko kaSapdos (‘in purity and cleanness’) cf. Hes. Op. 337. Purification
after a mortal birth was essential, but Apollo himselfis also a god of purity, whose
name ®oiBos was actually interpreted as meaning ‘pure’ (cf. Hesychius, LS] s.v.).
His swaddling-clothes are described as shining white (Aeuk), fine, brand-new
(?), and they are bound with a golden band, all suitable to this deity. Gf. I
18.353 @dpei Aeukdl, and 14.185 KOAGL vnyaTéwr | Aeukdv & fiv fiEAos 6.
vnyéTeos probably means ‘unworn, new’ (see Janko ad loc.). See also 200-3,
440-7nn.

123-6 Infant gods and heroes are entrusted to special divine nurses (see on
H. Aph. 256-80), and given ambrosia and/or nectar. The result is miraculous
growth and strength: cf. especially H. Dem. 233—41, and Richardson on H. Dem.
231-55, 235, 236, 237. 123-5 resemble H. Dem. 236 oUT odv oiTov ESwv, ol
Snoduevos. . . AnpTnp Xpieok &uPpooint.

123 Xpuodopa: Xpuodwp and Xpuodopos are formular epithets for Apollo
(Il. 5.509 etc.; cf. H. Ap. 395 Xpuoaodpov). There was dispute in antiquity as
" to whether &op meant simply ‘sword’ or could refer to any weapon, e.g. Apollo’s
bow: see Richardson on H. Dem. 4, Janko on Il 15.254~9.

SMoaTo: oot is only used here of the mother, elsewhere of the baby who
is being suckled.

124 Themis (cf. g4) was associated with Apollo at Delphi in later literature, or
regarded as oracular: cf. especially A. Eum. 2—4, where she occupies Delphi before
Apollo does, and E. IT 1259-69. At H. Ap. 253 (and later) SepioTevew is used
of Apollo delivering his oracular judgements. Cf. also Pi. P 11.9-10 Séuwv iep&v
TTuS6vd e kad dpJodikav y&s dppardv. In a later legend Themis acts as a nurse
to Zeus, with Amaltheia: Hyginus 4str. 2.13 (‘Musaeus’), Schol. AD 1l 15.229. On
Themis and Apollo see also Detienne (1998) 150~74.

125 tmfparo: ErdpyeoSanin Homer (1. 1.471 etc.) is used only with Seméeooy,
to describe the ritual of pouring a little wine into cups for a libation; cf. Mazon
(1937) 319—25. Here the sense must be something like ‘offered a first taste of
(LfgrE s.v. &pxw p. 1390).

i25-6 Xodipe. . . ETikTev: this echoes 12-13, again after a scene in which Apollo
makes a dramatic epiphany and is served with nectar. The repetition closes the
narrative of the birth. What follows describes the first exploits of the new god,
although 194—9 are still concerned with the response of goddesses and nature to
the event.

127—39 When Apollo-had eaten immortal food he immediately broke free of
his golden bands, and proclaimed himself god of music, archery, and prophecy.
He began to walk over the earth, all the goddesses were amazed, and Delos was
filled with gold, rejoicing to be chosen as his home.
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After the birth-narrative the god’s growth and habitual activities or haunts

may be described: cf. for example H. 26.3-10, where Dionysus is nurtured by
the nymphs and then roams through the woodlands with them. Apollo’s growth
is miraculously swift, and he then announces his main spheres of activity, which
anticipate his exploits later in the poem. His haunts will be described in 1402,
after we have heard of the reactions of the other participants in assisting his
birth.
127—9 Cf. H. Aph. 260 &uPpoTov eidap ESouat (duppoaiov e18ap 1. 2x). For 129
cf. H. 7.13 (Dionysus) Tov 8 oUx {oxave Seopd, | AUyor 8 &md TnAdS Emimrrov.
The form Séouarra is used in Homer and often later, 8éopa in H. Herm. 157, 409,
H.77.12, 13. welpaTa means ‘ropes’ here.

The tricolon of 128-9 underlines the miraculous power of the god, breaking
all his bonds. Hermes likewise begins to perform his exploits on the day of his
birth: cf. H. Herm. 17—23, and 21 oUxéTi Snpdv Ekerto péveov iepddt &t Alkveol.
See also Richardson on H. Dem. 235 for other examples of this theme, and West
(2007) 149-50.

13050 These lines are echoed by Virgil in the famous simile at den. 4.143-9:
qualis ubi hibernam Lyciam Xanthique fluenta | deserit ac Delum maternam invisit Apollo
(~ 146-50) | instauratque choros, mixtique altaria circum | Cretesque Dryopesque fremunt
pctique Agathyrsi: | ipse tugis Cynthi graditur (~ 141) mollique fluentem | fronde premit crinem
Jingens (~ 136) atque implicat auro (~ 135), | tela sonant umeris (~ 131).

130—2 Apollo’s music is described in 182—206 and 51416, his use of the bow
in 1-13 and in the story of the killing of the dragon (300—74), and his oracular
character is the main theme of the later part of the hymn.

131 Cf Il 5.891 adel y&p o1 Epis Te @iAn ToAeuol e péyon e, and similarly
Hes. Th. 917, H. 14.3—4. At H. 11.2—4 there is a combination of nouns and a
verbal clause describing the deity’s activities. The tricolon crescendo structure
of 131—2, with the third element taking up a whole line, and the shift from
impersonal optative to the emphatic first person singular future tense, all bring
out the importance of Apollo’s oracular powers. 132 is echoed at H. 4p. 252, 292.
Callimachus imitates 131—2 at H. 2.42—6, adding medicine as his fourth art. In
Pindar (2 5.63-9) he is god of medicine, music, and prophecy.

133—4 ‘So saying he began to walk on the broad-wayed earth.’ ¢piPaoke should
mean ‘he began to walk’: cf. the verb Bip&ow (and related forms) in Homer, and for
this form cf. TapéBaoxe II. 11.103. With the manuscript reading &mé the sense
must be that Apollo began to leave the earth (for heaven), but Pipde usually
denotes stepping or striding, and it would be odd not to say where he is going
(cf. 186~7 where he goes from earth to heaven). With & Apollo begins to move
over the earth and this fits well with 140—2, describing the places he likes to visit.
The corruption may have arisen because &md xovos eUpuodeins is formulaic in
Homer and Hesiod.

134 This unusual combination of epithets dignifies Apollo at the start of his
activity,. When he appears in disguise at 449-50 his hair covers his shoulders.
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Cf. LIMC 1.1 185 s.v. Apollon, for other literary references to his long hair, and
for examples from visual art, LIMC 1.2 s.v. Apollon.
134—9 Wonder is a usual response to a divine epiphany (cf. Richardson on H.
Dem. 188-go, p. 208, and especially H. 28.6 where again it is all the gods who
are seized with oépas). The miraculous response of Delos is also characteristic of
epiphanies (see H. Ap. 118n.): cf. H. 28.9~13. At Dionysus’ appearance especially,
natural miracles occur as in H. 7.34—42 (Sauara épya), E. Ba. 70411, 7267, etc.
This gilding of the whole island, however, goes beyond what we find elsewhere
in early epic. Callimachus develops it further at /. 4.260—73, and seems to .echo
and expand H. Ap. 137-8 in 26473, where Delos rejoices because she will be
loved by Apollo more than any other land. For parallels in Vedic hymns to the
theme of divine rejoicing at the birth of a deity see West (2007) 313.
135—-9 Most MSS omit 136-8, leaving 135 and 139 as a simple des.cri}.)tion of
Delos’ response. Six MSS have 136-8 either in the text or the margin, n some
cases with a comment and marginal sign (anfisigma), which seems to indicate that
they existed as an alternative reading, or as an additional passage. (The antisigma
could be used for a number of reasons in ancient texts: cf. McNamee (1992)
14-15.) It seems best to view 135-8 and 135 + 139 as variant versions of this
passage. Callimachus echoes 137-8 (see 134-9n.), and therefore must have known
these lines.
1356 Xpuowi. .. PePpiSe: PpiSev is commonly used of vegetation (/L 8.3(37
etc). Cf. especially H. Dem. 472—3 m&oa 8¢ eUAAoioiv Te kod EvIeotv edpeia
¥9¢ov | Ppi0’. So here the idea is presumably of the island bursting out in golden
vegetation. This might be seen as support for transposing 139 to follow 135 and
reading PePpidm1 in 136 (Gemoll). Bruneau (1970) 89 linked the scene to the
sudden growth of flowers in springtime on Delos, the time (probably) of the
celebration of Apollo’s birthday, in the Delian month Hieros (February-March).
136 yevéSAny: this word in the meaning ‘offspring’ is paralleled by 1. 5.270, Hes.
fr. 204.57, and in tragedy S. El 129, 226, etc. For ynSoouvn: (in this position) cf.
11. 13.29, 21.390; for oikic SéoSau H. Ap. 46 (in same position).
137-8 9eds efAeTo . . . yeipou Te means ‘the god chose to make her his home
out of all the islands and the mainland’. For vfjowv fymreipou Te cf. 21
138 piAnoe 8¢ knpdSt udARov: cf. Od. 15.370 @iAel 8¢ pe knpdS1 udAiov (and
knpoSt udAov gx Il and Od.).

" 139 For plov olpeos &vSeov UAns cf. H. 1.8 &pos avSéov UAn, and H. Dem. 386,
H. Aph. 285. cos 8Te Te can stand without a verb, as at II. 12.232.
1408 Apollo sometimes set foot on Mt Cynthus and sometimes wandered
elsewhere, for he has many places dear to him. But he loves Delos most, where
the Tonians gather for his festival. A visitor would think they were immortal
when he saw them there. A special marvel are the Delian girls who are the god’s
attendants. They sing in praise of Apollo, Leto, and Artemis, and then they sing
in honour of men and women of the past, and they can imitate the voices of all
men wonderfully well.
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May Apollo and Artemis be favourable, and to all you girls also I bid farewell.
Remember me in time to come, and if a stranger asks you who is the sweetest
singer, tell him it is the blind man who lives in Chios whose songs are best of all.
In return, I shall spread your fame throughout the world. But I shall not cease to
praise Apollo, whom Leto bore.

Apollo’s travels over the world (cf. 133—4) close the narrative of the first part of
the hymn, which moves imperceptibly back to the present tense to describe
again (as in 20—4) the range of the god’s influence. This whole passage in
turn acts as introduction (or priamel) to the extended praise of Delos which
follows. This takes the form of a vivid description of the great Ionian festival
of Apollo and its participants (146—55), and the focus of this general scene is
then narrowed to-the praise of the Delian girls and their extraordinary songs
(156-64). '

The following passage (165-76) resembles the closing section of other hymns
in its threefold themes. Conventionally, a hymn closed with salutation of the
deity, a request for favour, and a promise in return, usually to praise the god
in future. Cf. H. Dem. 4905, H. 6.19—21, 10.4-6, etc. This form is adapted
here to a double purpose, honour to the gods and to the Delian girls, and
it is they who, unusually, occupy the front of the stage, and with whose
favour the poet is chiefly concerned. Moreover, what appears to be the clo-
sure of the hymn eventually becomes a transition to other themes, as the
poet declares his intention of continuing his praise of Apollo (177-8), instead
of (as usual) moving on to a separate song (see Richardson on H. Dem. 495).
Cf. Miller (1986) 60-6, against the view that 177-8 are actually a closing
formula.

Thus, as the text stands, the first part of the hymn acts as a large-scale
introduction to the longer narrative which follows about the foundation of the
Delphic oracle (207-544). In between, we have a prelude to this narrative similar
to that at the opening of the hymn (1-18, 179—206).

140 aUTos may be used of Apollo by contrast with Delos, but it is quite often
applied to this god in an honorific way: cf. 181, H. Herm. 234, H. Aph. 151, IL. 1.47,
17.322, and Richardson on H. Dem. g71—2.

Here the god is addressed with a whole-verse formula, for the first time in the
hymn. In fact, the references to him have become progressively grander, starting
with simple name + epithet or name formulae, and then going on to name + two
epithets (134), and so to this whole verse. This particular combination of epithets
occurs nowhere else, but cf. &pyupdToge (4% IL.), &va txarnPoX Atoiov (Od.
8.339). There is also marked assonance of initial vowels, making an euphonious
effect. See also Bergren (1982) g2.
14x~2 There could be an allusion to the cult of Apollo on the top of Mt Cynthus
(see on 16-18). The reference to Cynthus anticipates the praise of Delos at
146-64, framing the intervening passage. For &A\AoTe. . . &AAoTe in this context
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of the god’s haunts cf. especially H. 19.8-11, and see Miller (1986) 56— on the
priamel technique used here.

142 There is no need to emend ¥ to &v (L.e. &vd), since fAxok&lew takes a
direct accusative at 0d. 9.457 (where it means ‘flee from’ or ‘avoid’), and the
related dA&oSau is used with direct object later; cf. also H. 4p. 175 oTpepouesSa
TrOAELS.

vfioous Te kol &vépas is similar to fjTreipov . . . vijoous (21) and vigwv fTeipoy
T¢ (138), and must mean ‘islands and mankind elsewhere’.

143—5 143 means ‘Many are your temples (etc.)’, and 144—5 are a separate
sentence which repeats 22—3 (with Te ¢iAcu for To1 &Sov). For 143 cf. 76 etc.
146—72 Thucydides (3.104.3—6) quotes 146—50 and 16572, with variant readings,
as evidence that there used in earlier times to be a festival on Delos, which
included musical and athletic contests (cf. Introduction 2(b)). He ascribes the
hymn to Homer, and calls it Tpooipiov AmoAhwvos. He also quotes 16572 as
evidence of a musical contest, in other words, he seems to see this passage as a
plea by the poet for victory on this occasion. Thus he evidently thought that the
poem was composed to be sung at the Delian festival. Aristides (34.35) also cites
16g—71, probably echoing Thucydides’ quotation.

Thucydides’ text is too different to be entirely due to misquotation from
memory, and therefore may be taken as further evidence (together with 136—9)
that the text of this hymn was subject to variation in the classical period. This in
its turn suggests its relative popularity, which is also indicated by the frequency
with which it was quoted and imitated by other writers.

The antiquity of the Delian festival is indicated by the tradition that Eumelos
of Corinth (late eighth century Bc?) composed a processional hymn for the
Messenians on the first occasion when they sent a sacrifice and chorus to Delos
(Paus. 4.1.1; cf. PMG 696). That Delos was an important place of pilgrimage
by the time of the Odyssey is suggested by Od. 6.162—g, where Odysseus speaks
of visiting the island and admiring the palm tree by Apollo’s altar. Moreover,
an Athenjan regulation concerning the Deliastai (the Attic mission to Delos)
probably dates from Solon’s time (Ath. 234EF): see Parker (1996) 87-8. Athenian
tradition connected the festival’s foundation, or the sending of the first Attic
theoria to Delos, with either Theseus or Erysichthon (Plut. T#es. 21, Paus. 1.31.2,
8.48.3, Phanodemus, FGrA 325 F 2, etc.). Thucydides says that after the time of
- the Hymn to Apollo the islanders and Athenians continued to send choirs to the
festival, but the other contests and most of the activities were probably brought
to an end by adverse circumstances, until Athens restored the festival with the
addition of horse races after purifying the island in 426—425 Bc. The revived
festival was four-yearly: it is not clear from Thucydides whether the earlier one
was annual or less frequent. For the later history of the festival (including the
problems of its name(s) and time of year) see Th. Homolle in Daremberg and
Saglio, Dictionnaire s.v. Delia (pp. 55-60), Nilsson (1906) 144—9, Gallet de Santerre
(1958) 2439, Bruneau (1970) 65ff., Parker (1996) 151. The festival described in
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the hymn probably took place in spring, in the month Hieros, as did the later
Apollonia (see 135—9n.).
146-8 Thucydides’ text (with dAX &7e) would mean ‘but when you most rejoiced
in Delos, then [or there] the Ionians gather’, which does not fit the context. West
(1975) 170 suggested that Thucydides’ quotation began at 141, and a scribe’s eye
jumped from &AAGTE there to AA& oU in 146. But it is unlikely that Thucydides
would have quoted 141—5.
147 The Jonians with trailing chitons are mentioned at JI. 13.685; for the form
ldoves see Janko ad loc. Their trailing robes continued to be famous later: cf.
Asius of Samos fr. 13.3 Davies y1ovéoio1 x11&o1 TESov X Jovds elpéos efyov, and
Thuc. 1.63 etc.
148 Cf 0d. 3.381 aitdd1 kal Taideoot kal aiboinis dAdyoiow. The emphatic
atrTois is unexpected here, and Gemoll’s adrof could be right. adrfjt oUv THANKL
képn (£l 14.498) is different: ‘head, helmet, and all’: Thucydides’ omy & &yuidv
is a strange variant, as &yvi& always seems to mean ‘street, highway’. Cassola
thinks it refers to the Sacred Way leading to Apollo’s temple, which was built in
the second half of the sixth century Bc; cf. also Aloni (1989) 116-18.
149-50 Cf. Od. 8.62-384, where the Phaeacians honour Odysseus with song,
athletic contests, and dancing. The combination in one line of boxing, dancing,
and singing is not Homeric, although each noun occurs separately in Homer (as
does the variant dpxnoTUs). Boxing comes first in the short lists of sports at L
23.621—3 and 634~7, and so may be named here as representative of sports in
general. For the second half of 149 cf. Theognis 79 eopuryy1 kai dpynSudd kai
&o18fj; Od. 8.253, 17.605 dpynoTul kad &o15fji. For singing contests on Delos cf.
also Hes. (?) fr. 357 M—W (Homer and Hesiod compete there).
150 The general pleasure which Apollo takes in Delos is particularly embodied
m this great festival, where delight is one of the keynotes, together with wonder
(153, 156, 169~70).

uvno&pevol has the connotation of commemorating the god by celebrat-
ing his festival, of which the contests held in his honour are an essential
part.

dywvas &ywv has its basic sense here of a gathering, and especially one for
games, as in Il. 23.258 etc.
151—2 The imaginary spectator from elsewhere (introduced with vivid asyn-
deton) is appropriate to a scene where spectacle is so important, like the specta-
tors in the Games in Jliad 23 (4481f. etc.). Cf. also the imaginary stranger of H. Ap.
167-8. The poet cannot see all this himself, and uses another’s eyes to do so. For
ain or gains (‘one would think that’) in this context cf. H. Ap. 163—4, Il. 3.220,
etc.; for &SavdTous kai &ynpws cf. Od. 7.94.
152 émavTidoele is a conjecture, but seems very likely to be right, although
this particular compound of Homeric &vTi&gev occurs only here (cf. &v-/év-/
UmavTidlw). In Homer individual heroes or heroines are often compared to
gods, but it is unusual to describe a whole assembly of people in this way, and
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this extravagant praise of the godlike Ionians looks like a captatio beneuolentiae on
the part of this singer, eager for victory in his own contest.

154—5 For ‘men and fair-girdled women’ cf. 1. 7.139 etc.

155 kThpoTa oG (H. Ap. 266 etc.) might suggest not only wealth, but also that
the festival had a commercial aspect. Delos was to become a major commercial
centre in the Hellenistic period, thanks to its central position in the Aegean and
the popularity of its cults.

156-64 The climax of the poet’s catalogue of praise is the choir of Delian
girls, who are themselves ‘a great marvel’. Although some of the details remain
unclear, he gives us an invaluable vignette of their activity and their art. They
are attendants of Apollo. They sing in praise of the Delian triad of deities, and
then go on to praise men and women of old. We have a similar sequence to
that of epic recitation: the hymn to a god or gods as prelude to heroic narrative.
We are not told what metrical form their songs take, but as they are a choir it
seems probable that this is lyric rather than hexameters. We are also not told
whether they dance or not, although this secems most probable. Their artistic
effect is described in traditional terms: like the singers in Homer they have power
to charm men’s hearts. But they also possess the gift of pipnors. Exactly what this
involves is uncertain, but it is seen as something wonderful, and its vivid realism
appeals directly to all men individually. This achievement is closely associated
with the skill with which their song is ‘fitted together’, i.e. dramatic quality and
good composition go together. Cf. the praise of Demodocus by Odysseus at
Od. 8.487—91, where his ability to sing AMinv Kot& kdouov is associated with the
directness of his tale ‘as though you yourself were an eyewitness or heard it from
another’. Finally, ‘the fame of these singers will never perish’ (156): as with epic
song, so here, immortal kKAéos is the result. Cf. 174—5 where the girls are promised
fame throughout the world by the poet in return for their favour.

156—7 wpos 8¢ means ‘and in addition’, and T68¢. . . Salpa ‘there is the follow-
ing wonder’; cf. fj péya Sapa 168 L. 13.99 etc., and for 63e looking forward see
Ebeling, Lexicon Homericum s.v. 1. For 6ou khéos oUtror dAeiTon cf. 1i. 2.325. dov
must have originally been 6o, subsequently contracted to oU in colloquial speech
and so pronounced Gov in epic with diectasis.

157 Thisis a dignified four-word verse, with the grandiose epithet ExornpeAéToo.
Sepdrrvi) occurs first here in literature, then in tragedy and later poetry, but it was
the name of a Laconian town, the home of the Dioscuri. Euripides (HF 687-90)
speaks of the Delian girls as singing a paean to Apollo as noble son of Leto, with

lovely dancing, near the gates (of the temple). Cf. also E. Hec. 462—5 (praise of .

Artemis by the Delian girls), with discussion in Henrichs (1996). Cratinus wrote
-a play called AnAiaBes (PCG frs. 24—97) in which the Hyperborean offerings
were mentioned. All these may have been stimulated by the Athenian revival
of the festival in 426/5 Bc. Inscriptions from the Hellenistic period refer to a
choir of women which took part in the Apollonia and several other festivals, and
used torches: see Bruneau (1970) 35—7 etc. Cf. also perhaps the women’s dances
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mentioned by Callimachus, together with male singers (H. 4.302ff.). They are
especially associated with the Secopion which came from all over Greece to make
dedications on Delos (see on 60). Delos was the centre by the classical period of
a whole network of cults of Apollo Delios, especially in the Aegean islands, and
the Deliades could have been a focus for interaction between the local cult and
this wider Greek community: on this see Kowalzig (2007) 56-128.

158-61 158—9 seem to indicate a hymn to Apollo followed by one or two to Leto
and Artemis. For 160-1 cf. H. 31.18-19 and 32.18-20, where the poet explicitly
declares that he will follow his prelude with praise of the deeds of the heroes. Cf.
also the Muses’ songs at f. Ap. 189—-93 and Hes. Th. 43-52. Wilamowitz (1916)
451—2 suggested that this song was the ancient hymn ascribed to Olen, men-
tioned by Herodotus (4.35.3), in which the Hyperborean maidens Arge and Opis
were honoured: cf. also Sale (1961) 87. Both Herodotus (4.3.9) and Callimachus
(H. 4-291-5) speak of men as well as the legendary girls among those bringing the
Hyperborean offerings, and receiving cults in Delos. The fact that the poet uses
the singular Uuvov here might suggest that one particular hymn could be meant,
and this could be Olen’s. But the language is too general to be sure of this.

161 SéAyouot: SéAye and similar words are commonly used of the power of
song or story-telling in early epic (and later): cf. Od. 1.337, 11.334 = 13.2, 12.40, 44
(Sirens), 14.387, 17.514~24; later Pi. P 1.12, V. 4.2-3, etc., and Walsh (1984), Parry
(1992) 149fL.

162—4 ‘And they know how to imitate the voices and rhythms (?) of all men: each
individual would suppose that he himself were speaking. So well-constructed is
their lovely song’

kpeuPoAiacTyy is the reading of most MSS. This word occurs only here.
Kpéupoda were a type of instrument described by Athenaeus (636¢D), quoting
Dicaearchus, who says that they were once extremely popular for women as
an accompaniment to song and dance, and ‘when one touched them with the
fingers this produced a ringing sound’. He cites as evidence a song to Artemis
(PMG g55), which describes them as ‘bronze-cheeked, gold-shining’. The verb
KpepPoidlew is also quoted from Hermippus (PCG fr. g1); cf. Hesychius s.v.,
and Photius s.v., who explains kpepPoidlev by EAepavTivols Tiol (kpoTdAoIs?
Cobet) kpoToAiZev, which suggests that they could also be made of ivory. They
are usually translated as ‘castanets’, but they may have been different from the
kpoToAa (‘clappers’) more often mentioned in literature (first in H. 14.3) and
shown on vases, where they are used by women to produce a rattling sound,
as these were usually made of wood. But the exact distinction between these
instruments, and also KUpBoAe, is not clear: West (1992) 122-6.

A number of Geometric vases show musical scenes, with a phorminx-player,
dancers, and men clapping their hands in time with the music, and in other
cases it is possible that rattles or wooden clappers are being used: cf. M. Wegner,
Arch. Hom. U (Musik und Tanz) 22—4, 38—40. In one of the dancing scenes in
Odyssey 8 the young men who are spectators accompany the two solo dancers
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with what is probably rhythmic hand-clapping: cf. 379-80 koUpo1 & &meAr|keov
&NAo1 | EoTadTes KT &y dva, TOAUs 8 UTrd KopTos dpopet. If KpepPoAlaoTUV
is the correct reading, it should refer to the use of kpéupca to create a rhythmic
sound as an accompaniment to singing, or (by metonymy) to the variety of
rhythms created in this way. Greek dancing was seen as using rhythms for mimetic
purposes: cf. Plato, Laws 655d—e, Arist. Poet. 1447226-8.

A few MSS read PopPoiicoTiy, which also occurs nowhere else, and is
presumably an onomatopoeic word meaning ‘chatter, babble’. Cf. PouPaivery
(Il 10.375 etc., stutter’), and similar words such as PapPdie, PauPaxuiey,
BauBoAugew, BapPoniZe. This would refer to some aspect of the various types
of speech imitated, whether speech-patterns in general, or dialects, or different
languages. Cf. for example Theocr. 15.87-8, where someone complains about
the ‘ceaseless chattering’ and the broad vowel-sounds of the Syracusan ladies
in Alexandria. With this reading, padn 5¢ kev aUtos EkaoTos p3éyyeo¥ follows
naturally. On the other hand, it is hard to see how a word which would most
naturally denote inarticulate or confused sounds can be used in this context,
where the Delian girls’ songs are so highly praised. The same objection would
apply to Bing’s interpretation (1993, 196) of kpeuBoAico TV as meaning ‘chatter’,
by analogy with the metaphorical use of kpdToAov of a talkative speaker. In
addition, xpeuPaiaoTOv is the lectio difficilior, and it is less easy to see why
the change was made to this word than vice versa. One should then take the
whole phrase povds ka kpeuPodiaoTUv together, denoting the voices and their
rhythmic or musical accompaniment as a single whole.

The best parallel in early epic for the idea of imitation of voices is Od. 4.277-9,
where Helen imitates the voices of the wives of the Greeks inside the Wooden
Horse, in order to try to trick them into answering (Tr&vtwv Apyeicv poviy
iorxoud &AbYoto1). The poet presumably implies that divine inspiration is the
cause of the Delian girls’ wonderful gift. Herodotus tells how the oracle of Apollo
at Ptoion in Boeotia answered the Carian Mys in what Mys claimed to be his
own tongue, to the amazement of the Greeks who were with him (8.135 Séua
péyioov; cf. variant versions in Plutarch, Aristides 19, Mor. 4124). The account
in the Acts of the Apostles of the scene at Pentecost where the disciples begin to
‘speal with tongues’ has also been compared (2.1-12). Cf. Reallextkon fiir Antike und
Christentum s.v. Glossolalie.

Later we know that the Delian choir was asked by visiting Sewpict to make
dedications on their behalf (see on 60), and their contact with these and with
other visiting choirs, together with the Panhellenic character of Delos in general,
could have helped them to assimilate local styles of speech and music. On the
other hand, it is possible that the mimesis described here is on a broader level, and
closer to the kind of dramatic impersonation discussed by later literary critics.
Cf. for example Lucian Salt. 81, where a dancer is praised when ‘each of those
who behold him recognises his own traits, or rather sees in the dancer as in a
mirror his very self, with his customary feelings and actions. Then people cannot

COMMENTARY: TO APOLLO: 162-5 109

contain themselves for pleasure, and with one accord they burst into applause,
each seeing the reflection of his own soul and recognising himself.’

See also Bing (1993) 1946, Stehle (1997) 182—5, Papadopoulou-Belmehdi and
Papadopoulou (2002) 172—5, and Peponi (200g).

164 ouvapnpev: this compound occurs only here in early epic, later in Apol-
lonius Rhodius etc. The metaphor of ‘fitting together’ the song anticipates later
expressions which emphasise the craftsmanship of poetry.

165—76 The poet’s farewell to Apollo and Artemis, and to the Delian choir,
leads into an elaborate passage about himself. This sphragis (as it is sometimes
called in modern scholarship, after the use of the word o@pnyis meaning ‘seal’
in Theognis 19) is unique in these hymns, although some do close with brief
requests to the deity for favour in the singing-contest (6.19—20) or as a singer
(10.5, 24.5, 25.6). Our poet does not actually name himself, unlike, for exam-
ple, Hesiod or Theognis: this looks deliberate, but it remains unclear what
exactly is the point of this. However, he gives us a certain amount of infor-
mation: he is a visitor to Delos (169—70), blind, living in rugged Chios, and he
is evidently used to travelling to various Greek communities, although we can-
not tell how wide his geographical range is. He claims to be the sweetest and
best of singers, not only now, but in time to come (16g—70, 173), a grand boast
mdeed.

Those like Thucydides who believed Homer to be the author of this poem
would have had no quarrel with this claim. In the Contest of Homer and Hesiod
Homer is given special honours in Delos because of this hymn: Certamen 315-21.
The traditions about Homer’s blindness, and his association with Chios, would
also have fitted, although it is possible that these derive precisely from this passage,
together with the depiction of the blind bard Demodocus in the Odyssey. It has also
been suggested that the poet is a later rhapsode (e.g. Cynaethus), who is claiming
to sing the work of Homer himself: see Burkert (1979a) 5362, Janko (1982) 11415,
West (1999) 368—72, and Graziosi (2002) 62—6. See also Introduction 2(b).

We cannot know the answer to the puzzle which this bard has set us. But
if what he says of himself is actually true, then he is our best piece of early
evidence for a so-called ‘oral’ poet: a blind singer in antiquity can hardly have
written down his own poems. Moreover, he is also, as Homer was thought to be,
a travelling singer. He portrays himself as a visitor to the Delian festival, and he
is surely asking for victory in the singing contest on this occasion (cf. on 151—2),
although his request to the Delian girls is apparently primarily concerned with
his future fame. His praise of their song (155-64, 174—6) will be answered by their
praise of him, in a fair exchange of favours.

165-6 The Delian girls are coupled closely with the Delian gods here, and
Xadpew is elsewhere in these hymns reserved for deities. See Bundy (1972) 49 on
the parallel usage of xaipe and 1AnS1 (e.g. H. 15.9 and 20.8).

165 AN &ye¥ iAfiko: cf. H. Dem. 490 AN &y(g); Od. 3.380 &AM Bvaoa® ANy,
and Od. 16.184, H. 20.8.
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AméAwv ApTéwidi §Uv: cf. Od. 15.410. The coupling of Apollo and his sister
echoes 15, and in this context reflects their close association in cult on Delos itself.
166-8 The chiastic ordering of yaipete & Uuels mwdoar Epeio B xad...
uvnoacy. .. emphasises the parallelism between the choir and the poet. In 168
the Eeivos Tahamelpios resembles the imaginary spectator of 151—5. The phrase
is used by Odysseus of himself at Od. 77.24 (cf. 17.84, 19.379).

169 Uupiv means ‘in your view’.

fiS1oTos occurs elsewhere in early epic only at Od. 13.80 and possibly H.

Dem. 13.

170 TwAeiTal indicates that singers regularly visited Delos.

171 UmokplvaoSan &pnpws: this text follows the reading of most of the MSS
of Thucydides here. The infinitive is imperatival (Chantraine, GH 1 316-17),
and &g@nuws may be translated ‘with one voice, in unison’. The scholiast on
the Thucydides passage gives the senses otyfji, floUxa, and &Spdws, whereas
Hesychius s.v. offers &v kdopeo1, fiouxfil. The word occurs nowhere else, although
Hesychius also has &pnuoi, &prjuoves in the senses of ‘nameless, unspoken’. &0
udAa é&oar emphasises &enuows, ‘all together with full accord’: cf. Theocr. 25.19
g0 udha &ot Burkert reads &prjuos, but in the sense ‘anonymously’, i.e. they
do not identify the singer by his name (1979a, 61).

The other readings of MSS of the hymn, &g fpéwv, & Uu(wv, do not
make sense, and the conjecture &ug fjuécov has little point. edgnuws, the variant
reading in Thucydides and possibly Aristides, cannot easily mean ‘in words
of praise’ (as taken by Ruhnken ad loc., Wilamowitz (1916) 454, and Cassola).

- ‘Propitiously’ or ‘auspiciously’ would be better, and could be taken as implying a
discreet reserve over the poet’s name (cf Graziosi (2002) 65). But &onuws is the
lectio difficilior and closer to the other readings, and elgnuws could be an ancient
or early Byzantine conjecture. Garey’s cagnvéws would also be possible: (1980)
288—9go. v
172 Cf Od. 3.170 Xiolo. .. waumwatotoons. The poet has praised Chios in 38.
Homer is already called Xios &vrp in Simonides f. 19 West, quoting II. 6.146.
Cf. later Theocr. 7.47, 22.218 for Xios &o186s. The guild of singers known as
‘Ounpidai, who claimed descent from him, were based in Chios: cf. Acusilaus,
FGrH 2 F 2, Hellanicus, FGrH 4 F 20, Cerfamen 1315, Strabo 14.1.35, Schol. Pind.
N. 2 (init.), etc. Later traditions often said that Homer was born in Smyrna or
‘elsewhere and then lived in Chios: see Graziosi (2002) 51-89.

173 ‘Whose songs, in after-time, are all the best’ The present tense with
petdmiodev seems illogical, but what he is claiming is presumably that his songs
are now the best, and will continue to be in future; not only ‘as soon as he has
sung them’, as AHS say, but in time to come as well. This suggests that the
songs will be preserved and performed in future (cf. also 174-). “The hymn,
which celebrates a universally Panhellenic Apollo, likewise declares itself to be
Panhellenic’ (Clay (2006) 52).

174—5 The change to first person plural is taken as referring to a group of singers
(e.g the Homeridae) by Aloni (198g) 127-8, who compares A. 1.17-19, 26.11-13,
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32.17—20. This seems less probable than reference to the poet, since he has only
spoken about himself.

175 oTpepopecda: this verb is used only here with accusative, but cf. Od. 13.326
yoiav dvaoTpépopal, 17.326 EMOTPWRKHOT TTOAT|AS.

176 This statement rounds off the poet’s assertions, perhaps as much about his
own prowess as about the achievements of the Delian choir.

177-8 Tor the transitional character of these lines see 140—78n. They echo the
proem, and close the theme of Apollo’s birth, whilst looking forward to future
song. For &v... AnTd cf. 1l 1.36 (ToV) etc. As the god is not addressed directly
the lines cannot be a closing formula.

179—206 The poet invokes Apollo as lord of Lycia, Maeonia, Miletus, and Delos,
and then describes how he goes up to Pytho, playing his lyre, and from there to
Olympus. Here he accompanies the singing of the Muses and dancing of other
deities, whilst Leto and Zeus look on with joy.

176—81 As they stand, these lines act as a brief introduction, or priamel, to the
rest of the hymn, invoking the god again as lord of various places, culminating
in Delos, before moving on to his association with Delphi. They resemble (in
shorter form) 1406, and indeed Van Groningen regarded them as a variant on
that passage: (1958) g11—12. The change from third to second person and back to
third at 182 is paralleled at 119—34, where it occurs four times: ¢f. 120—2n., and
Introduction 2(c).

For & &va cf. 526, Theognis 1 & &va, AntoUs uié. The vocative dva is only
used of Zeus in Homer (Il 3.351 etc.). xai...xai...hardly occurs in Homer
{{l. 13.2607): cf. Denniston, GP* 323—4. Maeonia was later identified with Lydia
(not mentioned in Homer): RE x1v.582—3 s.v. For Mnovinv éparewnv cf. II. g.401,
18.291. For Apollo’s cults in Lycia, Lydia, and Miletus see on 42, and Farnell, Cults
v 224~31. The eponymous founder of Maeonia was a son of Apollo (Apollod.
3.1.2 etc.). Evados occurs here in early epic, and must mean ‘by the sea’ (cf. E.
Hel. 1130, Timotheus, PMG 791.98). iuepdesoav is rarely used of places in epic
(Hes. fr. 43a.62 M—W). For mepikAuoTos cf. Hes. Th. 19q.

179-81 are carefully composed: there is a progression from simple name to
name plus epithet, to name plus extended phrase (180), and finally to the whole
verse describing Delos, airos 8 ¥ .. uéy qvdooeis (181). For ards of Apollo
in a similar context see 140 (with comment). 181 echoes 2g. See also Miller (1986)
66.

182—206 Apollo’s journey to Pytho marks the introduction of the theme of
Delphi, and is repeated near the end of the hymn, when he leads his new priests
up to Pytho with dancing and song (514—23). Here, however, Pytho is juxtaposed
with Delos, and then the scene shifts rapidly northwards to Mt Olympus. The
elaborate description of celebration mirrors the scene of the Delian festival. It
also marks a contrast with the opening of the hymn (1-18), whilst itself forming
the prelude to the following narrative. At the opening Apollo was god of archery,
here of music. (For parallels see on 1—18.) The scene is similar to the accounts of
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habitual divine activity in Hymas 19, 26, and 27 (11—20), with music, song, and
dancing.
182—5 The stately description of Apollo’s musical progress is dignified by a series
of epithets. For AnTtoUs épikudéos vids cf. H. Herm. 176, 189, and /1. 14.327 (AnToUs
Ep1KUB£0S). POPMIY Y YAXpUpTY occurs 3X in Od. (8.257 etc.), also at H. Herm.
64, and in genitive at Od. 17.262. For TTuSc metpneooaw cf. ZI. 2.519 TTuSdvd Te
mreTpeocav, and H. Ap. 390 (dative). For sipara teSvwpéva cf. Gypria fr. 4 Davies
TeQuoopéva elporta foto. The plectrum is first mentioned here, and at H. Herm.
53 etc. For xawvayfv Exet cf. Il 16.105, 794.
186-206 Apollo’s journey to Olympus is ‘swift as thought’ and it creates an
immediate effect (aUTika), as in the opening scene. In what follows there is
careful grouping of figures, as in visual art. The action is divided between choral
song (189—93), dancing (194—201), and solo lyre-playing (201-3). The nine Muses
singing (189—93) are balanced by nine dancers, the two triads of Charites and
Horai, plus Harmonia, Hebe, and Aphrodite. Among the dancers Artemis stands
out (as in Od. 6.102-8 and Verg, 4. 1.498—502), as Apollo’s sister. There follows
a trio of male gods, Ares and Hermes, who are perhaps dancing in the centre
of the ring (200 balancing 197), and Apollo, who as lyre-player and dancer is
the leading figure of the whole composition. Meanwhile his parents look on
with joy (cf. Od. 6.106 yéynSe 8¢ Te ppéva AnTw, Verg. 4. 4.502 Latonae tacitum
pertemptant gaudia pectus). Their pleasure recalls not only Leto’s at 12-13 and 1418,
but also the delight of the human spectator at the Delian festival in 151—5, and the
Muses’ song picks up the theme of the Delian choir: both sing of gods and men,
- although the Muses see men from a divine perspective, as helpless in face of age
and death, by contrast with 151—3. The procession to Delphi at 513—23 resumes
these themes. As often, mortal music and celebration echo those of the gods. Cf.
Kakridis (1937), Forstel (1979) 44, Miller (1986) 67—9, Evans (2001) 86-8.
186-8 The gods traditionally moved as swift as thought: cf. Zl. 15.80~3 (Hera),
and Janko ad loc., and for s Te vonua H. Ap. 448, Od.7.36, Hes. Sc. 222, Theognis
985, and H. Herm. 43—6. Aids rpos Séua echoes 2 (katd Sdpa Aids). For 187
of. Il. 20.142 (H. Dem. 484) &y (Bdv &) uev OUAuovBe Sedov pes Spnyvp
&NV,
188 pérer kiSapis kad &o18%: cf. Od. 1.150.
189—93 The Muses sing of the ‘immortal gifts of the gods and the sufferings of
men’, their helplessness in face of old age and death. The gifts of the gods are
usually what they bestow on men for good or ill, and are closely linked to the
themes of men’s endurance (TAnuocUvn) and helplessness: see Richardson on
H. Dem. 147f., and 256ff. 8&¢ &uppora in this passage has been taken by some
scholars as divine privileges (e.g. immortality), thus giving a stronger contrast
between gods and men. But more probably &uPpoTa simply qualifies 5pa
because these are divine gifts. Then &0 &xovTes Ut &SavdTolot Seoiot picks up
this theme again, and Sedv . . . TAnpooUvas all go closely together, as two sides
of the same coin.
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For 189 cf. II. 1.604 Mouodwov, of &e15ov &ueiBduevan &mri kot (with Apollo
as lyre-player), and Od. 24.60. The phrase suggests a form of responsion by the
Muses, with alternate voices or semi-choirs. Cf. Verg, Ecl. 3.59 alternis dicetis; amant
alterna Camenae. Fernandez-Galiano, on Od. 24.60, suggests that in [liad 1 Apollo
leads the singing, as well as playing the pdpury€, and the Muses respond. Cf. also
Pulleyn (2000) 275, for a similar view. But this does not seem to fit the passage in
the hymn so well, as the Muses’ singing is mentioned first. For 8&p &uppota cf.
1. 18.191. TAnpooUvn occurs first here (and only here in plural), and then at Archil.
fr. 14.6, as a divinely given palliative for incurable troubles, and Plutarch Crass. 26.
It combines the two ideas of suffering and endurance. These themes of men’s
ignorance and helplessness are traditional in Greek literature: see Richardson on
H. Dem. 256fF. In 192—3 the reduplicated alpha privative (&ppadées kad &uryxavor)
is glossed by oU8¢. .. &Akap. For 193 cf. Il. 9.250 kool EoT &xos eUpsiv. The
phrase yfipaos &Axap occurs only here.
190-3.are echoed by Apollo himself in his address to his Cretan priests at
532—3 (vijmriot dv3peotrol SuoTAnuoves, etc.). It is one of the benefits of his
oracular power that he will help men in future to cope better with these
deficiencies.

193-6 The Charites are closely associated with the Muses (cf. H. 27.15, and West
on Hes. Th. 64), and with Apollo (e.g. Pi. 0. 14.1-12, Call. fr. 114.8—9, etc.), and
the Horai and Charites often go together (West on T#. got). Here the parallel
epithets underline their association. Cf. Panyassis fr. 13.1 Davies X&piTés T #Aayov
xal EUppoves “Qpat. Harmonia is daughter of Ares and Aphrodite and wife of
Cadmus at Hes. Th. 933—7. For Harmonia and the Muses cf. E. Med. 831~2. For
196 cf. 1. 18.594 (with dpyelvT). The Charites are often shown in art as dancers
in a line holding each other’s hands, and in modern Greece dancers still hold
each other’s hands or wrists as they move in a line or circle.

197—9 The stately three-line description effectively portrays Artemis’ promi-
nence and dignity. Cf. the simile at Od. 6.102—9, of Artemis and her nymphs,
especially maodwy & Utép 1 ye xdpn Exe N5¢ péTwTa | peid T &pryvedTn
éAeTan, kohal 8¢ Te réoou. The litotes of 197 is balanced by 198, where beauty
and size recur in chiastic order, and the closing four-word line (19g) neatly places
sister and brother at beginning and end. For uetauéAmeron cf. Il 16.182—3 petd
peATTopévnio | Ev xopédt ApTeniSos. The compound verb occurs only here,
unless one chooses to read péra péhmeTon, taking péra with THior. Aristarchus
distinguished the Homeric use of ué\recSau for play in general, including dance
and music, from its later restriction to song (cf. Lehrs (1882) 138ff, Janko on
1l. 13.636—9). Here it must refer to dancing 6udTpogos occurs first here and at
H. 9.2 SpudTpogov ATTOAAVOS.

2001 Ares and Hermes are dancing as a duo in the midst of the goddesses,
perhaps like the acrobatic dancers in II. 18.604—5. Ares as a dancer is unexpected,
but ‘music has charms to soothe a savage breast’. Cf. Pi. P 1.10~12, where he is
spell-bound by the music of Apollo and the Muses. The mention of Harmony and
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Aphrodite may also have brought him to the poet’s mind (cf. 193~6n.). EUoxoTros
Apyepdvtns (‘keen-sighted Argos-slayer’) recurs at H. Herm. 73, H. Aph. 262, and
4x in Homer. The etymology of Apyeipdvtns is discussed by S. West, on Od.
1.97iL.
201 EyxiSapifei: this verb occurs only here and at H. Herm. 17.
202 koA& kol Uy PiPas is repeated at 516 (Apollo’s procession to Delphi). The
high-stepping dance may be specifically Cretan: cf. Ar. Eeel. 11636 KpnTixdds
olv T o3¢ | kal oU kivel, and Lawler (1951) 62—70.
202—3 oiyAn. .. xrrédvos: ‘and radiance is bright around him, and [bright too
is] the sparkling of his feet and well-spun tunic’. Apollo was worshipped as
Aigletes on the island of Anaphe, near Thera: cf. Call. fi. 7.19ff,, AR. 4.1714~
18, etc. For Apollo as god of purity and radiance see also 1202, 440~ynn. Th
variant &upigaeiver cannot be ruled out. :
203 pappapuyal Te wod&v: cf. Od. 8.265 uapuapuyds Ingito woddv, of the
Phaeacian dancers.

gUKAdoTol0: this adjective occurs only here in early hexameter poetry and
later in an epigram (first century ap?) of Maecius. Cf. Il. 18.595-6 x17&-
vas . . . E0vvnTous etc.
2046 Cf. Leto’s pride in Apollo at 12-13, 125-6, and in Artemis at Od. 6.106.
XpuoomAdkapos occurs first here; cf. Timotheus, PMG fr. 791.127.
207-15 The poet again asks how he should praise Apollo, and lists some of his
love affairs, as a prelude to his choice of theme, the god’s search for the site of an
oracular shrine. Local legends are passed over, in favour of one with Panhellenic
-significance. The passage is designed to mirror 19—29 (19 ~ 207, 25 ~ 214), and
is similar to a priamel, reviewing a series of options before focusing on the main
subject.

208-13 ‘Or am I to sing of you amongst the girls whom you courted and your
love affairs, how you went as a suitor after the daughter [or descendant] of Azan,
together with the godlike Ischys, famed for his horsemanship, offspring of Elatus?
Or with Phorbas, of the family of Triops, or with Ereutheus? Or with Leucippus
and the wife of Leucippus, you on foot and he with horses? Indeed he did not fall
short of Triops.” The poet is summarising legends, and text and interpretation
are unclear at several points.

208-10 Apollo and Ischys, son of Elatus, were rival suitors of Coronis, the
mother of Asclepius according to the story told by Pindar (£ 3). In the usual
tradition Coronis was daughter of Phlegyas (H. 16 etc.; see also on H. 4p. 278—
80), and AfavTiSa is a puzzle. Azan was an early Arcadian hero, and brother of
Elatus (Paus. 8.4), and Pindar makes Ischys come from Arcadia, but not Coronis.
Possibly, however, an earlier version made them cousins. Some scholars have
preferred M’s reading ATtAavTida, and connected this with the rival genealogy
of Asclepius which niade him son of Arsinoe, a descendant of Atlas (cf. Hes. fr.
50 etc.): see Bodson (1971) 12—20, and also Latte (1968) 729—30.
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211 Phorbas, son of Triops or Triopas, appears to be a rival of Apollo here,
whereas he is sometimes portrayed later as beloved by him (cf. Hyginus A4t 2.14,
Plutarch, Muma 4). However, the name was also given to one of the Phlegyae (cf.
278-8on.), a mythical robber who attacked travellers on the road to Delphi, and
was killed by Apollo (cf. EGF ed. Davies, p. 74 fr. 3, RE xx 529—30 s.v. Phorbas).
Ereutheus is unknown, apart from a very late mention of the name in Quin-
tus of Smyrna 2.239. The variant names Amarynthus and Erechtheus cannot
be directly linked to known myths of Apollo’s love affairs, unless Erechtheus
is named here as father of Creusa, who bore Ion to Apollo, but this seems
unlikely.

212—13 The best explanation of these lines is that Leucippus, son of Perieres,
is meant, since he and Apollo shared a claim to be the father of Phoebe and

- Hilaeira (Cypria fr. g Davies). 213 suggests a bride-race in which Apollo competed

on foot against his rival in a chariot. But the allusion to Triopas is unexplained,
unless this Leucippus was related to him (cf. Cassola on 213), and a line or lines
may be missing after 212, as Hermann thought.

214 7O wp&ToV does not mean that this is Apollo’s first oracular shrine, but is
adverbial, i.e. the poet will tell how he originally went in search of a site for what
will later be his most important oracle.

215 nTeveov: {nTevew is not Homeric: cf. Hes. Op. 400, H. Herm. 391.

216-86 Apollo’s route from Olympus through northern Greece to Delphi is
described. He moves south-east through Thessaly, crosses from Iolcus to the
north end of Euboea, and then back from Chalcis to Boeotia. His route through
Boeotia is given in more detail, including a description of a ritual in honour of
Poseidon at Onchestus, and an extended episode in which Telphousa dissuades
him from setting up his shrine there. See Map 2.

Did this route have a religious significance? It certainly includes a number
of places later associated with Apollo. It does not correspond exactly with the
list of states in the Amphictionic League which controlled Delphi after the first
Sacred War (see 540—3n.), nor with the route followed by the Delphic delegation
returning from Tempe after the eight-yearly festival of the Septerion, which
commemorated Apollo’s purification after killing the serpent. But it does overlap
with both of these to a considerable extent, and it is possible that the journey
may reflect the religious association of various northern Greek communities with
Delphi: cf. Kolk (1963) 9—23, Nilsson, GGR 13 5501, 554. At the same time,
Apollo’s preference of Delphi over other possible sites for his oracle (e.g. 220-1,
244ff)) emphasises Delphi’s pre-eminence. There are also several references to
the wild or uncivilised nature of the terrain which Apollo traverses (cf. 223, 225-8,
277-85).

The journey ‘is punctuated by a series of pauses of steadily increasing length’
(Miller (1986) 72). As with Odysseus’ journeys (Od. g—12), a formulaic line three
times marks the god’s progression from place to place (229 = 239, 277). It is
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narrated throughout (apart from 254) as an address to the god (‘du-Stil’), up
to 282, when he arrives at his ultimate goal (cf. Introduction 2(c)), and with
- deliberate variation in the verbs of movement used. There is a marked contrast
between Apollo’s journey and Leto’s (30—50). There the places visited all rejected
Leto and her son, except Delos: here Apollo rejects them, except for Delphi. Cf.
Baltes (1982) 31—4.

216-18 Pieria is the area just north of Mt Olympus. The poet may be influenced
by journeys such as Hera’s at Jl. 14.225—30, where she is heading for Lemnos: cf.
I. 14.225 Thepinv 8 e¢mp&oa ki HuaSinv éparevny, which may have led to the
use of fiuaSoevta here (cf. Aloni (1989) 98). Lectos is unknown. The Ainianes or
Enienes and Perrhaebi are listed together in the Catalogue of Ships (Il 2.749),
where they belong with the region of Dodona, in the far north-west of Thessaly.
Later, however, the Perrhaebi were located south of Olympus, and the Ainianes
moved right down to the upper valley of the river Spercheios. A quadrennial
Sewpic of the Ainianes to offer a hecatomb at the tomb of Pyrrhos, during the
Pythian festival, is attested by Heliodorus (4ith. 2.34—3.6, 3.10f), and may be
ancient: see Fontenrose (1960) 195-8.

218 lacwAkdv: Iolcos’ chiel fame was in heroic times, in connection with
Argonautic saga. There was certainly a cult of Artemis Iolcia here in the historic
" period (cf. RE 1x 1853 s.v. TwoAds).

219 From Iolcos Apollo crosses to cape Cenaeon, at the north-west tip of Euboea.
For vavondertiis EUPoins see gin.

2201 The Lelantine plain, first mentioned here, was the site of a famous war
(or series of conflicts) in the eighth or seventh centuries Bc between Chalcis and
‘Eretria. The important late Bronze and early Iron Age site of Lefkandi is located
here. Chalcis and Eretria both had cults of Apollo and Artemis (cf. Farnell, Cults
11 605, Iv 437). At Eretria the earliest temple of Apollo Daphnephoros dates from
the eighth century Bc (cf. Schefold and Auberson (1972) 113-21), and the temple
of Arternis Amarousia, about 10 miles east of Eretria, was also important (cf.
Knoepfler (1988) 382—421).

222~4 The Euripus (the narrow strait separating Fuboea from Boeotia) is first
mentioned here. The ‘holy, green mountain’ is Messapion, above Anthedon on
the coast of Boeotia. Mycalessos is listed in the Catalogue of Ships (Il 2.498), and
seems to have flourished in the Archaic and early Classical periods (New Pauly
v, 5701 s.v.). Teumessos (first here) is a hill and settlement between Mycalessos
and Thebes (cf. Paus. 9.19.1). The hill is rocky and barren, and Aexemroinv must
refer to the land to the south of the hill. 224 is quoted by Stephanus of Byzantium
(s.v. Teupnoods), and ascribed to ‘Homer in his hymn to Apollo’.

225-8 The poet emphasises the priority of the Delphic cult over the important
one of Apollo Ismenios at Thebes, by stressing that the Theban site was still
uninhabited and covered in woodland, although he calls it ‘holy’.

229—38 Apollo’s arrival at the grove of Poseidon is the occasion for a detailed
account of what appears to be a ritual in honour of this god. The poet is paying
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special tribute to Apollo’s uncle, whose cult is already established here. Cf. the
tributes paid to three virgin goddesses and to Hera at H. Aph. 7—44.

229 = 230, 277. Cf. Od. 9.62 etc. Ev3ev BE TPOTEPW TTAEOUEY, as a transitional
formula.

230 Omnchestus is situated west of Thebes, and south of lake Copais. The sanc-
tuary lay on top of a ridge, over which the road from Thebes to Delphi passes. It
is mentioned already at Il. 2.506 Oyxnotév T iepdv TMoo18niov &yAaov &Aoos,
and again at H. Herm. 186— (cf. 87-8). It was inhabited in the Mycenaean period,
and remains of what was probably a temple on the ridge date from the sixth cen-
tury Ba. It was also later the centre of a Boeotian federal league. Cf. Schachter
(1981-94) 11 207-21.

2318 A literal translation might be: “There a newly tamed colt draws breath,
distressed as it is from drawing a fine chariot, and the driver, excellent as he is,
leaps down from the chariot and goes on his way. Meanwhile they (i.e. the horses)
rattle an empty car, being relieved of his control. But if a chariot is broken in the
wooded grove, they attend to the horses, but they prop up the chariot and leave
it. For that is how the rite came about to begin with. And they pray to the lord,
and then the god’s portion preserves the chariot.’

There is no agreement as to what is being described here. A useful survey of
earlier views is given by Schachter (1976) 102-14; cf. also Burkert (197gb) 113 and
199, Schachter (1981-g4) 11 219, and Teffeteller (2001) 159—66.

Most scholars think that the custom concerns normal travellers, visiting Posei-
don’s sanctuary as they pass along the road. Burkert objected that chariots were
not used for ordinary travelling. But they are so used in the Odyssey, and the poet
is employing traditional epic language, even if he is speaking of a contemporary
custom. Burkert thought of chariot races, which are attested for Poseidon’s fes-
tival at Onchestus (cf. Pi. I 1:32-5, 52—4, fr. 94b.42—6 Snell-Maehler). In races
at some festivals a charioteer dismounted and ran beside the chariot (cf. Paus.
5.9.2). A custom of this kind could be referred to: but would the races be in the
actual grove of the god, rather than in a separate racecourse? Surely also one
would expect a more specific description of running on foot (see 233n.).

The description refers specifically to young horses who have been newly
broken (231). The driver of such a horse (or horses) must leave his chariot as he
reaches the sanctuary, thereby giving the horse(s) a respite. It is possible that this
is not simply to rest one’s horses, but also because it is prohibited to drive through
the precinct. In many sanctuaries such traffic was forbidden: cf. Sokolowski (1960)
376-80, arguing for this here also. However, it is not stated that the horses should
not enter the grove at all, and 235 seems to suggest that this was allowed. If a
driverless colt runs away and breaks its chariot, a special procedure seems to be
prescribed: this is suggested by 237 &5 y&p . . . 6oin yéveS, which surely refers to
235-6, as well as to 237-8 ol 8¢. . . puAcoOTEL

Most scholars have thought that a broken chariot had to be left in the posses-
sion of Poseidon: i.e. #do1v means ‘leave permanently’, and Sigpov . . . puA&ooel
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indicates that the god keeps the chariot. Roux, however (1964, 6—22), objected
that puAdooew in Homer and Hesiod always means ‘guard, preserve’, never
‘keep’. Consequently he argued that the process here is a simple one of leaving
one’s chariot temporarily, whilst calming a disturbed horse, and then praying
for divine favour, a prayer which guarantees protection against future accidents.
One then continues on one’s way. This, however, involves taking ¢ . . . yéveS as
only looking forward to 237-8, not back to 236, and in view of oi 8¢ (237) this can
hardly be right. Probably then the chariot does have to be left behind, and Seol
uoipa may here refer specifically to the fact that it becomes the ‘portion’ of the
god. This gives more point to the phrase than if one takes it as simply referring
to the god’s power. (Roux, loc. cit., conjectured puAdoTew: ‘it is the god’s part
to preserve the chariot’, but this seems unlikely) Normally it was customary to
dedicate a victorious and unbroken chariot after a race (e.g. Epicharmus, PCG
fi. 68, Pi. P 34-53, Paus. 6.10.8). But objects involved in a breach of a lex sacra
concerning a sanctuary would become the god’s property (see Sokolowski (1960)
379); and something similar may be envisaged here, if a chariot involved in an
accident within the precinct were seen as a sign of divine disfavour.

Whatever the right explanation, it is striking that the poet should give this
custom such attention. Aetiological detail is a feature of this hymn in general.
Moreover, a similar theme, concerning the disturbance of the peace of a sanc-
tuary by chariots and horses, recurs in the episode of Telphousa (261—71). The
remoteness of Delphi will preserve Apollo against such disturbance, and contrasts
it with other shrines which were on or near a main highway (cf. also Miller (1986)
784). o

There is another possible link between Onchestus and Delphi, in the myth of
Clymenus, king of the Minyans of Orchomenus. He was killed in a fight at the
festival of Onchestian Poseidon by a man or men of Thebes, and his eldest son
Erginus attacked Thebes in revenge (cf. Commentary on Pindar in P Ox. 2442 .
29, Apollodorus 2.4.11, Paus. 9.37.1). Erginus in turn was the father of Trophonius
and Agamedes, the legendary architects of Apollo’s first temple at Delphi (H. 4p.
294-9). Erginus is also the name of an Argonaut who was Poseidon’s son (A.R.
1.185-8 etc.). This suggests an aetiological myth connected with the origin of
the Orchomenian festival, at which Clymenus was associated with Poseidon as
hero of the games. In one version Clymenus was killed by Menoeceus’ charioteer
Perieres: Apollod. 2.4.11. This could be linked to a prohibition on driving chariots
in the precinct: cf. Burkert (1979b) 113, 199 1. 20, although he is wrong to say that
Clymenus was killed in a chariot race. Apollodorus says he was wounded by a
stone thrown by Perieres in Poseidon’s precinct, and died later in Orchomenus.
231 veoBdps occurs first here; cf. E. Med. 1366, and veddunTos (Buripides etc.).

231—2 Trep in both 231 and 232 may be either concessive (‘although’) or inten-
sifying. Cf. Denniston, GP? 481-6.

233 O80v ¥pyetcn: ‘goes on his way’. This probably refers simply to going
along the road, as in 420 etc. LfgrE (s.v. 6805 p. 495) considers that it could
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refer to a race. Certainly 6865 is used in such a context (cf. IL. 23.330, and

.frequently in that episode), but one expects a more explicit indication that a r’ace is

mtended.

234 Cf. Il 11.159-62, 15.452—3, both referring to horses rattling empty char-

10§s whose drivers. have been killed. &voxTopinv occurs first here; cf. AR.

1.839.

23§ K?\ivq\/’reg édo1v: in Homer a chariot is ‘parked’ by leaning it vertically

against a.w'gﬂ (Il 8.435, Od. 4.42): see also Teffeteller (2001) 168~4. Presumably
here too it is left stationary, although no wall is mentioned, but the phrase does
not make it clear whether this is temporary or permanent.

237 For 6oin meaning ‘rite’ see Richardson on H. Dem. 211, and cf. also H. Herm.

130n.

238 9eo¥. . . poipa: this phrase is used in the Odpssey of the destiny imposed on
someone by a god (11.292), and similarly poipa Seésv (3.269, 22.413). But here it
probably has the more fundamental sense of the god’s portion or share, i.e. the
chariot becomes his property from then onwards. o
239~76 Apollo crosses the river Cephisus, passes through Ocalea and Haliartus
and comes to the spring Telphousa. He tells her that he intends to build his templé
t}}ere and begins to do so, but Telphousa dissuades him by saying that he will be
disturbed by the noise of horses and by mules watering at her spring, and the
traffic will distract visitors from paying due honour to the god. She ad;ises him
to choose the site of Crisa, where he will be free of such disturbance although
her rea] motive is to keep honour for herself rather than the god. ,

240—4 The Cephisus was later identified with a river which flowed into the
Copaic Lake from the north-west, and Lilaea was in Phocis, north of Parnassus
Here the name seems to be given to the river which flowed into the lake ﬁ‘on‘i
the south between Onchestus and Haliartus. Moreover, Strabo locates Ocalea
half-way between Haliartus and Alalcomenae, which he places near the spring
Telphousa (9.2.26, 36), whereas our poet clearly puts Ocalea before Haliartus.
On the geography see AHS on H. Ap. 240-2, Hope Simpson and Lazenby
(1970) 20, 25-6, 28-9, and Wallace (1979) 7275, 79, 108, 117-20 with Maps
V-VI

2401 KoAAIpEESpov . . . kaAAlppoov: elegant variation rather than mere repe-
tition.

241 This line is attributed to Hesiod by the scholia to 7. 2.522 (with Trpofer) and
Eustathius (with Trpoxéer): cf. Hes. fr. 70.18. Cephisus and Lilaea occur in the
Catalogue of Ships (. 2.522-3); cf. Hope Simpson and Lazenby (1970) 44. 241
also resembles II. 2.752 &5 p” & TTnveidy Trpotel xaAAippoov U8wp, and cf. H.
4p. 380. ) o
242 " QxaAény moAUTUpyov: Ocalea is mentioned at Zi. 2.501, but TToAUTIUPYOS
occurs nowhere else; cf. eUmupyos (I 7.71, etc.).
243 AMapTov... worevta: cf. Il. 2.503 Torgevy AhicpTov. Archaeological

- evidence suggests an extensive settlement here already in the late Bronze Age
£l
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and it remained a prominent city in later times. Cf. Hope Simpson and Lazenby
(1970) 28-9.

244 The site of Telphousa remains uncertain: two main candidates are at the
foot of a hill called Petra, on the south edge of Lake Copais, and ¢. 3 km
south of the convent of Hagios Nikolaos, near Ypsilanti: cf. Schachter (1981—94) 1
76—. Telphousa is mentioned first here and then by Pindar, who praises ueAryades
&uppdoiov U8wp | TiAgdooas &md kaAAikpévou (fr. 198b). There was a tradition
that Teiresias died here after Thebes was captured by the Epigonoi, as a result
of drinking the water of the spring which was too cold for him, and his tomb
was shown there (Aristophanes of Boeotia, FGrH 379 F 4, etc.). Since Apollo
returns later to set up his cult here (375-87), the myth of Teiresias suggests a
mantic shrine, similar to a group of others around Lake Copais, associated with
a male prophet, and nymph of a spring: cf. Schachter (1967) 1—16. The similarity
of name with Delphi suggests close links. The name varies in the MS tradition of
the hymn between TeAoUoa and SeAgoloa (244, 247, 256, 276), and there were
various other spellings later (cf. AHS on 244). Telphousa may have originally been
another chthonic opponent of Apollo, like the Delphic dragon: see Fontenrose
(1959) 366-74.

244~5 TO91. .. BevdphevTa: cf. 2201 TO To1 oUY &Be Supddt. . . BevdprievTa.
244 X6pos &mfpwv: this motif of freedom from trouble, tranquillity, is picked
up by Telphousa in her speech to Apollo (262, Tnuavéer c’. . . ).

24676 This diplomatic exchange between Apollo and the nymph is reminiscent
of Leto’s exchange with Delos (cf. Forstel (1979) 246—7, Miller (1986) 76-80). In
both cases the major deity politely indicates their wish to the spirit of the place,
who expresses her concerns about the new cult which will result. But Telphousa is
more devious than Delos, pretending to have Apollo’s interests at heart, whereas
she is really thinking of herself. The reason she gives to put him off is rather
unconvincing, since one might have expected that a sanctuary would gain from
being in a busy place. But it suits the theme of the remoteness and natural
poverty of Apollo’s two main shrines of Delos and Delphi. There is also probably
an implied link between Telphousa and the serpent of Pytho, which Apollo must
kill (like the explicit link between Pytho and Typhaon). This is suggested by the
fact that Apollo’s anger at his realisation of Telphousa’s deception of him follows
directly on his killing of the dragon (375-87). The charming naiveté of Apollo here
is a far cry from his usual omniscience, and closer to Apollo’s character in the
Hymn to Hermes.

247-55 These lines are closely echoed at 287-95; cf. also 56-7, 8o—2, 132,
258-60. Apollo stresses the universally Hellenic character his cult will have at
2501, as at 20—4 etc. His speech has been considered abrupt and insensitive,
by contrast with Leto’s request to Delos, and he does not wait for the nymph’s
consent before acting (254—5). But this indicates his power and decisiveness.
250-1 The three-fold division of Greece here roughly corresponds with the three
catalogues of 30—44, 216-86, and 409-39.

COMMENTARY: TO APOLLO: 25069 121

250 TleAordvvnoov: not in Homer, but known to ‘Hesiod’ (fr. 189); cf. also
Cypria fr. 11.3—4 Allen = 13.3—4 Davies vfjcov. . . TTéAotros, Tyrtaeus fr. 2.15 West
eUpeiav [TéAoTros vijoov.

251 EUpcdmnu: cf Hes. Th. 357 as the name of an Oceanid, and fr. 140, 141.8.
The name is first used here in a geographical sense, and must refer to central
and northern Greece. Later it was gradually extended to cover an ever-widening
area.

&ugipUTas: in Homer this epithet is three-termination, and also at H. 4p. 27,
and so this form seems preferable here and at 291. It is two-termination at Hes.
Th. 983, and later.

252—3 Tolow 8¢ T'. . . ynddi: SepioTeew is used of giving judgements in Homer
(Od. 9.114, 11.569), later of proclaiming oracles (E. Jon 371). See also on H. Ap.
1236, and cf. in 394 SépoTas of the god’s decrees. vnuepTéa PoUAny is most
naturally taken as the object of xpéwv, as in 132 (xpriow). Cf. Himerius 18.1
SepoTevety ExelSev Tois "EAANGv, of Delian Apollo.

254 S1£9nke: this verb is used first here; cf. Hdt. etc.

255 Simvekés replaces the Homeric form Sinvexéeos; cf. epic Sicumrepés, which is
read by miost MSS at 295 and could be correct there, as such variation between
repeated passages is not uncommon.

257 Cf. II. 19.121 E1ros Ti To1 &v ppeci Snow; similarly Od. 11.146, H. Ap. 534.
262—~6 This must surely refer to the noise of traffic on a busy road, rather
than to horse or chariot races. 2646 suggest the kind of admiration by visitors
expressed in 151—-64. Cf. the wonder of the chorus at Apollo’s temple in Delphi in
Euripides’ Jon 184218, and similarly Theocr. 15.78-86, Herodas 4.20~78 (with
more examples in Cunningham’s edition p. 128).

262 xTUTOS ITrreov: repeated again for emphasis at 265 and 270-1.

263 &pddpevor: this verb occurs first here, and at A. g.3; cf. Pindar etc.

264-5 eloop&oaoSai. .. KTUTTOV: a zeugma, i.e. where the verb goes with the
first of two objects, and another verb has to be understood with the second. Cf.
0d. 9.166~7 ExeYooopey . . . kamvdv T aUTédV T pSoyyRv. . .

2,65 &ppatd T eUToinTa is not a Homeric formula, but cf. 0d.13.369 efpara
edtroinTa.

2678 Telphousa disingenuously adopts a subservient attitude: cf. the more
genuine apprehension of Delos at 66-8.

269 Crisa is mentioned at /I 2.520 (Kpiodv Te {aSénv). The acropolis of the
Homeric settlement is usually identified with a Mycenaean site at Hagios Geor-
gios below Delphi, on a rocky spur above the Pleistos valley. This settlement was
destroyed around the end of the LH 11 8 period (¢. 1200 Bc), and seems to have
been completely deserted thereafter until the Byzantine period. See Hope Simp-
son and Lazenby (1970) 41, Kirk on . 2.520. For an alternative view, however, -
see Skorda (1992) 503, 625, who identified Crisa with Agia Varvara, just east
of Hagios Georgios. Here the name is used in a general sense, for the area in
which Apollo’s sanctuary is to be founded. At 281—6 the description could fit the
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actual Mycenaean site identified as Crisa, but more Probably r)efers ’to that c:f
Delphi. At 430—47 the name is used for the harbour s%te‘ (488—9 & Kplony. .. &
Atpév’. . .), which in later times was called Kippa. Originally, however, the two
names Crisa and Cirrha may well have been dialect variants for the same place.
Pindar uses both interchangeably, and cf. also Paus. 10.37.5. ‘

270~1 This need not mean that there would be no chariot or horse races
(cf. 262-6n.). Consequently it cannot be used as evidence to date tl}e ‘po?r?
before the introduction of these events, as some scholars have argued. In any
case, the races took place in the plain below Delphi, not near the sanctuary
itself. '

252 With &AA& Tor &s the sense is presumably ‘but fc.>r thl.S reason (because
people are not distracted by other sights) men would.brmg gifts to you, lord o'f
the pacan’. Cassola reads &AA& Tot 65, taking it as a wish, as at 1. 18.107, but this
seems unnecessary. The variant dAA& kad éds would imply, ‘but even so (although
the place is so quiet), you could still receive gifts’.

InTrantiovi: this name (first here) is used as a title of Apollo, as perhaps at A.R.
2.702-3, whereas in 500 and 517 it refers to the song (paea.n) in honour of the
god. As with Tacchus, Linus, etc., a ritual cry is identified with t.he god or hero.
Cf. Rutherford (2001) 10-17 on the complex development of this term and the
paean, the song to which it relates. In Homer Apollo is.n‘ot necessarily god of
the paean (see Richardson on II. 22.391—4), whereas here it is clear that he is. See
also g57—02, 500, 514—19NN.

2;3 3‘?&7;1@)/5311196535? thge compound occurs only here, and one could also read
pptvas &uet, ‘in his heart’. ‘ o
274 TepIKTIOVGV &vIpdTeov: this may well suggest tl',xe idea ,of an association
of neighbouring peoples, as with the later dugitioves, &upuTUoves, the Amph-
ictionic League which administered Delphi. Cf. perhaps 298 (if this should follow
299: see comments), and see 540—30. ‘

277-98 Apollo passes the home of the Phlegy.ate, and comes to Crisa. Here
he again announces his intention of founding his oracular shrine, and lays the
foundations of a temple, which is built by Trophonius and Agamedes.. .

278-80 The Phlegyae are located here in Phocis, near the Cepblslan lake,
i.e. Copais, into which the river Cephisus ﬂowed.'They are mentioned at 1.
13.902, where Ares and Phobos join a conflict involv1.ng them an(.i the Ephyrians.
Phlegyas was himself a son of Ares, and father of Ixion the Le%pnh (cf. Janko on
1. 13.501-3), as well as of Coronis (see on H. 4p. 209-10). Their hybristic nature
and arrogance towards Zeus recalls the Giants and the Cycllopes: cf. Od. 11.275
ol y&p Kirkhawmes A1ds adyidxou dhéyouotv. They were said to haye attacked
travellers to Delphi, or Delphi itself, until they were more or less wiped out by
Apollo (see on H. 4p. 211, and Paus. 9.36.2-3, etc.). They were settled at Panopeu§
(Paus. 10.4.1), and it was here that Tityus attacked Leto on her way to Delphi
(0d. 11.580-1). See also Fontenrose (1959) 227, 46-69.

280 Lake Copais is so called at JI. 5.709; cf. Paus. 9.24.1 etc.
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281 Beip&da first here, and later in Pindar etc., of a ridge of hills. It presumably
refers to Parnassus, which is due west of Panopeus.

8Ucov perhaps means ‘with eager haste’ here, rather than ‘in anger’ (as Cassola

assumes). Apollo’s pace quickens as he nears his goal.
282-6 ‘And you came to Crisa below snowy Parnassus, a mountain-spur facing
westwards: above a rock overhangs it, and a deep, rugged glen runs below. Here
the lord Phoebus Apollo determined to make his lovely temple, and made this
speech.” The description is vivid and the language untraditional (see 284 and
285nn.). It surely refers to the site of Delphi itself (sce Robertson (1978) 42—3,
Miller (1986) 72), rather than to the Mycenaean site at Hagios Georgios, as Hope
Simpson and Lazenby assume (1970, 41).

At Delphi there was a late Mycenaean settlement in the area near the later
temple of Apollo, and numerous votive objects were found in the region of the
sanctuary of Athena Pronaia, suggesting a cult there. After this there is little
evidence until the late Geometric period, but from then onwards its importance
is evident. Cf. Hope Simpson and Lazenby (1970) 40-1.

282 Tlapvnodv vigdevra: cf. Panyassis fr. 15 Davies, S. 0T 4735, Call. H. 4.93.
283 Cf. Od. 12.81 mpds Ldgov . . . TeTpapuévov.
284 Emipéuatan: first here; cf. (perhaps) Theognis 206, then Simonides etc.

Utrodedpope: only here in this topographical sense.

285 Texpnparro: this verb is not used elsewhere in early epic with the infinitive;
cf. AR. 4.559.

287-95 Cf 247-55. In 287 el is probably correct, as at 245 and 258.
294-8 The earliest temple to Apollo at Delphi for which possible material
evidence (stone blocks and roof tiles) has been identified is usually thought to date
to some time between ¢. 650 and 600 Bc: cf. Morgan (1990) 132—4, Bommelaer
(1991) 1834, Jacquemin (1993) 217—25 (especially 222—3). This temple was burnt
in 548/7 B, and rebuilt by the Alcmaeonidae (cf. Hdt. 2.180, Paus. 10. 5.13). Later
legend told of four early temples, the first a hut of branches of bay, the second
made of beeswax and feathers, the third made by Hephaestus of bronze, and
the fourth of stone by Trophonius and Agamedes (cf. Pi. fr. 52.i, Paus. ro. 5.9-13,
with Sourvinou-Inwood (1991) 192—216, Rutherford (2001) 209—32). According to
Pausanias it was the fourth one which was burnt in 548 Bc. Our hymn, however,
speaks of this as the original building on the site. Strabo (g. 3.9) also thought that
there were only two temples, the one built by Trophonius and Agamedes, and
the one built after 548 Bc. The fact that it is said to be &oiSipov . . . ciel (299)
makes better sense if the passage was composed before 548 Bc, although it does
not prove this point. See also Introduction 2(b).

2945 Sepeihta. . . elpéa kol puéAa paxpd Sinveéss the supporting terrace of
the later (fourth-century Bc) temple is 60 metres long and 3 to 4.5 metres in
height, and the temple itself measures 60.32 x 25.82 metres.

296 Adivov oUB6v: cf. Il 9.404-5 oU8 boa Adivos oUSds &pnTopos Evtos
&pye, | Doifou AmdAAwvos, TTuSol #vi Tretpnéoon: (of the wealth of Apollo at
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Delphi), and Od. 8.79—81 ¢bs y&p of xpeicov puSfioato Goifos AmdAAwv | TTuSol
v fyyadéni, 8 UmépPn Ad&ivov ooV | Xpnoopevos. . . (of Agamemnon’s con-
sultation of the oracle).

Clearly the A&ivos oUBds was a distinctive feature. The phrase should mean
a stone threshold, and this must be the case in Od. 8.79-81. In the lliad it has
been explained as the stone socle on which could be built walls of mud-brick
(Von Blumenthal (1927-8) 220—4). But it is more likely that it is the threshold in
both the Zliad and the hymn. In the first monumental temples built of stone the
threshold was a major feature, often monolithic and the largest single block in
the building. The fourth-century Bc temple of Apollo has a threshold measuring
5.9 X 2 metres, and at least 30 cm in depth (i.e. ¢. 3.5 cubic metres). An inscrip-
tion of 2776 BC honours a certain Menedemus because he had ‘conveyed the
threshold for the god’, i.e. had brought it up to the sanctuary. See Roux (1966)
1-5.

If the Homeric passages refer to a building, as they surely must, and if they
belong to poems composed before the construction of a seventh-century temple,
it would follow that this must have had a predecessor, not necessarily all of stone,
but whose threshold was grand enough to deserve special mention. The threshold
was also a place of religious and symbolic significance, and crossing or stepping
" on it was an important moment (cf. Richardson on H. Dem. 188). Cf. also Hdt.
1.90, where Croesus orders his shackles to be deposited ‘on the threshold of the
temple’ at Delphi. :

296—7 Trophonius and Agamedes were legendary master-builders, to whom
various temples; treasuries, and other buildings were attributed. The gods’ love
for them (297) was demonstrated by their being rewarded with an early death by
Apollo ([PL], Axiochus 367¢ etc.). Trophonius became a famous oracular hero, in
an underground chamber at Lebadeia (Paus. 9.37.5). One tradition made him a
son of Apollo. On these legends and Trophonius® cult see Schachter (1981-94)
111 66-89. The two heroes were mentioned also in the Telegony (p. 109.11 Allen =
p. 72 Davies), and Trophonius probably in the Hesiodic Catalogue (Schachter
(1981-94) 1 72). For Erginus, son of Clymenus, see 231-8n. (last paragraph). His
name is suitable for the father of two legendary builders.

299 + 298 ‘With well-wrought [or well-set] stones, to be sung of for ever. And
around the temple dwelt the countless tribes of men.” With Von Blumenthal’s
transposition of 298 and 299 (1927-8, 223), the passage as a whole describes the
building of the stone threshold. It is the threshold of Apollo’s temple at Delphi
which is singled out in the two Homeric passages referring to the sanctuary
(see 296n.). With this reading, the actual construction of the temple is taken for
granted. This is not altogether satisfactory, but if the original order of the lines
is kept, 298 ought to mean ‘and countless tribes . . . dwelt around the temple’, or
‘and they settled countless tribes. . . around the temple’. In that case, kTiGTOIoW
Adeoovislefthanging. Consequently, 298—9 have been taken as ‘and the countless
tribes constructed the temple around (the threshold) from well-worked stones.. . .>
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However, vaielv nowhere else means ‘to construct’, and it is hard to see how it
can acquire this sense. (It is probably actually related to vnds, vads, meaning
‘dwelling-place’.) Cassola gives examples for the sense “found’, but this refers
to founding a settlement. Roux suggested reading #Aaooav, which is often
used in Homer and later of building, e.g. Od. 6.9 duel 8¢ Teixos #Aaoos
moAel, and especially 7.86—7 xdAkeor pdv y&p Toiyor EAfAeaT B« kad Evia
| & puxov & oUdol...It is quite often combined with &uei or Trepi alsof
This is a simple emendation, but &ugl...EAaUvely seems less suitable for
building a temple ‘around a threshold’ than (say) a wall round a city. As
no better solution has been put forward, Von Blumenthal’s suggestion is
gdopted here. In this case, 298 may allude to the idea of an Amphictiony, as
in 274.

298 «TioTolow Adeooiv: KTIoTOS as an epithet seems to occur only here in
literature, although kTioTév is used to mean a ‘building’ in some papyri. It
probably means ‘well-wrought’ (‘des pierres appareillées’, Roux (1966) 4—5), or
‘well-set’. Cf. the use of kTilew to mean ‘make, produce’.

&oibipov Eppevon odel: the universal character of Apollo’s sanctuary is
extended here to future generations, encompassing the poet’s own song itself
(cf. also 177-8). For &oibipos in this context cf. II. 6.357-8 (the only other early
epic use of the word).

300-74 Nearby was the spring where Apollo killed the serpent with his
bow, a terrible monster which used to cause great harm to men and
flocks.

. She had also been the nurse of Typhaon, Hera’s offspring, whom Hera bore
i her anger at the birth of Athene from the head of Zeus. Hera protested at
Zeuss neglect of her, and the weakness of her own son Hephaestus. She withdrew
from the gods and prayed to the elemental powers of Earth, Heaven, and the
Titans, that she should bear a fatherless child, who would be more powerful than
Zeus. A year later she produced Typhaon, whom she gave to the serpent to rear.
Apollo shot the serpent, and with agonised cries she died. He exulted over her
death, and the Sun rotted her corpse: hence the place is named Putho, and men
invoke Apollo as Puthios (cf. USev = ‘to rot’).

The killing of the serpent is the next act in the Pythian drama. One might have
expected it to come before the building of the temple, and in fact the tempo-
ral sequence is perhaps deliberately left indefinite at 300ff. The poet wanted
to concentrate first on the choice of Delphi for the god’s shrine, and the
serpent-killing also leads us back at §75-87 to Telphousa, since after that Apollo
realised that Telphousa had deceived him (see 246-76mn.).

The narrative of the killing (3004, 357~74) broadly follows the pattern of
Homeric scenes where minor warriors are slain: details of the victim’s origins
(etc.), the fight and killing (sometimes with graphic description of death), speech
of victor (cf. Forstel (1979) 258—9).
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Apollo’s slaying of the dragon at Delphi was seen as a major exploit by the
god, and it was later commemorated in the Delphic ritual of the Septerion. This
cight-yearly festival was also said to re-enact the purification of Apollo after this
event (cf. Plut. Mor. 2938—¢, 418a-D, Aclian VH 3.1). In the hymn, however, there
is no mention of the need for purification. Later tradition also usually held that
the Pythian Games were originally instituted by Apollo as a funeral celebration
after the killing (cf. Frazer on Paus. 10.7.2). In 586 Bc Sacadas was the first victor
in the aulos-playing contest, with a tune which was said to represent the fight
and the serpent’s death, the TTuSikds véuos: see 357-62n. The serpent was later
sometitres seen as the original guardian of the oracle at Delphi (e.g Bur fT
1245-9), and in Aeschylus’ Eumenides (1-19) Apollo succeeds a series of female
deities (Earth, Themis, and Phoebe) as possessor of the site. Cf. also AHS (on H.
Ap. 300-74), Fontenrose (1959) especially 13-22, 3967, 453-61, Kolk (1963) 24-7,
4151, and Sourvinou-Inwood (1991) 217-43. For discussion of parallels to the
dragon-slaying myth in ancient Greek and other traditions see Fontenrose (1959)
passim, Watkins (1995) 297544, West (2007) 255—9.

Into this story of dragon-slaying is inserted a parallel myth, that of Typhaon
(or Typhoeus): 305-55. This occupies fifty lines, and much of it is taken up by the
description of Hera’s anger, dramatically evoked in her speech at 311-30. The
parallelism of Typhaon with the serpent is emphasised: both are monsters, and
a terrible pest for mankind (302—4, 3545, ctc.). It is possible, in fact, that Python
and Typhon (and their related forms) were originally ‘doublets’, as the name
of an archetypal opponent of the gods (cf. Fontenrose (1959), especially 912,
Watkins (1995) 462). It is their similarity which makes the serpent a suitable nurse
for Hera’s child. Moreover, the fearsome nature of Typhaon (an arch-enemy
of Zeus and opponent of divine order in Hesiod’s Theogony) adds to the deadly
character of the dragon, justifying Apollo’s killing even more and underlining its
significance (cf. Miller (1986) 82-8, Sourvinou-Inwood (1991) 228-30). Another
myth (Apollod. 1.6.3) told how Typhaon cut out the sinews of Zeus and hid them
in the Corycian cave, setting the dragon Delphune to guard them (cf. West on
Hes. Th. 853). )

The Typhaon episode has been considered as an addition to the original
version of the hymn, partly because of its disproportionate scale, and also because
the join between this and the dragon-slaying is awkward at 353-8 (with an abrupt
change of reference at 355-6). This however can be avoided by reading | KaK&
etc. at 355 (see 355—-6m.). The allusion to Typhoeus by Apollo at 3678 might also
be thought to guarantee its genuineness (cf. Forstel (1979) 261—2).

300 &yxol 8t kpfivn kaAAippoos: for the wording cf. 241, 376, 380, 385. It is
unclear whether the spring is Castalia, or Cassotis, which is nearer to Apollo’s
temple, or indeed another source (cf. Paus. 10.8.9, 12.1, 24.7, with Frazer’s notes).

Spékeavav: this feminine form of Spdweov (‘snake’) occurs first here, later in
Aeschylus etc. She is nameless here, but later is called Python (masculine), or
Delphune(s) (fem. or masc.): see Fontenrose (1959) 14-15.
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302 Corr‘psq)écx peydAnv Tépas &ypiov: the accumulation of epithets stresses her
monstrosity.

304 Sagowdv ‘blood-red’. Cf. Il 2.308 Spdxeov &ri védTar Sagoivds, of a terrible
portentous snake.

305-55 The motif of Hera’s anger and jealousy echoes the theme of her hostility
to Leto in the Delian hymn (92101, 105-6), and develops it on a much larger
scale. In Hesiod’s Theogony, however, Typhoeus is the offspring of Earth and
Tartarus (820-2). Here he is a son of Hera, but Hera invokes Earth and Tartarus
in praying for a child (334-9). Stesichorus followed the genealogy of the hymn
(FMG 235). Hera also iuirsed the Lernaean hydra and Nemean lion, because
of her anger with Zeus over Heracles (Hes. Th. 313-15, 326—9). In the Theogony
(820-80) Typhoeus is a hundred-headed dragon (824-6). His battle with Zeus,
described in vivid detail, is the last challenge to the establishment of Zeus as ruler
of the world (836~7), a motif picked up by Hera in her speech at H. 4p. 337—9.

The passage has a ring-structure, returning to the theme of Typhaon’s birth
and upbringing at the end (305-7, 351—4; 352 = 306). This is enclosed within the
ring of 300—4, 35674 (death of serpent), and the reprise of the Telphousa theme
at 375—87 closes the whole section.

306 Tugcova: he is Tupooeys at 367, a variation also found in Hes. T%. 306,
821, 860.

mfipax BpoToloiv: he is the parent of evil winds at Hes. 7%. 86g—8o.

308—9 That Athena was the child of Zeus alone may be implied already at
1l 5.875-80, especially 880 el aytds Eyeivoo Tods” &idnAov. In the T heogony
(886-900) the birth of Athena is the result of Zeus’s union with Metis, whom he
swallows, because Earth and Heaven have warned him that otherwise she would
produce a son who would supplant him as king of the gods. She is born from
his head, a warrior goddess, and Hera then produces Hephaestus in revenge,
without intercourse, because of her anger with Zeus (7%. 924~9). Another version
of Athena’s birth was ascribed to Hesiod by Chrysippus (Hes. fr. 343): here, strife
between Hera and Zeus leads first to her producing Hephaestus on her own, and
then to Zeus producing Athena, after having swallowed Metis. Athena is born
armed for war (1g).

H. 28 describes her birth, again fully armed (5-6), and the powerful impact
which this has on the whole universe. Stesichorus was later said to have been
the fist author who described how Athena sprang fully armed from the head of
Zeus, and a line is quoted from his version in a papyrus (PMG 233, and Schol.
A.R. 4.1310). The reference must be to the detail of her birth “fully armed’, and
the commentator either ignores the Hesiodic fragment and H. 28, or regards
Stesichorus as earlier than these. It is possible that Stesichorus combined the two
themes of Athena’s and Typhoeus’ births, as in the Hymn to Apollo.

The motif of Hera’s anger and subsequent production of a son on her own
is reduplicated, in the myths of Hephaestus’ birth and that of Typhoeus (H. 4p.
and Stesichorus, PMG 239, where again this is ‘due to her grudge against Zeus’).
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The theme of a son who would overthrow Zeus also recurs in the myths of both
Typhoeus and Athena (who herselfis predicted to be ‘equal in might and wisdom
to her father’ at Th. 8g6).

In art, Athena’s birth from Zeus’s head was already portrayed from at least
the late seventh century BG, and possibly as early as ¢. 680 Bc, if the famous
representation on a relief pithos from Tenos is of this event, as seems likely (cf. H.
Cassimatis, LIMC 1.1 985-8 and 1021-3, and 111, figures 3604, etc.).

On the literary evidence for this and the other myths discussed here see also
Kauer (1959), and West on Hes. T%. 820~-80, 886—900, g24—9.

308 fviK &po ‘at the time when’: the variant reading €07’ &pax 81} is also possible.
Pfeiffer’s conjecture eive &pa (‘because’) would be parallel to the use of Eveka at
H. Aph. 199 (where see n.).

309 &v kopugfi: the variant & kopugfis is what we find at Hes. Th. 924, H. 28.5;
cf. Hes. fi. 343.12 TT&p Kopugnv.

g11-30 Hera’s powerful speech of injured pride is very much in accord with the
way she is portrayed in the Jhad (1.540—3 etc.). The themes of Hera’s dishonour
and Hephaestus’ deformity (311-21) have an interesting parallel at Od. 8.306-12,
- where Hephaestus protests to the gods about Aphrodite’s adultery and rejection
of him as deformed: cf. 308 cos &ut XwAov dvTa. . . | adtv &Tipdder. .. | ... aUTap
tyco ye | Amedavds yevdunv...; and 312...T0 un yelvaoSor SpeAdov is
parallel to Hera’s wish at H. 4p. 321. Does our poet have this passage in
mind?

Hera’s complaint seems to be echoed directly by Ovid at Fasti 5.239—44, where
she then gives birth alone to Mars in retaliation for Minerva’s birth. In Aeneid 7
Juno’s speech expressing her rage at Aeneas’ success is followed by her recourse
to chthonic aid (286-340): cf. 312 flectere si nequeo superos, Acheronta mouebo.
g1z = I[. 8.5, 19.101.
q12-15 Hera accuses Zeus of having ‘started it’, after he had made her his wife.
kot vOv in 314 taken literally would suggest that Athena’s birth is not his first act
of infidelity towards her. In the Theogony Metis is his first wife, and Hera the last
divine one (886, g21), but he actually gives birth to Athena affer his marriages to
Hera and other goddesses {(924-6).

317-18 As the text stands, there is an abrupt asyndeton after 317, which Gassola
defends, because it is a feature of agitated speech, such as Hera’s. However, the
text may be corrupt, or a verse may be lost here, as most previous editors have
assumed. ‘

317 pixvds ‘withered, shrivelled’ occurs first here; cf. A.R. 1.669 pikvol wodes
etc.

&v Tékov o in Homer Hephaestus is son of both Zeus and Hera, and it
would not make sense:to assume here that the poet is referring to the Hesiodic
version where Hera is his sole parent, since the birth of Typhaon is designed by
Hera to get even with Zeus after that of Athena. The point is that he is not the
son of another wife of Zeus, but of Hera herself. :
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31820 At /. 18.394—405 Hephaestus is cast from heaven by Hera, in disgust at
his lameness, and rescued by Thetis and Eurynome. Another fall from heaven is
described by Hephaestus at 1. 1.590—4, where cf. 591 (Zeus) piye To8ds TeTarycov.
319 Cf. I, 1.538, 556 &pyupdmela ©éTis, Suydrnp &hioto yépovTos. The epithet
is applied only to, Thetis in Homer.

321 ‘How I wish that she had done something else as a favour for the blessed
gods!” A particularly bitter remark.

322-3 Cf. Od. 13.293 oxéthie, Toikidopfita, 86Awv &T(E). .., addressed by
Athena to Odysseus. Here, as there, we have word-play on the theme of ufiTis
(or MATis): cf. Od. 13.299, 303, and H. 4p. 3252, 326, 344. 3223 also resemble Od.
11.474—5 (to Odysseus) oxéTAie, Tt 71 peifov &vi ppeot pAoec Epyov; | Téds
ETATS. ..

ggzg yAavkémy is probably right here, as at 314, Od. 1.156, H. Aph. 8, Th. 13,
324-5 With Matthiae’s reading this means ‘Could I not have (also) given birth
(to her)? And yet after all I was called your wife...” Cf. Il 4.60-1, 18.365—6
kad obveka o) Tapdwortis | kékAnuan . . . Chalcondyles’ text is supposed to mean
‘And even so she would after all have been called your daughter. .., but this
would require &v or kev, which (pace Cassola) can hardly be understood from the
preceding oUk &v &y Texduny;

325a This line was omitted from the MSS, but added in the margins of one
group (x), probably because of the similarity of viv uf) Tof and vOv pévror in 320.
This helps to guarantee M’s reading in 326. Cf. II. 22.358 gpd{eo viv uf Tof T1
Sedov ufvina yéveoua, and 24.436 uty pof Ti Kaxdv ueTdTIoSe yévnTan.

326-30 CL Ovid, Fasti 5.241-2 (Juno) cur ego desperem fieri sine coniuge mater | et parere
intacto, dummodo casta, uiro?

327 echoes 315: Typhaon will be her answer to Athena.

329-30 In 32948 Hera withdraws from the Olympian gods in general, not
only from Zeus, and stays in her temples on earth, just as Demeter does at £.
Dem. 302—4 (303 wokdpowv &mo voopv &mévtov; cf. 923, 354-6). She does,
however, associate herself with the chthonic powers (334—6). West’s conjecture
(330) OUpaviwow (i.e. the Titans) is designed to make this more explicit: cf, .
5.898 where the Titans are thus described, in a speech by Zeus to Ares, which
refers also to Hera’s enmity. But it seems doubtful whether the word on its own
here would be understood in this way.

330 oUoa: for this form instead of fouoa see H. Herm. 106n.

332—9 Hera prays to Earth, Sky, and the Titans who dwell in Tartarus. Cf.
1l. 14.270-9, where Sleep asks Hera to swear an oath by Styx, placing one hand
on Earth, the other on the Sea, with the Titans as her witnesses, and she does
so. Her prayer and gesture of striking the earth are similar to 7. 9.566—72, where
Althaea beats the earth with her hands and invokes Hades and Persephone, and
the Erinys hears her. Striking the earth in invocation was often mentioned in
later literature: cf. A. Pers. 683, Eur. Tro. 1306, etc.
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333 Xeipl xaToampnuel 8 EAdoe xSéva: ‘she beat the ground with the flat of
her hand’. This powerful gesture is ascribed especially to gods in Homer: cf. IL.
15.113-14, where it indicates Ares’ grief, and 16.791~2, Od. 13.164, where it has a
physical effect. A
334—5 The Titans are the children of Earth and Heaven (Hes. 7% 132-8 etc.).
Their relegation to Tartarus is described at 7k 717-819, and alluded to at
1. 14.27%—4, 278—9.

335 Tol...voet&ovTes: ‘those who dwell below the earth’. If the MS reading
is correct, Tol must be the article here, as at l. 24.687: cf. Allen (1931) 146.

336 TGV EE &vSpes Te Jeof Te: the Titans are parents or grandparents of the
Olympian gods, but not specifically described elsewhere in early epic as ancestors
of mankind, although Zeus is called ‘father of gods and men’. Hesiod (Op. 108)
says that ‘gods and mortals have a common origin (6péSev yeydao)’, and the
Olympian gods, or Zeus, create the successive generations of men (109—201). Gf.
Pi. N. 6.1—2: ‘Single is the race of men, single of gods: from a single mother we
both draw our breath.’

A myth ascribed to Orpheus described how mankind came into being from
the soot created when Zeus blasted the Titans with his thunderbolt, because
they had killed and eaten Dionysus: cf. Orph. H. g7.1—2 Titfjves ['ains e kai
OUpavol &yAod Tékva | fiueTépwv Tpdyovol TaTépwy, with Orph. fr. 220 Kern,
and West (1983) 164—6. Just when this myth was first formulated in a Greek context
remains uncertain. The Titans Prometheus and Epimetheus also sometimes seem
to feature as ancestors of mankind: cf. Gurrie (2007) 178-81.

'337-9 See 305-55, 308—9nn. The motif of a child who will be stronger than
Zeus, and by implication would succeed him as Zeus succeeded Cronos, occurs
also in the story of Zeus’s pursuit of Thetis, and Prometheus’ ultimate revelation
that their son would overthrow him.

339 oTw is a conjecture based on M’s reading. Hermann’s €in would also be
possible, but is further from the readings in the MSS.

340 ipooe x6va yeipl ayeint echoes 333, closing the speech and leading on
to its effects on Earth. Cf. Il. 2.781~3 yoia 8 UtreoTevdyile Atl G5 TepTrikepaivool
| wopéve, e T dupl Tugwéi yaiav ipdoont | elv Aptuors, 891 paot Tupwtos
fupevan e0vds, and Hes. Th. 857-8 (of Zeus’s defeat of Typhoeus) atép érel 81
wiv S&pace ANy fiow fudooas, | fpitre yuiwSels, oTevdyiGe St yoia weAcdpn.
Since both concern Typhoeus, there seems to be a thematic link with this passage
of the hymn.

341 @epéoPios is not in Homer, but occurs five times in the Hymns, and at
Hes. Th. 693. Apollodorus quotes it as ‘Homeric”: see Richardson on H. Dem.
450-

345—6 The word order is rather complex, by Homeric standards. &is 9ékov goes
with pefouévn, auTdd! with ppaléokeTo.

345 €ls S6kov ToAuSxiBaov: this phrase occurs only here, but cf. ZI. 8.439
Sedov & EEikeTo Scdkous, Od. 5.30 ol Bt Seol I&rdvSe kaSifavov.
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347-8 Cf H. Dem. 279 6 8¢ vooow | AioTo 9eddv &mrdveuSe ToAuAAoToor &vi
vl | Béyuevos iepd kahd apd SynTédv &vSpimewv, and H. Dem. 355-6 (of
Demeter) &AX &mréveuSe Suddeos BvSoSt vrol | fora.

349-50 = Od. 11.294—5, 14.293—4.

351 Sé is ‘apodotic’ here, i.e. it introduces the main clause after AN &7¢. . . This
use after a temporal clause is ‘by far the commonest form of apodotic 8¢ in
Homer’ (Denniston, GP? 179).

The negative expression in 351 is a way of indicating the portentous character
of this offspring. Cf. (for example) H. Herm. 219-25, where Hermes’ footprints
are unlike those of man or woman, various wild beasts, or even a centaur,

352 = 300, emphasising the ring-structure. Despite the repetition of Bpotoio(v)
in 3523, this reprise makes it likely that this, rather than M’s Seoiow, is correct
here, even though Typhaon really was a bane to the gods in the first place.
353—4 We return to the Delphic dragon, whose similarity to Typhaon is empha-
sised (KoK KaKdV). -

353 TOvBe: West conjectured Tév ye (and at H. 26.7), because 8¢ in epic
narrative is normally only used in a prospective sense. Cf. however L. .77, H.
Dem. 480, and other examples in Ebeling, Lexicon Homericum s.v. 85¢ ms.

3556 If we read f} in 355, then 356 follows on naturally: “Whenever anyone
encountered that pest (Tfjt y’), his day of doom would carry him off.’ Cf. the
image of men being carried off by their kfipes: I 2.302 etc. With the MS reading
&s at 355, the line refers to Typhaon, and there is then an abrupt change to the
dragon in 356. The corruption could have been caused by reminiscence of L.
9-540 (of the Calydonian boar) &5 ko ToAX #pBeoxev (or Eppeev, Eppelev).
357—62 The actual killing is described very briefly, but great attention is paid to
the dragon’s death-throes. There may be links with the Pythian nomos (see 300~
741.), which was a vivid musical representation of the fight and death, played on
the flute. In Pollux’ version (4.84) this included:

(1) elpa, where Apollo inspects the site for battle;

(2) koaToxeAeuouds, his challenge to fight;

(3) lowPixdv, the fight, which included trumpet blasts, and SovTiopds
(representing the dragon grinding its teeth);

(4) oTovdeiov, the victory;

(5) waTaopevots, the god’s dance to celebrate his victory.

Different versions are given by the scholiast to Pindar’s Pythians (Arg. 1, 1 2.8fF.
Drachmann) and by Strabo (g.3.10). These include abuse of the dragon (iauBos),
and the hissing of the dying snake (cUpryua, oUpryyss), and elements connected
with Dionysus, Zeus (KpnTikév), and Mother Earth. Clearly the different parts
and their symbolic interpretation varied, but there was a basic pattern, at least
from 586 BC onwards, and quite possibly earlier. The oldest form of the Pythian
contest was a hymn or paean to Apollo (Paus. 10.7.2, Strabo g.3.10). The leg-
endary poet Olympus was said to have first played a dirge for the dragon on his
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aulos in the Lydian mode, and Apollo himself to have sung a funerary song over
it (Fontenrose (1959) 457-8). There is a parallel legend in the invention of
aulos-playing, or specifically the so-called ‘many-headed tune’ by Athena (or
Athena and Olympus), as a representation of Perseus’ killing of the Gorgon
(Pindar P 12 etc.).

Strabo describes the Pythian nomos as being prescribed for kitharis also. The
paean sung by Apollo and his first ministers at 514-19 can be linked to the
kararybpevats of the nomos. The two surviving Delphic paeans refer to the killing
of the serpent, and mention its ‘hissing’, with suitable musical mimesis. See Kolk
(1963) 417, West (1992) 212-15, 279-80, 292, 298, and on other Delphic paeans
see Rutherford (2001) 27-9.

One tradition about the origin of the paean refrain, and Apollo’s invocation
as’nmoificov etc., derived these from a cry encouraging him in his battle with the
dragon, e.g. fe1, Tad, 16v (‘shoot, child, your arrow’). There are no explicit refer-
ences to this or related etymologies before the fourth century Bc (see Rutherford
(2001) 25-7), but it is just possible that line 357 (mpiv y¢ of idv Epfikev...) of
our hymn might allude to this. The paean is derived from Crete in 516~19, but
a double derivation is not impossible. See also Strunk (1959) 79-82 for similar
word-play on ifjios etc. in Pi. Pacan 6.121—2 and Call. H. 2.97-104.

" 357-62 The mainly dactylic rhythm suits the rapidity of the actions described.
357 TplvyE. . . tpfikev: this is the first example of Tepiv used with the indicative,
as in fifth century Bc and later authors. Homer uses mptv y &7 81

tx&epyos is apt in this context, in view of its traditional association with
‘Apollo’s archery.

358-g 0BUvnIo EpexSopévn xaerrfiiot. . . keiTo: the exact sense of &pexSw
is uncertain, but it indicates strong distress or trouble, physical or mental: see
Richardson on II. 23.317, and LfrE s.v. Cf. Il 5.354 &xSouévny 680vniol etc.,
and Archil. fr. 193 West 8Uotnvos &ykeluan moSwi, | &yuxos, XoAerrfion Secov
d8Uvniotv EnTi | TETTapuévos 81 doTEwv.

358 uéy doduaivousa kuAwdouévn: cf. 1. 5.585 etc., and 8.86, for these words
applied to stricken warriors or horses.

360 Seomeain & tvorrhy yéver &omeros: cf. H. Herm. 422 Seomrecing Evorrfis of
the lyré; vorrn also of pipes at I1. 10.13, H. Herm. 512, which would be appropriate
if there is a link here with Pythian music (see 357-62n.).

ka® OAnv: of. Hes. fi. 204.131 (of a snake?) &vd Spupd rukva kad TAny.
361—2 Aeimre 5t Supdy | govdv &mromveioud’ ‘and she gave up her spirit, breath-
ing it out blood-red’. Cf. . 4.524, 13.654 Suudv &mroTrveicov. poivds occurs only at
Il 16.159 Trapiov aluati povdy, and in Hellenistic poetry (see Janko’s comment
on II. 16.159). Cf. Pi. P g.101 T601§ &10 Wuxdw Mircov, Verg. A. 9.349 purpuream
uomit ille animam. A€iTre . . . Suudv has been thought odd, as in Homer a person’s
Suuds normally leaves him at death, but cf. Aeimew pos fiehiolo (etc.), of dying,
and see Hoekstra (1969) 30-1.

362—70 Apollo’s speech of triumph is modelled on those of Homeric victors
(see Forstel (1979) 259, 470 n: 675, Miller (1986) 8g). These often declare that
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the victim’s body will not be buried, but will be left as prey to birds and
dogs. Especially close, however, is Achilles’ boast over Lycaon (IL. 21.121—35).
Cf. 21.122 dvTouSol viv keloo. . ., 123-5 0UBE o ufTNp | . . . yoroeTou. . . EAAX
.?;:o’:puv'ﬁpcg | ofoer. .., 130-3 oUS fluiv TTOTOPSS TrEp.. . . | dpKéoe . . . SN Kod
&5 OAea e Kooy pdpov. . . Cf. 11.449-54, 16.836—42, and the frequent occasions
when aivictor declares that other victims® deaths have been avenged (13.414-16
etc.); also 20.388-92 (where 253 = H, 4p 570).
363 mUSev Eml xSovi PBwtiavelpmi: the etymology (wuSew) is introduced
emphatically at the start of Apollo’s speech and again at its close (369), and
repeated four times in §71—4. There is an implied contrast in ‘the earth \;/hich
giYes men life’ and the rotting of the serpent on the same earth (cf. 369), and
t.hls motlf is echoed in 364~8, which play on the words for life and death and the
life-giving earth. 369, 371, and 374 also have an elegant variation of phrases to
describe the Sun-god’s power. ’
364—7 oU8t oU ye fwoioi. .. oUb¢ Ti Tor S&varrdy ye: life and death are con-
trasted in the parallel phrasing. West’s y” &v {woior would bring this out more
clearly, but is not strictly needed.
3646 Apollo declares that his sanctuary will now be free of the troubles which
beset it, leaving men to make their offerings undisturbed. Cf. Menander Rhetor’s
encomium of Apollo, where this theme is developed (pp. 215.16—216.1 Russell and
Wilson).
364 BAAnpo: once in Homer (Od. 12.286); cf. Homeric SnAtfjpaov.
367-8 oUre Tupwels. .. oUdt Xipaipa ‘neither Typhoeus. . . nor indeed Chi-
maera’. This is progressive: cf. Denniston, GP? 193. The mention of Typhoeus
here neatly echoes the theme of go5-54. Chimaera is the daughter of Typhoeus
and Echidna in Hes. T%. 31g—25.
367 Sdvardv ye Suonheyt’ ‘painful death’: the phrase occurs at Od. 22.325.
369 nAexTwp Ymeplwv: cf. II. 19.398 (and 6.513 AMékTwp alone). NAEKTOOP is
usually taken to mean ‘shining’, though the derivation is uncertain, and Ymepicov
here must be the Sun (371), as at /1. 8.480 and usually in the Odyssey. In the Theogony
and other Homeric hymns Hyperion is Helios’ father (see West on Hes. Th. 134).
370 = Il. 20.393.
371—4 Thisis the first of three aitia for Apolline cult titles: cf. 386— (TehpoUoios)
and 493-6 (AsAgivios).
371 lepdv pévos Helolo: cf. iepdv uévos (Od. 7.167 ete.), and wévos “Hedloto 77,
23.190 (in a similar context), Od. 10.160.
372 TIuSc: this is the name given to the site of Apollo’s sanctuary in Homer
and Hesiod. AeAgot first occurs at H. 27.14. The etymology is given as ‘the usual
tradition’ by Pausanias (10.6.5).
373 TluSiov: this (the MS reading) is the usual form of Apollo’s title, and
we may assume that the iota is scanned long here as a metrical licence. Such
variation in scansion of names is quite common: cf. 496n. The proposed

emendations TTu3elos and TTuS&ios are forms which have little or no support
elsewhere.
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374 bévos dEkos Hehlolos cf. Hes. Op. 414. This acts as a metrical variant with
fepov pévos Heloo (after an elision) in g71.

375-87 Apollo now realises that Telphousa has deceived him, and returning to
her he tells her that he will have his fame at this place, and not she alone. He
then hides her stream with a shower of rocks and makes an altar near her spring,
where men pray to him as Telphousios.

This brief passage closes the whole section from 244 to 387, and the second
aition follows closely on the previous one, forming ‘a kind of conceptual refrain’,
so that ‘in combination with the ring-form itself this refrain effect creates a strong
sense of closure’” (Miller (1986) g1).

376 &Eorréenoe: this aorist form recurs only in late epic.

379 “Telphousa, so after all you were not going to get away with deceiving
my mind.’ For this use of &pa with imperfect of a situation long true but now
realised, cf. Od. 9.475 KUxAwy, olk &g EueAAss. . ., and similarly 11.553, 13.293
(of Odysseus’ deceits).

380 Twpopéev koA ipoov UBwp: Tpopéew is transitive only here in early epic,
but cf. A.R. 3.225, Orph. 4. 1132.

381 o008t odv oins: this implies that Apollo will not take all the glory, but leave
~ some for Telphousa, i.e. she will share in his cult. Equally, 3825 suggest that her
spring was still visible, flowing from under the rocks.

382—3 Cf Call. H. 4.133-5 &AA& of Apns | TTaryyadou TpoSeAupva kapnara
wEMev &elpas | EuPodréety Sivnioty, drrokpuwan B¢ péedpo.

383 wéTpniot wpoxuTHiow ‘with a shower of stones’. TTpoxuTSS occurs only
here, but cf. TTpoxuTH as the name of the volcanic island Procida in the Gulf of
Naples.

384~7 Strabo mentions 10 ToU TiAgwooiou AméAAwvos fepdv, near the tomb
of Teiresias (9.2.27). See 244n., and Lycophron Alex. 562, where Apollo is called
TiApotoios.

387 fioxuve: the emphasis is on the ‘disfigurement’ or ‘dishonouring’ of Tel-
phousa, i.e. her loss of KAéos as punishment.

388-439 Then Apollo began to consider what men he should choose as his
ministers. He saw a ship in which were Cretan merchants from Cnossos, bound
for Pylds, and he met them disguised as a great dolphin. This leapt onto the
Ship, shaking it and causing amazement and terror. The south wind carried the
ship round the Peloponnese, and then a west wind blew them into the Gulf of
Corinth, until they arrived at the harbour of Crisa, where the boat ran ashore.

This episode, and the following ones, in which Apollo first appears like a star,
and then as a young man on the shore at Crisa (440-50), have thematic links
with Hymn 7. There Dionysus appears on the seashore as a young man, and is
seized by pirates. The miracles which follow on board their ship include the god’s
transformation into a series of wild beasts (44~8), and it is the pirates who are
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turned into dolphins (51-3). Both episodes involve unheroic types (merchants and
pirates) and have a semi-comic character (see Garcia (2002), especially 16-22).

Plutarch refers to the story in the Hymn to Apollo (Mor. 98448), ascribing it to

‘the mythographers’, although here the god is said to lead the ship, in the form of
a dolphin. He rejects this version in favour of one where the god sends a dolphin
to guidejthem to Cirrha, and mentions a parallel legend about how some people
sent by Ptolemy Soter to Sinope were driven off course by a storm, which carried
them round the Peloponnese to Cirrha, where they offered a sacrifice. Cf. also
the myth of Apollo’s son Icadius, rescued by a dolphin from a shipwreck and
carried by it to near Parnassus, where he built a temple and altars at Delphi to
Apollo (Servius on Verg. 4. 3.332). The hymn’s version, or variants of this, are
mentioned by several later sources: see RE 1v 2514.32—41 s.v. Delphinios.
389 opyeiovas ‘ministers’. This ought to be the early epic spelling of this word
(Attic 6pyéwv): cf. Janko (1982) 123. The word occurs first here, and is rare in
later literature, although it also appears in cultic inscriptions, for members of a
religious group or association. The lexicographers give examples from poetry
where they say that it has the more general sense of ‘priests’.

In the hymn we only hear of male ministers of Apollo at Delphi (391--6,
481—4, 535-9), and they are said both to offer sacrifices and to announce the
god’s decrees. From Theognis (807) onwards we hear of an inspired woman, the
Pythia, who utters the responses: cf. Amandry (1950) 11523, Parke and Wormell
(1956) 1 1745, Maurizio (1995) 69—86. It seems that at Dodona the prophets of
Zeus were originally male (/I. 16.233-5), and later female (Parke (1967b) 52-79).
The hymn may reflect a tradition that the Pythia was not part of the original
cult, or it may have been composed before her introduction. Cf. Chappell (2006),
especially 3438, Clay (2009), and see Introduction 2(b).

393 Kpfites &md KvwoolU Mwwiou: Minos is mentioned as a past ruler at
Cnossos in Od. 19.178—9. This derivation of Apollo’s priests from Cnossos may
reflect a historical reality. At H. 4p. 516-19 the paean sung by these men is said
to be the type of song sung by Cretans, and the cult of Apollo Delphinios was
important in Crete (see on 4936 and 517-19). Pindar (£ 5.39—42) mentions an
ancient wooden statue offered by Cretans at Delphi, most probably in Apollo’s
temple. Archaeological evidence indicates contacts between Crete and Delphi
especially in the eighth and seventh centuries Ba: see Guarducci (1943—6), Forrest
(1956) 34—5, Defradas (1972) 26, 72—3, Rolley (1977) especially 145-6. See also
Huxley (1975), Rutherford (2001) 24-5, 2057, for other traditions connecting
Delphi with Crete; for a more sceptical view see Morgan (1990) 142—6. The
name Crisa may have been thought to be linked etymologically with Crete
(Kploa and Kpfiooa oAis): cf. Servius on Verg. 4. 3.332, Fontemose (1960) g22,
Kolk (1963) 34 n. 33, RE 1.2 1890.3-12 s.v. Krisa.

394 ptlouot. .. &yyéAdouot: the present tenses (if correct) are an anticipation
of what is to come later, the situation in the poet’s own time. pé€ouot and
&yyeAéovot are variants (the former in most MSS), but they would not follow so
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naturally after the simple statement of 392 as the future tense in 3go does after
388—9.

S¢moTas: see 1236, 252—3nn.
395 PoiPou AméAAwvos Xpuoaodpou = [I. 5.509. See 1230.
396 xpelwv & 8&gpuns: the bay (or sweet laurel) tree was later the symbol of
Delphi par excellence. But it is not clear what this phrase means. Callimachus
echoes it (H. 4.94): GAX Eutrns Epéwo T1 TouddTePoV fj &Trd &gvns, i.e. Apollo says
that he will ‘make an utterance which is clearer than (one spoken) from the bay
tree’. The tree and the tripod are linked together by Lucretius (1.739): Pythia quae
tripode a Phoebt lauroque profatur.

Some authors speak of the Pythia shaking the tree (Ar. Plut. 213, etc.), and the
scholia on this passage in Aristophanes say that the tree stood near the tripod.
Callimachus makes the tree herself claim that ‘the Pythia is seated on bay, | bay
she sings, and bay she has for her couch’ (fr. 194.26-7). There too, however, it is
unclear what 8&pvnv & &eidel means (cf. Kerkhecker (1999) g1—2). Some later
authors speak of Apollo’s seers as chewing bay leaves, others of burning them, in
place of incense.

It has also been suggested (e.g. by Parke and Wormell (1956) 3) that the
procedure described in the hymn was similar to that of Dodona, ‘where the god
spoke from the oak tree and the Selli expounded his oracles’, and that the priests
would claim to recognise the god’s utterances in the rustling of the leaves (cf. 1.
16.233-5, Od. 14.327—30, and Parke (1967b) esp. 1—33). There is no other evidence
of this, however, at Delphi. A related suggestion is that the leaves were used for a

-form of cleromancy, or interpretation by drawing lots: see Amandry (1950) 132~3.

For a review of the evidence see Amandry (1950) 12634, and cf. also Chappell
(20006) 343—4-

yudcov Urro TTapvnooio: cf. Hes. Th. 499 yudhois Utro TTapvnooio.

397 &l wpfiSv: cf. Od. 3.72, 9.253 A TL kot TrPREW . . .

398 Cf 424, where the order of names in 421-6 suggests that Pylos is here
located in Triphylia, near to the river Alpheios, rather than in Messenia at the
site usually identified as ‘Nestor’s Pylos’ (the palace at Ano Englianos). There
was a controversy already in antiquity about this question: cf. Hope Simpson
and Lazenby (1g970) 82. The Pylos of H. Herm. 398 is also located ‘by the ford
of Alpheios’. At the same time, the fact that Cretans from Minoan Cnossos are
sailing to Pylos suggests a tradition here which could have survived from the late
Bronze Age.

For Tudoryevris cf. Il 2.54, 23.303. TTUATyevr|s is a variant at Il 2.54; cf.
Euphorion fr. 63.

400 & ToVTwI: & TOVToU has been suggested by Agar, but cf. 493—4 which
echo these lines.

402-3 ‘And whoever of them noticed and observed, it shook him to and fro
in all directions, and made the ship’s timbers shiver.” The text is not certain,
and has been variously emended. The underlying formula may be émeppaoat
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78" &vénoev (Od. 8.94, 533, and with negative . 5.665). ¢mippdlecSon can be
used with infinitive, but émepdoociTo voficas is a very simple change. For
6o instead of & Tis cf. Hes. Th. 783—4 xai p” 8oTis weldnran. . . | ZeUs B¢ Te
“lpw Errepye. . ., and H. Herm. 482-8 etc. The motif of observing the portent is
repeated more clearly at 414-17, which to some extent supports the interpretation
given here.

403 Avaoosiaoke: for such frequentative forms cf. kpUrTaoke (I1. 8.272) etc. For

‘dvaoeiew cf. Hes. St 344 etc.

404 Silence and fear are common reactions to divine signs, or epiphanies. See
Richardson on H. Dem. 188~211, 188—90, 275fL., 4789 (especially p. 306).
405—9 The sailors are too terrified to take any action to stop the ship (cf. 414),
which sails on of its own accord, aided by a strong south wind.

406 Aaigos: first here in the sense ‘sail’; cf. Alc. 326.7 L-P etc.

407 xoteoTioavto PoeYow ‘they had fixed it down with the halyards’. Cf. Od.
2.426 = 15.291, and Morrison and Williams (1968) 55-6.

408 EmwAeov must be scanned either » - - or - - (with synizesis). For the former cf.
388 EppddeTo. Correption of a vowel before a consonant plus liquid is commoner
in the Hymns than in Homer: see Monro, HG* p. 344.

Emerye: this is Ruhnken’s emendation (for &yeipe). &melyev is commonly used

of a wind driving a ship, e.g. . 15.382, Od. 12.167, Soph. Pk 1450-1, A.R.
4.1769. No satisfactory parallel for #yeipe exists, and the corruption is an easy
one.
40939 The ship’s journey is the third geographical catalogue of the poem, and
it takes the form of a periplous. It complements the journeys at 30-49 and 216--86,
and between them they encompass most of the Greek world, i.e. the Aegean, the
northern mainland, and the Peloponnese. It may also be significant that both
the first and third catalogues have Crete as their starting point. Apollo’s power
is manifested in the final parts of the hymn most clearly, involving the response
of nature (cf. already the reactions to his birth at 119—39). Moreover, whereas in
216-86 the second-person address of 207 is continued right up to the god’s arrival
at Crisa (282), in 388—544 the god is always in the third person.

There is considerable variety in the details of the periplous, both in the verbs
used, and in the length of the passages. As with 216-86, some places are given
special attention (e.g. 41118, describing the cattle of Helios at Taenarum, where
the sailors want to stop, or the vivid glance at Odysseus’ homeland in 428), and
the pace quickens towards the end (433-5), as at 281. The moment of arrival is
also expressed in parallel form, but with elegant variation (282—5 ~ 438-9).

There are more points of contact in this catalogue with the geographical
information in the fliad and Odyssey than in the case of the other two. On the
other hand, some of the language of 410—21 is un-Homeric. See also Map 1, and
Baltes (1982) 25—43 (especially 35ff.).
4x0—21 There may be direct echoes here of the episode about the island of the
Sun in Odyssey 12: cf. 411 Tepy1uPpdTou HeAloto, which recurs in early epic only at
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0d. 12.269, 274, the motif of the Sun-god’s flocks, and the use of Topex . . . Exouca
in 419, paralleled at Od. 12.276.
410-12 As it stands we should translate the text: ‘And along the Laconian land
they came to the sea-crowned settlement and country of Helios who cheers men’s
heart, to Taenarum . .. It seems impossible to take GhioTépavov TrToAlESpov in
apposition to Aakwvida yodav, with wdp . . . iov as a tmesis (as AHS do), since a
country cannot be called a TrToAeSpov. So it must go with what follows. There
was an ancient settlement at Cape Taenarum: cf. Frazer on Paus. 3.25.4, 11
p. 398, and RE tva 2037 s.v. Tainaron. dAiotépavos could certainly be applied to
this area, and the epithet recurs a couple of times in late poetry; cf. &AtoTegns,
commoner in late verse. The order of words is unusual, however, and the inge-
nious conjecture of Matthiae “EAos T podov oA {eSpov may be correct. Cf. IL.
2.584, where this half-line occurs in the catalogue of Menelaus’ kingdom. Helos
is probably the modern Agios Stephanos, near the sea south of Sparta, a Bronze
Age site. Cf. Hope Simpson and Lazenby (1970) 78.
412-13 Taenarum (or Taenarus) is first mentioned here. The sacred flocks of
the Sun-god at Taenarum appear nowhere else, but resemble the sacred flocks
and herds of Helios on Thrinacia in the Odyssey (11.104-15, 12.127—41, etc.). There
were also flocks sacred to Apollo at Apollonia in Epirus (Hdt. 9.93), and in the
Hymn to Hermes his cattle are in Pieria. As in the passage about Poseidon at
Onchestus (230-8), the poet here pays tribute to another god in passing.
412 PadUTprya: only here in early epic; cf. Oppian, and Paduyaitns in Hesiod,
etc.

413 EmiTepmréo: also only here in early poetry; cf. Plato etc.
414—21 The unsuccessful attempt to find a stopping-place is a similar motif to
Apollo’s abortive plan to set up his temple at Telphousa’s spring (244—76).
416 SoméSoion: this word (always singular in Homer) is not elsewhere found
referring to a ship’s deck.
417 TOAUTXSuov: a hapax legomenon, but cf. oAUy Sus (Strabo).

&uels dpouaer ‘would leap away (from the ship). Cf. Il. 23.393 &pois 650l
Spauétny ‘they ran off the track’, and Od. 19.221, 24.218 &uels &dvTa, ‘being
apart (away)”.
418 oV nBahioow EmeiSeTo: of. Theognis 458 Tndoicor TeideTon. In Homer
(Odysscj) only one Tnd&Aiov is mentioned, whereas two steering oars are normal
for later ships, and two are already shown on some late Bronze Age and Geometric
depictions. See D. Gray, Arch. Hom. (Seewesen) Gioz and illustrations, Casson
(1971) 46 and n. 26, 2248, Morrison and Williams (1968) 53 and Index s.v.
steering oar. However, it may be significant that oifijiov (‘tiller’) is used once in
Homer in the plural, of a single ship (Od. 12.218).
419 TOopiK. . . Exouoa ‘keeping on past’. Cf. Od. 3.182 TTUAov®’ Exov, 12.276
ToptE Ty vijoov EAadveTe vija uEAcavav,

Mehomovvnoov Trielpavs see 250n.
420 fi’ 680v: see 232n.
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421-9 The geography of this passage has points of contact with the description
of Nestor’s kingdom (ZI. 2.591—4), and Telemachus’ journey from Pylos to Ithaca
gOd. 15.295-8; cf. also H. Ap. 434-5n.), together with references to the Ionian
islands (Od. 1.246 etc.). There was debate in antiquity about the location of some
of the places named. Argyphea is not mentioned elsewhere. The sequence of
places is not in exact order going from south to north, but we move up the west
coast past Triphylia and Elis.
422 Apfivnv: cf. I, 2.591, 11.723. It was usually identified in antiquity with later
S?mlcon in Triphylia (Strabo 8.3.19, Paus. 5.6.2—3). The epithet &parevny is
given to Arene at Il. 2.591, here to the unknown Argyphea.
423 = Il 2.592. Thruon is called Thruoessa at 1. 11.711, and described there
as ‘a steep hill, far away by the Alpheios, on the borders of sandy Pylos’; it was
identified by Strabo (8.3.24) with the later Epitalion. Strabo (8.3.24) is unsure
whether Aipu was a noun or an adjective, and its location is quite uncertain. On
the places in 422—3 see Hope Simpson and Lazenby (1970) 83—4.
424 See 398n. for the location of Pylos in Triphylia.
425~7 These verses are close to Od. 15.295 + 2978 Pav 8¢ rapd Kpouvous kad
KakiBa koAApéeSpov, and fi Bt Deds EméBoAey Erreryoutun Ads oUpwt, | A8t
mrap HABa Biaw, 691 kpatéouaty Erretol. 295 is not in our MSS, but is quoted
by Strabo as part of this passage (8.3.26; again at 10.1.9 with TeTpecoav at the
end of the line). Since the preceding lines (293—4) are virtually identical to H.
Ap. 434-5, it seems probable that our poet had the Odyssey in mind here.
425 Strabo (8.3.13, 27) puts the river Chalcis and spring Crounoi together with a
settlement called Chalcis all just north of Samicon. Dume, first mentioned here,
was further north, in Achaea. But Hecataeus (FGrH 1 F 121) and Antimachus of
Colophon (fr. 27 Wyss) both seem to have thought that there was another Dume
in Triphylia: see Matthews (1996) 131—4, and Cassola on H. Ap. 425,
426—7 These lines occur in reverse order in Od. 15.297-8, where Aristarchus
and Strabo read ®eods or Decss, for Pepds in our MSS. Here too ®eds, or Decis,
is probably correct. AHS think Pherae is the same as later Pharae in Achaea,
but this was inland, its position does not fit 428—9, and Phar- has a long alpha.
Pheai is actually at the south end of Elis, but the point is that the Ionian islands
(428—9) begin to appear at this point in Elean territory. 426 also closely resembles
Od. 24.431: see 466—7, 4ggnn. for other links with this Odyssey scene, Janko (1982)
130~1, and Introduction 2(c).
426 Emeiol: as in Homer (£l. 2.619 etc.) the Epeans are the inhabitants of Elis.
427-8 eUte. .. kad. . . ¢ for this use of asyndetic e¥re followed by the apodosis
with kad cf. Od. 13.78-9 (and see H. 4p. 115n.).
427 ®eds: EmP&AAa in the sense of ‘approach’ or ‘set course towards’ takes
the dative later, and Qecis may be the right reading here, as at Od. 15.295.
&yoMopevn: this more lively word than émeryopévn at Od. 15.297 suits
the tone of this passage, where the ship seems to speed on of her own
accord.
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428-g The sudden appearance of the islands (visible in the distance from'. high
points on this coast) is effective, with Mt Neriton on Ithaca glimpsed amid the
clouds. o
429 = 0d. 1.246 etc. Doulichion’s identity is disputed: candidates since antiquity
have been Leucas, Dolicha (one of the Echinades, but too small), part of Gephal-
lenia, Same being the other part of this island, or even present-day Ithaca. That
Same is all or part of Cephallenia seems fairly certain. See S. West on Od. 1.246~
7. Bittlestone, Diggle, and Underhill (2005) discuss the identity of these islands
afresh, but their views are controversial.

430—9 We come to the final stage of the journey, marked by the appearance of
the Gulf of Corinth, after the whole Peloponnese has been passed. Here a strong
west wind at once begins to carry the Cretans swiftly through the Gulf to their
journey’s end. There is a sense of urgency in this passage which is dramatically
effective.

430 mopevicaro: in Homer the aorist of vioopas is not used, and it is rarely
found later, but it is more appropriate here than the variant reading of the
imperfect. Tapeueiparo would have been possible (cf. 409 etc.).

431 éel is preferable to the variant &mi, and kad 8% el parallels &AX e 81
in 430. The Gulf is called ‘of Crisa’, and was still so called by both Thucydides
and Strabo: see Robertson (1978) 43. It is ‘vast’, like EAAfjorovTOS &reipeov (1L.
24.545), and évTos &meipwv (Hes. Th. 678). katagaive/-eoSan is used first
here; cf. Pindar, Herodotus, etc.

432 ‘Which separates off the rich Peloponnese.” Siex.. . . &pyel is a imesis.

" 433—4 The great west wind is dignified by an extensive descriptive phrase.
ai9pios is first used here, and later is applied to a wind which clears the sky
(especially the north wind). In Homer cf. oiSpnyevs (L 15.171), oiSprmyeveTns
(0Od. 5.296), both of Boreas.

433 & A1ds ofons: only used here, but cf. Aios aioav/-niin L. 9.604, 17.321.
Zeus’s will and Apollo’s coincide (cf. 420-1, 437), and Zeus is also god of the
weather, as at 427.
434-5 This resembles Od. 15.292—4, where Athene sends a fair wind for
Telemachus: AdBpov Emaryifovra 8 aiSépos, dppa TéyioTa | vnis dvioeie
Stouoa Johdoons SALUpdY USwp (see 425—7m.). A&Bpos Emanyifev is also used
of Zé¢pupos at Il. 2.147-8.
4389 &5 Kplonv. .. & Aipév': Le. to the harbour of Crisa, which gave access to
the settlement inland.
438 =USelehov: this epithet of places occurs several times in the Odyssey, and was
probably taken as meaning ‘easily visible’: see Chantraine, Dict. s.v. 5fjAos, and
S. West on Od. 2.167.
439 &xpiuypaTo: in Homer this verb occurs only at Od. 10.516 Xpiug3eis, but
forms of &yxpiumTeoSat occur more often.

TrovTotdpos vnUs: the ship runs aground ‘with a rhythmically audible bump’
(Miller (1986) 93).
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440—73 Apollo left the ship, like a star at midday, and entered his inner sanctum,
kindling a fire there, and lighting up all of Crisa with its radiance, and the women
of Crisa gave a ritual cry in response to his presence. Then he flew back to the
ship and appeared as a young man. He asked the sailors who they were, and
why they were so frightened, and had not disembarked. Their leader replied,
and asked what land they had reached.

440—7 The arrival at Crisa is followed at once by the first manifestation of the
god’s presence. His appearance like a star in full daylight, and the divine radiance
which fills Crisa, are similar to the sudden radiance of Demeter as she enters
the palace at Eleusis (4. Dem. 188—9), or the radiant splendour of Aphrodite’s
appearance when she enters Anchises’ farmstead (H. Apk. 81—9o). The ritual
cry of the Crisaean women is paralleled by the response of the goddesses to
Apollo’s birth (119). Cf. also the series of ritual actions instituted by the response
of Metaneira and lambe at /. Dein. 191—211, and Anchises’ promise to set up a
cult and his prayer at H. Aph. 9g2—106. Apollo’s presence evokes fear, as at H. Dem.
190, and the Cretan leader also senses Apollo’s divinity (464~6; cf. 473).

In all these cases, this ritual revelation is the prelude to the full self-revelation
of the god to follow: cf. H. Ap. 475501, H. Dem. 256—74, H. Aph. 172—290. In the
parallel story of Dionysus and the pirates also, the helmsman already realises
that he is a god when it is impossible to bind him (H. 7.13-24), in anticipation
of his self-identification at the end (55~7). But in Apollo’s case, there may be a
particular point in his divine radiance, since he is a god of purity and light (see
120~2 and 202-3nn.), just as his appearance as an ephebe at 449-50 reminds us
of his role as patron of young men (koUpot).

440-2 This is close to the description of Athene’s descent from Olympus at 1.
4.75-9: olov & &oTépa fike Kpdvou mrdis &ykulopnTew, | | vadtniol Tépas A
oTPaTEL EUPE AV, | Aaptrpdy Tol 8¢ Te TToAAol &md omivfipes fevTan | Té
&ikui” Hiev i xSdva TToAAds A, | k&8 8 ESop & péooov: SduBos & Eyev
eloopowvTas. .. There too this is followed by her appearance in disguise as a
man (86—). The description in both cases suggests a shooting star or meteor, or
perhaps a comet (see Kirk on 7. 4.75-8). Here however the appearance of this in
full daylight makes it even more portentous.

443 & & &BuTov kaTédbuoe Six TprmdSev EpiTiuwy: there seems to be word-
play in &Svrov karéSuoe — Apollo enters where no ordinary mortal may. Some
have thought that a cult is envisaged as already existing at Crisa (see Picard (1938)
97-9)- But it seems more likely that the poet is thinking of the new temple at
Pytho. ‘

Tripods were very closely associated with Apollo’s cult, both at Delphi and
elsewhere. Apollo himself, or the Pythia, was supposed to prophesy seated on
a sacred tripod (cf. Amandry (1950) 140-8, Parke and Wormell (1956) 1 24-6).
Tripods dedicated at Delphi are among the objects listed by Hermes as possible
plunder at H. Herm. 178-81, and they were an important form of offering later:
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cf. especially the golden ones set up outside the temple by Gelon and Hieron
(Bacchylides g.17—21).

Aristophanes echoes this line at Knights 1015-16, in a comic oracle: pp&lev,
EpexJeidn, Aoyiwv 686y, fiv ot AToAAwy | fayev ¢ &dUTolo 81 TpiIddwv
¢pitipwv. Cf. the echo at Birds 575 of H. Ap. 114. Here the oracular voice resounds
from the inner sanctum, ‘through the tripods’. Cf. Aristonous’ Paean 9-13
(Powell, CA p. 168) &vF &md Tprmddwv Seo|kTNTwY, XAwpdTopov ddgvav |
gelwov, pavtooUvay Errot|yvels, i) it TToudw, | gpikamevTos & &SuTou . . . (‘where,
from divinely owned tripods, shaking freshly-cut laurel, you practise your orac-
ular art, Lord Paean, from your dread inner sanctum’). Cf. also Corinna, PMG
654 col. iii.32—4 (of a Boeotian oracular cult) wp&Tol [uév] y&[p Aat]oidas |
860K EUcovolpol Tpimddwv | Eos 6 [Xpe|iopds tvémew (for the son of Leto
granted first Euonymus to utter prophecies from his tripods’). Pindar describes
the wealth of tripods dedicated in the temple of Apollo Ismenios in Thebes
(P 11.5-6): Ypuotwv & &duTtov TP1mrdduwov | Snoaupdv, Ov TepiodX ETipaoe
No€ias. This suggests (whether &SuTov is an epithet or a noun) that they were
kept within the &8uTov of this shrine. At the Boeotian sanctuary of Apollo Ptoios
(and the hero Ptoios) there was an alley flanked by lines of tripods. See Guillon
(1943) 11 especially 57-62, and Schachter (1981-94) 1 52-73.

444 Apollo kindles a flame within the &3uTov, ‘making manifest his signs of
divine power’; Tipavokopevos T& & kfiAa is used of snowflakes sent by Zeus at
1. 12.280. kfiAx is often translated ‘arrows’ or ‘missiles’, but West (on Hes. Th.
708) argues that it is only used of manifestations of divine power, as in the case
- of Apollo’s plague-bearing arrows at Il 1.53 and 383, or Zeus’s thunder and
lightning at Th. 707-8. Pindar (P 1.12) uses it metaphorically of the sounds of the
lyre which charm even the gods. The scholia there suggest that he has in mind
a connection with knAfjpara (etc.) meaning ‘charms’. Popular etymology quite
possibly also connected it with xafelv meaning ‘burn’ (£ upi knAécwr). The fire
at the sacred hearth of Delphi was later seen as especially holy. It was used, for
example, to purify the altars of Greece after the Persian Wars: cf. Plut. Aristides
20.4-5, Malkin (2002) 77.
4456 Cf Od. 3.450-1 ai & OAGAUEaw | Suyatépes Te vwoi Te wod aiboin
TrxpéorTis (at a sacrifice). See also H. Ap. 119n.
447 O®oiPou Umd prmrfis: pr1rr) can be used of a violent movement or ‘onrush’
of some kind, e.g. of a weapon or warrior, or of strong wind or fire, and then
sometimes later metaphorically of ‘winds of passion’ (S. Ant. 137, 930) or the
power of Aphrodite (Orph. H. 4.141). So here it could refer to the fire kindled by
Phoebus, or to the inspiration which this creates, or both at once.
448-512 The following scene has structural parallels with other ‘scenes of
meeting’, involving a: disguised deity, and more generally with those episodes
where a character arrives at a new place by sea and encounters someone
* there (divine or hurhan). See Richardson on H. Dem. 98ff. (and Appendix m
there).
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448 vony ds: see 186-8n.
&Ato méteaSaus cf. H. Dem. 389 &Ato Séew, and the similar Homeric formula

By 8¢ Seew.

449-50 Cf 1. 16.715-16, where Apollo comes to Hector, &vépi eioduevos aignéd
Te KpaTepcdl Te, and H. 7.3-6, where Dionysus appears venvint dw8pi £oucos |
TpwINP koAl 8¢ TeplooeiovTo ESeipon | kudveon. Hermes and Athene also
take the disguise of a young man at Od. 10.277—-9 and 13.221—4. But long hair
is especially characteristic of Dionysus, and of Apollo éxepoexduns (H. Ap. 134),
who is also a patron of ephebic youths (xoUpor). Gf. Burkert (1985) 1445, and see
H. Ap. 134, 493—6nn.

45173 Apollo’s dialogue with the sailors marks ‘a distinct slowing down of
narrative tempo’, by contrast with the ‘high-pitched excitement of the preceding
fifty lines’ (Miller (1986) 94).

452-61 The opening questions are those asked by Nestor of Telemachus and
his companions on their arrival at Pylos, and by Polyphemus of Odysseus and
his men (4525 = Od. 3.91—4, 9.252-5; see below 469—73n.). What comes next,
however, is an ironic comment on the abnormality of the situation: these sailors
are not following the usual epic conventions of ‘arrival scenes’. In fact, it is only
after Apollo’s revelation of his identity and instructions to them that the ‘normal’
narrative thread will be resumed (503-12).

453-5 On piracy in the Homeric poems see Souza (1999) 17-22.

456 fioSov: it is odd that we suddenly find three cases of the dual used instead
of plural here, at 487 (xk&SeTov AoavTe), and at 501 (knoSov). The dual was
probably no longer used in the spoken Ionic of the time of the Jliad, and there
are a number of cases where it is used instead of plural in the text of that
poem as we have it: cf. 4.407, 5.487, 8.74, 9.182-98 (seven times); cf. also H.
Herm. 504. The cases in the Hymn to Apollo may be due to modification of for-
mulaic prototypes, such as (for 456) TipS oUtws totnTe TeINTOTES (IL. 4.243),
Téq)S’ oUtw TeTinoSov, ASnvain Te kot “‘Hpn (I 8.447), etc.; cf. Hoekstra (1969)
28-9.

458—9 Cf Od. 11.218 GAN a¥tn 8ikn EoTi BpoTéov, &Te. . ., 19.43 a¥Tn ot Sikn
toTi Secdv, ete. (This use of &ikn to mean “mark’ or ‘manner’ does not occur in
the Ihad.)

458 &vBpddv &ApnoTdwv: cf Od. 6.8 (again not an Iliadic use). dAnoTHs prob-
ably means ‘grain-eating’: see S. West on Od. 1.349.

460 xopdToor &8nkdTes ‘overcome by weariness’. The derivation of &&nkdes is
uncertain: see Hainsworth on . 10.98.

461 = [l. 11.89 (ofTou Te. . .).

462 After the fear and astonishment evoked by a divine epiphany, the god often
reassures those affected, as Apollo does here. See H. Aph. 192—s5n.

463 Kpntdv &yds: he is nameless in our hymn. Later sources call him Castalius
(Et. M. 255.17-18, Orion 46.22, Tzetzes in Lycophr. 208), or Icadius (Servius on
Aen. 3.332).
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464—73 The Cretanleader’s reply is built from a series of traditional or Odyssean
elements, but in his businesslike and mundane way he expresses their bewilder-
ment at an extraordinary situation.

4646 This courteous formn of greeting to a stranger, admiring his noble or

godlike appearance, and expressing a wish or prayer for his well-being, belongs

to a conventional pattern: cf. for example Od. 6.149-85 (a highly elaborate devel-
opment), and for variant forms see Richardson on H. Dem. 1351t., 213ff. Sometimes
it is coupled, as here, with a request for information about the place where one
has arrived: cf. 0d. 13.228-35 (and similarly H. Dem. 133—4). Where the addressee

. isreally a god, there is also irony in the recognition of his godlike qualities.

464 #mel oU piv y&p Tz ‘since in fact (y&p) in no way ...’ The combination
&mel. .. y&p is unusual, and perhaps arises from coalescence of epic o¥ ukv ydp
and &trel o¥ pév T ‘

466—7 = Od. 24.402-3. The archaic form oUAe (literally ‘be healthy’: cf. Latin
salue) seems to occur only in these two cases in literature. Influence from this part
of Odyssey 24 1s possible: see 4267, 499nn., Introduction 2(c).

468 = 0d. 13.233.

469—73 Cf. Od. 9.259-63 (in reply to Polyphemus’ questions, which are repeated
at H. Ap. 452—-5): Huels. .. dmomAaydévtes Axaiol |...0mép péya AdiTpa
Schdoons, | oikade iEyevor, ANV 686v, &AM kéAeuSa | fASopev olTw Trou
ZeUs fi9ehe unTicaocSan. | Acol § ATpeidew Ayautpvovos ebydueS elvar. The
coincidences with Apollo’s speech and the Cretan’s reply are close enough to
suggest direct influence from the Odyssey. vooTou iéuevor (472) may be due to
reminiscence of the Odyssean passage (olkade iéuevotr). Verdenius (1969) 195
takes vOoTOS as simply meaning ‘ourney’s goal’ here, as sometimes later. But
476-8 suggest rather that he is expressing his men’s desire to return home, which
will be unfulfilled.

471 Cf Od. 1.182 viv & &B8e §Uv vni karAuSov.

474—523 Apollo declares his true identity, and tells the sailors that they are to
take care of his temple. He instructs them to disembark, build an altar on the
shore, make an offering, and. pray to him there as Delphinios. They should next
have a meal and offer libations to the gods, and then accompany him, singing a
pae.ar'l in his honour, until they reach his temple. They obey his orders, and after
the ritual is complete, he leads them with his lyre in dancing and singing up the
hill to his temple at Pytho.

Once again, epiphany here is followed by ritual: first the institution of a cult
at the place of the god’s revelation, and then a processional hymn, with Apollo
himself as leader, from the altar by the shore to the god’s chief sanctuary. Apollo’s
instructions here, and (still more) his final speech at 531—44, can be viewed as his
first oracular pronouncements in his new role as the god of Delphi: see Leclerc
(2002) 159—60. ' .

475-85 The long, elaborate opening address prepares the way for the climax of
480. The powerfully enjambed 76 Tpiv of 476 modifies 475, and this suggests a
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sense of the loss of all they hold most dear, to be replaced by their future role as
servants of the god. They have no choice in the matter (as with their journey),
but Apollo implies the degree of honour which this will bestow: cf. 478—9, echoed
by 482-3, and 484-5.
479 Cf. 483 and 522.
480 The form of self-revelation is conventional: see Richardson on H. Dem. 268.
But the fact that Apollo introduces himself first as ‘son of Zeus’ may be significant,
as implying Zeus’s backing for the whole enterprise.
485 The redundancy of ‘always, continually, for all days’ is not untypical of
expressions of permanence: cf. (e.g) H. Herm. 125-6.

Tipfioeode: the future middle of Tiu&v (always with passive sense) does not
occur elsewhere in early epic, but is common later.
486 A variant of the formular AN &yeS, &5 &v &ydd elmew, TaSdkpeda TévTeES
({l. 2.139 etc.).
487—9 The actions prescribed are typical of scenes of arrival by sea (see 503-7n.),
although the language is not formulaic. 487 describes ‘the operation of lowering
sailyard and sail (after furling) by letting go the leathers by which both had been
hoisted to the top of the mast’: Morrison and Williams (1968) 62—3. The ship is
then drawn up on the beach, and possessions and equipment are disembarked.
For arrival scenes see also Arend (1933) 79-81.
487 Yor the duals see 456n.
488 Cf. Il. 1.485 = 0d. 16.325 (and cf. 16.350) vfiar pév of ye péAcavaw ér frelpoto
gépuocav. The hiatus in &l fweipou is paralleled by 71, 22.206, 23.274, and should
not be emended. It is probably due here to adaptation of the Homeric formular
verses just quoted.
489 Cf. Od. 13.120 (arrival in Ithaca) &k 8¢ kTApaT Sepav.

gvTeo: in early epic this is normally used of weapons, once of utensils for
a meal (Od. 7.232), and only here of ship’s tackle (instead of &mAa); cf. Pi.
N. 4.70. '
490—6 Sacrifice and prayer to Apollo on the seashore take place in the scene of
Chryseis’ return to her father at /1. 1.438—74, following the ship’s arrival at 4329,
which resembles H. Ap. 503—7. When Telemachus arrives at Pylos he also finds
the Pylians sacrificing by the sea to Poseidon (Od. 3.4~66). In the Ifiad scene an
altar already exists (440), whereas here it must be built, as a new cult is being
set up. Gf. AR. 2.66g9—719, where the Argonauts have a vision of Apollo on a
deserted island, set up an altar on the shore, and sacrifice to him, and Orpheus
sings a paean about his defeat of the serpent of Delphi (with some probable
echoes of our hymn). Malkin (2002) 76 sees the scene in the hymn as similar to
the practice of Greek colonists, setting up an altar to Apollo as &pynyéTns on
first landing in a new country.
490 kol Bwpodv ToMoot: cf. 384.
491 &l T &AgiTa Aeukd SUovTes: sprinkling barley-grains over the victim was a
standard feature of Homeric sacrifice (oUAuxUTas): cf. Kirk on /. 1.447-68. Here
there is no animal to be offered, and they simply offer barley. Cf. the offerings
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to the dead (Od. 10.520, 11.28), which include sprinkling &A1t Aeukd, and
Fumaeus’ meal at Od. 14.77, where barley-grains are sprinkled over the roasted
pigs.

493-6 This is the third adtion of a cult-title of the god: cf. 372—4 (TT4Shos), 3857
(TeApouaios). Apollo’s cult as Delphinios was common throughout the Aegean
area, but especially in Crete. It is not attested at Delphi itself, where AeAgaios
or Bengodos are found, but the site of the cult in the hymn is by the sea, ie.
at the harbour-site of Crisa. Pausanias (10.37.8) attests a later temple to Apollo,
Artemis, and Leto here.

In Crete, Athens, and elsewhere Apollo Delphinios was closely associated
with central civic institutions, and in particular with the ephebes, for whom he
acted as patron or KoupoTpdeos. His appearance as a young man with flowing
hair at 44850 suits this association. He also has a moral role, as in the use of
the Delphinion at Athens as a court for justifiable homicide. In the hymn the
title is ‘explained’ by his appearance as a dolphin, and it used to be thought that
this indicated a maritime aspect to this cult {e.g. Farnell, Culés 1v 145-8). Some of
Apollo’s other titles imply this (e.g. AxTodos, Expdoios, Eupdoios, etc.), but the
evidence does not seem to show this for Delphinios. Later tradition associated
the name Delphi with the dolphin, and this appears as a symbol on Delphic
coins from the late sixth century B¢ onwards (cf. Forstel (1979) 220). On Apollo
Delphinios see especially Graf (1979) 2—22.

496 ‘And the altar will be (called) Delphinian, and will be conspicuous for all time
to come.” With M’s reading we must scan SEA@ivics, or perhaps rather as three
syllables, with synizesis of the final one, in contrast to AEA@ivicot in 495. For such
variation see 373n., and cf. Hopkinson (1982) 162—77. For similar examples of vari-
ation cf. H. Ap. g—10 Xpuctou. .. xpuoeiwt, H. Aph. g7-8 wpedwy. .. vuuedv,

H. Herm. 92 Te 18cv u1) i8wv. This is surely the right reading here, rather than

5EAg(g)10s. ETrowios is also a title given to Apollo and Zeus (Hesychius s.v.), in the
sense of ‘Overseer’. The word occurs first here (apart from a variant at II. 3.42).
499-501 The sequence of a meal followed by music (song and dance) forms the
traditional template for this pattern here.

499 Cf. Od. 24.489 of & &mel olv oitolo peAippovos & Epov Evro. oitolo
ueAippovos is an unusual metrical variant of the common Téoios kol E5nTUos
(cf. H. 4p. 513). See also 466—7n.

500 inmwaifov &eidewv: ‘sing the pacan-song [or refrain]’. On this see 272,
357—b2nn.

502—23 The execution of the god’s orders about beaching the ship etc. is
described in a passage of a relatively formulaic type, echoing 487-501 with
variations. 500—1, however, are developed into an elaborate description of the
procession to Pytho at 514—23.

503—7 503 echoes 487, and is probably a formular prototype for that verse, with
its awkward duals. 5047 are formulaic: 504 = II. 1.434, 505 = II. 1.437, Od. 15.499
(cf. Od. g.150 etc.); 506—7 resemble the landing at Il 1.485-6 (507 = L. 1.486).
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The variant version of Il. 1.484—6 in a papyrus (pap. 53 Allen = West) has extra
lines which resemble 505-6.
504 ‘They lowered the mast on to the crutch, letting it down with the forestays.’
The ioTod6kn is a crutch on the stern, into which the mast was lowered. See
Kirk on 1I. 1.434, and Morrison and Williams (1968) 62—3.
505 & Bt kol airol Pafvov: kai adTof is less appropriate here than at either /1.
1.437 or Od. 15.499, suggesting the formular character of this line. Boivov is the
reading at Jl. 1.437 (where it is necessary, to distinguish this from the transitive
Bicav in 438), and at Od. 15.499.-M’s reading Pficawv is also possible here: cf. Od.
9.150 Pfjuev etc.
506—7 The ship is drawn up on the beach, and wooden props (¢pucra) fixed to
hold it upright. See Kirk on /I. 1.485-6.
508-13 Cf 490-2, 497-9.
514—19 The procession, with song and dance accompanied by Apollo’s lyre,
echoes or parallels the first reference to Apollo going up to Pytho at 182—5, and
the following scene of celebration on Olympus (516 ~ 202 koA& kad Gyt Bias).
But here the song is identified as a pacan, sung by the first pilgrims ever to make
the journey from the harbour of Crisa up to Delphi. Many later paeans were
processional, and some could be classed by ancient writers as either paean or
prosodion (‘processional song’). Some songs were also classified as consisting of
paean followed by prosodion: cf. Rutherford (2001) 33-6, 104-8, 306-7, 3254,
329-31, etc. Here the scene must surely be aetiological, giving mythical authority
to later Delphic practice. The Pythian nomos also ended with celebratory dancing
by the god (kaTayopeuais), possibly including cretic rhythms. The earliest form
of Pythian contest was in singing a hymn or paean to Apollo after his victory
(Paus. 10.7.2, Str. 9.3.10). See 357—62n.
514 Cf. Il 14.384 P&v § uev fipxe & &pa o Tooeiddwv EvootySwv (and
14.134).
515 Epatdv kiSapifwv: of. H. Herm. 423, 455. Athenaeus cites 514~16
(ATSAAwY . . . BiPas) with oplev for éportdv.
516 xoAd kad Uy BiPas: see 202n.

oi 8¢ prjooovTes EmovTo: cf. Il 18.571—2 Tol 8t priocovTes Gucp Tt | . . . ool
okaipovTes ETovTo. PricoovTes means ‘stamping, beating the ground’. Cf. A.R.
1.539 TESoV prioowol oBeTat, in the context of dances by young men to Apollo
at Pytho and other sanctuaries.
517—19 The close association of Crete and Delphi is emphasised by the word-
ing (Kpfites mpods TuSw), and also the Cretan origin or character of the
pacan-song. For this association see 393n. The Cretan origin of the paean was
suggested by some ancient traditions making Thaletas of Gortyn the inven-
tor of paeans (Strabo 10.4.16, citing Ephorus), and the story of his having
cured a plague or stasis at Sparta with his songs (Pratinas, PMG 713 (iii),
Paus. 1.14.4, etc.). The paeon (long plus three shorts) can be defined as a
resolved cretic (---), again suggesting a Cretan link. Paiawon occurs as a
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divine name on the Linear B tablets of Cnossos. See Rutherford (2001) 24-5,
76—7' . .
51819 ‘Like the paeans of the Cretans, in whose breasts the divine Muse has set
honeysweet song.’ This is the usual interpretation, taking Toufjoves as ‘paeans’.
It has, however, been argued that both olof e and ofot Te must refer to persons,
and therefore the word must mean ‘pacan-singers Huxley (1975) 119—24; cf.
Rutherford (2001) 24. But there do not seem to be any other examples of this
sense, and it is possible to interpret olof Te. . . Troutoves as referring to the songs
(sung by) Cretans, and olof Te as referring to Kpntdov. This is also better than
assuming that the Te in ofof Te means ‘and’, introducing a second class of inspired
singers (as Evelyn White’s Loeb translation and Huxley (1975) 124 1. 23 do). For
the description of poetic inspiration cf. Od. 22.347-8 Seds 8¢ uot &v ppeciv oilas |
TravTolas évépuoey, and for pehtympuv &oi87 cf. Od. 12.187 peAiynpuv. .. 6T,
of the Sirens, Hes. T#. 83—4, 96—, of speech or song inspired by the Muses.
520—2 The ease and speed with which the dancers climb the hill is a sign of their
divine possession, as (for example) with the Dionysiac inspiration of Gadmus and
Teiresias in Euripides’ Bacchae 187-94 etc.
520 &kpnroi: this form, for Homeric &xufs, only recurs at Nicander Ther. 737.
523 &8uTtov f&Seov: the &SuTov is emphasised again as at 443.
524—44 The Cretan leader asks Apollo how they are to live in such a rugged
place. Apollo, pitying his men’s human ignorance, reassures them, replying that
if they continue to make their sacrifices, pilgrims will always come and give them
offerings in plenty. He ends by warning them against any rash word or deed, or
* insolent action, whose result will be that other men will become their masters for
all time to come.

The Cretans’ anxiety and Apollo’s reassurance echo Delos’ concern about
her poverty and Leto’s promise of rich offerings and honours (57-88). Thus one
of the opening themes of the poem’s narrative is resumed at the end

On Apollo’s warning see 540—31n.

524 = Od. 20.9 (ToU); cf. Il. 9.595, Od. 24.318.

526—7 Cf. 476-8.

528 ‘How are we actually now to live? This is what we tell you to consider.” This
seems to be echoed at A.R. 1.685 mwés Tfuos PwoeoSe Suodupopot; and 693
1&Be ppdleadan Eveoya. ProuecSa is unusual as a form of the verb Bideo, and
has been variously explained. Janko (1979) argues that the echo in Apollonius
guarantees his conjecture PcoueoSa, and that P1éw means ‘pass one’s life’, as
opposed to {do ‘exist’. He therefore regards Pcopeoda as derived from Pooke,
which is also used in the parallel episode at 59. See Janko (1979) 215-16 and (1982)
123—4. This could be right: but Biépeo9a is an explicable form, as Janko himself
says, and since Piog can mean ‘livelihood’, the use of P16w in this context seems
justifiable. )

&veoyuev: an athematic perfect form, like eiAiAouSpev etc.; cf. Chantraine,

GH 1 4245
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529—30 Delphi’s natural barrenness was later proverbial, and became a standard
reproach against the priests. They were said to have been mocked for their
complete dependence on the pilgrims by Aesop, who was killed by the Delphians
as a result (Schol. Ar. Tesp. 1446, POxp. 1800 col. ii.2.30-63, Call. fr. 192.15-17,
etc.). Lucian may have these verses in mind, as well as Iliad 2.519 and g.405, at
Phalaris 2.8, where a citizen of Delphi mentions the rocky site of Delphi and their
dependence on the sanctuary and its revenues as a Homeric theme.
529 “This (land) is neither desirable for vine-bearing nor good for pasture.’ Cf.
54—5 008 elBwv ot EoeoSon douan oUS’ eUunAov, | oUdE TpUyny oloes, oUT &p
PUTa pupia puasts, Od. 13.246 alyifoTos 8 &yadf) kad BolfoTos, 9.27 Tpnxel
&GAX &y adn koupoTpogos, Hes. Op. 783 &vBpoydvos & &yadr. Cassola prefers
to interpret ‘this desirable (land) is not vine-bearing, nor good for pasture’.
The site has just been described by the poet as y®dpov &mmpoTov (521), but
Cassola’s interpretation sounds less appropriate in the mouth of the anxious
Cretan leader, and is a less natural way of construing the line. There may also be
a reminiscence of Od. 4.605—7 & & 19k oUT &p Spouol elpées oUTe Ti Aeipcov:
| adyioTos, kai pdAAov Emfipartos iroPdTolo. | oU yép Tis vcwv frmiAcTos
oUT ebAeipwy . . . (eUAelpwv only recurs at Hes. fr. 240.1 in early epic.)
Tpuyn@dpos occurs only here.
530 kol &y &vSpdomoiow &mndeiv: ‘and at the same time to minister to
mankind’. As the god’s servants they will also ‘attend’ his pilgrims. &uc implies
that there is not enough both to support them and also to enable them to have
leisure to attend to their public duties (cf. Miller (1986) 100).
531—44 Apollo’s reply begins with a gentle reproach, and his smile suggests
divine amusement at human weakness. The contrast between men’s anxiety for
the future and the ease and abundance of divine provision is a typical theme.
‘The message of the Gospels, to ‘take no thought for the morrow, what you shall
eat’ (etc.), could be viewed as a Jewish—Christian development of the same motif.
In the hymn, however, the promise is specifically linked to the assurance that the
piety of visitors will always be sufficient to supply the needs of the god’s ministers.
The final warning comes at first sight as something of a shock after the tone of
the rest of the speech. It is paralleled by Aphrodite’s closing warning to Anchises
(H. Aph. 286-8), after she has predicted the divine favours in store for their
child. But this arises more naturally from Aphrodite’s own distress at what has
happened and her desire for secrecy. (Notice also that H. 4p. 544 closely resembles
H. Aph. 289.) However, the sequence of Apollo’s speech fits into the traditional
pattern of 8APos leading to excess (kopos), UBpis, and finally &tn, and agrees
with the Delphic maxim undév &yav. Cf. Janko (1982) 120, and Miller (1986)
100—10.
53% Cf 1l 4.356 etc. TOV & Emipednoas wpooten. . .
532—3 Cf. H. Dem. 257-8 vides &vSpootror kai &pdduoves oUT” &yadoio | aloav
&mepyouévou Trpoyvdpeval olTe kakolo, and the ‘Orphic’ version of this (Orph.
fr. 49.95~6) &ppoves &vSpwror SuoTAfiuoves etc. For the traditional nature of
this ‘derogatory address to mankind by a deity or prophet’, in both Greek and
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Jewish literature, see Richardson on H. Dem. 256fL., and cf. also the Mus.es’ so‘ng
at H. Ap. 189—93. In the present passage, however, men are actually'sa._ld to ‘go
Jooking for’ (BoUAeaS) cares, troubles, and anxieties themselves. Tl'ns l-dela that
they bring their sufferings on themselves, at least to some extent, 15 .sumlar to
that of the ‘theodicy’ at the opening of the Odyssey, where Zeus complains of~ how
men blame the gods unfairly for their troubles, whereas oi 8¢ Kad aTol | opfjictv
&raoSoAiniow Umép popov EAYE Exouowv (1.32—4). .

532 ueAedGvas: in Od. 19.517 most MSS have the first declension form
pehedédvan, and peAedcovas may be correct here. Cf. West on Hes. Op. 66, for the
view that the third-declension form is late.

533 oTelvec: in Homer this is used literally, of a narrow or tight space. For t.he
metaphorical use cf. Aesch. Eum. 520 cwepovelv Uo OTEVEL, and Latin .angustzae,
but also Od. 9.445, where oTewdpevos is used of the ram distressed by its fleece
and the burden of Odysseus.

534 Cf. Od. 11.146 pnididv T1 Emos épéco xal v ppeot S?ﬁcroa. For the. gods'aﬂ
things can be easy, and this divine facility is offset against mortal difficulties.
Apollo will lighten their labour, as at 520-T. . '
535~7 The abundance of sheep sacrificed at Delphi was Ia'ter proverbial: cf.
Pi. P 3.27 unAo8dkat TTuS&vi, Bacchyl. 8.17 TTuSdva pnrodUTay, ete. In some
versions of the killing of Neoptolemus at Delphi he was said to have quarre:lled
with the attendants over the division of sacrificial meats, and to have been kﬂle'd
by ‘a man with a knife’: Pi. fr. 52f. 117—20, N. 7.42. The story of Aesop’s deat'h is
similar (see 529-301.): in the version in P Oxy. 1800 col. ii.2.32~46 ‘the Delphla.ns
stand around the altar U@ éxuTols porxaipas kopiGovTes, and each cuts and carries
away whatever portion of the meat he can obtain, often lea@g th.e sacriﬁc'er to
go away without any share’. The AeAgikr P& OLPa was a special k?nd of knife of
an archaic type used at Delphi, and became a proverbial expression for gr_eed,
as ascribed to the Delphians. Hence the killer of Neoptolemus was sometimes
identified as a priest called Machaireus, son of Daitas: cf. Sophocles‘, TrGF v
p- 192 Radt, Apollodorus, Ep. 6.14, Strabo 9.3.9, and RE s.V. Machalreué. On
these legends see Fontenrose (1960) especially 219-25, Wlec.hers (1961), Detienne
(1998) especially 175-94, Rutherford (2001) 313-15, Kowalzig (2007) 188—201.
536 &pSova: this epithet is not found in Homer, but cf. Hes. Op. 118, Solon 33.5

tc.

' ;37 dooa tpof s the hiatus in this position is unusual, and has been variously
emended. West’s conjecture 8ooa k” éuof is a simple solution.

TreptkAUT QUN &vSpcotreov: not an epic formula, but cf. 273, 355, and 298.
The repetition in 537-8 led to omission of 538 by some MSS. .
538 mpopUAayde: the verb occurs first here; cf. Herodotus etc. The form is
also unusual, and may be a metrical modification of the perfect form (trpo-
TepUAaryJe): see Janko (1982) 124. .

539 v94E dyeipopévaovs cf. 58 Ev&E &yeipduevol, in the parallel passage
about Delos.
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Kol &pfyy i90v Te pdAioTae 19Us as a noun occurs in Homer only in the
accusative, either in the phrase & 180v (‘straight onwards’), or in the sense
of ‘initiative, enterprise’ (from ‘direction’). But the text and interpretation are
quite uncertain here. If the transmitted text is correct, there must be a lacuna,
and one expects ‘and moreover above all <observe> both my direction <and
also my..: >’, followed by a conditional clause, either in the missing line(s), or
introduced by emending 540 to € 8¢... Janko (1982) 120 argues for xai &ty
iSuvTe SémoTa. & 8¢. . ., and compares Hes. Op. 9 dixkn1 & 1Suve SépioTas.
540~-3 The warning against UPpis presumably follows an injunction to act in
accordance with the god’s will (i30v). It also develops out of the preceding
emphasis on wealth and abundance (see on 531—44). It could be taken simply as a
general warning clause of an ominous kind, and oracular pronouncements often
did contain warnings. However, 542—3 seem too specific for this, and so it has been
taken as a post eventum prophecy, referring to a particular event. Delphic greed
was a traditional theme, and so was the motif of conflict over the distribution
of the wealth which Apollo predicts for the sanctuary (see 52930, 535—701L.).
542-3 imply that some conflict of this kind will lead to the Cretan priests or
their successors losing control of the shrine. This has often been interpreted as
an allusion to the so-called ‘First Sacred War’ (a modern term), an event or
series of events which later Greek tradition, from the fourth century Bc onwards,
assigned to the first part of the sixth century (¢. 594-584 Bc). This was supposed
to have arisen from misconduct by the people of Crisa (or Cirrha), who behaved
arrogantly or greedily, and in one version taxed or plundered pilgrims to Delphi,
and itled to the destruction of their town and consecration of the plain of Crisa as
sacred land by the Amphictionic League. This group of Greek states subsequently
controlled the sanctuary, whether or not they had done so previously. The war
was closely associated by tradition with the institution of the Pythian Games in
their classical form from 586 or 582 Bc onwards. It has been argued that the
war never actually took place, and that the tradition was invented in the fourth
century BC: see Robertson (1978). But the consecration of the plain of Crisa does
seem to have been a historical event, and so does the institution or reorganisation
of the Games. Cf. Davies (1994) 193-212, Lefévre (1998) 13-16, Sanchez (2001)
58-60, 6379, and Kowalzig (2007) 1g5—201.

The war was usually seen as intended to liberate Delphi from oppression
by its neighbour Crisa, and at first sight this does not seem to agree with the
view that it is misbehaviour by the ministers of the god which will lead to their
losing control of the sanctuary. Moreover, some of the sources for the war seem
to assume that the League was already in control before the war (e.g. Aeschines
3-107-12, Strabo 9.3.4, etc.). If; however, the tradition about the war is linked to
H. Ap. 5403, this must imply a close association of Crisa with the sanctuary of
Delphi, and this is indeed what is suggested by lines 269~74, 282—6, and 438—47.
In the Catalogue of Ships Pytho and Crisa are listed together as Phocian towns
(L. 2.519—20). See also 393n. for possible linking of Crisa and Crete. From this
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point of view then, the supposed ‘liberation’ of Delphi from Crisaean control was
a propagandist way of seeing the war, put about by the Amphictionic allies: cf.
for example Forrest (1956) 45 for this interpretation.

It has alternatively been suggested that the new masters envisaged in 5423
are actually the Crisaeans, and that the poet refers to an earlier takeover of
Delphic control by them. But such a statement is unlikely to have survived in
later tradition if Cirisa was subsequently destroyed by the League. Clay (1989)
go—1 revives an old suggestion that the ‘other leaders’ are the Hosior, a group of
officials later attested at Delphi, who may have had some oversight of the god’s
ministers, and who seem to have decided whether a sacrifice or consultation of
the oracle was acceptable. But we do not know enough of their functions to
assess whether this could be right: cf. Amandry (1950) 123-5, 24952, Roux (1976)
59-63.

Itis also theoretically possible that the lines are a later addition to the hymn, in
which case they could not be used to date the rest of the poem. But the traditional
character of the train of thought in 531—44 does suggest that the lines are integral.
(See also Introduction 2(b).)

540 Tnioiov: cf. Od. 3.316 = 15.13 TUoinV 686v. The etymology is uncertain,
but it seems to mean ‘vain, poindesé’, like p&Touos.

541 These words must surely be deliberately paradoxical, since Sépis would
normally refer to conventional conduct which is morally appropriate (see Kirk
on Il. 2.73-5). There is a similarly paradoxical use of 5ixn at Od. 4.690o—2, where
the word is used as elsewhere in the Odyssey of habitual behaviour, but refers in
this passage to actions or words which show prejudice and favouritism. Gf. Miller
(1986) 104, 107-8.

542-3 Apollo’s words indicate a strong and permanent form of overlordship, of
an unwelcome kind. If the First Sacred War is envisaged, one can compare the
fact that the defeated Crisaeans were said to have been enslaved and dedicated
“to Pythian Apollo (Aeschines fn Cesiph. 108).

544 CL H. Aph. 289 (vorioos).

545-6 Apollo’s speech closes the narrative, and the poet ends with a final salu-
tation to the god as son of Zeus and Leto and the traditional formula indicating
another song to follow.

545 kol oU piv obtw xodpe: cf. H. 1.20, H. Herm. 579 = H. 18.10, 21.5, 26.11,

28.17. oUTw suggests that the deity should be pleased because of the preceding
song.
546 Literally ‘but I shall remember both you and also another song’, i.e. pre-
sumably in moving on to a further song the poet promises not to forget the
deity whom he has just celebrated. The &o181 could in theory be either another
hymn (as for example at H. 4p. 158—9), or a song of another kind, such as heroic
narrative. Cf. Introduction 1(a), and for further discussion of this traditional clos-
ing formula and its possible interpretation see Richardson on H. Dem. 495. For
parallels in other forms of poetry and prose see De Martino (1980) 232—40.
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To Hermes

1-x19 Prologue: the birth of Hermes. The poet asks the Muse to sing of Hermes, son
of Zeus and Maia, ruler of Cyllene and Arcadia, and messenger of the gods. The
nymph Maia used to sleep with Zeus secretly in a shadowy cave. She bore him
a son who was a sly brigand, a cattle-rustler and master of dreams, who would
soon perform famous deeds: born at dawn, at midday he was playing the lyre, in
the evening he stole Apollo’s cattle, on the fourth day of the month, the day that
Maia bore him.

After the invocation of the Muse, this hymn immediately signals the open-
ing theme of Hermes’ parentage and birth, which is then described. The brief
reference to parentage is quite common at the start (H. 7, 12, etc.), but the
birth-narrative occurs at this point less often than one might have expected: cf.
H. 15.1~3, 16.1—4, 17.14, 18.1-9, 28.1-16, 31.1~7. Most of these are brief, but
here the special character of Hermes is already anticipated by the extended
emphasis on the absolute secrecy of his parents’ affair and its context (a
shadowy cave at dead of night). Hermes is already at his birth given his
attributes as a trickster-god (13~-15), and the speed with which he manifests
these powers is vividly portrayed: his first exploits are achieved that very day.
Thus this prologue has already announced the main themes which are to
follow.

1-9 H. 18.1—9 repeats these lines, with variations, and then closes with three
farewell lines, of which 579 = H. 18.10.

1 Epufiv Upvet MoUoa: H. 18.1 has Epufjv &eido, i.e. without the more traditional
request to the Muse. An Attic lekythos of ¢. 470 Ba shows a boy holding a papyrus-
roll on which is written Epufi(v) &elSw. This suggests that the Hymns, or some
of them, may have been used as school texts at this period: cf. Beazley (1948)
336—40, (1950) 318-19, and Immerwahr (1964) 17—48.

Epufiv: this contracted form of the name is used throughout this hymn, and
occasionally in Homer (ZI. 20.72, 4x Od.), Hesiod and other hymns. By contrast
H. 19 only uses the uncontracted forms Eppeias or Epueins. See Janko (1982)
1334-

Ads kol Manddos uidv: cf. Od. 14.435 Eppfji, Maddos viel. Hermes’ mother’s
name has the variant forms Monds and Moo She is a daughter of Atlas (H. 18.4,
Hes. Th. 938), and later one of the Pleiades (Hes.(?) fr. 169, Simon, PMG fr. 555,
etc.).

2 Mt Cyllene in Arcadia is Hermes’ birthplace in the hymn (142) and was
generally accepted as such later. In H. 19.28—31 he has a Téuevos there, and
Pausanias describes a temple to Hermes on its summit (8.17.1-2). There was an
annual procession to this sanctuary (Geminos 17.3, first century Bc). On this and
other local cults of Hermes see Jaillard (2007) 57-62.

3 &yyedov &SavaTwv éproUviov: after parentage and home comes Hermes’
chief attribute as divine messenger, a function performed by him in the Odyssey,
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To Hermes

1~19 Prologue: the birth of Hermes. The poet asks the Muse to sing of Hermes, son
of Zeus and Maia, ruler of Cyllene and Arcadia, and messenger of the gods. The
nymph Maia used to sleep with Zeus secretly in a shadowy cave. She bore him
a son who was a sly brigand, a cattle-rustler and master of dreams, who would
soon perform famous deeds: born at dawn, at midday he was playing the lyre, in
the evening he stole Apollo’s cattle, on the fourth day of the month, the day that
Maia bore him.

After the invocation of the Muse, this hymn immediately signals the open-
ing theme of Hermes’ parentage and birth, which is then described. The brief
reference to parentage is quite common at the start (H. 7, 12, etc.), but the
birth-narrative occurs at this point less often than one might have expected: cf.
H. 15.1-3, 16.1—4, 17.14, 18.1—9, 28.1-16, 31.1—7. Most of these are brief, but
here the special character of Hermes is already anticipated by the extended
emphasis on the absolute secrecy of his parents’ affair and its context (a
shadowy cave at dead of night). Hermes is already at his birth given his
attributes as a trickster-god (13-15), and the speed with which he manifests
these powers is vividly portrayed: his first exploits are achieved that very day.
Thus this prologue has already announced the main themes which are to
follow.

1—9 H. 18.1—9 repeats these lines, with variations, and then closes with three
farewell lines, of which 579 = H. 18.10.

1 Epupfjv Upvet MoUoa: H. 18.1 has Eppfiv &eidw, i.e. without the more traditional
request to the Muse. An Attic lekpthos of ¢. 470 B shows a boy holding a papyrus-
roll on which is written Epufi(v) &eideo. This suggests that the Hymns, or some
of them, may have been used as school texts at this period: cf. Beazley (1948)
336—40, (1950) 318-19, and Immerwahr (1964) 17—48.

‘Epupfijv: this contracted form of the name is used throughout this hymn, and
occasionally in Homer (/. 20.72, 4% Od.), Hesiod and other hymns. By contrast
H. 19 only uses the uncontracted forms Epueias or Eppeins. See Janko (1982)
13374

Aids xal Mauddos viov: cf. Od. 14.435 Epufit, Mai&dos viel. Hermes’ mother’s
name has the variant forms Maouds and Mofa. She is a daughter of Atlas (H. 18.4,
Hes. Th. g38), and later one of the Pleiades (Hes.(?) fr. 169, Simon, PMG fr. 555,
etc.).

2 Mt Cyllene in Arcadia is Hermes’ birthplace in the hymn (142) and was
generally accepted as such later. In f. 19.28-31 he has a Téuevos there, and
Pausanias describes a temple to Hermes on its summit (8.17.1-2). There was an
annual procession to this sanctuary (Geminos 17.3, first century Bc). On this and
other local cults of Hermes see Jaillard (2007) 57-62. ‘

3 &yyehov &SavdTwy épiovviov: after parentage and home comes Hermes’
chief attribute as divine messenger, a function performed by him in the Odyssey,
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whereas Iris has this role in the fliad. Cf. H. Dem. 407 &yyehos. . . ¢pioUvios etc.
The prevalent modern view is that &pioUvios originally meant ‘good runner’,
on the basis of a series of Arcadian and Cypriote words oUvios, olvns, etc.,
meaning ‘runner’: see Latte (1968) 690—3. The word could well be an ancient
title, like several other divine epithets, surviving from late Bronze Age Greek.
But its association with Arcadia might also suggest that it was especially used of
Hermes there. In /. 19.28—31 we again find him called &pioUviov Eoxov &AAcov,
which is glossed by dos & ¥ &mraot Seois Sods &yyedds éoTi, and immediately
afterwards his association with Arcadia and his tépevos on Cyllene is mentioned.

6v Téxe Mada: the relative switches the song to narrative mode, as is usual at
the beginning of epic songs: cf. Richardson on H. Dem. 1-3.
4 vUpen EUTAdkapos: in the Hymns this phrase only recurs in association with
Hermes (in dative, at line 7 = H. 18.7 and 19.34), and in the Homeric poems
it is only used in the singular of Calypso (0d. 1.86, 5.30, 57-8), and always in
connection with Hermes’ mission to her. Otherwise cf. Od. 12.132, Hes. {t. 304.5,
for the nominative plural. For other possible links with the episode in Odyssey 5 cf.
154, 227-34n1n. Like Maia, Calypso is a daughter of Atlas, and her cave resembles
Maia’s in various respects: see Shelmerdine (1986) 55—7, Jaillard (2007) 2g—40. H.
18.4 replaces this formula with AtAavros Suyarnp.

Aids &v @iAdT T wiyeloa: cf. H. 7.57, and Hes. Tk 920 Aids iAdTnT1 prysioa.
5 oidoin: the emphatic runover word is probably explained by the following
sentence, and would then mean ‘shy’ as at Od. 17.578, rather than ‘revered’.
5—¢ Secrecy is often a motif of divine unions, but it is especially emphasised
here. Zeus hides the birth of Dionysus from Hera (H. 1.6—7), and Apollo’s birth
is kept secret from her (H. 4p. 92-114). Cf. H. 17.3—4 (Dioscouroi), and Hes.
Th. 56—7, where Zeus’s affair with Mnemosyne is véoow & &Savdrwv. Hera
herself withdraws from the gods before the birth of Typhaon (H. Ap. 326—52).
Cf. 8. Iehneutai fr. 314.265-6 Radt: kol yap kékputrtar ToUpyov &v Sedov E5paus, |
"Hpav 61res un) wooTis ietan Adyov, and 270 A9 THs PaSulcdvou Jeds.
5 Mak&powv 8t Jedov NAelad OwAov: cf. Od. 17.67 dAeloto TouAdY dpidov, and
H. 18.5 (with &Aéevev).
6 &vtpov tow valouoa radiokiov: vaiouoa governs the accusative &vtpov (as
at H. 29.9), and #ow is adverbial (‘within’). In H. 18.6 the dative is used. For
Tal(v)oxios (‘thickly shaded’) cf. Archil. fr. 36 West etc. Caves are places for
seduction of nymphs in Od. 1.71—3 and H. Aph. 262—3. Zeus is concealed in a cave
after his birth and brought up by Gaia (Hes. Th. 477—84) and Dionysus is nursed
in a cave by nymphs (. 26.3—6). Cf. also Antim. fr. 3 West, where Zeus creates
a shadowy cave in which to hide Europa from the view of the gods (perhaps
echoing our hymn).
7 wioyéoketo: ‘used to have intercourse’. For the frequentative form cf.
dpiCeokov, Od. 18.325, of Melantho sleeping with Eurymachus, and II. g.450—2.

vukTos &uoAy@i: ‘at dead of night’ is perhaps the best equivalent of this
obscure phrase, whose original sense may have been forgotten by Homer’s time.
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It occurs four times in the fliad and once in the Odyssey: cf. Richardson on .
22.27-8.
8 OBppx...Exoi: H. 18.8 has elre. .. Exol. dppa must mean ‘while, so long
as’ here. For the optative with the frequentative moyéokero cf. Od. 7.138 &
TUpdTw! oTrévdeckov, 8Te pvnoaiaTo koitou. The emphasis on the duration of
Zeus’s affair distinguishes it from his more cursory amours.
9 Cf. Il 14296 &s ebvijv gortéovte, @ihous AfSovre  Tokfos.
&SavéTous. . . &dvSpaous is a Hesiodic formula (Th. 588 etc.).
10—12 11 is probably part of the subordinate clause, and the main clause is at 12,
with Te. .. Te meaning ‘both...and’. Cf. I 19.117-18 1| & &kUe1 pihov vidy, 6 &
gPBopos EoTrkel pels | Bk & &yaye wpod powode. . . The subject of 118 is Hera,
causing the premature birth of Eurystheus, and here too the subject of &yoryev is
probably Zeus, rather than Mala or 8éxkarros pels, although the latter is possible.
10 Cf. 7. 1.5 A1ds 8 EredeieTo Poulny and similar expressions, and especially Hes.
Th. 1002 peydhou 5t Aids voos EGeTeeiTo, of the birth of Medeios.
11 pels is used both of the moon and of the month, and hence ‘was set in the
sky’. The ‘tenth month’ refers to sidereal months (of . 277, days), i.e. the average
interval between returns of the moon to the same fixed star. Cf. Verg. Eel. 4.61
matri longa decem tulerunt fastidia menses, of the normal length of pregnancy, and
Neugebauer (1963) 64-5.
12 &plonpd Te Epya TéTukTo: &pionuos is only here in early epic; cf. Tyrtaeus
12.29 etc. The phrase introduces what follows (14~19): ‘then indeed she bore a
son. .. who was soon destined to manifest glorious deeds. ..’
13-15 The catalogue of epithets resembles the style of later hymms, such as the
Orphic ones, or H. 8 to Ares. In this case it elevates the status of this newborn
deity in a semi-comic way (e.g. the juxtaposition of ‘driver of cattle, leader of
dreams’) and anticipates his exploits. The language is unusual. adpudopriTng
occurs only here, a variation of epic &ykuhounTns, ToikIAounTNs (cf. 155, 514,
and of Odysseus in Homer). émremntip recurs only (as restored) in a late hymn
to Hermes Trismegistos, probably echoing our hymn (Kaibel, Epigr. Gr. 1032); cf.
dmrtfip Od. 14.261. TUANBOKOS is only found here; cf. later 650186kos of a robber,
Homeric muAacwpds, etc. The balanced contrast of EAatfipa Bodv, fynTop
dvetpeov is combined with chiasmus in fjynyTog. . . dmwmnThipa.
13 maida moAUTpoTov: cf. 439, and Od. 1.1 &vdpa. . . TOAUTPoTrOV. The sense
of the Odyssean epithet was disputed in antiquity: ‘turning many ways, ingenious’
or ‘much wandering’, and both senses could fit Hermes’ activities in this poem.
The first, however, can include the second, and the more general sense seems
better here. Cf. S. West on Od. 1.1. ;

adpuvAopntnv: cf. TowiAoptTns of Hermes at 155, 514, and epic &ykuAounTns,
cdoroprytns. This compound form perhaps stresses especially Hermes® verbal
dexterity. _
14 EAatfipa Podv: EAatrp is elsewhere in early epic used of a driver of horses
or charioteer.
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fyftop ovelpwv: Hermes brings sleep with his wand (Il 24.343—4 etc.),
receives a last libation before sleep (Od. 7.136-8), and sends dreams (A.R. 4.1732-3,
Apollodorus 244 F 129, Heliodorus 3.5.1). His dual roles as ywuyomoumds and
dveipoTrouTds are closely related, since both concern gidwAa (cf. Od. 24.1-5). See
also 146—7n., and Jaillard (2007) 207-12.
15 VUKTOS O Tiipa, TuAnSoKov: ‘watcher by night, waiting in gateways’.
The first phrase can refer both to his quality as a thief and also to Hermes
as guardian against nocturnal hazards. The thief works in darkness, and lurks
in doorways waiting for his prey. Cf. Ar. Birds 496—7, where Euelpides has just
put his head outside the city wall when he is mugged, and 850184k (‘high-
wayman’). Hermes is also TIpomrUAaios or TTuAaios (Farnell, Cults v 19), a god
whose effigy (or herm) stood outside the door, and TTuAn8dékos may allude to this
too.
17-19 Hermes’ early career is elegantly described in three clauses of ascending
length, leading up to his major exploit, the theft of Apollo’s cattle, each clause
being prefaced by the time-marker. 19 emphasises that this all occurred on a
single day, the fourth of the month, and 7fji. .. Mdia closes the narrative which
began at 3, signalling the end of the prologue. Hermes’ precocity is paralleled by
Apollo’s (H. Ap. 1277-39), and in fact he goes further than Apollo in the rapidity of
his achievements. For this motif applied to other gods and heroes see Richardson
on H. Dem. 235. Callimachus may have H. Herm. 17-18 in mind in his praise
of Prolemy’s decisiveness (H. 1.87): &omrépios kelvos ye TeAel T& Kev fp1 vorionL,
In Apollo’s case it is his strength which is emphasised, whereas in Hermes’ it is
primarily his rapid mobility and ingenuity: cf. also H. Herm. 43—6 etc. Later he
also reveals superhuman strength: 116-19, 405-8. In Sophocles’ Ichneutai Cyllene
says that the baby Hermes is growing wonderfully within the first few days since:
his birth (fr. 314.277-82 Radt).
17 Héhos: cf. Hes. Op. 548, Se. 396, etc. The Homeric form is fjofos (Od. 4.447,
8.29). However, we cannot be sure which pronunciation was actually used by
Hesiod and others: cf. West on Op. 548.

yeyovws: for this form of the participle, instead of yeyacss (usual in early
hexameter verse) cf. Alc. fr. 72.11 L-P = V &kyeydveov.

gyxiSapiLev: strictly speaking éy- implies an audience, as at H. 4p. 201, but
although attendants are mentioned at 60, the compound may be used without
special reference. The compound occurs only in these two instances, and péowi
Auat also recurs at H. Ap. 441. It is possible that influence from the Hymn fo
Apollo has played a part here (cf. Vergados (2007a) 58).
19 TeTp&S1 TH wpoTépns this is the same as Hesiod’s Tetpds ioTapévov, the
fourth day of the waxing moon, but TpoTépn implies a simple division of the
month into two parts (waxing and waning), whereas some early Greek calendars
used a tripartite division: cf. West on Hes. Op. 765-828 (pp. 349—50). Hesiod
mentions the fourth as a sacred day (Op. 770), and also one on which to avoid
being unhappy (797-9), but not that it was Hermes’ birthday. Cf. Philochorus
328 F 85, Plut. Mor. 7385, etc.
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20—61 Hermes set off in search of Apollo’s cattle, and came upon a tortoise. He
scooped out its marrow and invented a lyre, using its shell as the sounding board.
He then sang in praise of his parents Zeus and Maia, their love affair, and his
own birth and home.

The reason for Hermes’ quest for Apollo’s cattle is not explained at this
point, but later it is said to be due to his hunger for meat (64). However, he is
immediately diverted by meeting the tortoise, and this leads to his first invention.
In later versions (S. fr. 314.372—6 Radt, Apollod. 3.10.2) the theft of the cattle
comes first, and he uses their entrails for its strings, or an oxhide to cover the shell
(cf. H. Herm. 49, 51). This order seems more natural and could be older, modified
by the poet of the hymn for his own narrative purposes. For Hermes and the
tortoise in art cf. Settis (1966) especially 82—7, Dumoulin (1994), and Chamoux
(2000).

20—3 These lines continue the theme of the rapidity of Hermes’ early exploits.
Like Apollo (H. 4p. 119) he ‘sprang’ from his mother’s body at birth, but whereas
Apollo is first washed, swaddled, and fed by the goddesses present at his birth,
before embarking on his career as a god, Hermes is off almost at once on his
travels (cf. Introduction 1(c)).

21 Alkveots Aikvov occurs first here; it is a winnowing basket, here used as a cradle.
Cf S. fr. 314.275 Radt, where Maia provides AiviTiv Tpogmv to the baby god,
and Aratus Phaen. 268—9 ko xéAus EoT OMyn: v & &p' ET1 kal Tapd Alkve |
Epueins &tdpnoe, AUpnv 8¢ pw efre AéyeoSar Zeus is also cradled thus in Call. A.
1.47-8, and Dionysus was especially worshipped as Liknotes: cf. Harrison (1903)
292-324. Hermes is shown in his Aikvov, with his stolen cows, on a black-figure
Caeretan hydria ¢. 530 B¢ (Louvre E 702 = LIMC s.v. Hermes no. 241), and a
red-figure kylix by the Brygos Painter, ¢. 490/480 BG (ARV? 246.6 = LIMC s.v.
Hermes no. 242a). The scholia to the above passages of Callimachus and Aratus
say that it was an ancient custom to place babies after birth in a Aixvov, as an
omen of wealth and fruitfulness.

23 Cf. Il 9.582 oUBoU EmepPePacds Uymnpepéos SoAduolo. Maia’s cave is
described throughout this hymn as if it were a grandiose building, with threshold,
courtyard doors (26), etc. By 148 and 246—51 it has become almost a temple or
sanctuary, with three treasure-chambers. ‘

24 Hermes comes upon the tortoise by chance as he crosses the threshold (26-8):
she is a &puatov or lucky find by the god of luck, and brings good fortune. The
first thing or person one meets on leaving or entering the house can be significant
or ominous, and so here she is called a cUpPoAov (30), or omen met on one’s way.
Cf. Ar. Frogs 196 with Dover’s comments. Later the lyre which Hermes makes
will help in reconciling him to Apollo and assure him all the favours bestowed as
a result (416-578).

X&Auv: the tortoise must be testudo marginata, which is native to Greece. The
first occurrences of XéAus are here and at Sappho fr. 118 L-P =V &y1 81 xéAv
Bia Tpot Aéyef puvdesoo {8t yiveot.
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25 This is the first of a series of aetiological statements about Hermes’ inventions.
For the phrasing cf. 111, of the art of kindling fire. The asyndeton, with To1, draws
attention in both cases to these remarkable events. Cf. also the hymn of the
Delphic poet Boeo quoted by Pausanias (10.5.7): wpédtos & [i.e. Olen] &pyodcov
Upvey TexTvat &o18&v. There is a paradox in the idea of the voiceless tortoise
becoming a singer. Cf. H. Herm. 38, Sappho fr. 58.12 L-P =V giAdoi8ov Aty Upav
yehUwav (and fr. 118), S. fr. 314.299-300 Radt xai 7wéds miSwpat Tol SavévTos
@3tyua ToloUTov Ppéuewy; | TS0l Savev yap Eoxe puoviiy, {dv & &vaudos fiv &
I1p, 328 oUTwos & Tais JavdvTt Snpl ey tunxovnooto, Nicander Alex. 5602
&AhoTe & olpeins kuTiomydpou, fiv T dxdxnTta | albfiegoav ESnkev dvaudnTov
Tep toUoav | Epueins (‘or else with those of the mountain tortoise that feeds
on tree-medick, the creature that Hermes the Gracious endowed with a voice
though voiceless’), and Horace, Odes 3.11.5 (lestudo) nec loguax olim neque grata (with
Nisbet and Rudd’s comments).
26 & aUAciniol SUpmiot refers to the outer gateway of the courtyard of a house,
as at Od. 18.239, 23.49. Gf. the courtyard outside Polyphemus’ cave (Od. 9.462).
28 oalAa ool Paivouso: callos occurs only here in early epic, and ocalAa
Baivew is used elsewhere of a lightly stepping, prancing, or effeminate way of
walking, Cf. Semonides 18 West (like a horse), Anacreon 411 (of Bacchants), 458
(like a courtesan), etc. Here it describes the awkward, waddling gait of the tortoise,
but it also anticipates Hermes’ vision of her as the ‘hetaera’ she will become (31).
29 tyfhaoos: Hermes’ delight is paralleled by Apollo’s on hearing the lyre
(420-1).
30 oUpPolov: not elsewhere in early epic; cf. 527. dvijoipos also first occurs
here, then in Aeschylus and later. oUpBoAov probably refers to a sign or omen, as
at Archilochus 218 (etc.), perhaps especially something one meets or encounters
(oupB&AAew). Cf. Miiri (1931), and Gauthier (1972) 6273 (especially 71 n. 26).
But at the same time the word could allude to Hermes’ commercial role, since
it was later used particularly of physical tokens of contracts between two parties.
He will indeed use the lyre later as a bargaining counter in his suit with Apollo.
oUk dvoTtéde means that Hermes does not reject this piece of luck. dvoraZev
(‘scorn’) is a rare variant of the usual epic veaSou, which also occurs at Hes. Op.
258. There seems to be word-play in the echo of dvrjoipoy. . . GvoTalw.
31 Thisironic address, anticipating the transformation of tortoise to lyre, dignifies
her in hymnic style with a series of epithets which suggest that she is a hetaera
or dancing-girl (see also 478-88n.). épdeooa (not Homeric) is used of nymphs by
Hesiod (7%. 245, 251, 357, fr. 169.1), and of a girl at H. Dem. 109. It is used of an
instrument also by Anacreon (fr. 373). xoportume (cf. Pindar etc.) means ‘beating
(time in) the dance’, and Sauitos éTaipn is probably a traditional description of the
lyre (cf. Od. 8.99, 17.271). Later cutos étaipe will be applied to Hermes himself
as player of the lyre, by Apollo (436). Cf. Horace, Odes 3.11.6 of the lyre, diuitum
mensis et amica templs.
32—3 ‘From where (is) this beautiful plaything? A patterned shell you are,
mountain-dwelling tortoise.” With this punctuation, 33 stands in contrast to what
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follows: i.e. ‘but I shall take you home and make you into something useful’ (cf.
Gemoll).
33 doTpakov occurs first here; cf. Sophocles etc.
34—5 These lines echo g0 (uéy dviioiuov, oUx dvoTtdlw ~ oU8 &moTiunow: oU
Bé. .. dvnoels).
35 &moTiufow: &roTipdy occurs first here; cf. Hdt. 5.77 (in middle), etc.

TpwTioTov is adverbial.
36 ‘It’s better to stay at home, for the outside world is harmfull’ This verse
occurs at Hes. Op. 365, and was probably proverbial, like ‘East, west, home’s
best.” In Hesiod the context refers to the advantages of keeping one’s property
at home, and this could be the point here too. Later, however, the tortoise was
proverbially considered to be a stay-at-home creature, as she carries her house
with her, and the saying ofxos giAos, ofkos &pioTos was applied to her: cf. Aesopica
PP- 362-3, no. 106 Perry, Cercidas fr. 2 Powell. Plutarch (Mor 142D, 381E) explains
Pheidias’ statue of Aphrodite Ourania standing on a tortoise as symbolising the
need for married women to stay at home and keep silence. This would make
Hermes’ address to the tortoise as a étaipn more ironic, since Pheidias’ statue
was later contrasted with one of Aphrodite Pandemos by Scopas (Paus. 6.25.1).
The children’s refrain xeArxeAcovn, i Trofes &v Té uéowi; (PMG 876(c)) implies
the same idea of the tortoise’s place being at home, not out of doors. There is
thus a double entendre here: home is usually safest for the tortoise, but in this case
taking her home will be good for Hermes, but will mean death for her. Crudden
(1994) compares a fable quoted by Radin (1956, 72) where the Trickster Hare
invites some crabs to help him cross a river, and then skins one and uses its shell
as a boat.
37—8 ‘For surely you will be a protection against hurtful magic in life, and if you
die then you would sing most beautifully.” As Van Nortwick says (1975, 70), there
is a certain grim humour in {woud), which is underlined by its prominent position
as a runover word.

For émnAvoing woAumfpovos cf. H. Dem. 230. érnAucin refers to the attack
of some demonic or magical source, causing pain or illness. Pliny (VH 32.33-40)
lists all the cures for poison, magic spells, or diseases involving use of parts of the
land tortoise, and it was also thought to protect vines from hail (Gegponica 1.14..8).
Cf. RE177.28—42. '
38 See on 25, and cf. Burkert (1984) 39, on the common motif that music is
created through the death of a living creature.
41—2 ‘“Then tossing it up (¥) he scooped out the marrow of the mountain-haunting
tortoise with a knife of grey iron.” dvarmmAeiv occurs only here and has been
explained as a variant form of dvamdAew (‘to toss up, throw up’). Shelmerdine
(1981, 74) compares vase paintings which show a child playing with a tortoise
which is suspended by a string (cf. Dumoulin (1994) 137, Abb. 48). However,
Nicander uses &voxuTrwoas (‘turning over’) of the tortoise (T#er 703), which is
the sense one would have liked here. yAUgavos is first used here (cf. Theocr. 1.28
etc.). aicov means ‘marrow’ here: cf. Hesychius s.v., quoting Hippocrates, and
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perhaps 1l 19.27, Pind. fr. 111.5. ékTopeiv (‘bore out, scoop out’) occurs only here,
and Xehovn first here; cf. Herodotus etc. The language is echoed by 118-19,
where Hermes throws the oxen on their backs and bores through their marrow.
Cf. also Aratus Phaen. 268—¢ xod xéAus g0 OAlyn: Tiv & &g &1 Kai mapd Akveot
| Epueins &tdpnoe, AUpnv 5 wv elre AéyeoSau.

43-6 Similes expressing rapidity, especially of divine movement, by comparison
with thought are common in early epic: cf. Il. 15.80-3, and briefer expressions
such as ¢ & TTépov fE vompa (Od. 7.36). This appears to be the first example
of an extended double comparison with s &te... 1 &te. .. For this cf. AR.
4-1298-1304, 1452—6. There is a threefold negative simile at Il 14.394—401.

44 resembles Od. 19.516—17 Tukivad 8¢ poi &ug’ &Bivov kfip | dEeion peAeddovan
dBupoptvny EptSouatv. Sauwvds is first used here, for Homeric Saupeids, and later
in Pindar etc. uéprpva is first used by Hesiod (Op. 178).

45 ‘Or as when glances whirl from the eyes.” The Greeks sometimes thought of
sight as caused by rays of light emanating from the eyes (cf. the discussion by
Aristotle, De Sensu 437a19ff). For the simile cf. A.R. 4.847-50 (of Thetis) adTn
& doxuTépn &uapUypaTos f PoAdeov figdou. . . oevaT fuev Acaynp. .., and 1
Cor. 15.52 &v pimfit 0pSaiuol. duapuyn (Aristophanes etc.) occurs first here: cf.
apdpuypa in Hes. fr. 4g3a4 (etc.), quopUooe in Hes. Th. 827, H. Herm. 278, 415,
and dpdpuyua AduTrpov of the eyes, Sappho fr. 16.18. 81vn9&ow must refer to
the rapid and frequent rays or glances here.

46 Cf. I 19.242 atiK Emal¥ &ua ulSos énv tetéheoto St Epyov, Hdt. 3.134.6,
AR. 4.103. & Emwos & Epyov was proverbial (‘no sooner said than done’): cf.
Zenobius 1.77 (Paroemiographe Graect 1 p. 27).

kUB1pos Eppiis: this is a Hesiodic formula (T4 938, 958), used frequently in

this hymn. kU8os is what Hermes is aiming to acquire by his exploits: cf. Jaillard
(2007) 76-80.
47-51 “Then he fixed stalks of reed, cutting them in measured lengths, piercing
the back of the tortoise, through its shell. And with the aid of his wits he stretched
the hide of an ox around, inserted arms, fitted a crossbar to both of them, and
stretched seven harmonious strings of sheep-gut.’ '

The tortoise-shell tyre whose construction is described here first appears in
Greek art around the end of the eighth century sc. The word AUpn is mentioned
in literature from the seventh century Bc (cf. Archilochus fr. g3ag West, Margites
fr. 1.3 West, etc.). k&Aauos occurs first here (cf. Hdt. etc., and koAdun Hom.).
Stalks of reed are mentioned as being ‘under a lyre’ (GroAUpiov) in Ar. Frogs 233,
and also in a fragment of Sophocles as a support for the instrument (36 Radlt).
These may have formed a frame to prevent the shell from buckling under the
strain, and perhaps were also used to fix the arms firmly within the sound-box.
In two surviving examples of tortoise-shell lyres holes are cut in the shell, which
could be for these reeds. See Roberts (1981) 308—9, Maas and Snyder (1989) 36,
39, 95. The oxhide was stretched over the shell to make the sounding-board, and
two arms (Trfyets) fitted into the shell and then joined by a crossbar (Quyov). The
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Figure 1 White ground lekythos (detatl showing a lyre) by the Thanatos
Painter. © 2010 Museum of Fine Arts, Boston.

arms were probably originally made of horns, but later could also be wooden.
The strings were attached to the crossbar, and at the bottom stretched over the
bridge and fastened to the sound-box. For detailed discussion and illustrations
see Shelmerdine (1981) 78-86, Roberts (1981) 303-12, Maas and Snyder (1989)
3479, 42-52, 79-112; cf. also West (1992) 56—, Landels (1999) 61—6, Evans (2001)
124~7. See also Figure 1. .

In this hymn the instrument is called AUpn at 418(?) and 423, but also popwyE
(64, 506) and «iSapis (509, 515), and the verb (By)xiSopilew is used (17, 423,
etc.), so that it is not clearly distinguished from the instrument (or instruments)
traditionally used for epic song. Later, the tortoise-shell AUpa, which was smaller
and lighter than the @dpmiy€ or xiSapis, was the normal instrument which
amateurs learnt to play, as opposed to professional singers and musicians. In
implying identity with the kiSapis our poet seems to be competing with the Hymn
to Apollo, where this god claims the kiSapis as his own after is birth (131): see
Introduction g(b)—(c).

48 Tapivas Six védTa S pvoio xeAdvns: eiprivas 81d is probably to be taken
as a tmesis, for Siamelprvas, as in such cases as va T&unt 81t wéioav (1L 17.522).
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The sense “piercing through’ is unique, as Te(i)paivelv usually means ‘bring to an
end’; but later it is sometimes used intransitively, meaning ‘penetrate’ (A. Ch. 57
etc.).

49 mpamideogow Efiow: cf. Homeric iSuiniot wpamideoo, regularly applied to
Hephaestus® craftsmanship (/. 1.608 etc.).

51 The ascription of the seven-stringed lyre to Hermes suggests that at the time
of our hymn this was thought to be an ancient design. Seven strings seem to have
been the normal number for stringed instruments in late Bronze Age Greece,
and again the norm from the seventh century onwards. In the Geometric period,
however, artistic evidence suggests that some mstruments may have had only four.
In later tradition one of the innovations credited to Terpander in the seventh
century was to increase the kithara’s number to seven. This could be connected
with the development of a more varied and complex style of music, in comparison
with that of earlier epic song (West (1992) 52, 329-30).

oupg@mvous: ‘sounding in harmony with one another’. The word occurs first

here, then in Pi. 2 1.70. Cf S. Ichneutar fr. 314.327 (of Hermes’ lyre) EUngoovov
EEaipel yop aUtdv aidMopa Tfis Apas (‘for the harmonious variety of the lyre
arouses him’). The variant SnAuTépcov is given in a quotation of this line by
Antigonus of Carystus, which he cites to show that the guts of female sheep are
tuneful, whereas those of rams are soundless. This suggests that he may have
been using an alternative text here, rather than simply misquoting from memory.
It seems unlikely that ouug@vous was originally a gloss, i.c. that it came into the
text as an explanation of SnAuTépwov . . . XopBds, as argued by Vergados (2007b).
52 aUTdp émel &1 TeUe: cf. I 18.601, Od. 8.276. The participle gépwv adds
little to the sense, as at 63, and in some later examples (cf. LSJ A s.v. X.2). ¢épeov
Eparteivov &Suppa is repeated from 40, framing this passage.
53—4 Cf 419—20, 501-2. The plectrum (cf. H. Ap. 185) was attached by a cord to
the base of the lyre, and ‘had a comfortable handle and a short, pointed blade of
ivory, horn, bone or wood’ (West (1992) 65). Later evidence suggests that whereas
the left hand plucked the strings, picking out a melody, the plectrum in the right
hand was used for ‘strumming’ (West, ibid. 65—-9). Here the plectrum seems to
be testing the tuning of the strings. Cf. Od. 21.410, where Odysseus tests the
bowstring and it sings out, Ovid Met. 5.339 practentat pollice chordas, Statius Ach.
1.187 leuiterque expertas pollice chordas, and Borthwick (1959) 27 n. 3.

kot péAos ‘in a tuned scale’ (West). Allen’s reading makes the text match 419
and 501. uéAos is only used of limbs in Homer; the musical sense occurs at H.
19.16 &v pehéecoty, Theognis 761, etc. This musical use may have developed from
the sense ‘limb’: cf. LSJ s.v. B ‘musical member, phrase’.

f & Uwd Kepds | ouepdaiéov kovdPnoe: ‘and beneath his hand it resounded
tremendously’. cuepSaéov is often used (with kovéPnoe etc.) in epic of awe-
inspiring sounds.

Umrd kKoAdv &eidev: UTro- means ‘in accompaniment’. Cf Il 18.570 iuépoev
x19&p1Ze, AMvov & UTrd kohov &eide.
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55—61 In Homer alrooy£dios and alrooyedov are only used of close or hand-
to-hand fighting. The sense ‘improvised’ occurs first here; cf. later atoyediddw
(etc.). However, oxebin is used of a make-shift or improvised boat (Od. 5.33 etc.).
Hermes’ first song is an improvisation, something put together on the spur of
the moment. The subject (57-61) is the love affair of his own parents, his birth,
and his mother’s home: it is a hymn of self-praise, like a miniature hymn within
the Hymn to Hermes itself, and it also aggrandises the situation of his birth. Cf. H.
Herm. 424—33, where Hermes sings a theogony; the songs in the Hymn to Apollo;
H. 19.27-47, where the nymphs sing of Hermes and the birth of Pan; H. 27.11—20,
where Artemis leads the chorus of Muses and Charites at Delphi as they sing in
praise of Leto and her children Apollo and Artemis; and Hesiod’s opening hymn
to the Muses, which portrays them singing in praise of the gods and of their own
father Zeus (Th. 9—21, 43—79).

Hermes’ song is compared to the mocking songs of young men at feasts
(55—6): cf. 454 ola véwv Sodinis &vBeSia Epya wéhovTal The chief point of
comparison is probably its improvisatory character, but the description could
also suggest its humorous or risqué tone (cf. Radermacher ad loc.). Cf. already
in the Odyssey 14.462—6, where wine is said to prompt a man to sing, laugh,
dance, and utter things which are better not said. The practice alluded to in the
hymn is that of capping songs in an impromptu and witty way in a sympotic
context, with a mockery which could, if uncontrolled, easily slide into abuse. Cf.
AR. 1.457-9 (where the heroes are feasting) petémerta 8 &uoiPadis dAAHAOIOW
| wUleuvd, ofd Te TOAAG véor Trapd Bauti kod ofveor | TepTVdds EyidcovTal,
6T Goros UPpis &rein (‘and afterwards they told one another stories, such as
young men often tell when they merrily take pleasure in feasting and wine, and
insatiable insolence is far away’). Such sympotic jesting is described by Demetrius,
On style 170, and how to do this in a civilised way is discussed by Plutarch in his
Table-Talk (2.1, Moralia 629E—-634F). Cf. also Isocrates, Against Nicocles 47, Alexis,
PCG fr. 160, and Reitzenstein (1893) 26 n. 2, West (1974) 16-17, Ford (2002)
3579-
56 NPnTai: first here. Cf. koUpot | wpw9fiPar at Od. 8.262—3 of young men
dancing in accompaniment to Demodocus’ song. fipatds, ipnTrs recur in the
fifth century (E. Heracl. 858 etc.). iBav is used in sympotic contexts, e.g. Theognis
877 AP& vo, pide Supé, etc.; cf. Hesychius s.v. P&y elooyeioSai.

TapaiBoAa kepropéouotv: cf. Il 4.5-6 otk Emeipdito Kpovidns tpeShléuey

‘Hpnv | kepToplors éméecot, TapaPAndnv éryopslwv. The meaning of Tapa-

PANBnv there is uncertain, but Leaf’s ‘provokingly’ would suit both the Homeric
context and this passage well. Later (Hdt. etc.) Tap&Boios means ‘hazardous’ or
‘reckless’, and TapoaPdiiesSai in Homer means ‘to risk’.

kepTopéouov: this verb is usually taken to mean ‘mock, provoke, taunt, jest’,
and ‘jest’ would fit here. The etymology is most probably from xéxp + Topeiv,
‘to cut the heart’, but there is uncertainty about the application of this metaphor
and its range of usage in early epic: see Clarke (2001) 329—38, Lloyd (2004) 75-89.
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KepTopelv and KképTopos recur at H. Herm. 300, 335, and 338, and the popularity
of these words in this hymn suits the comic tone of the narrative and the god’s
tricky nature.

54 &uol is a traditional introductory word for a hymnic narrative: cf. Od. 8.267,
H. 7.1, 19.1, 22.1, 23.3, and &uravoxTilew used of the traditional opening of
a dithyramb and supposedly derived from Terpander’s preludes (Schol. Ar.

Nub. 595).
kaAAITTESIAOV occurs nowhere else; cf. however Homeric xpuoomédiAos,

KOAAITTAPTIOS, etc.
58 s wpos dpifeorov: for dapiCew in the context of love cf. Il. 6.156, 22.127,
and 14.216 dapioTUs. The frequentative form implies habitual activity, as at 7.
The contracted imperfect form p- is only used here. The manuscripts read
&v rather than és. This could only be explained as an internal accusative with
doplLeokov (i.e. dapov; cf. H. 23.3 d&pous dxpiler), but this seems unlikely.
graupelnt giAdTnT: the epithet étoupeios occurs first here; cf. Hdt. 1.44
(of Zeus) etc., and the classical use of &Taipa meaning courtesan. The Ionic
form &tapriios would not fit in hexameter verse. Cf. éparfi @iAéTnTL in Hesiod
(Th. g70 etc.). ‘
59 Hermes’ praise of his own ‘renowned origin’ is ironic, given the circumstances
of his birth. This god has a high opinion of his own value. For the repetition
dvoparAuTov E€ovouddav cf. Od. 4.278 dvopoxAndny. . . dvépades.
60—1 Maia’s cave is described by her son as fully furnished with maids (like
Calypso’s in Od. 5.199), and with other equipment (see 2 gn.). Despite this, Hermes
declares his intention of stealing some of Apollo’s tripods and cauldrons from
Delphi (178-81).
62-86 While singing, Hermes is already planning his theft. He goes to Pieria
and steals fifty of Apollo’s cattle, which he drives backwards, disguising his own

tracks with special sandals.

On the general motif of cattle-raiding as an exploit of adolescent or young
men in Indo-European cultures see Johnston (2002).
62—6 The light-hearted rapidity of Hermes is again suggested by the fact that he
has his next exploit already in mind. Cf. Od. 2.92 (etc.) voos 8¢ of &AM pevorvé (of
Penelope’s deceptions of the suitors). In 636 echoes of 20—4 mark the transition
to this next episode, with cradle, lyre, the quest for cattle, and Hermes’ rapid
movement as he leaves the cave all again emphasised.
63—4 kol TV piv. .. 6 8 ‘and thelyre helaid down. .., buthe...” The subject
of 6 & is still Hermes.
64 «peddv épatifwv is used of a lion at L 11.551, 19.660. In the event, despite
his great desire, Hermes does not allow himself to share in the meat (130-3).
65 &\To kot oxomifv: ‘he rushed off to a place of vantage’ (or “to put himself
on the lookout’). Cf. Od. 14.261 éTfipas 8t KaTd okoTids &Tpuva véeoSar, and

17.430.
gUSeos: not in Homer. Cf. H. Aph. 66, and possibly Hes. fr. 26.21.
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?6 oppaivey 86Aov aimly &vi ppeoiv: cf. Od. 4.843 gdvov aimlv &vi ppeciv
SpuadvovTes, and Hes. 7% 589, Op. 83 86Aov aitriv. In these contexts odmis
means ‘sheer, downright’.
67 qn?‘\ﬁ'rou: ‘thieves’. The word first occurs in Hesiod (Op. 375), replacing
Homeric Aniotrip. The spelling giAfTns (with iota rather than eta) is supported
by the.ancient etymology which explained it as derived from Zeus’s making love
So Maia: cf. Hellanicus 4 F 19 (b) T[fi1] (or T[@V]) 8¢ yiyvetan Epu[fis] eiariTns,
o1t 0T PAnoip[ws] ouvekoi[&To, and West on Hes. Op. 375. Hellanicus is
probably using the Hesiodic Catalogue of Women here: see Thomas (2007).
Hermes will become the ‘leader of thieves’ (175, 292): cf. E. RA. 217 giAnTév
&vag, Epigr Gr. 1108 Tév @iAnTéwv &vokTa. For édTes @iAfjtar cf. A. Ch. 987
PIATTRS &vnp, S. I 933 Radt.
. weAadvns vukTds &v dapmi: the whole of the following episode (68-141), includ-
ing the theft of cattle, Hermes’ journey, and his activities by the Alpheios, will
take place during the night. 7
6879 This description of sunset is un-Homeric. Cf. H. 31.15-16 &9 &g & ye
oThods Xpuodluyov Spua kal frous | Seomeoious wéuTnior 8T oUpavol
ckeavovde. The Sun’s chariot first appears in seventh-century literature and
art: cf. Richardson on #. Dem. 63. The avoidance of normal epic formulae for
sunsets may be partly due to the fact that the poet wants to indicate that the sun
is just beginning to set at this point. When he reaches Onchestos (86—) the old
farmer is still at work outside. Cf. Shelmerdine (1982) 102-3.
70 Pieria in Thessaly is the first stopping-place on the way down from Olympus
(cf. H. Ap. 216 etc.). In Il. 2.766 it is where Apollo breeds the mares of Admetus
(unl‘ess the right reading there is TTnpein). It is also the birthplace of Apollo’s com-
panions the Muses (Hes. T%. 53—5). In Antoninus Liberalis’ version of Hermes’
theft (23), Apollo’s cattle graze with those of Admetus (see 87—g3n.).
Scov: ‘in haste’. The variant Secov (‘of the gods’, with 8pea) may be due to
Seddv in 71. ‘
71—2 The cattle are called immortal, although they are later killed, because they
belf)ng to a god. Cf. e.g. kpHBeuvov &uPpoTtov, Od. 5.346—7. The meadows in
which they pasture are also &knpdoion, like the meadow of purity described
by Hippolytus, from which he offers a garland to Artemis (E. Hipp. 73-8). Land
consecrated to the gods could not normally be cultivated or pastured by ordinary
flocks. In Homer éxnpdoios means ‘unmixed’ (Od. 9.205). See also 221n.
73 &Uokomos ApyeipdvTns ‘the keen-sighted Argos-slayer’. Cf. H. Ap. 200n.
74 TevTikovT &yéAns: cf. Od. 12.128-30, where each of Helios” herds numbers
fifty, and similar phrasing at Jl. 11.678 TevTfikovTa Bodv &yéhas.
75~8 ‘And he drove them by a wandering route through the sandy territory,
turning their footprints round; he did not forget his crafty skill, reversing their
hooves, the front ones behind, and the back ones in front, and he himself walked
the opposite way [i.e. facing them].’
. The backward-facing tracks are vividly described by the chorus of satyrs
in Soph. Ichneutas; fr. 314.117~23: ¥ péAar | ToOAWETPaPH Tol vad ud Afo T&
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PrpoTa | gls ToUpmadiv édoprev: atd & eloide. | i ol TouTi; Tis & TpdTOS TOU
Téryport[os; | els ToUmiow T& Tpdo ey fAAaKTaL, T& & ol | dvdvtl &AAAcIo!
oupP[epAn]uévar | Bewods kuknouds ey fe Tov Pon]Adrny, ‘Good gracious! the
footprints are reversed! They point backwards! . .. The front marks have shifted
to the rear, while some are entangled in two opposite directions! A strange
confusion must have possessed their driver!” (tr. Lloyd-Jones).

Later versions drop this rather naive device: in Apollodorus Hermes actu-
ally puts shoes on the cattle’s hooves to disguise their footprints (3.10.2), and
in Antoninus Liberalis (23) he ties brushwood to their tails to wipe away the
traces. Herodotus (4.183.2) and Aelian (V4 16.33) both know of the cattle of the
Lotophagoi, which graze backwards (dmioSovépot) because their horns curve
downwards. Hermes’ trick of driving the cattle backwards is imitated in the story
of Cacus’ cattle-theft: Livy 1.7.5, Virgil 4. 8.209-12, etc.

75 TAavodlas: this occurs only here, but cf. Hesychius mAnvoSicn
Tapavépwl . . . TH TeTAavnuévnt Tfis 0pdfis 6800, TouTtéoTiv &bikwt. It pro-
bably means ‘by a wandering route’, as in 210 £moTPOPABTV.

yapadmdea: only here and at 347, 350 in early epic; ¢f. A.R. 4.1376 etc.

76 ixvn: elsewhere the hymn has {xvix (218 etc.), but Txvos also occurs in early
epic, and the contracted neuter plural is found at line g5 (6pm), and elsewhere in
the Hymns (19.2, 27.4, 28.15); see Janko (1982) 144. &mooTpéyas probably means
that he turned the tracks round, with SoAins. . . &Baive explaining this in more
detail.

BoAins & o¥ Afji9eTo Téxvns is used of Prometheus at Hes. Th. 547; cf. similar
phrases at Od. 4.455, Il. 23.725, etc.

77—8 The language is deliberately complex and chiastic here, mirroring the
ingenuity of the stratagem. M’s reading wpdTas in 78 seems preferable, as it
adds variation, and TpdoSev could easily have replaced it. For the chiasmus
between lines cf. 14-15, 193—4.

78 xotd & Eymwadw altds EPaive ‘and he himself walked the opposite way’. Cf.
211, where Hermes is said to keep the cattle’s heads facing him. He could only
drive them properly if he did so, and he disguises his own tracks with his special
shoes. Some scholars take it as meaning that he himself also walked backwards:
cf. els ToUumaAw in Soph. Iehneutar, fr. 314.119 (quoted in 75-8n.).

79—86 ‘And at once he wove sandals with plaited branches, on the sands of
the seashore, not seen and not known before, wondrous works, mixing together
tamarisks and myrtle shoots, from which then he bound together a bundle of
fresh-sprouting brushwood, and securely (?) he tied beneath his feet light sandals,
with their leaves still on them, which famous Argeiphontes snatched from Pieria,
avoiding making a track, as though hastening on a Jong road, improvising in a
unique manner.’

The poet is using extraordinary language here in order to describe Hermes’
invention, and the length and complexity of this sentence is also clearly intended
to emphasise the uniqueness of what is portrayed. It is hardly surprising that
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the manuscripts are in some confusion, and the right reading and interpretation
are difficult to recover. The description which Apollo gives of Hermes’ tracks
at 222-6 indicates that they are extraordinary, verylarge, and suggest someone
moving quickly. In 342—9 he again says that they were huge, and looked as if one
were walking on two thin planks (349). This sounds like our earliest depiction in
European literature of skis. In 79-86 they seem more like large snowshoes (or
sandshoes). 86 also suggests that they enable Hermes to move fast. At the same
time, their odd nature is designed to prevent Apollo from discovering who the
thief is.
79 odvdoha: first here, and odpPaia in Eumelus ap. Paus. 4.33.2, and Sappho
fr. 110 (2) L-P = 110 V. In Homer the normal words for footwear are méSiAa
or Umrodriuara. Hermes’ own méS1Aa enable him to move with divine speed (/1.
24.340-2, Od. 5.44~6), but what he invents here is something different, designed
for this particular occasion. In later magical texts o&vdaov (bronze or golden)
and knpUkelov are both symbols of underworld deities such as Hecate or Perse-
phone: see Wortmann (1968) 155—60.

pryiv ‘with wicker branches’. Cf. Od. 5.256 pimeoot, Hdt. 4.71 puyi. This
emendation seems the best way of making sense of the text, since the manuscript’s
Ep1yev would give us two verbs without a connective.

i yapdSois &Ainow: cf. Od. 3.38 (at Pylos).
80 Apart from Epya the language of this verse is un-Homeric. &ppooTos recurs
at 353, where it means ‘impossible to see’. Cf. Hes. fr. 239.4, Hom. Epigr. 3.2
(‘strange, inexpressible’). &vémTos occurs only here in early epic, and in this sense
(‘unthought of’) in Parmenides and Philolaus. It usually means ‘unthinking’ in
later literature. The use of repeated epithets with negative prefix is a common
device for emphasis: cf. 168, 346, and Richardson on H. Dem. 200 (p. 221).
SraxrrAéxew is first used at Aleman fr. 1.38. For Savuard gpyx cf. 440, H. 7.34,
Hes. Sc. 165, fr. 204.45. Sapa and cognate words are frequently used in this
hymn, in relation to Hermes’ exploits: cf. Jaillard (2007) 82—3.
81 Cf Il 10.467 ouppdpyas Bévakas uupikns T épiInAéas 8Lous. wupovoelds
occurs first here (cf. Galen etc.), and pupativn first in Archilochus. See also 134-7n.
82 veoSnAéos &ykaAov UAns: &ykods (or &yxadov) is found nowhere else
except at Oxy. 3354.9 (aD 257). It should mean ‘armful’, as dyxodis and dryrdan
sometimes do later. '
83 &PAcPéws: ‘harmlessly’, i.e. perhaps without hurting his tender feet?
&PAoPns is first in Sappho, and cf. the noun &PAcBinior at g93. The nearest
parallel is in Arrian (156 F 153), where after fitting snowshoes on their feet people
walked &BAaPécos on the snow. But eVAaBéws (‘carefully’) may be right.

Utd mooolv E8fioato cavBaha kolpas cf. Il 24.340 = Od. 5.44 (Hermes)
oK Emely Umd ooty EdficaTo kaAd TESIAQL.
84 oUToiow weTdAoiot: ‘with leaves still on them’. .
85 O6Boimopiny &Aeetveov: if &Aeefveov is correct this means ‘avoiding making
a track’, or ‘concealing his track’. Cf. Hesychius s.v. dAeddev: kpUtrTewy, and
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LfgrE s.v. &heelveo. dBormopin occurs first here; cf. Il 24.375 68oimopos, and
68ortropin in Herodotus etc.
86 ofa T Emweryopevos SoAryv 686v: for the construction cf. 549, H. Ap. 233,
and Xen. Anab. 1.5.91 omeUdwv T&oav TV 686V, AP 9.83.1 vnos émeryopévng
QKUY Spdpov.

adToTpoTrfioas: this occurs nowhere else, and the variant adromperrys & is
also unique. aUtoTpoTEV Is usually taken as ‘to act in a unique way (like no one
else)’, but a better interpretation might be ‘acting in an improvisatory way’, like
avtooyedidlew; cf. 55 &€ alrooyeding. Hermes’ invention is a brilliant piece of
ad hoc ingenuity.
87-93 As Hermes goes through Onchestos he is observed by an old farmer who
is working on his vineyard, and Hermes curtly orders him to pretend that he has
seen and heard nothing, promising him a good vintage if he keeps quiet.

This brief episode introduces the only human character to appear in the
hymn, and he is anonymous. Later (185-212) Apollo meets and interrogates
him, and after a lengthy preamble the farmer rather evasively says that he
thinks he did notice a small boy of some kind driving cattle backwards. This
piece of information is immediately followed by a bird-omen which tells Apollo
who the thiefis (213—14). When Apollo brings him before Zeus, he again mentions
the old man, who (he says) saw Hermes driving the cattle towards Pylos, after
the point where their tracks were no longer visible on the harder ground (352—5).
Thus the old man plays a part in the progression of the story, especially by being
mentioned at the trial as a witness, to contradict Hermes’ outright denial of
guilt.

In another version of the myth, the witness is a man called Battos (‘Stammerer’
or ‘Blabberer’). In Antoninus Liberalis’ account (23) Hermes, who is not a child,
meets him in Arcadia at a place called B&rtou okomiat. The story is an ation
for a rock of this name, as Battos is punished for betraying the secret, in this
case to Hermes himself in disguise, by being turned to stone. Ovid tells a similar
tale (Met. 2.685—707). The version of Antoninus is prefaced by a scholion listing
earlier authors who are said to have told the story, Nicander in his Heteroioumena,
Hesiod in the Great Ehoiai (fr. 256 M—W), and other later ones. It seems that
Nicander was Antoninus Liberalis’ main source, and how much can be ascribed
to the Hesiodic poem is unclear. The origin could be as the aition for a wayside
stone herm of a particular shape. Holland (1926, 156-83) argued that the story
of Battos was probably a development from the simpler version in our hymn (see
especially pp. 173—5). Others, however, have thought it more likely that the Battos
story is older and has been simplified by our poet for his own narrative purposes.
The hymnic poet’s plot would not allow Hermes to return and punish the old
man for more or less giving him away, but the story is still effective, especially in
the portrayal of the old man, who is caught between these two powerful gods,
struggling not to betray Hermes altogether but also wishing to oblige Apollo.
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The description of the farmer working on his vineyard resembles that of
Laertes in Od. 24.220ff. Laertes’ servants have gone to gather stones for a wall
to the vineyard (Od. 24.224), and this may be echoed here at H. Herm. 87 and
188 (see below 87n.). Laertes also digs his vineyard, with bowed head (Od. 24.242
~ H. Herm. 9o), and the later description of the old man of Onchestos at A.
Herm. 207 may echo Od. 1.193 and 11.193 of Laertes. Both are addressed as &
Yépov (Od. 24.244, H. Herm. 9o, 190), and Apollo later addresses the old man as
BaTodpdTre (‘bramble-picker’, 190), just as Laertes is wearing gloves to protect his
hands from thorns (Od. 24.230). It seems likely that our poet has this Odyssean
episode specifically in mind: see Shelmerdine (1986) 59—60.

The motif of the old man as a witness is parallel to that of the witnesses of the
rape of Persephone in various versions of this myth (cf. Richardson on H. Dem.
24—6 and 75fL.). A similar motif recurs in other tales, such as that of Apollo and
Coronis.

87 Btuwv dvdoliocav &Awnv ‘constructing [or working on] a flourishing vine-
yard’. Cf. 188, where 8fuovTa. . . Epros &Awfis is again a possible conjecture. In
Odyssey 24 Odysseus does not find Laertes’ household at home because they have
gone off alpaoias AéEovTes dAeofis Eppevan Epkos (224), and at Od. 18.359 the basic
work of a farm labourer includes collecting stones and planting trees (aipacics
Te Myoov Kai Sévdpea paxpd puTeUwv). Preparation of a vineyard would include
terracing and building dry-stone walls, and &UxTipévn is regularly applied to
Aoy ({l. 20.496 etc.). In go and 227, however, he is said to be digging (round) his
plants, like Laertes (Od. 24.227). Cf. Hesiod’s ox&gos oivéwv (Op. 572). Columella
(4.28.1—2) says that this can be done when the plants are already in bloom.
88 B&f Oyyxnotdv Aexemoinv: why Onchestos should be selected as the place
of this encounter is unclear. One possibility is because of influence from the
Hymn to Apollo (230-8), where it is singled out for special attention on Apollo’s
journey from Pieria (see H. Herm. 69—72) to Pytho: see Dornseiff (1938) 82,
Janko (1982) 148—9, Schwabl (1986) 155-6. In that hymn it fits into a detailed
itinerary through Boeotia, whereas in the case of Hermes its selection seems
quite arbitrary. Aexetroin is applied to Teumessos at H. 4p. 224, just a few lines
before the passage about Onchestos. This strengthens the case for association
between the two hymns. The epithet otherwise only recurs twice in Homer, at £/.
2.697, 4.383. See also Introduction g(c) and Map 3.’
89 Cf. 189 Tov TrpdTepos Tpooéen AnToUs épikudéos vids, in the parallel scene
of Apollo and the old man. The first hemistich is not formular and recurs
nowhere else in early Greek hexameter poetry. The structural parallelism may
have suggested this repetition: see Van Nortwick (1975) 31—2, 123. For Mains
Epikuéos ulds cf. 550, and Od. 11.576 [Nains épikuSéos uidv.
go Cf. Od. 24.244 (to Laertes) & yépov, 227 AioTpedovta putédv (Laertes).
okaTrels: okérrew is first used here; of. Herodotus etc., and Hesiodic oxégos.
grrikapTrUhos dpous: the epithet recurs only at Hes. Op. 427 &mikaumiAx
k&Aa (‘curved timbers’), which may explain M’s reading, if a reminiscence of this
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phrase or a marginal gloss is responsible. In the scene with Laertes cf. Od. 24.242
#Tol & PtV KaTEXWY KEPOARY QUTOV GugeAdyaive, and cf. also Lucian Tim. 7
OKATITEL OF Ol ETTIKEKUQWS.

91—3 Hermes is promising the farmer a good vintage, but adds as an implied
condition the warning not to betray him. The sequence of thought is abrupt,
and some editors have assumed a lacuna after g1. But what he is saying is ‘and
just make sure you mind your own business’. The infinitives in g2—3 are used as
imperatives.

91 ToAvotvfoets: this compound (conjectured by Ilgen) occurs only here, but
cf. TtoAUowos, TroAvoivia, and eloivelv etc., in classical and later Greek.

g2 For this proverbial form of expression cf Dem. 25.89 oi pév olToos
SpévTes . . . OTTE, TO ThS Tapolpias, SpdvTes U1 6pdv Kol drovovTes uf) &Kouvewy,
A. PV 447-8, Sept. 246, etc., and in Hebrew literature Isaiah 6.9-10 ‘Listen and
listen, but never understand! Look and look, but never perceive!” The chiastic
order of 18cv pry 18ckv and kweds dkovoas is elegant. The metrical variation
of kai Te i8cov ) idcv, with digamma observed and then neglected, shows the
flexibility of the epic Kunsisprache. See Hopkinson (1982) 162—77 on such metrical
variants, and H. Ap. 496n. xweds means ‘deaf’ first here and in Heraclitus, as
opposed to ‘dumb’.

If the story of Battos was already known, there could possibly be an ironic
echo of this here, since Battos was indeed silenced permanently because of his
chattering.

93 kol orydv makes explicit the message of g2.

&1e p1) Tt kaTaPA&TTTHL TO 0OV aUTol: ‘In a case where nothing harms your

own interest’, i.e. where there is no personal incentive for you to do otherwise.
Cf E. Ph. 990 pf) TO 0OV KwAVETw, Aristides 49.360 €l uf) 70 oov KwAUeL
kaTaPAS&TrT is first used here, and recurs in Plato etc.
94141 Hermes arrived at the river Alpheios with the cattle as the moon was
rising before dawn, and after penning them in a stable and feeding them he
prepared a fire. To do this he invented the art of kindling fire with a drill, and lit
a great heap of logs. He then killed two of the cattle, roasted them, and spread
their hides out on a rock, where they still remain today. He divided the meat into
twelve portions, but despite his hunger did not taste any himself. He put all the
meat away high up in the cave, burned the remainder (heads and feet), threw his
sandals into the Alpheios, and put out and levelled the fire.

If Hermes is aiming for Mt Cyllene (cf. 142) this visit to the Alpheios marks a
significant detour, since it is well to the west of this mountain. This surely confirms
that the whole episode is intended to be actiological, explaining the origin of a
particular ritual or rituals practised there in later times. This is also made explicit
by the preservation of the hides (124—6). Most scholars have linked the episode
to the cult of the group of deities known as the Twelve Gods at Olympia (see
128-gn.). What Hermes seems to be doing is to institute a sacrificial feast for
them, including himself, and the reason why he does not actually eat any of the
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meat is probably because the gods normally only receive the savour (cf. 130—4).
Many of the details of his actions can be paralleled in later rituals, but the whole
description is quite different from the usual Homeric scene of sacrifice. There
however it is mortals who are performing these rites, whereas here it is a god.
It remains paradoxical that Hermes’ original motive for this theft of the cattle
was said to be hunger. In later legends the Twelve Gods were arbiters in divine
disputes, and Long (1987, 156—7) suggests that Hermes’ action here is designed to
gain the favour of the gods in his coming dispute with Apollo. This, however, is
not made explicit. For further discussion see Burkert (1984), Clay (1989) 11626,
Leduc (2005) 141-66, Jaillard (2007) 101—64, Thomas (forthcoming).
94 TOooov eas: Homer uses éds eimrcov, and this phrase occurs only here in early
epic.

ouvéaeues this compound verb (a virtually certain conjecture) is used first here,
and recurs at Orph. 4. 982. Cf. 106 cuvéhaooev.

Poddv ipdpa k&pnvas once in Homer at 1. 23.260; cf. H. Herm. 302, 394, 402.
95 Opn owibevras cf. Il. 1.157 olped Te oxidevTaL.

aiAGvas kehaBewoUs ‘echoing valleys’. aiAcov occurs first here (cf. Aeschylus
etc.), and kehaBewos elsewhere in early hexameter poetry is always used of
Artemis, except [I. 23.208 (Zephyros).
97-8 Night is an accomplice of thieves like Hermes: cf 15, Hes. Op. 6o5
fuepodKotTos &vnyp, etc.; and for the contrast with daylight as the time for normal
work cf. Hes. Op. 57881, Call. Hecale fr. 74.22-8 Hollis, etc.

dpovain &', .. f wAelwv: cf. Homeric vikTa 81 dpovainy (1. 10.83 etc., H.
Herm. 578). Tor &mwaveto...vw§ | f) wAelwv (‘the greater part’) cf. . 10.252-3
Trapoiywkev [or Toporxnkev] 8¢ Aty wE | Tdv BUo poipdwv. Soipdvios is
only used in the vocative in Homer and Hesiod, but more generally of wonderful
or divine things from Pindar onwards. Gf. Homeric &uppocin vi§, which would
not fit the verse here.
98 8p3pos. . . Bnuioepyods: bp9pos is not Homeric, but occurs at Hes. 0p. 577.
The poet may have this passage (Op. 576-81) in mind here, as it describes how
dawn advances men’s work and progress. Snuioepyds is very effective as an
epithet for dawn as the ‘creator of public business’. Later dnuioupyds will often
be used metaphorically (‘maker, creator’). Hesychius s.v. says that it can be used
of the sun, which ripens and warms all things: & fjAios, 811 TévTa TéCOE K
Sépst.
99-102 Hermes steals the cattle at sunset, is already at the Alpheios before
dawn, and will be back at Cyllene as the day is actually dawning (142—3). Selene
rises conveniently in time to iluminate his killing of the cattle and all that follows
this. The elaborate description of the moon rising marks the beginning of the
episode at the Alpheios, and is echoed at the end (141). Cf. also 98 and 143
6pSpos, bp9pios. The emphasis on the moon could be connected with the date
of the ritual instituted here. At Olympia the main festival of Zeus took place at
the full moon: the date of the monthly sacrifices to all the gods is unknown, but
was possibly the first of the month (cf. Weniger (1920) 13-14).



172 COMMENTARY: TO HERMES: 99-106

99-100 In Hesiod (Th. 371—4) Selene is daughter of Theia and Hyperion, and
Pallas is son of Kreios and Eurybie (375-8). Another genealogy of Sun, Moon,
and Dawn is given by H. 31.2—7, where they are children of Euryphaessa and
Hyperion. Megamedes (‘Mighty Counsellor’) does not occur elsewhere in such
a mythical context. Ovid also calls Aurora a daughter of Pallas (Met. 9.421 etc.).
The structure of the line is traditional for such genealogies: cf. Il. 2.566 etc.
102—3 The poet is here applying formulae to Hermes which are reserved in the
Hesiodic poems solely for Heracles: (Aiog) &Awipos vids Hes. Th. 526, 950, ir.
35.5, 43 (a) 61, Sc. 320, and Pols fiAaoev ebpupetdomous Hes. Th. 291, of t.he theft
of Geryon’s cattle. This may be significant in view of Heracles’ association also
with Olympia and the cult of the Twelve Gods there (see 128—9n.). Atog &7\|<1.uos
uids is a doublet of A1os &yAads uids (432), and &Akipos is specially appropriate
here to Hermes’ achievement.

103 &3ufjTes ‘still innocent of the yoke’ (West). This perhaps implies ‘of their own
accord’, a feature which is often mentioned in later literature, e.g. Theocr. 11.12
ol &ies ol TMov alTal &mfjvSov, AP 7.173 adtépaTal BeiAnt ToTi TaAiov
i Bées fiAJov, etc. Kahn (1978, 48) compares the Homeric practice of sacrificing
calves which are untamed and unyoked (II. 10.292-3, Od. 3.382—3, Schol. Od.
12.353), and the poet may be influenced by the formula in these passages PoUv
gUpupETLOTIOV . . . | &BUNTV. o
103—4 The description of this rustic setting is grandiose, signalling that it will be
the place of a major event. aAiov and Anvos both occur first here. The former
is described as a stone cavern (Adivov &vtpov) at 401 (cf. Soph. Ph. 19 etc. where
alAov means a cave). Anvds (‘water trough’) recurs in Hippocrates, Theocritus,
etc. GWipéAadpos is rare, recurring only in late hexameter poetry (Orphic hymns,
Nonnus).

105 EmepodpPei: pluperfect of pépPeo. The present tense occurs at Hes. Op. 377,
H. 30.2, 4, etc. _
166-8 kal T&s pEv...oUv § &gdpe: kal here may be emphatic (‘then’) as in
Homeric kai TéTe introducing the main clause. Alternatively the 8¢ in 108 marks
the start of the main clause. Where pév is used like uriv with kai for emphasis,
one usually has kad pév, rather than kai . . . pév as here (Denniston, GP? 3go-1),
and so the second alternative would be abnormal. But the run of the sentence
seems to support it, since the main point ought to come at 108, the rest being
preparatory to this.

106 &Spdas: the short-vowel first-declension accusative plural (&9pods) occurs
quite often in Hesiod, and sometimes in later poetry (mostly Doric): cf. West,
Theogony p. 85, Works and Days pp. 31—2. &3pdas would not fit into hexameter
verse, unless scanned thus (7™), or &3p&as, which is abnormal, since a vowel
before 3p is usually long in early hexameter verse. For further discussion see
Edwards (1971) 141-65, Janko (1982) 58-62, 144-5.

oticas: this form, for normal epic 2oUoas, is paralleled by Od. 7.94 (8vTas), H.

Ap. 330 (0U0a), and H. 19.32, 29.10, Hes. fr. 204.91. See Janko (1982) 117, 144-5,
who notes the modification of &Spoot fioaw (0d. 1.27)/€lev (H. Ap. 152).
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107 Cf Il 2.776, Od. 9.97 ATV EpemrTduevol, 14.348 AwTév § EpotievTa, and
for AcoTds and kUreipov together 11, 21.351, Od. 4.603.

108 Tupds & Emepaleto Téxvny ‘and he was eager for the art of fire’. In Homer
gmipadeodan is used with the genitive, when it means ‘strive after, seek to obtain’,
and with the accusative in the sense ‘grasp, touch’. But cf. 511 cogins tkudooaTo
Téxvny (from éxpaiopo), Bion 1.2 copdw 8 Emepadeto Téxvav, and Aratus 8g.
1og—11 Hermes invents firesticks (ruprjic), the art of kindling fire by rotating a
wooden drill in a second piece of wood. This is discussed in detail by Theophrastus
(HP 5.9.6—7), who recommends bay (8&pvn) as the best wood to use for the
drill, and various others for the wooden base. (Neither he nor any other author
mentions pomegranate, which should rule out oi8eicor in 109, conjectured by
Radermacher and Ludwich.) See also Morgan (1890) 13-64, and AHS on 108. If
we keep the reading éméAewe o187pawt this ought to refer to trimming the leaves
and bark of the drill, and &puevov év o1 is best taken as referring to the
drill, rather than to the wooden base (as AHS assume): cf. Od. 5.234, where the
phrase is used of an axe, and /L. 18.600, of a potter’s wheel rotated by the hands.
"This makes it less likely that there is a lacuna after 109. The description, however,
is elliptical, since there is no mention of the second piece of wood or the action
of kindling by friction. Possibly a line or lines have been lost after the first half
of 110.

In connection with the following scene of sacrifice, the emphasis on Hermes’
invention of this art of kindling fire suggests comparison with the story of another
divine trickster and thief, Prometheus. In the Theogony the theft of fire follows
after the institution of sacrificial ritual (535-69): see Burkert (1984). Burkert also
suggests (836—7) that Hermes’ action here can be compared to rituals where new
fire is kindled, either from the light of the sun or by friction (cf. also Burkert (1985)
61—2). This was especially the case in the Roman cult of Vesta, where if the fire
ever went out it had to be rekindled in such a way. Myths about the origin of fire
are collected from across the world by Frazer (1930).
10g—10 5&QVns. . . ToA&un:s for the language cf. Hes. Th. 30 S&ovns. .. 8Zov,
and Achilles’ oath by the okfiwTpov at Il 1.236-8. .. mepl ydp p& & yahkods
E\epe | QUAAa Te kol QAodv viv ofTé wv ules Axaudv | &v mahdums
popéovot. . . émiMéme occurs only here. For Sepuds &Urtur cf Hes. Th. 696.
Similar examples of masculine epithet with feminine noun are Od. 12.369 15Us
&UTpm, 6.122 SfAus &UTh; cf. Chantraine, GH 1 252.
rix Gf 25 Epufis Tor mpdmioTa. .. mupfiia wlp 7 should perhaps be taken
together, to mean ‘the art of making fire by firesticks’. Tupnia occurs first here,
later (Trupeic) in Sophocles etc. dvadiBévan is also a new compound in epic, but
cf. Asius fr. 8 etc. It suggests that Hermes’ invention will be a gift for others, i.e.
for mankind, like Prometheus’ gift of fire to men. The invention of firesticks was
also ascribed to Prometheus later as a rationalisation of the older myth of his
theft of fire (Diod. 5.67.2).

112—13 Gf Il 21.364, Od. 18.308 EUAa k&yxava, and Hes. Op. 427 ToAX
gmikopTUAc k&Ac. On the origin and use of the word k&Aa see West on Hes. Op.
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427, Janko (1982) 145—6. The word has its original sense of ‘wood for burning’
here. There is strong alliteration of kappa in 112.

112 roatoudadwi: of Hes. fr. 150.9 and 18 Karoudadol, as a proper name. The
word is not Homeric. )

113 oUAx...émwnetavd: in Homer olAos means ‘thick, close’, or ‘woolly’, bL}t
it is used by Theophrastus of wood to mean ‘close-grained, tough’. EFTTNETOVY 1S
scanned with synizesis (~ -~ +), as at Hes. Op. 607, and sometimes later. As often
in this hymn, an accumulation of epithets is used where Homeric epic would
normally be more sparing.

114 @Uoav: this is the early epic and classical form of the word, with UGav as a
much later and perhaps also dialect form. In Homer pUocn refers to Hephaestus’
bellows (Il. 18.372 etc.).

115 Pin KAutol Healaroio: cf. Hes. Si. 244 kAuToU HeaioToro.

116-18 The resistance 6f the cattle and the superhuman strength of the infant
god are vividly emphasised. Cf. also 405-8. Burkert (1984, 837) compares the
exploits of ephebes at Eleusis and elsewhere in ‘lifting the cattle’ for sacrifice.
116 TO@pa 571 the B¢ is apodotic here (‘then indeed. . .”). .

Umoppuyias ‘bellowing™: cf. Ppuydopcn (‘bellow’) etc. The secom‘i upsilon
ought to be long, and the scansion may be UroPpUxias with synizesis of -1as.
In Homer this occurs mainly with proper names, but cf. Zl. 3.414 oxeTAin, 2.811
Ao, Od. 8.560, 574 TOMas. UroPpUxios with short vowel normally means
‘underwater’ (H. 33.12 etc.); cf. Od. 5.319 UTOPpux.

118-19 Cf. 41-2, where Hermes treats the tortoise in a similar way. Here he
bores through the spines of the oxen, rather than cutting their throats (as would
be usual in a sacrifice).

11g EyxAiveov 8 EkUASe ‘and leaning on them he rolled them over’. éyK?xich?v
is probably intransitive, rather than ‘turning them’. It occurs first here, then
fifth-century and later literature.

5 adévas TeToprioas: cf. 42 oddV EeTopnoey. Bi. .. TeToprioas should be
taken together as a tmesis. TeEToprioas appears to be a reduplicated aorist f01tm of
Toptw: cf. II. 5.337 dvteTdpnoev. At 178 and 283, however, we have &vtitopfiowv
and &vTitopolvTa, as at Il 10.267 &vtitopfioas. It looks as if a compound
&vtitopéw has been created through misunderstanding of the reduplicated form.
120 Epyw1 8 Epyov dmade ‘and he followed one job with another’. Cf. Hes. Op.
382 Epyov &1 Epywi Epy&leoSau.

mriova Snuédis Il. 23.750, Od. 9.464 support Ms reading Tiova rather than the
variant Triovi. .
121—3 After cutting up the meat Hermes roasts it on spits in the normal Homeric
manner, and then leaves it in its place while he attends to the hides.

121 Souparéolot: in Homer this is only used of the Wooden Horse, at Od. 8.493,
12.

222 védTa yepdopia: the saddles or back-portions are special honorific cuts (cf.

129 TEAEOV Bt YEpQs). Yepdomios occurs first here.
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122-3 PEAav odpa | épypévov &v xoA&deool ‘the black blood enclosed within the
guts’.

123 T& 8§ abTol kel &ml xwpns ‘and the remaining parts lay there on the
ground’.

124~6 It was common in sacrificial ritual for the hides to be set aside for special
treatment. Sometimes they were dedicated: cf. Dio Chrys. 1.53 (a rustic shrine to
Heracles near the Alpheios), Schol. T II. 22.159 (to Heracles), Longus 2.30.5, 31.3
(rural offerings). Sometimes they were given to the priests, or sold for expenses.
Hermes spreads them on a rock, and there they remain as relics of this event.
The poet is giving an aition for what was still on display, whether some actual
hides or a rock-formation. Similarly, the skin of Marsyas was on display, turned
to stone, at Kelainai (Hdt. 7.26, Xen. Anab. 1.2.8). See also Burkert (1972) 7, 1416,
127, and for such relics in general Boardman (2002).

124 KoTaoTUQEAwL: the feminine form read by M may be correct. Cf. epic
&Sav&Tn etc.

vl métpmi: Burkert (1972, 15 n. 13) suggested &mi as at 404, but &vi is also

possible.

125-6 T& péTaooa. . . moAuxpdviot. . . | Bnpdv &Y petd TalTa Kol ExpiTov:
the repeated emphasis on the lapse of time is not impossible in this poet’s rather
full style (cf. 113n.), and here it is surely designed to give special weight to this
aetiological point. T& pétacoa is adverbial; cf. péracow as an adjective at
Od. 9.221. &xprtov is also adverbial, meaning ‘endlessly’; cf. 577, and H. 19.26
(8kprTa). TTOAUXPOVIOS occurs only here in early epic poetry; cf. Hdt. etc.

127 Yapuoppwv ‘with joyful spirit’. This occurs only here in literature. Cf.
Hesychius xapudgpwv- ¢ Epufis, perhaps quoting the hymn. Other deities are
described as ‘a joy to mortals’: cf. H. Dem. 269 with Richardson’s note.

miova Epya ‘the rich works (of cooking)’. This is used of farmland in Homer

({l. 12.283, Od. 4.318). For its use to refer to sacrificial meat cf. pBeiv meaning ‘to
sacrifice’.

128 Aeloor &l mAaTapédVL ‘on a smooth slab’. The phrase recurs in A.R. 1.365.
TAGTaucoY is first used here, then in Aristotle and later literature. Hermes spreads
out the meat in order to cut it up.

128-g kol Eox10€ Scddekax polpas | KANpoTadels. . . éxdoTni: cf. Od. 14.434-8,
where Eumaeus divides the meat of a pig into sevén portions, offering one to
Hermes and the Nymphs, and giving Odysseus the back-portions as a special
honour (yépaipev). For yépas pootdnke cf. A. PV 82-3 Sebv yépa | oUAGY
gonuépoiot pooTider (of Prometheus). Here pootdnkev indicates that Hermes
adds to each portion (tx&oTni) a special honorific cut. No explanation of this
twelve-fold division is offered, but the language seems to imply that the portions
are intended as offerings to important persons. Most scholars have assumed that
this should be connected to the cult of the Twelve Gods, widely attested later
in Greece as a group of deities, whose names varied from place to place. A
cult of this kind is otherwise first attested at Athens in the late sixth century,



176 COMMENTARY: TO HERMES: 128-30

when the younger Pisistratus, son of Hippias, as archon in 522-1 BG instituted
the altar of the Twelve Gods in the Agora (Th. 6.54.6). Pindar (0. 5.5, 10.48-9)
ascribes to Heracles the foundation of six double altars to twelve gods at Olympia.
Herodorus (FGrH 31 F 34, ¢. 400 BC) says that one of these double altars is
dedicated to Apollo and Hermes, and Pausanias (5.14.8) that they share a single
altar because Hermes invented the lyre and Apollo the £ithara. Moreover, another
of these altars was assigned to Alpheios and Artemis. Since Hermes is at the river
Alpheios, it is reasonable to assume that the narrative is related to the institution
of sacrifice to the Twelve Gods at Olympia, and may be intended as an astion
for this cult. At 398—400 the cattle are in Pylos, at the ford of the Alpheios (cf.
H. Ap. 398, 423nn.). The exact geography is uncertain, but a reference to the
cult at Olympia looks probable. In this case the reason why the poet is not more
explicit could be that (mythologically speaking) the Olympic Games have not
yet been founded when Hermes makes his sacrifice, since they were ascribed
in the first instance to Heracles. On cults of the Twelve Gods see Long (1987)
especially 1547, Georgoudi (1996), and Johnston (2002) 125-6. See also Jaillard
(2007) 11418, on the analogy between Hermes’ actions and the later rituals of
Tpamelopara and Seobévia, 1.e. special feasts offered to the gods. ’
129 KAnpomadels: ‘distributed by lot’. This occurs nowhere else. Hermes is
himself the god of allotment (cf. Ar. Pax 365 etc.), and so appropriately uses this
method, but in this case each portion is a TéAeov yépas, which suggests some
equalisation (cf. Burkert (1984) 838—9).

TéAeov . . . Yépas: in Homer only TéAetos is used (cf. H. Herm. 526); Téheos
is used in fifth-century and later literature. The word is applied technically to
sacrificial animals (e.g. Jl. 1.66 etc. and in inscriptions), meaning ‘perfect, without
blemish’, or more generally to sacrifices (e.g. Th. 5.47 lepd Téheqr). ){épds also
continued to be used of a privileged portion of a sacrifice later: cf. LSJ s.v,
Stengel (1920) 32, 40, 106. Hermes is also the patron god of heralds, and it was
one of the roles of the xfipu§ to perform a sacrifice: cf. 1. 18.558—g, Od. 15.319—24,
Ath. 1604, and Farnell, Cults v 367, Stengel (1920) 50.

130—2 Hermes is very hungry, but still refrains from eating, The best explanation
of this is that he does so as a god, since the gods enjoy only the savour of the
sacrificial meat. It cannot be an allusion to a ritual of bloodless sacrifice to Hermes
(which sometimes occurred: Farnell, Cults v 30), since the cattle have been killed.
Burkert also compares other rituals where those who are making the sacrifice do
not themselves share in the meat (1984, 837).

130 Ooins kpedewv: ‘the holy rite of the meat’, or possibly ‘his own due of the
meat’ (West). It may be unwise to try to draw too many implications from the
use of 6oin here. Clearly it indicates that what is done has a ‘ritual’ significance,
and that it is dclov, i.e. justified from a religious viewpoint, to eat the meat. The
word recurs at 173 and 470: see nn., and Richardson on H. Dem. 211, and cf. also
Jaillard (2007) 107-8. kpecov is a unique instance i early poetry instead of the
usual metrically equivalent kpeidv: see Janko (1982) 137.
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131—2 OBun ydp piv Eteipe. . . | 1861 cf. Od. 4.441—2 Telpe y&p aivdds| . . . d8u,
and (in the episode of the Cattle of the Sun) 12.332 &reipe 8¢ yaoTépa Aipds, 369
kvions. .. (18Us &UTpn.

132 EwemelSeto Juuds &yvoop: this formula is used twelve times in the Odypssey
(Od. 2.103 etc.), which supports M’s reading,

133 Tepdv lepfis kot Beipfis ‘to pass it down his sacred throat’. The transitive
use of Trepdew seems to be unique, but cf. perhaps forms of Tépvnui, meaning
originally ‘transport for sale’. The reading Tepfiv for mwepfivat (from Trepaiven) is
not acceptable because this infinitive form is not elided.

134~y This is usually taken to mean that Hermes puts the meat and fat away
in the cave, leaving them in a high place, as ‘evidence of his recent theft’, and
then piles more wood on the fire and burns all the heads and feet. This would
again suggest (as at 123) that some relics may have been preserved later, which
were said to represent Hermes’ sacrifice. However, the text and interpretation
of 135—7 remain uncertain. In 136 @wpfs is supported by 385, where M alone
has pwpriv, the other MSS gawvnv. ewpn occurs first here and at 385, then in
Hellenistic and later literature.

Hermes’ action may be compared to that of hunters who display trophies of

their kills, as he does with the hides. Crudden (1994, 150) compares Il. 10.458-68,
where Odysseus takes the spoils of Dolon, holds them up high (Uyéc’ dvéoyeSe)
as an offering to Athena, and then again lifting them up (bydo &efpas) sets
them on a tamarisk bush, and makes a sign (ofipa) of reeds and tamarisk
to mark the spot. On his return from his mission he sets them on the prow
of his ship. It may be relevant that Il. 10.467 cunndpyas ddvaxas pupikns T
gp19nAtas 8Gous resembles H. Herm. 81, suggesting possible reminiscence. Cf. also
Leduc (2005) 159, on Hermes’ use of the meat as dvaSfipara, testifying to his
exploits.
137 oUAdTOd oUAok&pnva: oUAdTIoUs occurs only here, and olAok&pnvos at
0d. 19.246 is an epithet, meaning ‘with curly hair’. They can hardly go with T&
uév, as Hermes would then wipe out the ofjua he has just created, and they do
not fit well with EUA«a. Either we must take them substantivally, as a ritual formula
meaning ‘heads and hooves, whole and entire’ (cf. dSAokaiTwue, olAoSuoia), or
else the text needs correction. Cf. Thomas (forthcoming), who reads t& & &i in
136 (‘and the rest...’). '

Heads and feet of sacrificial animals were often given separate treatment,
being reserved for the deity or for the priests, or alternatively burnt: cf. Stengel
(1910) 8591, Meuli (1946) 261—2, Burkert (1984) 837-8.

kared&uvart: this compound form of the verb occurs only here.

138 &mwadn: M’s reading is preferable to the conjecture &el Tol, since émel To1
is causal, whereas a temporal sense is needed here (cf. Denniston, GP? 545-6).
kaTd Xpéos ‘in due manner’ (cf. Latin rite), or ‘as was required’.

Badpeov: it may be significant that Hermes is first referred to as a god here,
after his sacrificial ritual. Cf. also 154 Seds.
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139—41 Hermes seems to be carefully obliterating traces of his crime, and vyet
he has apparently left the hides and meat behind. Burkert (1984, 838) compares
rituals where traces of the sacrifice must afterwards be concealed, but this does
not seem to fit here so well.
140 &vSpaxifiv 8 Eudpave: cf. Il g.213 dvSpokiny oTopéoas. EHapdve is aorist
of papaivw, as in Il. 21.347 &yEnpdvnt

&udSuve: ‘levelled’. Cf. 1. 9.593 oMy 8¢ Te TUp &uaSUvel.
141 Tovviyios: presumably ‘in the dead of night’, rather than ‘all night long’.
This might be the sense also at 1. 23.105.

kaTéhapTre: this is better here than the variant &réAautre, which is used of
the sun ‘shining forth’ or ‘coming out’ from a cloud or darkness (ZI. 17.650). The
compound occurs first here, then in fifth-century and later literature.
142-83 Hermes returns to Mt Cyllene near dawn and stealthily goes back to
his cradle, but his mother sees him and scolds him. Hermes however proclaims
to her that he intends to obtain the same privilege and honour as Apollo, and
that if Zeus will not grant this he will become the leader of all thieves. If Apollo
tracks him down he also intends to go and raid his temple at Pytho and carry off
his wealth.

143~5 The sequence ‘neither gods nor men met him, nor did even the dogs
bark’ resembles H. Dem. 44~6 (‘neither gods nor men, nor birds’). Dogs
were thought to be especially sensitive to the supernatural: cf. Od. 16.162—3
where they see Athene before Telemachus is able to do so, with Hoekstra’s
comment.
143 Bp9pios: this strictly speaking means ‘at cock-crow’, hence while it is still
dark (155). Dawn comes only at 184. The adjective occurs first here and at
Theognis 863. '

oUd¢ Tis of: cf. Il 6.101 for this phrase with neglect of the digamma of of, and
Chantraine, GH 1 147-8.

SoArfis 6807 ‘in the course of his long journey’.
144 = Od. 9.521, H. Aph. 35.
145 A5 & Eprouvios Epudis: for this genitive cf. 7. 2.527 OiAfjos Téyus Alas,
and later examples of Mou&dos Epuiis, e.g. Hipponax fr. g5 West, AP 6.334.3, APl
1.1L.3.
146~7 Hermes slips sideways through the keyhole of his mother’s péyapov, like
an autumn breeze or mist. For SoyuwSeis cf. Hes. Sc. 389. kAfjiSpov occurs first
here, for Homeric «Anis, meaning ‘keyhole’, whereas later kKAfj19pov is usually
used in Attic Greek for the bar of a door. Hermes’ clandestine entry resembles the
dream image in Od. 4.795-841, which enters Penelope’s chamber Tapd kAnisos
ipdvta (8o2) and leaves the same way (836). In Od. 6.20 Athene comes to Nausicaa
in a dream: 1) 8" &vépou s Trvoin éméoouTo. Cf also JI. 1.359, where Thetis is
NUT ouixAn, and for the double simile cf. AR. 4.877 (Thetis) a¥th 3¢ Tvoifj
ikéAn Sépas AUT Sverpos. Hermes is himself god of dreams (14), but also a closed
door cannot keep a thief out. Thieves are credited with magic powers, such as
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the ability to pass through keyholes, in other popular traditions. See Bloomfield
(1923) 97—133 (especially 118-19), and Radermacher 102.

148 Either ‘going straight on he reached the rich sanctuary of the cavern’, or
‘making straight for the cave he reached its rich inner sanctum’ (cf. 1. 15.693 etc.
for the genitive).

vnévs vnds originally meant the ‘dwelling place’ (cf. vadw) of a deity, and so
can be used of Maia’s home. It can also later refer to the inner part of a temple
(cf. perhaps Hdt. 1.183.1, 6.19.3, etc.). But the use of iova viév here may be a
further sign of Hermes’ recent assertion of his divinity, like Saiucov (138) and Seds
(154)-

149 TpoPiPdv: cf. Homeric mpoPiBévti/-os (Il 13.807, 16.609) as if from
TrpoP1Pdw, but koUea oot TTpoPiPds L. 13.18 etc.

s Trep &1 oUBer ‘as (one would) on the ground’.

150—4 There must be an asyndeton at some point after 150. There are several
other examples in this hymn (17, 25, 111, 237, 438, 447, 478, 482, 512), but in most
cases the reason is more obvious. The nearest parallel to this is at 235~9, where
a simile with fUe is involved, describing Hermes curled up in his baby clothes.
fUe is used with asyndeton in Homer when it begins a sentence (. 2.455, 469,
etc.), and at 237 it introduces the new sentence. Given the similarity of these two
passages, punctuation after siAuuévos would be possible. But strictly speaking
gidupévos should go with keito, and describe Hermes as he is in his cradle. It is
best, therefore, to begin the new sentence with omdpyavov.

151 omd&pyavov: first here, but cf. Hes. Th. 485 ommapyavicaoa.

152 Tep tyvuou: ‘around his haunches’. iyvis is a variant form of the more
usual tyvin (cf. Il 13.212, Hippocrates, and later). It probably does not recur
before Nicander (T#er. 278). This is the earliest example of elision of Trepi, which
is found also in Pindar (0. 6.38 etc.). In compound forms, however, it occurs at
Hes. Th. 678 (meplaye), and in Aeschylus (dg 1147, Eum. 634). Forssmann (1964,
28-31) conjectured Trepi yvUot, by analogy with forms such as yvUg, yvimetos
etc. But his objection to iyvUs on the grounds that it does not occur elsewhere
in early Greek is not cogent. mep’ iyvUmot in Theocr. 25.242 could, if correct,
be due to early epic influence (cf. Gow ad loc.). The variant Tap' iyvuow is also
possible, but may be due to an early conjecture.

Aodpos &SUpwv: Aadgos refers to the clothing or blanket in which Hermes is
wrapped, and &3Upwv, meaning ‘toying with’, is used with an internal accusative,
as at H. 19.15. Gf. also Pi. V. 3.44 (Epyq) etc., and &Supopévn passive at H. Herm.
485.

153 & &pioTepd Xeipods ‘on his lefi-hand side’, as at Od. 5.277; cf. Pi. E 6.19
i 9elix xepds etc. This description of Hermes again behaving like a baby
culminates with him still secretly holding onto the lyre, his prize toy.

154—83 This comic exchange between Hermes and Maia is the first of three con-
frontations which articulate the central part of the hymn, the others being those
of Hermes with Apollo and Zeus (Clay (2006) 127). Both speakers are well char-
acterised, Maia as the angry mother scolding her precocious and undisciplined
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child, Hermes boisterous and unrepentant, asserting his claim to divine honour
equal to that of his grown-up half-brother Apollo, and threatening even worse
crimes to come.
154 Sedw Jeds: cf. Od. 5.97 e Sedv, of Galypso and Hermes. For other parallels
with the meeting of Hermes and Galypso cf. 4, 227-34nn.
155-61 Maia’s style and language are colloquial and comic in tone.
155 TiwTe. .. wo8ev: cf. Homeric Tis molev.

moikidopfiTa: cf. 514, and 13 aipvAopniTny, ete.

768¢: ‘hither’, as at Il 14.298, Od. 1.409, etc.
156 Avoadeinv Emepéve: cf. Il 1.149, 9.372, in both cases used by Achilles of
Agamemnon. The poet may have Achilles’ speech in book 9 in mind: cf. also
160—1n.
157-9 7. . . fj: this probably means ‘surely . . . rather than . . .’, i.e. Maia predicts
Hermes’ punishment as certain (cf. Cassola). This makes better sense than ... 4
as two equal alternatives, and the repetition of o€ in 159 also supports the first
view. For f) meaning ‘rather than’ without an explicit comparative cf. H. 4. 264~
6, LSJ s.v. B 1. The threat is typical of punishments meted out to insubordinate
deities. ,
157 &prixovas this poet is fond of &urfyxavos and &unyavin: cf. 257, 295, 346,
434, 447-

Seopd: the Homeric form is Séopara: cf. 409, and H. 4p. 129, H. 7.13.
158 AntoiSou: this matronymic form is used seven times in this hymn, and
nowhere in Homer or the other Hymns. It recurs at Hes. Se. 479, f. 51.3, Alc. fr.
67.3, CEG 302.1 (sixth century Bc), and in Pindar. In this hymn, the use of the
matronymic could be favoured as a way of distinguishing the two sons of Zeus,
Apollo and Hermes, as with Mai&os vios (73 etc.), Mains épiudeos uios (8g
etc.).

Stk poUpoio mepnioev: cf. 271 Sik poSUpoto Tepfioan, Od. 18.101 EAke
Sitx rpoIUpoio AaPaov Todds (of Odysseus and the defeated beggar Iros).
159 ¢épovta ‘plundering’. Cf. &yew kol gépeiv, and pépew on its own at E. Hec.
804, Ar. Eq. 205, etc.

peTa€Us if this has a temporal sense it should be ‘in the mean time’. However,
Radermacher takes it with ko? &yxkea, i.e. “in the glens amid (the mountains)’.
Neither seems entirely natural, and Cassola adopts the conjecture vétale, mean-
ing “in future, afterwards’, as in Hes. Op. 394 T& pétale, where again T& petaly
is a variant.

piAnTeUoswy: the verb occurs only here. For the spelling see 67n.
1601 Eppe TTEAIV: a very strong expression, like ‘to Hell with you!” Cf. 2ppércoin
Il. 9.377 etc. Maia’s final sentence however is somewhat less extreme, expressing
exasperation at her impossible child.
160 pépipvav: see on 44 (43-6m.).
162 pUSoiow. . . kepBSaiéoiot ‘with crafty speech’. Hermes’ reply is not so much
deceitful, but rather concerned to assert his potential role as a master of trickery

COMMENTARY: TO HERMES: 162-70 181

and theft. The verse (with Tov &) is repeated at 260 and 469 and is unique to this
hymn. Cf tov &', . . wiSoiot Trpoonuda petdiyioiot (I1. 6.343). It is clearly specific
to the context of Hermes’ verbal skill. See Van Nortwick (1975) 467, 124.
163—5 Cf. Il. 20.200—2 = 20.431-3: TInAeldn, pn 51 U éméeooi ye vmriTiov s
| EAtreo Be18ifeodan, Emel odpa ofda kal alTds | Auev kepTouias 18 ofovAa
pudrjoaoar. The similarities with 163—5 make Pierson’s conjecture Sediokeau
in 163 (meaning ‘you frighten’) very probable (cf. also 165), and support aiouia
in 164 as against the variant &pueva. The form Sediokopon for the commoner
Se(1)diogopcn is supported by the imperfect é8ediokeTto at Ar. Lys. 564, and could
have arisen by analogy with the Homeric forms 8a18i§eo0 9, deidiacSau. The
poet has adapted the sense of the Homeric passage (formulaic perhaps in such
contexts) to this situation. There is unusual interlacing of the main and relative
clauses, with TapBoiéov (165) sandwiched in the middle of the latter. It is parallel
to viiriov and has the same emphatic position in the verse.
165 TopPaiéov: This rare word occurs first here and later in Sophocles etc.
UmoaSelSorkev is a variant form of the usual Homeric Umod8e18-, where the
reduplicated delta replaces original digamma (-5F-).
166—7 Cf. 4645 aUtdp &y oot | Téxvns fipeTépns EmPriuevar o 1 ueyaipeo.
There Hermes speaks of sharing his musical skill with Apollo. Here the reference
is vague, and he does not specify what kind of skill he has in mind.
167 PouxoAéwv ‘tending, looking after’. This is a conjecture, but makes reason-
able sense. From the basic meaning ‘herd (cattle)’ PoukoAeiv comes to be used
more generally to mean ‘tend’ in classical and later Greek: cf. Gutzwiller (2006)
381—go for examples and discussion. The MSS reading BouAecov can hardly be
right, since it would need to be followed by dative rather than accusative, and
gmpPnoopan cannot take a direct object.
168 &BwpnTor kol &AioTol: both epithets occur first here, &8cpnTos next in
Euripides, &AAioTos in Euphorion. The variant &mraorot (‘without tasting food’),
which occurs at A. Dem. 200, is read by Radermacher, who argues that its comic
exaggeration suits Hermes better. But his chief concern is for the honours due to
him as a god, and gifts and prayers go better in this case. For this reduplication
of negative epithets cf. 8o, with comment.
169 aUTo¥ Tfi8e: again emphatic (‘on this very spot’) as in Hdt. 7.141.2 alrol
Ti{18¢ pevéopey, EoT &v kai TeEAeuthowpey, and adtol THiSs pévouoa in the
Homeric epigram at Vita Herodotea Homeri 139 Allen etc.
170—2 Hermes forcefully expresses the alternatives, a life of perpetual leisure
and prosperity in heaven or one of inactivity in this gloomy cavern. dapiZewv has
implications of easy and pleasurable familiarity and social (or sometimes sexual)
intercourse, whereas Saaooépev is probably here like fioSa1, which can be used
in a pejorative sense of useless inactivity. At 468 however Sadooeis is applied to
Apollo’s seat of honour in heaven. The triple epithets with asyndeton in 171 are
a further rhetorical flourish, especially as they are all more or less equivalent in
sense.
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172 &uol 8 Tipfis: cf H. Dem. 85 &ugl 8 Twumv, where again this introduces
a new sentence, closing the verse with enjambment, ‘but as for honour...’
(cf. Richardson ad loc.). The dative plural Tipfjis is an attractive suggestion
(‘privileges’), but the genitive is used at ZI. 16.285, Od. 8.267. ,

173 x&ydcd: this crasis is un-Homeric. Cf. Hes. Th. 284 x®, H. Dem. 227 xoU,
and West, Theogony p. 100.

Tfis Soins émiPfiocoucn fs wep AmOAAwvY: ‘I shall acquire [/t set foot upon]
the same divine worship as Apollo has’. éoin (cf 130, 470) must here refer to
all the rites or honours due to him as a god. The form of expression echoes 166.
For the first time Hermes openly declares his real aim, to put himself on the same
level as Apollo. :

1745 Cf II. 1.324 € 8¢ Ke ut) Sodniotv &y 5¢ kev aitds EAcopcn. Hermes answers
Maia’s assertion that he will not be allowed to practise as a thief (see 157-9n.).
This is ironic, since Hermes will indeed become the prince of thieves anyway
(292).

175 SUvopar: best taken as parenthetic (as I can’): cf. (¢]) Suvaoon addressed to
a god in prayer (e.g. Il. 1.393, 16.515), or parenthetic SUvaco ydp at Od. 5.25,
addressed to Athene. The alternative is to punctuate after Teipfiow, understan-
ding ‘to gain the same honour’, and then take SUvapat . . . elvan as an explanatory
sentence in asyndeton; but this seems much less natural.

176-81 Hermes’ speech ends in a resounding climax, with the boldest threat of
all, to rob the sacred temple of Apollo itself. The catalogue of its treasures alludes
to the proverbial wealth of Delphi: cf. 335, where Apollo refers to the traditio.nal
taunt that he is prAoAnios (and 4945, 549). For this theme, and the reputation
for greed of the Delphic priests, see H. Ap. 5357, 540-3nn., and Il. 9.404-5. .
1777 Literally this means ‘I think that something else even greater (i.e. worse) will
befall him.’

178 &vTitopricwv: cf. Il. 10.267 EEAeT AUTOAUKOS TIUKIVOY SdpOV &VTITOPTOTS.
Autolycus was Hermes’ pupil in the art of deception, or Hermes’ son: 0d. 19.395—
6, Hes. fr. 65.15. Cf. also 283 &vTiTopolvta S6uous. Hermes has already twice
demonstrated his skill in drilling through things (42, 119). For the form of &vTi-
Toprfiowv (etc.) see 11gn. The verbal echo of the final words of 177-8 is striking.
17981 For this list of goods cf. Od. 13.217 TpimoBas mepikadéas 7St AePnTas,
5.38 etc. Yok Te Xpuodv Te SAs, oS T Te (SovTes/ UpavThv).

181 oU & Syean of ¥ E9¢AmoSa: cf Homeric Syean Ay (ofK) E96AnioSa (L.
4.353 etc.). At the end of Hermes’ speech this has a defiant ring, like Just you
see!” and similar phrases. '
182—3 These formal-sounding lines round off this heated exchange. 182 is a
unique variant of the usual Homeric ¢ of uév Toiadrarmpds &hA®Aous &y dpeuov.
184226 As dawn rose Apollo came to Onchestos and asked the farmer about
his lost cattle. The old man was evasive, but admitted that he had seen a small
boy driving some cattle backwards. Apollo saw a bird of omen and realised that
the thief was a son of Zeus. He headed for Pylos, and found the tracks of his
cattle and those made by Hermes, which utterly bewildered him.
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The poet concentrates on the meeting at Onchestos and the comic reactions
of Apollo on seeing the tracks. Apollo’s discovery of the theft and the beginning
of his journey from Pieria are indicated in his speech to the old man (191-8).
We are not told how he knows that Onchestos is on Hermes’ route, and the first
mention of his seeing the tracks is at 218-26.
184~5 Dawn, heralded already at 98 and 143, comes at last. This is an adap-
tation of Homeric formulae for dawn. Cf. fipryéveia. . . Heds (1. 1.477 etc.), and
especially 7. 19.1-2 Hdos pév xpoxdmemAos &1’ *Qkeavoio podeov | Spvud, W
&SavdTolol dws gépor 18t PpoToicy, and PaSuppdou *Qkeavoio (Il 7.422
etc.). Van Nortwick (1975, 42-3) suggests that the poet may have been influenced
by the wish to keep AmdAAcov in his usual position at the end of the verse, and
hence created this extended sentence for dawn. Apollo operates by day as a god
of light, Hermes by night.

1857 Cf H. Ap. 230 0yxno1ov & es Tooi8riov &yAadv &hoos. Epiopdparyos
is un-Homeric. It is used by Pindar and Bacchylides; cf. also Hes. T%. 815 épio-
wapdyoto Aids. The sanctuary of Poseidon, Apollo’s uncle, is dignified with an
elaborate phrase, including three descriptive epithets.

187-8 &da. .. &Awfis ‘there he found an old man working on the enclosure of
his vineyard, just off the road’. Sépovra, for vépovTa in the MSS, is supported
by 87 Btpwv &dvdoloav dhwnv. kvidatov (‘beast’) can be applied to both wild
and domestic animals, and is later used as a term of abuse in Attic drama (A.
Eu. 644 etc.), but would make no sense here if applied to the old man. If we
read SépovTa an epithet with yépovta is needed. Stahl’s kdxatov (‘ancient’,
according to Hesychius s.v)) is possible: for the reduplication of sense cf. for
example yepout Todaryevés in 199. But the correct reading remains uncertain.

AHS keep the text of the MSS, and take it as ‘there he found an old man grazing
a beast alongside the road, the stay of his vineyard’. They argue that kvéoSahov
refers to the farmer’s donkey, comically called ‘stay of his vineyard’, a parody
of Homeric &pros Axouddv. But this is far-fetched, and nothing is heard of the

donkey elsewhere. Radermacher takes the transmitted reading as ‘there he found

a brutish old man, dwelling in the enclosure of his vineyard beside the road’. But

véuovTa meaning ‘dwelling in’ is a weak descriptive term in this context, and

&pKos &Awfis is not a natural way of referring to his farmstead. It normally refers

to the hedge or enclosure round a vineyard or orchard: cf, II. 5.90, 18.561—5, and

see 8.

18g—212 In this hymn, unlike those to Demeter, Apollo, Aphrodite, and Diony-

sus, no reference is made to any attempt by Apollo (or for that matter Hermes)

to disguise themselves when they meet a human being, Both seem to appear in

human form and converse in a natural way with the old man, who addresses

Apollo as & ¢fAos (202), and speaks simply of having seen a small boy (208-10).

This is quite unlike the normal epic convention for such encounters. It may be

due to the comic and more everyday character of this poem, where Apollo is cut

down to size and made to look ridiculous by Hermes. The fact that Apollo also

has to go to a mortal for information is a further aspect of this comic treatment
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of him. Cf. Pindar, Pythian g, where Chiron teases him for asking questions about
Cyrene, when he is supposed to be omniscient (29—49). Apollo’s speech is, how-
ever, dignified and carefully composed, with elegant repetition in 192, chiasmus
in 1935, and euphony in 197-8. By contrast the old man’s reply is much more
gnomic and matter-of-fact, suiting his rustic character.
190 Apollo politely honours the old man with a whole-line address, although
the charming Poato8pdTe (‘bramble-picker’, only here) has a comic tone. It may
be inspired by Od. 24.230 (see 87—93n.).
192 This type of repetition is favoured by Hellenistic and Roman poets, especially
the Roman elegists. Cf. Call. H. 3.14 doas glveTas, Trdoas ET1 TTaddas duiTpous,
Coll. Alex. p. 186.9.2 Powell radoan TapSevikad, aloon koAd EupaTa & oloat,
Theocr. 15.6, Verg. 4. 6.787, and for other examples of parallel half-lines cf. Wills
(1996) 414-18.

képoeootv EAkTés: EAIkTOs occurs first here, then in Attic tragedy and later.
Cf. 116, 567 EAkas PoUs. In 220 Podv dpSoxpaipdwv does not contradict this,
since it may mean that the horns curve upwards, rather than forwards or
downwards.
193—6 The details about the single bull and four guard-dogs add conviction to
Apollo’s report, and also emphasise the puzzling nature of the theft: why were
they left behind (and why did the dogs not give the alarm? Cf. 145.) At the same
time, the vivid epithets in 194 add colour to the description.
194 yopomol fierce-eyed’ (). In early epic this is otherwise exclusively applied
to lions (569, Od. 11.611, H. Aph. 70, H. 14.4, Hes. Th. 321, Sc. 177), but sometimes
later to dogs (Lyr Adesp. 101, X. Gyn. 3.3, etc.). The original sense is uncertain, but
it may have meant ‘with ravenous eyes”: cf. Latacz (1966) 38—43. However, it later
came to be used as a colour word of eyes, and it is possible that the poet had this
in mind here, in juxtaposing ku&veos xapoTot 8. Cf. (for example) on the Shield
of Achilles ZI. 18.562 X puceinv uéAaves &, and especially 548~9 1) 8 ueAaivet. . . |
Ypuoein mep tolioa, TO 51 epl Sadua TétukTo (cf. H. Herm. 196). Examples of
xapoés are collected by Maxwell-Stuart (1981); but see Davies (1982) 214-16 for
criticism of his views.
195 AUTE p&TES Spépoves: as guardians of the herd the dogs are trained to
work together. Contrast Il 22.263 oU8t AUkot Te kai &vdpes Sudpova Juuody
Exouaiv.
196 887 . .. téTukTau: cf. Il 18.549 o &1y mepi Salpa TéTukTo (the only early
epic parallel).
197-8 The description is again elaborate and perhaps deliberately euphonious,
with strong assonance of the genitive endings and frequent juxtaposition of vowels
and soft consonants, mirroring the sense of softness and sweetness (uaxAaxod,
yAukepoio). Cf. Demetrius Eloc. 69—71 on the euphony of fgAios and similar
words.
197 xatodUopévolo: the long upsilon of kaTa®dUw is paralleled in Hellenistic
and later poetry, whereas it is short in Homer.
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199 The asyndeton suggests a note of urgency, after the long preamble. Cf. Hes.
Th. 114 TafT& pot Eomete MoUoa, although there TaUra is resumptive, whereas
here it is prospective.

yepait madayevés: cf. I 17.561 PoiviE, &TTa yepout ToAaryevés, where the
tone is respectful and familiar.

200 d&vépa: Apollo naturally assumes the thief to be an adult man.

202-11 The farmer takes his time to come to the point, beginning with a
protracted preamble about the general difficulty of giving any useful information,
plus the fact that he was busy all day. When he does address the question his
answer is at first vague and evasive (208-9), but then becomes more precise about
what he saw, although still in halting style.

202 @ @lAos: for this address to a stranger cf. Od. 13.229 to Athene in disguise,
15.260. But here ‘my friend’ is in keeping with the farmer’s general moralising
tone, in contrast to the more respectful épioTe (208).

18o17o: ‘one might see’. For the omission of Tis cf. 71, 13.287, 22.199, etc. But
M’s 18otut (or Ernesti’s io10) could be right here.

203 TravTa Aéyeiv: the emphasis is on giving information by speech, and hence
TavTa Aéyew is to be preferred to avT &Adyew.

204~5 He means that it is hard to distinguish among passers-by whether anyone
might be up to no good or not. We should understand pepades with E09A& M’s
Trpricooucty may be simply repetition from 203, or else an attempt to give 203A&
a verb.

207 ‘youvov &Awfis oivomédolo: cf. Od. 1.193, 11.193, in both cases of Laertes
(see 87-93n.).

208 mwaida: in contrast to Apollo’s &vépa (200) and so emphatic.

E508a is paralleled in' this sense (‘T thought’) in epic at ZI. 7.192, H. Aph. 125,
but the Homeric form is 8éknoa. The form &Sofa recurs in IG 3 1 (¢. 510-500
BC) and then Pindar and other fifth-century literature.

oagts & ol olda is a parenthesis which breaks the sense in a natural way,
indicating the old man’s hesitation and reluctance. The adjective oagns does not
occur in Homer, who has only odga, and otherwise appears in the fifth century,
but cf. H. Dem. 149 capés.

209 &5 115 6 wads ‘whoever the child (might be)’, as in 277 and 311, H. Dem. 119
(with Richardson’s comment). '

Ukpadpniow: first here, and then at A. Supp. 300 EUkpaipwt Bot. Homeric
SpJokpaipdwv (cf. 220) supports the feminine form of the adjective here.
210-11 The information continues to emerge in a broken, piecemeal style, a
succession of short phrases. viTrios in runover position is emphatic, as often in
Homer (cf. Van Nortwick (1975) 6g—70).

210 EmoTpogddny ‘from side to side’, i.e. in a rambling way. Cf. 75 TAcvodias,
and 226. -

&Padilev: only here and at 20 in early hexameter poetry, common from the
fifth century onwards.
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211 ‘And he drove them backwards, and kept their heads facing him.” In IL
17752 p&XTY &véepyov dmioow means ‘they checked the battle from behind’,
but here 2€omriow should mean ‘backwards’, as at Jl. 11.461, 13.436. If x&pn &
gxev &vtiov adTédn is the correct text, k&pn is either an accusative plural or a
collective accusative singular. For the former, instead of normal epic kapfaTa, cf.
H. Dem. 12 x&po as nominative plural (with Richardson’s comment). In 1. 10.259
(pUeTcn Bt képr Sahepdov aigndov) it is probably singular, and possibly also at S.
Ant. 291 (x&pa oelovTes). With Hermann’s £xov, the text would mean ‘and they
kept their heads facing him’ (cf. West). One could also read atés or arois: ‘he
(himself) kept his head facing them’, i.e. he walked forwards himself.

212-14 Apollo hurries on without further delay, and the old man’s testimony is
confirmed by a bird-omen, which enables him to identify the criminal as Hermes.
Aids odSo must imply this here, and the point of using this formula may be to
stress that Hermes is his own brother. Cf. Apollod. 3.10.2, where Apollo discovers
the truth about Hermes & Tfjs povTikfis, and Schol. AB /I 15.256. In a similar
way Apollo hears of the loveraffair of Coronis and Ischys from the raven (Hes.
fr. 60), a version rejected by Pindar, who says that it was thanks to his own
omniscient mind (£ 3.27-9).

216 & TTUMov: ie. the district near the river Alpheios. Cf. 101, 3545, and 128—9n.
In Antoninus Liberalis’ version (23) the southern (Messenian) Pylos is the scene.
217 Cf. II. 5.186 (a god) vepéAnt eldupévos dduous, 17.551 (Athene) TTopeupént
vepéAnt TrukGoooa £ oy, 16.790 (Apollo) fiép1 y&p TOAAT1 KeKoAUUUEVOS
&vteBoAnoe. Apollo does not need to conceal himself in this case, and the
description must be designed to emphasise his menacing power, as in Il 1.47
& & fiie vUKTI EOIKCDS.

218-26 Apollo’s complete bewilderment is comically absurd in view of his sup-
posed powers of divination. The soliloquy builds up to a climax with the catalogue
of creatures in 2225, culminating in the most outlandish of all, the centaur. Cf. his
description of the tracks at 342—9 (where 3445 echo 220-1), and the puzzlement
of the satyrs in Ichneuta: (see 75-8n.).

219 = [l. 13.99 etc.

221 & &o@odeAdv Aepdova: cf. 344. In Homer the meadow of asphodel appears
only in the Underworld: cf. Od. 11.539, 573, 24.13. Here it refers to the god’s
pasture, as in the elaborate descriptions at 72 and 198. For Hesiod (Op. 41)
asphodel is symbolic of the simplest and cheapest form of diet.

222-5 For this catalogue of creatures, with oUe. . . oUTe (etc.), cf. Il 17.20—2 oUT
olv Trapd&Aios Téooov pévos olte MovTos | 0UTe guds k&TTpou SA0OpPOVOsS etc.,
and H. Dem. 446, H. Herm. 143—5.

222 Priparta: cf. 345 for Pfipe, which does not occur elsewhere in early hexa-
meter poetry, and Sappho 16.17 L-P = 16.17 V, etc.

224 kevTaUpou Aaoiavyevos: the epithet appears first here and in H. 7.46,
next in fifth-century drama. In Geometric and Archaic art the centaur is
portrayed either as a horse with a human head and shaggy beard, or as a
bearded man with human legs, joined to the back part of a horse (cf. LIMC s.v.
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Kentauroi et Kentaurides). The footprints of the second type would be more
distinctive.
225 Apollo recognises both the size and speed of these extraordinary steps. For
Tolax TEAwpa cf. 342 and g49.

P1pdu: in Homer the verb occurs only as a participle; cf. 149 TTpoB1Pédv.
226 ‘Strange are the tracks on one side of the road, and still stranger on the
other” Cf. 857 6500 0 pév &vSa 16 & #vda. This presumably all refers still to
Hermes’ steps, and is a way of saying that they go from side to side (cf. 210) and
are totally incomprehensible.
227-92 Apollo came to Cyllene and entered Maia’s cave. Hermes curled up in
his blankets pretending to be asleep, and Apollo searched all the store-chambers
of the cavern. He then ordered him to reveal the cattle at once, threatening to
hurl him into Tartarus otherwise. Hermes denied all knowledge, claiming that
he could have nothing to do with such things, since he was only just born, and
offering to swear an oath to confirm his innocence. Apollo laughed at his deceit,
saying that he would become an expert in burglary and rustling. He ordered him
to get out of his cradle and declared that his divine privilege would be to become
the prince of thieves.

In this scene Apollo’s anger and impatience are deflated by Hermes’ bla-
tant sophistry, and he cannot help laughing indulgently at his tricks (281), and
admiring him for them. The scene thus foreshadows their reconciliation and
Hermes’ reception among the Olympians, and has a burlesque quality which
undermines Apollo’s usual seriousness and dignity. On two vases of ¢. 530 and
490 BG (for details see 21n.) Hermes is shown in his cradle, with the stolen cattle
nearby. On the first of these Apollo and Maia are depicted, together with a third
bearded figure (possibly Zeus). The second shows what is probably Maia and
Apollo.

227-34 Apollo’s arrival and entry to the cave follow a typical pattern, with
mention of divine fragrance, sheep grazing outside, and crossing of the stone
threshold. Cf. however especially Hermes’ arrival at Calypso’s island (Od. 5.55~

77) AN &7e 1) THv viioov &eiketo. .. | fiev, dppx péya oTréos fkeTo, T dvi
viuen | vaiev EUmAdkauos. . . | wlp piv & Eoyoapdev péya kadeto, TNAGH &
O8pt | ... v vijoov 68wmdet [followed by description of the wood around the

cave and birds nesting there, etc.] . . . aUTiK &g &5 eUpU oréos fiAuSev. For other
links with this episode cf. 4, 154nn. Cf. also Od. 9.181—4, where Odysseus and his
men find sheep and goats grazing round the cave of Polyphemus. Van Nortwick
(1975) 110-15 and (1980) 1-5 detects a pattern of vocabulary in 227-51, involving
divine fragrance, radiance, and wealth, which he finds in Homeric scenes of
deception or seduction.
229 Padvokiov: first here, later in Theocritus 4.19 etc.
230 &uPpooin: this is not used of persons elsewhere in early epic (whereas
&uPpoTos is).

E\Oyeuoe: the verb occurs only here before Attic tragedy.
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231—2 Cf. H. Dem. 277-8 85pn 8’ fuepdeooa Sunévtewy &mo mémhcwy | okidvaro,
of Demeter’s epiphany. Fragrance is a sign of divinity: see Richardson on H. Dem.
275fF. (p. 252). Here it is most probably due to the presence of Maia, as a feminine
deity.
234 ExkatnPdAros aitds AmToAAwv “far-shooting Apollo in person’. Cf. H. Aph.
151 E&knPoOAos aiTds ATdOAAwY. alrds is often applied especially to Apollo: see
H. 4p. 140n. '
236 Ywdpevov Tepl Pouaiv: cf. Hes. Se. 12 Xwoduevos mepi ovot.
237-9 The simile resembles and may be inspired by Od. 5.488-93, where
Odysseus heaps leaves over himself as a man hides a brand under a heap of
ashes (orodifji pehadvny) to keep it alight, and then Athene sends him to sleep
(cf. H. Herm. 240-1).
238 mptpvoov: Tpéuvov is only found here in early poetry; cf. Pindar etc.
239 dvéahé € alTéy ‘rolled himself up’, from &veihéco, which does not recur
before Thucydides. The reading of the MSS &Aéeivev & aiTov has been explained
as meaning ‘concealed himself’: of. perhaps 85, and LfgrE s.v.,, but it is less easy
to extract this meaning here with & atév than it is at 85 with d8oiropinv.
240 & § dAywi ouvidaooe ‘and he huddled together in a small (bundle)’.
241 1) pot vedbAhouTos: ¢f| (‘like’) is an emendation. It was read by Zenodotus
at Il 2.144, 14.499, and adopted there by modern editors, but Aristarchus held it
to be post-Homeric (Schol. A II. 14.499) and quoted examples from Antimachus
(fr. 121) and Callimachus or his followers (frr. 260.58, 737). It may occur in Hes. .
204.138. See also Janko on Il 14.499—500. vedbAhouTos, if correct, means ‘newly
washed’, and recurs in Hippocrates (vebAouTos) of a woman after childbirth
(1.535 etc.). Hermes curls up like a baby after it has been washed and is ready for
sleep: cf. 267-8, where he includes sleep and warm baths among his concerns.
The variant $fjpx véov Aox&wv is hard to explain. AHS suggest veoAAoywv,
meaning ‘newborn’, which occurs nowhere in surviving literature.

fiSupov Umrvov: cf. 249. In Homer the form vAdupos is normally used, with
fiSupos as an occasional variant reading. Both occur in later poetry. fiSupos is
actually the original form of the word: cf. H. Aph. 170—2n., and Chantraine, Dict.
s.v. vi)Bupos.
242 Martin’s conjecture éyprjcowv égpatfiv Te would make the verse closer to
153 XAV EparThv &7 &pioTepd XElpds épywv. AHS compare Hipponax fr. 177
West Epuf] ndxap, <ou ydp> kat Urmvov oldas Eypioosv.

pooy&An ‘arm-pit’: only here in early poetry, then in Aeschylus etc.
243 Yv& § oUd fyvoinoe: cf. Hes. Th 551 yvéd p’ oU8 flyvoinoe 8oAov, of
Zeus seeing through the deception of Prometheus.
244 vOoueny T oUpeinv: cf. Hes. fr. 123.1 oUpeict vipgan.
245 Bolinis eidupévov évTporriniot ‘wrapped in cunning tricks’. eiAUw and
eiAupévos are used elsewhere in a purely physical sense, and évrpoTrin recurs
only in Hippocrates (Decent. 2), where it means ‘concern’, like évtpotm. The
metaphor is perhaps suggested by the description of Hermes wrapped in his
omdpyava (23542 etc.). For a similar transference cf. Archil. fr. 191.1 West

COMMENTARY: TO HERMES: 245-55 189

Epaos UTrd kapdiny EAuoSels (love curled up beneath my heart’), with Silk (1974)
131-3.
246-51 Here the cave is like a great house or temple with store-chambers full
of wealth, in contrast to Hermes’ complaints at 167-81. Cf. for example /.
6.289—311, where Hecabe takes a precious robe from a storeroom and offers it
to Athene, or the storerooms of Od. 2.337—47. The spectacle of Apollo hastily
and vainly rifling through the possessions of Maia is somewhat ludicrous. Like a
police officer with a search warrant he does not stop to question Maia or Hermes
until he has been through everything.
246 &vd: this reading suits the context better than &pa, since TamTaive with
accusative is used in Homer of looking for someone (Z. 4.200, 17.115).
247 &dUTous: elsewhere in early epic the gender is uncertain, but later &3uTov
is neuter in Hdt. 5.72, E. Ion g38.
248 véxTapos. .. A8 &uPpooins tparaviis: cf. I1. 19.347, 353, H. Ap. 124 véxTop
Te kad &uPpociny épateivrv.

gépmAeious: the variant reading éxmslous is possible; but this form does not
occur otherwise before Euripides and Xenophon.
250 QowiKoevTa kol &pyuga siporras the first epithet is used of a cloak in Homer
(IL. 10.133, Od. 14.500, 21.118), the second of a robe, in the form &pyUgeos (Od.
5-230, 543); cf. &pyugos of sheep.
252 Eepéeive ‘searched’. Cf. Od. 12.259 répous &Ads EEepecivaov.
254~9 Apollo’s speech of interrogation is brusque and peremptory: a single-verse
command plus highly emphatic runover word (S&ooov: ‘and quick!), followed by
amore extensive description of the dire consequences of failure to obey, culminat-
ing in a sentence with two consecutive examples of integral enjambment (257—9):
cf. Van Nortwick (1975) 92—3. Imprisonment in Tartarus is a typical punishment
for unruly deities, usually administered by Zeus. Cf. especially JI. 8.12-13, where
Zeus threatens the gods with either a beating or Tartarus: TAnyels o¥ kot
xoopov EhevoeTon OUAUpTTOVBE: | ) piv EAcov plyeo & TépTapov fepdevta (and
8.40 resembles H. Herm. 466). Other examples are Hes. T%. 868 (Typhoeus), fr.
30.22 (Salmoneus), and 54(a) - 57 (Apollo himself). Vox (1981) suggests that there
is a specific echo here of Hes. frr. 54(a) and 57, where Zeus threatens this fate for
Apollo because he killed the Cyclopes, and Apollo’s mother Leto intercedes to
save him. On this theme of divine punishment see also Harrell (19g1).
254 "2 oz the abruptness of the address is increased by the rare metrical
shortening of ad. Contrast the more relaxed tone of 282, 436, and 514.

pfivue: the verb occurs first here and at SLG 5323.15 (Simonides?); cf. 264
prjvutpov. It is the standard legal term later for disclosing information.
255 S&ooov: the MSS read S&TTov (the Attic or Boeotian form) here, but
S&ooov at 212. It seems more likely that the usual epic form has been corrupted
at 255 than vice versa.

gmel for otherwise’.

Sio106ped o kT kdopovV: an ominously euphemistic way of describing the
quarrel which would ensue. Siagépev (‘to differ’) does not occur elsewhere in
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early epic; cf. Heraclitus 72 (with the same sense) etc. o0 kaT& KoopoV is used in
the context of a quarrel at Il. 2.214; cf. also II. 8.12, quoted in 254—9n.

256 Cf 374 fmeidnoe Podeiv & TdpTapov evplv. Iigen proposed AaPdov, but
the duplication of piyew with BoaAdv is not unusual.

257 els Logov aivépopov kal &urxavov: aivopopos is used of persons m Homer
(Il. 22.481, Od. 9.53, 24.169). The phrase is new and suitably awe-inspiring.
257-9 oUSt oe ufTnp | ... 008t TaThp dvadvoeTal, &AX. .. | Epprioes: for
this type of threat cf. Il. 21.123—5 0UB¢ oe ufyTnp | . . . yonoeTou, ARG Zxéuavdpos
| olosr. .., Od. 24.292—6 oUBE & pTnp | KAaUoe epioTeidacamathp §. . . | o0
BAoxos. . . | kokud'. .. See also H. 4p. 362—70n.

259 &pphoes: this has a double implication, of wandering vainly (e.g. Od. 4.367),
and of going to one’s ruin or death.

dAlyotot pet dwdpdot fiyepovelwv ‘as leader among the people of small

importance’, i.e. the souls of the dead. Cf. the Homeric dupevnvé k&pnva. dAlyos
means ‘slight’ in early Greek poetry: cf. (e.g) Od. 14.492 dAtymi i, and Moor-
house (1947) 31—45. Cf. also later AP 9.334 k&uE TOV &v guikpols SAiyov Jeov, of
a minor deity. There may be irony in the fact that Hermes will indeed become
a leader for the dead, in his capacity as yuyomoéumos (cf. 572-3). AHS take
dAiyotol peT &vBpdoty as ‘among little men’, and West translates ‘among human
children’. But with &v8pdotv it can hardly refer to children.
260—77 Hermes’ reply is a parody of a defence speech in miniature, fully worthy
of this god of rhetoric. He begins by expressing his surprise with a rhetorical
question, and denying his guilt or any knowledge of the crime (261—4). He then
uses arguments from probability, claiming that he does not resemble a thief,
corroborated by appeal to his lifestyle and character as a baby, and suggesting
that such an accusation is shocking and improper (269—74). Finally he offers to
swear an oath that he is innocent of all complicity, adding (in contradiction to
263) that he only knows of it by hearsay (274-7).

This is the first of Hermes’ two defence speeches; the second, to Zeus, is
at 368-86. Gorgemanns (1976, 113-19) shows how they fit the patterns of later
rhetorical theory. For example, the type of argument that Hermes does not
resemble a cattle-rustler because he is not strong enough (265) was said to have
been discussed by the early fifth-century B¢ rhetorician Teisias, as an example of
the use of 6 €lkds (cf. Pl. Phdr 27383~C4), and by his contemporary Corax (cf.
Arist. Rhet. 1402a17-20). But the way these arguments are used and developed
further in these two passages indicates that the point which Hermes makes was
already a traditional one before the time of these two theorists, even if we do
not have earlier examples. Stylistically also the speech is highly crafted, with
the double rhetorical question (261—2), the use of tricolon crescendo in 263 and
273, the emphatic repetition of negatives in 263-6 and 275-6, the variation of
pnwioay. . . pRvuTpov &poiuny (264), the emotive catalogue of 267-8, and the
exclamatory expressions of 269—72, ending in a staccato half-line (272), a device
used again in the concluding lines (275-7). See Eitrem (1906) 269, Radermacher
ad loc., and Kennedy (1963) 40-1.
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Van Nortwick (1975, 93-5) also discusses this speech, together with those by
Hermes at 307-12 and 368-86. He notes a high frequency of short sentences,
simple sentence-structure, and in 26077 a repetitive pattern of verse-endings
with a verb scanned - -+, often preceded by a trochaic noun. Together with
alliteration, assonance, and anaphora, these, he suggests, all give an effect of
artfully childish speech.
261-2 There is a slight ellipse of a natural kind in 262: e.g. ‘what is this harsh
speech. . . and (why) have you come?’
261 ToUrov dmnvéa uUSov: cf. Iris to Poseidon at Il 15.201-2 o¥Tw Yap 81
Tot. .. TOVBE pépoo Aul uTSov &mrmuvéa Te kpaTepdY TE. . . |

terras: the Homeric forms are #eimres or elas.
263—4 These lines are quoted by Apollo at 363—4.
263 Cf. 0d. 23.40 0¥ {8ov, 0¥ uSépmy, &AA& otévov olov &kouaa, and Od. 3.94
= 4.324 &A\Aov piSov dxoloas.
264 olx & pfivutpov &poluny I could not gain a reward for information’.
pfvuTpov recurs in Hipponax (fr. 102.4), and later in the plural in Attic writers.
Cf. possibly Soph. Ichneutai fr. 314.87 Radt unvul[.

oUre: The sequence oU. .. oUte. .. is common in epic and later (Denniston,
GP* 509-10). There is no need to alter this to 0USé (as Baumeister and Allen do).
266 Again oUx (the MSS’ reading) is better here than oU7 (Gemoll) or o8&’
(Allen). The asyndeton is dramatic and effective: ‘this is not my business’.

269 Thope that no one will learn how this quarrel arose!’

271 Cf. 158 81tk poSUpoio mepfioew. Hermes is answering Apollo’s original
assumption that the cows might be hidden somewhere in the cave.

272 TO & &mpeméoos &yopeles: this is the first appearance of &mpett(é)ws, and
the adjective first occurs in Hippocrates and Thucydides. The concepts of T
mpémov and To &mpetrés will later become standard terms of rhetorical theory.
273 An effective tricolon in its brevity and the contrast of the second and third
elements.

X3¢s: only here in literature before the fifth century, but its derivative X91os
is common in Homer, where x$156v and X104 are used adverbially.
274~7 Hermes offers to swear an oath, but both here and at 37884 he cunningly
avoids perjuring himself (see 275—7n.). Hermes is the expert in the art of swearing

oaths: cf. Od. 19.394—8, where Autolycus is said to have learnt this from him. As
a means of settling a dispute oath-taking is already attested in the lliad, 23.581—5:
cf. Richardson on 1. 23.566-85. Callaway (1993, 22-4) argues that both here
and at 378-84 Hermes only offers an oath, but does not actually swear one. & &
9¢Aeis in 274 does leave it somewhat open as to whether he is really doing so or
not, since it is a conditional clause.
274 € & £9¢heis: the form £9¢Aw is normal in Homer and Hesiod, although
SeAw does occur at H. Ap. 46, and so could possibly be correct here (see also
Richardson on H. Dem. 160).

TaTpods kepaAfv: at Il 15.36—40 Hera swears by Zeus’s head, together
with various other witnesses, and Zeus himself says that when he nods his
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head this is the greatest guarantee (Tékuwp) he can give to the gods (/.
1.5247)-

275—7 Hermes repeats his denial at 3o9—11, where 311 = 277. 275 can mean !
do not profess to be guilty myself’, a clever way of avoiding an outright lie.
275-6 The indicative is used here as it is in oaths of denial: cf. L. 10.330-1,
15.41—4, 19.261~2, and Chantraine, GH 1. 331.

276 xAotdv: only here, and at Opp. C. 1.517.

277 of Twes ai Pées elof: of. 209 85 Tis 6 wads, for this kind of throwaway
expression.

T 5t KMos ofov dkoUw: cf. I 2.436 fuels 5t KAEos olov dxouopev.

278-80 ‘Thus he spoke, and flashing frequent glances from his eyes he kept
signalling with his eyebrows up and down, looking to one side and the other,
with a long dismissive whistle, as if listening to a pointless story.” West (2003) and
Vergados (2007a) take d¢pUo1 with what precedes, and prrTaieokev as ‘he tossed
and turned’, as in later uses of this verb (Hippocrates etc.). This is closer to Hes.
Th. 826—7 & 8¢ of docwy | ... U dppUot TUp dudpuaoev, and could be right,
although d@puot without Ud is slightly awkward in this case.

Hermes’ reactions are described in great detail. Cf. 387 where he winks at
Zeus, and 415 where again his flashing eyes are described. The general effect is
one of mischievous insolence and contempt for Apollo’s claims.

278 &uapUoowv: see 45n. (Guapuyn).
279 oppuol prTddeokev: for signals with the eyebrows cf. Od. 9.468, 12.194,
etc.

dpcouevos Evakal Evdat: cf. Hes. fr. 294, where this is applied to the many-eyed
Argos, Hermes’ enemy (with opcopevov).

280 &mooupifwv: this compound recurs in Lucian (VH 2.5); cf. Homeric
oUpry€. It may indicate contempt (cf. &xoupiw, of hissing in the theatre), or
indifference.

&hlov s uUSov &xolwv: ¢S seems necessary here, and Tév in some MSS
may be due to expressions like &Atov Tov pUSov UtreoTnpev (L. 5.715).
281~g2 Apollo’s tone changes dramatically to relaxed and friendly amusement
and admiration, and the warning at 289 cannot be taken seriously.

281 &maAov yeAdoos: cf. Od. 14.465 &wadov yehdoot. Zeus likewise smiles
at Hera’s deceptive speech, at Il. 15.47, and at Hermes’ speech at H. Herm.
389-90.
282 "Q mwémov: nearly always a term of endearment. But it is also used by Zeus
of Prometheus, when deceived by him over the division of sacrificial meat, at
Hes. Th. 544, 560.
fmrepomeutd is used of Paris at Il 3.39, again in a series of vocative epithets.
BoAogpoadés: first here; cf. Pi. M. 8.33.
283 &vtitopolvTa: see 178n.
284 Literally, ‘in the night-time you would not make only one person sit upon
the ground’. Sitting on the ground is a sign of grief or despair (see Richardson on
H. Dem. 197~201), but here it may imply that Hermes has stolen all the furniture.
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285 oxevafovta ‘packing things up’: the verb possibly occurs at Arch. fr. 140.2
West, then in Herodotus and fifth-century Attic literature.

yogous the word is attested first in Sappho (twice).

ol” &yopeUeis (to judge by) the way you talk’.
286-8 The only other use of the word unhopotrip is at Il 18.529, in the
description of a raid on sheep and cattle on the shield of Achilles. Cf. /. 18.528—9
TapvovT &upl Boddv dyéAas kod Tredea ke | dpyevvéwy didd, kTelvov § &t
unAoPoriipas. If our poet had this in mind, this would support the reading
of the MSS at 288 dvtfionis &yéAniol Poddv kal Trcoeot pfAwy, as opposed to
the marginal variant &vnv (for &vtnis?) PoukoAioiol kai eipoTrékols dleoow.
PoukoAiov otherwise does not occur before Herodotus. This marginal reading
could have arisen as a genuine rhapsodic variant.
289 TmUpaTév Te kal UoTartov: this occurs adverbially at Od. 20.116, in the
context of the impending death of the suitors; cf. also II. 22.203. Apollo’s words,
however, as addressed to an immortal, are an empty threat.
290 peAadvns vukTods Etaipe: cf. 15, 67, 577-8, and 436 Scatods Etaipe of Hermes.
291-2 Already one aspect of Hermes’ honours is announced, confirming his own
boast at 166-75. For y&p olv (for indeed’, in Homer always with a backward
reference) see Denniston, GP? 445-6. Here this final statement refers back to
282-6. For Hermes as ‘leader of thieves’ cf. 175, and see 67n.
293—321 Apollo picked up Hermes, but the child farted and sneezed, and Apollo
dropped him at these ominous sounds, but told him that he must lead the way
to the cattle. Hermes again denied being to blame and demanded that the case
be brought before Zeus. They set off for Olympus, with Hermes leading,

293-303 Hermes interrupts Apollo’s attempt to seize him by two unexpected
and startling actions, which were usually involuntary and so could be regarded
as ominous, although here he does them on purpose (294). The first (a fart) is
comically treated as an omen in Ar. £g. 638—42, and could be seen in comedy as a
parody of Zeus’s thunder (Ar. Mub. 392—4). The second (sneezing) was commonly
viewed as ominous. These reactions may be intended to confirm Apollo’s pre-
diction at 292, but they also have the effect of making him drop Hermes. Apollo
retaliates by saying that he will use them as aids in finding his cattle (302—3).
There is an echo at 295~7 of 21315 (olcwovov . . . éooupévws 8€), where Apollo sees
a bird-omen and at once rushes off towards Pylos. See also Katz (1999) 315-19.

295-6 oiwvov. .. &yyshwtny ‘let fly an omen, as he was lifted in Apollo’s
hands, an insolent servant of the belly, an impudent messenger’. The description
is riddling and comically personifies this physical emission in a pseudo-honorific
way. Cf. Eubulus, PCG fr. 106.1-10, where oikeiwov &vépwv Tapias in a riddle is
interpreted as mpookTds. Theoretically 296 could also refer to a burp, but this
is less probable. TAjucwv is best taken as “insolent’ here, rather than ‘wretched’
(Katz (1999) 317)- Ep130s (‘hired servant’) is occasionally used metaphorically later.
&yyehicotns occurs only here in early Greek, later in Callimachus and Nonnus.
For further discussion of the way in which early epic and other ‘high’ genres of
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poetry refer to words relating to bodily functions cf. Bain (2007), especially 51—2
on this passage.
297 Emtmtape: cf. Od. 17.545 EmémTape Ttaciv émecotv, where Penelope treats
Telemachus’ sneeze as a confirmatory omen.
2gg—300 Despite his eagerness to find his cattle Apollo sits down in order to
continue his verbal sparring-match (xepTopéwv).
301 S&poei: perhaps like our colloquial ‘don’t worry!’, i.e. whatever you do, you
can’t stop me.

omapyoviéyta: this word occurs nowhere else, and was perhaps invented ad
hoc. As in 282 the tone is presumably affectionately mocking, Cf. &yyehidtnv
(296), pnxovidTa (436), etc.
302 kal #rerta ‘in the end’, or “after all’.
304—5 In contrast to Apollo it is Hermes who now shows haste to move on and
end this argument. oroudfjl here means ‘hastlly’ (cf. Od. 13.279, 15.209). For
KuAAfivios Epufis cf. Od. 24.1 Eppdis. . . KuAAfvics, and H. 18.1.
305-6 Spw . . . ZeAuévos: lit. ‘he thrust with his hands along both his ears, with
his blanket wrapped round his shoulders’, i.e. he stopped his ears from hearing
any more, whilst still maintaining his position as a mere baby. This interpretation
of 305 seems more natural than taking it as ‘pushed his ears back’ with wapew3el
as a tmesis (AHS), or reading #eApévov and taking omé&pyavov as the object of
&3¢l (Cassola). For omdpyavov. . . gehuévos cf. 1513, where this characterises
Hermes as a baby, and similarly 2g35—42.
307-12 Hermes maintains his pretence of injured innocence with a further
protest, which skilfully leads up to his demand for a trial before their father Zeus.
This marks a major turning point in the narrative, diverting Apollo from his
original aim of finding the cattle directly, and thereby engineering Hermes’ entry
to Olympus and ultimate reception as a member of the divine family.
307 Gopevéorate ‘most furious’. The epithet occurs first here, then in Pindar
and later literature, but cf. Hes. Th. 928 fawévnae.
308—11 The four-fold repetition of different forms of the plural of BoUs within
four lines emphasises the absurdity of this whole quarrel over mere cattle. gog—11
echo Hermes’ earlier denials at 263—77, especially 275—7. g11 is a variation of 277,
and gog & TOTOL. . . yévos expresses exasperation: ‘to hell with all the race of
cattle!’ :
308 odpoolomeles: literally flay the arse’, from &poos (rump) and Aétew, ie.
‘persecute, give me a hard time’. This coarse expression suits Hermes’ comic
style. Cf. Anacreon fr. 393 P. dpoordmos of Ares, A. Pers. 10 dpooloTreitan Supos
metaphorically, Max. Tyr. 107 dpooAomevel uiSwi ovelBeiet, and LfgrE s.v.
grz 80 5t 8lknv kal 8&€o: i.e. submit your case to arbitration, a legal expression,
with the alliteration and brevity of this phrase effectively indicating the reciprocal
character of the process. For Sikas &18ovan kol SéxeoSen cf IG B 6.4 41-2,
Thucydides, etc., and similarly 8ixas 5186van kol AauPdvew (Hdt. etc.). Sixnv
8186ven already occurs in Anaximander (fr. 1).
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313—21 This passage sums up the stalemate which the two gods have reached
with a lengthy preamble (313-19), in which the first subordinate clause (aUT&p
gwel) is left suspended at 315, and then resumed after a parenthesis (315-18) with
a second a¥tap émei (319). The unresolved balance of the conflict is expressed
throughout by contrasting phrases, and then neatly encapsulated in the anaphora
of 319 (TroAUpnTIS . . . ToAUpfXawov). Finally 321—2 move the narrative forward,
with the comic picture of the infant Hermes leading the way to Olympus, followed
by his adult brother. Hermes has by implication won this round of their contest,
but he is still Apollo’s prisoner (cf. 330).

313 Bioppndnyv ‘expressly, explicitly’. This occurs first here, and is later used
above all in legal contexts (of treaties, laws, etc.) from the late fifth century
onwards.

314 olomoAos: in Homer this is used of wild or solitary places (. 13.473 etc.), as
if connected with ofos (‘alone’), but an alternative ancient etymology connected it
with ofs, as if meaning ‘sheep-haunted’ (cf. Schol. /. 13.4773, Schol. A.R. 4.1322),
and it may have this sense sometimes in later poetry (e.g. Colluthus 15, and cf.
olomroAéw in AP 7.657). Elsewhere when applied to deities it probably means
‘solitary’ (Pindar P 4.28, fi. 70b.19, A.R. 4.1322, 1413). It is impossible to know for
sure whether our poet intended it to mean ‘who haunts the wilds’ or ‘shepherd’
(as most scholars assume). Either way it anticipates his future role as guardian of
animals (567—71), as 331 does for his role as herald. See also Janko (1982) 136.
315 Guols Supov Exovtes ‘with divided hearts’. Cf Il 13.345 &ugpls ppovéovTe
etc.

315-16 O pkv vnuepTéx Qwvidy | oUk &Bikes &l Pousiy EAdGuTo kUSipov Epufiv
‘Apollo, speaking the truth, was not unjustly apprehending glorious Hermes on
account of his cattle’. The simple verb @coveiv is only used in the aorist in Homer.
The transmitted reading peovnv would have to be an internal accusative, as at S.
Ai. 1107-8 T& ogpy Emrn KOASG Ekelvous, and 0T 339—40 &y, .. & vOv oU v’
&TipdGers oA, but this seems very awkward here. &l Bouoiv represents the
subject of the charge, as at A. PV 196 ofcor AaPcdv oe ZeUs & adricpart. The
language continues to echo that of a lawsuit.

316 EA&CuTo: in Homer the form AdfeoSau is used. AdguoSau is Ionic (Hip-
pocrates) and Attic.

319 This sounds like a proverbial expression for a trickster meeting his match.
ToAUunTIs must refer to Hermes, the subject of §17-18 and g20-1.

320—1 Once again the journey is described as over sandy terrain, a very abbre-
viated way of referring to the whole way from Cyllene to Olympus, and the gods
walk on the ground, whereas in Homer they usually fly. To do so here would
have ruined the comic effect.

322—96 They arrived at Olympus, where the gods were assembled, and stood
before Zeus, who asked Apollo who this child he had captured could be. Apollo
described the theft, the mysterious footprints, the old man who saw Hermes,
and how he had hidden the cattle, returned to his cradle again, and denied all



196 COMMENTARY: TO HERMES: 322-5

knowledge of the crime. Hermes pleaded that Apollo had come in search of his
property without any witnesses and threatened him, and argued on grounds of
probability that he could not have done the crime, claiming correctly that he
had not driven the cattle to his home or crossed the threshold, and threatening
vengeance against Apollo. Zeus laughed at his clever denials. He ordered them
both to be reconciled, and Hermes to lead Apollo to the hiding-place of the
cattle, and Hermes agreed. :

This episode can be seen as an elaborate variation on the traditional motif in
the Hymus of a new deity’s introduction to Olympus and the society of the gods.
Cf. 5047, where Apollo and Hermes return to Olympus, and Zeus rejoices and
reconciles them.

The trial scene has a simple and balanced structure:

3228  Arrival of the two parties to the dispute

328—32  Zeus interrogates Apollo about the nature of the case
333—65 Apollo’s accusation ’

366-88 Hermes’ defence speech

389-96 Zeus gives his verdict.

Apollo’s speech is longer than Hermes’, because it contains an extensive nar-

rative section. Hermes’ reply repeats several of the motifs of his earlier defence
(260~77), and in both cases is accompanied or followed by significant eye-
movements and other physical gestures (278-80, 387-8). Both speeches provoke
laughter from their addressees (281, 389-90).
322 Tép9pov ‘summit’. This rare word occurs first here and was later used
especially of the end of a sail-yard. It recurs in the late sixth-century lyric poet
Apollodorus (PMG 701), Empedocles, etc. The variant reading alya & fkovto
ké&pnva may derive from k&pnva as a gloss on TépIpov.

Sucdeos OUAUpTrot0: cf. H. Dem. 331.

323 Dids mepikoAAEa Téivas they are here joined for the first time in a single
complimentary phrase, perhaps anticipating their impending reconciliation: cf.
397 504-

324 TFor there the scales of justice were set in place for them both.” The line
resembles and may be influenced by Il 18.507 xeiTo & &p &v péocolol dBUw
xpuooio TéAavTa, in the trial scene on Achilles’ shield, where TédAovTa refers
to golden talents, and kefTo has more point than in the hymn. The origin of the
idea of the scales of justice probably lies in the scales of Zeus, which weigh the
fates of men and nations in the Zliad (8.69 etc.). Cf. Bacchyl. 4.12, 17.25 for Afxkos
T&AavTov, A. Ag 250 Alka. . . Emippémel, AP 6.267.4 i Aids 19eing olde TdAavTa
Sikns. Here too the scales of justice are in the power of Zeus as arbiter.

325 West’s ecoyin (with synizesis) would give a possible sense (‘feasting, good
cheer’, in Aristophanes etc.), but the true text remains uncertain. For "OAupTrov
&ydvwigov cf. L. 1.420 etc., H. Herm. 505.

325-6 &S&varor. .. | &pSitol: for the repetition cf. Od. 3.3 Svnol PpoToi etc.
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326 petc xpuooSpovov fié: the gods assemble in the morning at Z. 1.493-5,
0d. 5.1—4, and the variant ot wTUxas OUAUpTOI0 is weak after 322 and 325,
Dawn came already at 1845, but the time-scale is now vague.

327—8 The two contestants stand ‘before the knees of Zeus’ seeking justice, in
the manner of suppliants.

330-2 Zeusrarely speaks directly in the Hymns. Apart from this three-line speech,
there is no other instance except in H. 1. His words are reported indirectly, e.g. at
H. Herm. 391—4, and several times in H. Dem. This is in marked contrast with the
Homeric epics, and it accords with his presentation in the Hymns as a more distant
figure. Zeus’s interrogation is ironic and bantering. For méSev TNV pevosikéa
Anid’ cf. g2 wolev TO8e kaAov &Suppa (again ironic). Hermes has ‘the form of
a herald’; i.e. in some way he already appears like what he is soon destined to
become (528-32), the patron of heralds (cf. also 314n.).

332 omoudaiov T68e ¥pfiua ‘this (is) a serious matter’: again ironic. oroudcios
occurs first here and in Theognis (64—5 xpfiua oroudoiov etc.), xpua in Hesiod
(Op. 344, 402).

334—64 Apollo’s speech is simple in structure and content, and the language is
quite repetitious (335 KepTOPEWY, 338 KépTOUOV, 340 EACUVWY, 342 EA&wWY, 342,
349 TrEAWPQ, 347, 350 S1& WauaSwdea XGpov, 352 oTifov, 353 oTiPos).

334 W0Sov...olk &dAamadvov ‘no feeble tale’, i.e. a truly serious matter.

335 Apollo was evidently sensitive to criticism for being greedy: see 17681, 494~
5, 549nn. @rAoAnios (‘fond of plunder’) is a hapax legomenon, which echoes AniSa
in 330, just as EAaUvev (340) and éAdwv (342) echo EAaivers (330).

336—9 The opening of Apollo’s narratio already characterises his opponent as a
downright master-thief and trickster, and is full of vivid language. Taid& Tva
is somewhat derogatory (‘some mere child’). iorrpUcios means ‘piercing’, and
so ‘through and through, utter’, with a possible secondary allusion also to the
thief’s activity as a piercer of walls (178, 283). kepaioTns (from kepadfco, “plunder’),
occurs only here in literature, but is listed by Hesychius, with the sense ‘baneful
comet’, which suggests that it was used in another source.

337 Cf. Hes. Op. 635 oAUy 81& révTOV dwiooas.

338 xépTopov: the form képrouos occurs first in Hesiod (Op. 788).

339 AnoiuPpoTor ‘deceivers of men’: another Zapax, similar in form to Tepyip-
BpoTos.

gml yodav: for the accusative without an idea of motion cf. Od. 4.417, 7.332,

17.386.

342 €UV TTUAoVE EAGaov: cf. g55 els [TUAoV eUSUs EAGVT. eUSU for Homeric 19U
occurs first here, but e08Us is found in archaic poetry and then in Attic and later
Greek (cf. Janko (1982) 147). At 215-17 Apollo sets off in the general direction
of Pylos, perhaps (by implication) having learnt this from the bird-omen of
213-14. :

342-55 After the initial statement of the theft comes a much more detailed
section devoted to the all-important theme of the physical evidence (i.e. the
footprints) and the verbal testimony of the old man.
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342—-9 Cf. 219-26, where the two sets of prints are distinguished. In 225 and 349
TréAwpa refers only to Hermes’ prints, but with o1& in 342 it must refer to laoth
sets. Sia is a possible variant, but Soid introduces the description in 344-9 (fjiow
pEv yop ... alTds 8. ). .
344-5 For in the case of the cattle, the black dust which held the footprints
showed them facing backwards towards the meadow of asphodel’: cf. 220-1. For
Kkovis cf. A. PV 1084, Supp. 180, 783, in contrast to Homeric kovis, koviv (/. 13.335,
18.23, 23.764). .
346 oUTOds § oUTos &dexTos dufxavos ‘but as for himself, this unaccept-
able, impossible fellow’. For &dexTos cf. Hesychius s.v. &Sextov &mioTov. Lateyr
(Theophrastus etc.) it is used to mean either ‘incapable of or ‘unacceptablc. s
and the latter sense is perfectly possible. This reading gives a suitably emphat}c
reduplication of epithets with alpha privative (cf. 8on.). West’s oU¥ 680}7 EKTOS
(‘without either leaving the road’) is ingenious, but the word order is awk-
ward, with this phrase separating oUros from &ufyavos, and the sense does
not add much, in terms of Apollo’s general expression of puzzlement about the
footprints. , ‘ '
347 Xepolv EBouve: ie. ‘walked on all fours’, as in A. Eum. 37 TpEX® Ss'xepmv,
348-¢ &\X ... Paivor ‘but he had some other scheme, and was rubbing such
monstrous tracks as if one were walking on slender tree trunks’. In Homer
vowels are normally scanned long before -tp-. For the scansion SifTpiPe cf. 304
&mékpue, Od. 5.488 tvékpuye, and other examples in Chantraine, GH 1 108.
350~5 Apollo is like a detective following the tracks as far as they are visible, and
then when they vanish picking up the trail by other means. Cf. 353 &ppaoTos
contrasted with 354 &ppdoaro.
3523 otifov. .. oTiBos: ‘track’ in the sense of ‘trodden way’ and “footmarks’.
The word occurs first here, then in fifth-century and later prose and poetry.
355 els TTUAov €09Us EAGvTon strictly speaking the old man did not tell Apollo
this fact, and the narrative is slightly compressed here (see on 342).
356 katéep€e: this compound occurs first here, then in Herodotus and later.
357 Kad .« . . #v3a‘and had juggled his lightning tricks on one side of the ljoad and
the other’. SiarupTralapdy occurs only here, and could well have been invented
ad hoc. TuptéAapos (‘fire-fashioned’) is used as an epithet of the thunderb'olt
by Pindar (O. 10.80), and TupmaAduns is said by Hesychius s.v. to be~apphed
to ‘those who can devise something quickly’, and ToUs TroikiAous T fSos; cf.
Photius s.v. TupTTaA&unv ‘one who manages something cleverly (Troopauevos)
like fire’. Eustathius (Hom. 513.30) explains rupmodapdoat as ‘to perform evil
tricks, and as it were go through fire in one’s trickery’. Perhaps the idea is of
Hermes’ cleverly and quickly concealing all traces, as he actually does after ‘d?e
sacrifice at 138—41. Apollo’s phrase is derogatory and vague. Gf. 226 aiva pev
tvSev 68oio, T& & odvdTep EvSev 68oio.
358—60 Apollo strongly emphasises Hermes’ attempt to hide himself, asa .ﬁ%rt'h.er
indication of his guilt (cf. 235—42). uehadvn vuiTi foikas suggests both invisibility
and deceitfulness or evil intention, and perhaps echoes fI. 1.47 6 & fjie vuxTi

COMMENTARY: TO HERMES: 358-66 199

gotkads, of Apollo’s own deadly journey to send plague on the Greeks. &uTpwt
&v 7epdevTi KaTd {O@ov repeats this motif of impenetrable darkness, and oU5é
Kev. . . EokéyaTo is a vivid exaggeration of the same idea.

360 odeTos 6§U Adwv ‘keen-sighted eagle’. Cf. Hesychius s.v. Adete: oxomeiTe,
PAémreTe, and two manuscripts have BAétrwv as a gloss on Adeov in this verse; cf. 71,
17.675, where an eagle is said to be ‘keenest in sight of all the birds under heaven’,
0d. 19.229 (with Russo’s discussion of Adw), and . 13.344, where ynStjosie Adewv
is a papyrus variant for yn97oeiev i8cv.

3601 Apollo cites another of Hermes’ childlike gestures, by which he pretends
to have been asleep, as at 240~2.

361 aUyds: abyai meaning ‘eyes’ occurs first here, later in Attic tragedy.

Qudpyale: dpopyddew occurs only here, but cf. Homeric épépyvuu, and
0d. 18.199—200 THY 8 yAUkUs Umrvos &vfike, | kad § &rroudpEarto xepot apelas.
SoAogpooivn &AeyUveovs cf. 476 &yAaias &héyuve, H. Aph. 11 &yhoad épy

&AeyUvew. In the Odyssep dAey v is used only of preparing a meal.

362 uTSov &rnAeyéows dydpevev: cf. 1. 9.309 TOV uISov &rnAeyéoos drostTrely,
0d. 1.373. ]

363—4 A direct quotation of Hermes’ outright denial at 263—4 (with oU8é ke for
oUk &v in 364), dramatically closing Apollo’s speech.

365 CL Od. 16.213 &s &pa pooviioas kot &g ECeTo (again with double &pa), and
similarly 2. 1.68 etc.

366-88 Hermes’ second defence speech is another masterpiece of special plead-
ing and injured innocence (cf. 260—7 with commeénts). To begin with he makes
a gesture with his right hand towards Zeus as president of the assembly, like
an accomplished orator (367). His opening gambit is the standard assertion of
truthfulness, underscored by reference to his own sincerity and lack of expertise
in falsehood (a variant of the disclaimer to expertise in public speeches). 3707
are a narrato, emphasising Apollo’s disturbance of Hermes’ peace at an early
hour of the day, his lack of witnesses, and his violent and threatening behaviour
towards one so young and helpless. 377 repeats the argument from To sixés made
at 265, about the implausibility of the charge. 378-84 then appeal to Zeus for
parental support, with a skilful and literally truthful denial of the charge (379-80),
an assertion of his respect for the gods (381—2), especially Helios (whom he has
not offended, as he worked at night), and an offer again to swear an appropriate
oath (383—4 ~ 274~7). His conclusion includes a threat to be avenged against
Apollo, showing the emotion of righteous indignation suitable to a peroration,
and a final appeal to Zeus to support the younger and weaker party (385-6). On
Hermes’ use of standard techniques of rhetoric see Gérgemanns (1976), 113-19.
For the childish aspects of style of the speech see Van Nortwick (1975, 93-5): cf.
260~77n.
366 Neither of the two variant lines is traditional as a formula of response,
although they are made up of formulaic elements. Manuscript variation in
such formulae is common in the Homeric poems (cf Allen (18g5) 302).
For &AAov plSov cf. Il 7.358 = 12.232 oloSa xai &AAov uiSov duelvova
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Tolde voficon. &AAov ulSov refers here specifically to Hermes’ speech as a
whole. 7
367 Sel€ato & els Kpoviwva ‘he pointed towards the son of Cronos™ cf. Hdt.
4.150 &ua Te EAeye Kad ESeikvue & TOV BdrTov.
9eédv onudvtopa TavTwv: cf. Hes. Sc. 56. '
368—¢ Hermes’ insistence on the fact that he is by his very naturfs unable to 11.e
may also allude ironically to Apollo’s claim to veracity as a mantic god. If so, it
would be a kind of counter to 335, where Apollo throws back at him the charge
of rapacity. False tales are introduced by an assertion of veracity at Oc?. 14.192,
16.61, H. Dem. 120—1. Here, however, Hermes does strictly speaking avoid telling
any direct lies in what follows. .
368 &Aneinv &yopedow: cf. 561 &Andeiny &yopevew. The va1r'1ant read-
ing karaAé€w could have been suggested by the common Homeric formula
AN einv/ drperéws katahé€w/-ov/ kaTeheEa.
369 vnuepThs ‘unerring’: used of persons at Od. 4.349 etc. (Proteus) and Hes.
Th. 235 (Nereus). . '
370 Hermes deliberately does not name Apollo throughout his speec}h, .anfi
the introduction to the narrative is abrupt: ‘he entered our home. .. .Slml-
larly in Attic drama, omission of a person’s name in a speech may b'e a sign of
anger or dislike. Forceful irruption into someone’s home s dCSCT‘leii in D)emo‘s—
thenes, Against Meidias 78 elogmndnoav &BeA@os & TouTou Kol oUTos Elg THY
olkiow. . ,
& fiueTépov: this form, for & fuétepov, must be due to analogy with & TaTpOs
etc. (‘to the house of . . ."). It is a variant with & fjuétepov at Od. 2.55, 7.301, 17-534,
and had Aristarchus’ support. It is described as Attic by Schol. Od. 2.55, 7.301,
but occurs also in Herodotus (1.5, 7.85). ' ' .
371 feMolo vedy EmiTeNAopévoto: this is an un-Homeric expression for sunrise.
¢rrrréAhopon s the term used by Hesiod (Op. 383, 567) and later (in the active)
for the rising of a constellation or heavenly body. The variant vedv Y is possible,
as the unsociable time of day could be stressed, but equally ¥’ may have been
added metri gratia. Cf. 197 feMolo vedv kaTaduopévolo, again un-queric. .
372 Apollo had cited the old man as an eyewitness (354-5), but failed to bring
with him any divine witnesses to justify his assault on Hermes. In Homer the
form udpTupos is used. pdpTus occurs first in Hesiod (Op. 371), and KaTOTTNS first
here (cf. Aeschylus etc.). udpTus/-Upos is used in cases where someone is actually
invoked or called as a witness to a fact or a staternent (e.g. an oath), whereas
a KQTOTTNS or aUTOTTNS is someone who happens to have been present at an
event (cf. Nenci (1958) 221—41). .
373 ‘But he insisted on disclosure with much duress’ (West). The language again
has a legal tone: for pmvUewv cf. 254, and &véryxn is used later of torture, punish-
ment, etc. (LS] s.v. 1.3). , '
373—4 &vaykalng Uo TOAMfs, | ToMAG 8¢ W AmeiAnoe: the anaphora with
variation of ToAAf}s and ToAA& is a common device.
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375 CE Hes. Th. 988 Tépev &vIos ExovT Epicudtos APns. pihokudns occurs only
here and at 481, but later as a proper name ®1AokUdns. In this line IRV
would not scan. Cf. also L. 13.484 Apns &vSos, H. Dem. 108 kouptiiov &vSos
Eyouoai,

376 T& B¢ T ofSe kol aUTés is parenthetical. Cf. §82—3 ofoSa kai aTds | s
o¥k adTids elpt.

377 Cf 265,

378 Cf 0d. 9.519, 529 Tathp & 2uds slyetan (slyea) elvon, and formulae such
as ulos. . . eyopat elvar. Hermes seemmns to be taking something for granted, since
Zeus has not yet explicitly admitted paternity in his case and the affair was secret
(cf 5-9).

37980 &s...EAao0a. . . &Py is dependent on TreiSeo, with cds OABios ein
parenthetical, ‘so may I prosper’, i.e. the prayer or wish for prosperity is depen-
dent on the truth of what he claims. Strictly speaking Hermes had crossed his
threshold at line 23, but 380 can be taken as referring to the same event as in
379, and on his return he slipped through the keyhole (145~7). Cf. Ii. 15.96—46,
where Hera swears a solemn oath that she had not prompted Poseidon directly to
help the Greeks, again strictly true, but totally misleading (see Janko’s comments
ad loc.).

3812 The three verbs are carefully chosen: due respect for the Sun-god as all-
seeing witness and guardian of justice, love for his father, and awe or reverence for
his elder brother. In Homer and Hesiod &wiZopan or #momiZopan are especially
used of awe or dread for the anger of 2 god or powerful mortal, and &is normally
of divine vengeance (cf. LjgrE s.v.). Hermes can show-respect for Helios, since he
has not directly offended him, the whole crime having occurred at night.

383 wéyav 8 émdhdoopa dpkov I shall offer in addition a great oath’. This
reading gives a future tense, which might be taken as an offer to swear rather
than an actual oath (cf. 274—n.).

384 ebxdounTos is a hapax legomenon, but erdouws occurs at Od. 21.123, Hes.
Op- 628. TpoSUpouct (perhaps ‘porticoes’) is also a Aapax as a noun: cf, Homeric
poSupov, and later poIUpanos as an epithet of deities. This extraordinary form
of oath may be inspired by Hermes’ own role as TrporréAcios or gate-keeper (see
150. on TUANSSKov). Cf. Men. fr. 884 K~A paptUpoua, | <. ...> Tov ATdAAw
TouTov<i> kad T&s Upas, where someone swears by Apollo Agyieus and the
doors near which his statue stands.

385 And some day I shall repay him in addition for his pitiless search.” Text
and interpretation are uncertain. This reading assumes that ot is adverbial,
and geopr] refers to Apollo’s investigation: cf. Hesychius s.v. PWENV" THY Epeuvay,
LSJ sv. oopd 1 ‘detection, discovery’, and 134—n. The legal term used for
searching to recover stolen property is poopdv. For xai ote cf, A, Ap. 305, H.
Aph. 48. Tive» normally means ‘pay’ or ‘repay’, whereas the middle means “take
vengeance for’, but Telow could be ironic, i.e. ‘recompense’ in a bad sense. It is
possible also (as Gemoll suggests) that the words have the secondary meaning ‘I
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shall repay the cruel theft’, i.e. Hermes could be hinting that in the end he zwjll
recompense Apollo, as he does by his gift of the lyre. Gf. 385-6 with 417-18 pela
WO ErpriUvev . . . | Kol KpaTepdy TrEp EOVTAL.

386 ol kpaTepddt wep tovTi: cf. 11, 15.195 Kad kpaTepds Trep &cov, Od. 8.360.

oU & &mhotépolow &pnye: Hermes ends with a last appeal. Apollo may be
the stronger party (and due for more respect as the older one), but Hermes is the
younger. Zeus himself was the youngest child (Hes. Th. 468-84). .

387 EmAMZev ‘winking’: cf. Od. 18.11 oUx &ieis 671 81| po1 EmANGouow Srraw-
Tes; IAAGOs means ‘squinting’, and &miAAIGw is later used of looking askance or
mockingly (AR 1.486, 3.791, 4.989). Hermes invites Zeus’s complicity in his dCCCI.t.
388 Hermes has been holding his omépyavov over his (left) arm thrqughgut his
speech, partly to conceal the lyre, and partly also perhaps as the visible sign of
his infancy. doAévn occurs nowhere else in early epic, but cf. AeuxcoAevos.
38996 The quarrel is resolved painlessly by Zeus, whose reaction to Hermes’
speech resembles Apollo’s at 281, a mixture of admiration and amusement, and
Hermes needs no further inducement to comply. He still has up his sleeve (or
rather, under his arm) his greatest trick of all to win Apollo’s favour.

389 xaxopndéa: another fapax legomenon.

390 &0 kad EmoTauéves: cf. Il 10.265, Od. 20.161, 23.197, Hes. Op. IO’Z.

391 Opogpdva Supdv Exovras: cf. Il 22.263 (Exouow), H. Dem. 434 (Exovoa),
Theognis 81, 765. ’

392 {nTevew... fyyepoveUev: a neatly balanced pair of verbs. For ¢nevew (a
poetic form of gnréew) cf. H. Ap. 215, Hes. Op. 400.

Sidktopov: Hermes is the guide here, as in his later role.

363 & &PAaPiniol vdoio ‘without malicious intent’. Zeus lays down as a
condition that Hermes should act properly from now on. The phrase, as part of
his verdict, has a legal ring to it. Cf. 524 &7 &pOudot kad @IAdTNTL, A, Ag 1024 ZeUs
&mémauoey ¢ &PAoPeica (with Fraenkel’s note), E. Hipp. 511 007 &mi PAaPiy
ppevédy, and &PAaPds, &PAaPrs in treaties (Th. 5.18, 47, IG 1 33). &ﬁka@fn
occurs first here; cf. the personified APAcPict in SIG 1014.67, Cretan &PAoTric
(GDI 4986, 5125), and H. Herm. 83 &PAapéws.

304 00 U7t with synizesis, as at Jl. 1.340 etc.

&mékpuye: for this scansion cf. 348-gm. )
395 nicely balances the nod of Zeus and Hermes’ agreement. &yAads "Epuns
(only here, but cf. 432 A1ds &yAads uids) is a variant with initial vowel for xUB1uos
‘Epufis. In 314 and 500 it is Apollo who is AnToUs &yAads vids. '

396 This line closes the whole episode with a reference to the persuasive power
of Zeus’s will, and the characteristic ease with which divinity achieves its purpose.
397-512 The two brothers went to the ford of the Alpheios, where the cattle
were hidden, and Hermes drove them out of the cave. Apollo was amazed to see
that Hermes had killed two of the cows. He began to make bonds of withy (to
tie them), but Hermes made them grow into the ground and twine themselves
round the cattle, again to Apollo’s amazement. But he placated Apollo easily, for
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he delighted him by playing the lyre, and he sang about the origin of the gods
and how they were allotted their honours. Apollo was astonished at this new
sound, asked him how he had discovered it, and promised to reward him with
fame and prosperity.

Hermes in answer promised to share his skill with Apollo, and reminded him
that he had received from Zeus the powers of omniscience and prophecy. He
should play and sing as he wished. If one played with skill the lyre would easily
respond, if not it would sound discordantly. Hermes ended by asking Apollo to
share with him his role as patron of cattle, and to give up his anger.

Apollo took the lyre, gave Hermes his goad and the care of cattle, and began
to play the Iyre and sing. The cows returned to their sacred meadow, the two gods
went back to Olympus, and Zeus was glad and made them friends. So Hermes
has loved Apollo ever since, having taught him how to play the lyre, whilst he in
turn invented the panpipes for himself to play.

In this scene of reconciliation the two leading themes of the earlier part of
the hymn are interwoven, the creation of the lyre and the theft of the cattle. The
lyre is the instrument of harmony and appeasement, by which Apollo’s favour
is won and strife is ended (cf. Pindar, Pythian 1). In return for this gift Hermes
receives a share in Apollo’s care of cattle (and other animals: cf 567-1), thus
regaining as a free gift what he had originally won by theft. As in the legend
of Archilochus’ meeting with the Muses (where he receives a lyre in exchange
for his cow), lyre and cattle are the elements in a complex process of exchange
between the two brothers (cf. 437): Hermes the thief has become Hermes the god
of commerce (cf. 516-17). At the same time Hermes emphasises Apollo’s own gift
of prophecy, a counterpart of musical skill (cf. 46674, 489, 533-5), and this motif
will be resumed in the final part of the hymn, where Apollo grants him a special
type of prophecy at Delphi, separate from his own (533-66).

398 For Pylos and the ford over the Alpheios see 128—9, 216nn., and H. 4p. 398,
423.

400 X0l (‘Where’) occurs nowhere else, though cf. Hesychius s.v. fjxou [su]
&v9aBe. fiy1 (‘where’) is Homeric, and #ixof is a dialect form (Oropus, IG v
235.16). The form, however, is comparable to common Greek &\AayoU, Trav-
Taxo, etc., and therefore gives no indication of the hymn’s provenance: Janko
(1982) 148.

Ta xphiwat ‘livestock’: in the plural this word can refer to any kind of goods or
property (literally ‘useable things’), e.g. Od. 2.78, 203, etc., but is not used elsewhere
in early Greek poetry of livestock; it probably has this sense in Xenophon A4n.
5.2.4, 7.8.12; cf. Hesychius s.v. xpuarar kThipara, PookhuaTa.

&TdAAeTO ‘were being cared for’, or ‘were feeding’. The normal epic form for
this would be &riréAAero (cf. II. 5.271 etc.), but this is unmetrical here, although
most MSS read it. &TéAAw means ‘foster’ at Hom. Epigr. 4.2 (= Vita Herodotea
Homeri 174 Allen), and is used in a similar sense metaphorically at Pi. fi. 214.2
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Snell-Maehler, S. 4i. 559, whereas it means ‘play’ at /L. 13.27, Hes. Op. 131 (cf.
ATAASS).
401 ey Top& Adivov &vtpov ‘going the length of the rocky cavern’ (West). &
(M’s reading) is probably a conjecture, Tapd being the more difficult reading,
402 &s péds: in Homer gdos or dws are always used, and so normally in
Hesiod and the Hymns. But cf. Hes. {i. 204.150 & @éds. Otherwise géos recurs in
Attic and later Greek. In this hymn there is no need to change it to p&os.
403 &méTepSev 18cv ‘looking aside’. Cf. Theognis 1059 dmrdrepdev SpddvTL
405 #Uve: this contracted form of the imperfect (cf. £&5Uvaoo) is not found
elsewhere in early poetry (cf. Xen. 4r. 1.6.7,7.5.5). For similar cases cf. Chantraine,
GH 1 52-3.

SeipoTopfioous literally ‘cut the throat of’, and so not strictly true in this case,
but virtually equivalent to ‘slaughter’.
406 &Be veoyvds. .. kal vimios ‘such a newborn infant as you are’, with
emphatic alliteration and duplication of sense. For veoyvos cf. H. Dem. 141 etc.

aTds Eyod ye ‘T myself indeed’. Cf. 473, and for aros of Apollo see 234n.
407 Sovpaive katomiode 1O odv kpdTos ‘I wonder at your strength in the
future’. ‘
407-8 oUdt. . . &tCeocu ‘you had better not go on growing much taller’.
409-19 The sequence of events is unclear, and it is possible that a line or lines
have dropped out (e.g. after 415 or 416). Apollo plaits bonds of withy, but these
(410 Tad = the withies) take root in the ground and entwine themselves around
all the cattle, to Apollo’s amazement. Hermes Jooks at the place with flashing
eyes, ‘eager to hide (it)’ (7). But then he easily pacifies Apollo, by playing on the
lyre. It is not clear whether Apollo wants to bind Hermes or the cattle. But it
is a bit late for him to do the former, since Hermes has done as he was told by
Zeus, and there is no indication as yet that Apollo fears any further thefts (as he
does at 514—20). More probably he is preparing to bind his cattle, before taking
them home (although at 503—4 they seem to return of their own accord). Withies
were commonly used to bind livestock: cf. for example Od. 9.427, E. Gye. 2245,
Verg. G. 3.166—7, Columella 6.2.3. There is no need for a lacuna after 409, as Tod
can refer to the Seoud &yvov, i.e. &yvor. Hermes then performs a miracle which
stops the cattle from leaving, and in his usual mischievous way (415) seems intent
on covering the whole place with bushes (see 410-13, 416nn.). Then, somewhat
abruptly, he turns his attention to the more essential task of winning over his
brother by the power of music. The episode of the bound cattle seems to be
forgotten, but in the end Hermes gains a wider share in PoukoAiat (497-8).
409 ¥epoi ‘with his [i.e. Apollo’s] hands’. Cf. I 19.131 Xsipl TrEpIoTREYQS.
410 &yvou: first here, whereas Homer uses AUyos. It recurs in Hippocrates, and
in Attic and later Greek.
410-13 Tad 8. . . KAeylppovos: possibly there is an aetiological point to Hermes’
miracle, i.e. some bushes or trees may have been identified as those he had
created. Eitrem (1909, 333—5) compared Paus. 2.31.10, which describes 2 statue
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of Hermes Polygios (= moAu-AUyios ?), against which Hermes leaned his club
of wild olive wood: this took root, and was still growing there in Pausanias’ day.
Other aetiological legends told of various statues of deities which were bound with
withies, or found in a withy bush: cf. Paus. 3.16.11 (Artemis Lygodesma), 7.4.4,
and Menodotus of Samos, FGrH 541 F 1 (Hera of Samos), quoted in Athenacus’
discussion of withy-wreaths (671e—48). Cf. also Paus. 1.27.1 (the wooden image of
Hermes in the temple of Athena Polias on the Acropolis of Athens was hidden
n myrtle boughs), Merkelbach (1970-1) 549-65. In Hymn 7 the pirates bind
Dionysus with withies, but these fall away from his hands and feet (11-15), and
then a vine grows along the top of the sail and ivy twines itself around the mast
(38—41).
410 ofya gUovTo: suddenness is typical of such miracles. Cf. H. 7.38 autika,
and similarly when ivy grows at once (e93Us) round the newborn Dionysus in E.
Ph. 651—4.
411 EuPoA&dnv: only here, and perhaps meaning that they grew into one
another ‘like grafts’. Cf. later &updANw (LSJ s.v: 1.8), &uBolds, EuPoios (LSJ s.v.
7), of grafting.
412 ‘Easily, and over all the cattle’: these are two separate qualifications of
@UovTo. Ease is also a feature of the miraculous, or divine activity. Cf. for example
Hes. Op. 5-8, with West’s comments.
413 Hermes and Apollo frame this line, in contrast.

KAeyippovos: only here and in late authors (Manetho, Gregory of Nazianzus).
414 Savpaoev: the aorist is used first here.
415 X®pov UToPANBNY toxéparo mlp duapUoowy ‘eyed the place askance,
flashing fiery glances’. Cf. Hes. Th. 827 U’ d@pUo1 wlp &pdpuooey (of Typhoeus),
H. Herm. 278 rukvov &md BAegpdpoov &uapioowy, and 45. For duaploow used
transitively cf. Q.S. 8.29. UmoPANSNY foxéyparo is like UmoPAéme, UTdSpa
i8elv. In II. 1.292 GoPANSNV seems to mean ‘interrupting’, and in later epic
‘in reply’.
416  EyxpUyou pepacds: if the text of 415-16 is correct, the object must be
Xépov, i.e. Hermes covers the area where the cattle are with the withy branches.
This, however, does not necessarily imply that he wants to hide the cattle again
from Apollo. The miracle seems to be rather just another demonstration of the
mischievous powers of this Puck-like creature. '
417 o5 E9eX alrTos ‘just as he himself wanted’.
418 xod kpaTepdy Tep EOVTAR see §B6m.
418-26 The preparations for Hermes’ musical display are described at length,
as befits this momentous occasion. He begins to play, and Apollo’s reactions
of laughter, delight, and desire are portrayed (cf. also 434, and 436-55). He
then stands confidently on Apollo’s left side and begins the prelude of his song,
Throughout this passage there is a constant emphasis on the power of this new
music to evoke desire, and this theme is developed later in the scene: cf. 434,

448-9, 478-88, and Introduction 3(b).
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418 AUpnv: this conjecture supplies an object for émeipnTiCe. The lyre is not
actually called AUpn before this point in the hymn, but cf. 423, and 47—51n. The
alternative is to posit a lacuna after 416 or 418.

419—20 Cf. 53—4, and also 501—2 where M’s reading UTrd vépSev is probably
right. The repetition of ¥eipds in 418-19 is due to the “formular’ character of
the phrasing. For 420 cf. also Od. 17.542 ouepBotéov kovProe, yéhaooe Bt
TinveAéTeic, and Hes. Th. 40 where in reaction to the Muses’ song on Olympus
YEASt B¢ Te Scdpartar TaTpds (etc.).

421 Eportn) 8t Si& gpévas fAVY iwf: cf. 2. 10.139 mepl ppévas HAUY iwn, Od.
17.261-2 Trepl 8¢ opeas fAUT icon | popuLyyos YAagupis.

422 The omission of this line in all MSS except M may be due to a scribe’s eye
jumping from 421 gpaTn to 423 EpaTOV.

Seomeoins tvomfis: cf. H. Ap. 360 Seomeoin & &vorrd, and for gvorrty of the
music of pipes IL 10.13, H. Herm. 512; also Il. 2.599-600 &o18Mv | Seomeainy.

xod v yAukUs fpepos fipei cf. IL. 3.446, 14.328 kad pe yAUkUs ibepos aipei (of
love), and Od. 23.144-5, of the singer, &v 8¢ ogiow fuepov Qpoe | poATis etc.
423 Supdr axoudGovra: West’s Suuéy would be parallel to 434 (double
accusative with fjipe1), but is not absolutely necessary.

AUpn 8 tpatdv kiSapiGwv: cf. 455, and H. 4p. 515 &paTov K1Sapilwv.
424—5 Hermes is encouraged by Apollo’s response and so takes up his stand
beside him, with Apollo on his right (the more honorific position).

427-33 Hermes’ song is a cosmogony or theogony like Hesiod’s, and the poet
seems to have the song of the Muses at the opening of Hesiod’s Theogony particu-
Jarly in mind throughout this episode. Cf. also 420 with Th. 40. 427-8 and 4312
resemble the themes of Th. 43-6 (and 105-13), and the prominence of Mnemosyne
as mother of the Muses recalls 77 53—5. Cf. also 423 gpotov kiapifev and 426
tgpatt). . . poovny with Th. 65 Epartmv. .. dooav, 70 ¢partds SoUtros. Moreover,
Hermes’ song has the effect of appeasing Apollo: cf. the power of the Muses to
effect reconciliation and to relieve sorrow, at Th. 80—93, 98-103. Radermacher
(p. 149) suggested that the poet might have in mind an actual Theogony attributed
to Hermes, since the late antique Corpus Hermeticum contains such theogonic
poetry. Hermes’ second song has a broader and more ambitious theme than his
first (54—61), as it concerns divine society in general, to whose company he now
aspires after his exploits: cf. Johnston (2002) 124.

426 &uPoA&Sny ‘as a prelude’. Cf Od. 1.155, 8.266 PopuiZeov &vePEANETO KOADY
&eidew (and 17.261), Pi. N 10.31 &GuBoAddav. In I 21.361 &pPoAddny is used of
water ‘bubbling up’.

gpaTh . . . poovt] Is a parenthesis.

427 xpaivey ‘honouring’. Cf. Hesychius s.v. kpadvev: Tingw (etc.). The verb
does not seem to be used in exactly this sense elsewhere, but in some of its Home-
ric uses it could be interpreted as ‘give due honour to’, as well as ‘accomplish’,
e.g Il 1.41, 504 TOBe pot kpynvov EeAdwp. In H. Herm. 531 and 559 it perhaps
means ‘authorise, give due authority to’. West (2003) translates here ‘he spoke
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a.uthoritatively of. Jaillard (2007, 199-204) argues that it actually means ‘autho-
rise’ here, and that Hermes’ song promotes the existence of the gods, but this
surely gives him too much power. ,
yoiav gpepvniv: cf. Od. 24.106 &penviv yoiav, although there this refers to
descending to the Underworld. :
428 These are major themes of Hesiod’s Theogony, as announced in the proem:
Th. 108 eimraTe & s T& Tp&dTAr Yeol Kai Yoo yévovTo, and 112 Kad s Tluc‘x;
SiéhovTo. For the latter cf. Th. 383403 (Styx and her children), 411ff. (Hecate)
885, etc. Cf. also the division of the world between the three sons of Cronos a;
1l. 15.187-93, where Poseidon says that &aoTos & Eupope Tiufjs, and ot &yoov
EAaryov TToAInY &Aq, etc.
429-30 For a god to begin his song with praise of Mnemosyne is perhaps rather
like 2 mortal singer beginning with the Muses (as Hesiod does in the Theogony).
But here she is also said to have been assigned to Hermes as his patron. For this
type of expression cf. Z/. 23.78-9 kfp. ..} Tep Adixe yryvéuevov ep. This suits
Hermes’ roles as god of speech and interpretation in later literature. Cf. also Hes.
?’/z. 945 (Apollo and Muses as patrons of singers), and Call. . Ap. 43 keivos
dioTeuTtny EAay &vépa, kelvos &oi18§év.
431 kot mpéoPw ‘according to seniority’. Cf Pl Lg 8550, g24c, for this
phrase.
gigé . f:;é Kkéopov ‘in due order’, often applied to speech or song, e.g. 479, Od.
Umrwhéviov kdapifewv ‘playing the lyre beneath his arm’. Cf. 510, where the
MSS have Ymrwhéviov. The instrument was supported by a strap or sling looped
round the player’s left wrist and attached to the arm of the lyre: cf. Maas and
Snyc.ier (1989) 98, West (1992) 65. Consequently Umreoréviov seems more likely to
be right than &mrewAéviov in the MSS here. It recurs at Theocr. 17.30 of a quiver.
434 Epos...&ufixavos ‘helpless longing’. Cf 447 poloa &umyavéy
peAeS wveov.
436-95 Apollo’s speech expresses his admiration and amazement, hints at an
exchange of cattle for lyre (437), and ends with a solemn promise of fame and
favour for his brother. The hint is taken up by Hermes (4645, 475-95), who
couples it with a request that Apollo should honour his promise (477), a;ld an
emphasis on Apollo’s prophetic omniscience, which hints in turn at his desire for
a share in this skill.
436 The structure of this verse, with its accumulated epithets, resembles II.
13.769 AUoTrap, £l8os &pioTe, yuvaipaves, AmepoTreutd. Bougdvos is new, but
cf. Bougovéwv at 1. 7.466. It recurs in Simonides and Aeschylus, and as the’ title
.of th'e priest in the Attic ritual of the Bouphonia at Paus. 1.24.4. pnyavicoTns
1s unique, but on the same model as &yyeAicdrny (296), oTopyoviddTa (301)
etc. moveUueve (‘busy’) shows the kind of use of a participle as an epithet which’
1s comrrlloner in later hymns and Nonnus: cf. Orph. H. 14.7-8 SBp1udSupe |
\peuBouévn, owTelpQ, 51.7 panvopeval, doaveis (etc.), Nonnus D. 2.570 weuSdpueve,
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ownTrToUYe. Sautds éTcipe gives Hermes the same phrase he had applied to the
tortoise (31). .
437 This plays with the literal sense of oxen (i.e. Apollo’s stolen cattle) and their
use as a measure of value (Exarduporos etc.). Cf. Leduc (2005) 163—4.
péunAcs ‘you have contrived’: uéhw is used only here with an (internal) object,
usually with genitive. péundas is a possible correction.
438 The asyndeton gives dramatic emphasis to this important statement.,
fouxiws: first here; cf. Pl Tht 179¢, and foUyiov Il 21.598, Houxin Od.
18.22.
439—42 Apollo’s question reflects the kind of thing one might ask a humfan
musician, and indeed might be traditional in that context: were you born with
this skill, or did you have a divine or mortal teacher? It seems rather incongruous
for the god of music to ask another god if he was taught by a mortal.
440 & yevetdis: cf. Il 24.535 (of gifts given by the gods), Od. 18.6.
442 S&pov &yaudy: in Homer &yauds is only used of persons (heroes etc.). G
Pi. Paean g, fr. 52 k. 36 Snell-Macehler (with 3pdos, of song), and later Greek verse
and prose.
Stomv &oidnyv: cf. Od. 1.528, 8.498 (with 9e0s ddraos).
443 TFor wonderful is this newly spoken voice which I hear’: vengaros occurs
only here, but c¢f. Homeric oAaipaTos. N '
447-8 Apollo’s second question concerns the nature of this skill itself, and is
divided into three parts (Téxvn, poloa, Tpifos), which are counterbalan(?ed by
the triad of gifts which it offers (449). Just as at 440-2 he had distinguished innate
ability and learning, so here he speaks of skill, inspiration (uoUoo), and practice
or experience (Tpifos). .
447 uoUoax &unyavéwy ueAeSwvev ‘music which inspires [or po'mbly expresses)
irresistible passions’. Cf. 434 &pos . . . &unxavos, and 422, 449. This seems a better
interpretation than ‘music to cure overwhelming cares’. This would resemble
Hes. Th. 98-103, and cf. also Soph. fI. 314.323—4 xai ToUTo AUTNS 0T &Ksc'ipou
kad TrapowukThplov Ketvwl udvov. But it reads a lot into the single word uoloor,
For poloa as a common noun cf. H. 19.15 uoUoav &9Upwv etc., and especially
E. lon 757 Tis f5e poUoe; and Tr. 6og polod § ) AUas Exer. The centfafl caesura
mitigates the effect of the hiatus. &unyavéwv is probably feminine ge:mtlve plur?l
from &ufxavos, treated as a three-termination adjective, as often in early epic
(cE Janko (1982) 139).
448 TpiPos ‘practice, study’. The word occurs first here and (from the sense
‘worn or beaten way’) usually means ‘track’ later. But cf. Tpipn, Wthh. is
used of study or practice in the classical period. Plato contrasts Tpip1 w1t.h
Téyvn, meaning ‘mere routine’, and couples it with éumepia, to desc‘ribe unsci-
entific procedures or abilities: cf. Phdr. 260c, 2708, Grg 4638, Phil. 55E, Lg
038a. ’
Tpla wévTa: for this use of w&s with numerals cf. 7. 19.247 dtxa TaVTAR

TéAavTta ete. (L8] s.v. ¢).
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449 For this kind of enumeration of goods cf. for example the English
‘wine, women, and song’. For eUppoouvn cf. 480—2 in the context of music
and festivities. The accusative form #pwTa occurs first here and at Sappho
fr. 2g.1.

fiBuuov Utrvovs see 241n. For music’s power to produce calm sleep in a divine
context cf. Pi. P 1.6-12.
450 MovUoniow. ..dmwndds: 6mndés is not Homeric (cf. Pindar etc.), but
omndéw is. Cf. phrases such as Mouodwv Sepdreov, of a poet: Hes. Th. 100,
H. 32.20, Margites fr. 1.2, etc. But Apollo himself is usually called the Muses’
leader, rather than ‘companion’ or ‘follower’.
451 oluos &o15fjs ‘path of song’. Cf. Homeric ofpn, and Pi. 0. 9.47 Erréeov olpov,
Call: H. 1.78 Mpns. . . ofuous; also Tpooipiov.
452 woAT ‘music’ or ‘play’. According to Aristarchus, this word and uéAeo3c
in early epic referred to play in general as well as music specifically, but to music

alone in later poetry: see Janko on 1. 13.636—g.

iuepders Ppduos aAv: for Ppdpos chédv cf. H. 14.3. Apparently Apollo is
still only familiar with flute-music and not any stringed instrument, whereas in
the Hymn to Apollo he claims the kitharis after he has been born (131). Cf. H. Herm.
509—10 where Hermes’ gift of the lyre is equated with the fitharis, and see 47-51n.
On Helicon Pausanias saw a bronze statue group showing Apollo and Hermes
fighting for the lyre (9.30.1).
453—4 ‘But never yet was anything else so dear to me in my heart, such as are
the exploits of young men at feasts, passing from left to right’: Apollo seems to
be saying both (a) that he has never heard anything which he cared about so
much before, and (b) that it reminds him of young men’s songs at banquets.
For the latter cf. 54-6, with comments on §5-61. In Homer the ncuter plural
évde€iois used of things being passed round from left to right (e.g wine etc.), or of
favourable omens (‘on the right’). Here it surely refers to the practice of singing
or speaking in turn at symposia or feasts. Later, a lyre was passed round from
left to right (¢mi 8é€1c), or a drinking-cup, or branch of myrtle, to each speaker
or singer in turn: cf. Dionysius Chalcus frr. 1, 4 West, Eupolis, PCG fir. 354, 395,
PL $ymp. 17703, Anaxandrides, PCG fr. 1, with Reitzenstein (1893) 31, 40. Cf. H.
Herm. 4245, where Hermes gives Apollo the honorific position on his right while
he is singing. '
455 This rounds off Apollo’s passage in praise of Hermes as musician, with a
reprise of the theme of wonder, emphasised at 440 and 443. The honorific Atds
Vit sets the seal on this.
456—62 Apollo now moves on to his promise of fame and fortune. There is a
slight implication here of the elder brother reasserting his position of authority
(457), which might help to explain his use of fiyepovetow in 461, if the text is
correct there.
456 ofBas: this form is an Ionic innovation, which recurs at 467 and once in
Homer (0Od. 1.337), instead of the older and more usual olc:Sa which is metrically
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guaranteed at 382. Cf. also for ofdas Hes. Aspis 355, Hipponax fr. 177 West, Hdt.
3.72.1, and Janko (1982) 148, S. West on Od. 1.337.
457 ‘Sit down, dear fellow, and assent to the advice of your elders" Cf Il 4.412
TETTa GLTNL 00 dudd & EmimeiSeo pUScot, 7.115 SAAX oU pev viv {Ceu, and
for uiSov tmaivel wpeoPUTepoiot cf. Il 2.335 LUSov EmoawnoavTes Oduootios,
18.312 “ExTopt. . . dMHIVNOQV KOKS PNTIOWVTL.
458-62 This fulfils Hermes’ prediction to his mother at 166-73.
460 val & T6Be kpavdivov dxévTiov ‘yes indeed, by this cornel-wood javelin’.
Cf. Achilles’ oath by the sceptre at Il 1.234—9 (with 7.411-12, 10.321-31),
and Parthenopaeus’ oath by his spear, A. Sept. 529-30. The form kpavdivov
(first here) is closer to the MSS readings than kpavéivov: both occur in
later Greek. &xévriov is also new, but is common in fifth-century and later
literature.

460-1 7 piv ¢y oe. . . fiyepovelow T shall indeed introduce you among the
immortals as honoured and prosperous’. fyeuoveUew does not take a direct
object elsewhere, and is possibly corrupt, but no satisfactory alternative has been
proposed. ’

462 xal & TéAos oUk amatfiow ‘and I shall never deceive you’. Apollo’s final
insistence on his veracity makes an ironic contrast with Hermes’ past duplicity
(cf. also 514—20).

463—4 Hermes’ reply is described as crafty (or gainful) because of its implied
suggestion that he should have a share in Apollo’s prophetic skill as well as in
his pastoral role, in return for the gift of the lyre. Equally, TepLppades (most
probably vocative) alludes to Apollo’s veiled request for a share in Hermes’ skill.
Trepippadécs is Homeric; the adjective occurs here and at S. Ant. 348.

464-89 There is a very strong emphasis throughout this part of Hermes’ speech
on knowledge and skill, prophetic and musical. Forms of the verb 8&w are
particularly prominent, along with Téxvn, olda, émrioTaual, cooin, 318&oKw,
and vijis. Such expertise comes through different forms of speech, the utterances
of the gods, and the voice of the lyre, which is described as responding to
questioning (4834, 487-8) just as the gods do in prophecy. The parallel between
musical and mantic communication is emphasised by the close resemblance of
482-8 with what Apollo says of prophecy at 533—49, where again good and bad
use of this art is contrasted, and at 552—66, where the bee-maidens can also utter
true or false oracles.

464—7 Hermes at once assents, regaining the initiative in his rather lordly
opening words.

465 Téxvns fuetépns EmiPruevans cf. 166 Téxvns ¢mpPrioopa, and 173.

466—7 £9tAw B¢ To1 fTrios elvan | PoUAnt kal wuSoior: given Hermes® subor-
dinate position this might seem particularly assertive. The second half of 466 is
used by Zeus at /. 8.40 and 22.184.

467 oU 8 gpeol wvT €U oldas: somewhat ironically Hermes reminds Apollo
of his reputed omniscience, as again at 474 = 489. Cf. Pi. £ 9.29—49, where
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Chiron responds to Apollo’s embarrassed questions about Cyrene, reminding
him gently that he ought to know everything {44—5 xUpiov 85 T&vroov TéAos
olo8a kal éoas keAeuSous etc.).

46872 Blatant flattery, in preparation for his request for favour.

470 & Taons doing ‘as is wholly right and proper’. Here 6oin refers to what is
divinely sanctioned: see also 130, 173nn.

470—2 Emwopev. . . wavTa ‘and he has given you fine gifts and privileges: and
they say that by the utterance of Zeus you know oracles, Far-Shooter, all the
divine revelations that come from Zeus’. Punctuation and text are not certain. It
seems best, however, to take Tipds as object of #ropev together with Sépa, with
a colon after Tiuds, rather than putting a colon after 8@pa and making Tiuds
object of Samueva (with ot &€ or o ye). Sarjuevan will then govern povTelas (with
-,rs omitted), with S¢opaTo w&vTa in apposition, and Aids Tépa echoing & Atds
dppiis.

471 & Dids dpefis: dpen is always used of a divine voice in Homer, and cf. 532,
566. It refers to an oracle at Theognis 808 and elsewhere.

472 vavTeias: first here in early epic, and in the singular at 533, 547, for Homeric
povToouvn. It is often used in the plural of prophecies or oracles: cf. Tyrt. fi. 4.2
etc.

473 This line does not make sense as it stands, although all of it except T8’ is
metrically possible. The corruption has not been satisfactorily healed. We expecta
request by Hermes for a share in prophecy (e.g. Tév viv alitos Eywye. . . 890t
Safjvan), which would then be contrasted with 474 (ool 8¢. . .), but it is difficult
to suggest a suitable whole line, or to explain the corruption.

474 This line is repeated again at 489, marking off the intervening passage in
which Hermes speaks in detail about the art of lyre-playing, i.e.: “You do not
really need to ask my help over this skill, but since you do, I will give it to you.’
For aréry petov (= aSaipetov) cf. Od. 16.148 & yép Treos ein adtéypeta mévTa
BpoToiot.

476 &yAaias &Aéyuve ‘have a care for festivities’. Cf. Hes. Se. 272 &v &yAaious
Te X0pOIs Te, 284—5 Sahion e Xopol Te | dyAaian 7. In Od. 17.244 &yAaion refers
to arrogant behaviour. There is strong alliteration in this phrase, as at H. Aph. 11
&yAad Epy ey Uvew.

477 oU ¥ ol ike kUSos &mrade: this picks up Apollo’s promise at 45862, and
might be seen as a veiled request for a share in prophecy, although it is not reéﬂy
specific.

478-88 The description of the lyre resembles that of a hetaera whom one
embraces, who has a clear voice and is an eloquent speaker, and who can respond
to one’s advances if she is properly handled. See also 31n.

478 YudAter ‘be a fine musician’ (West): the verb occurs only here. Cf.
EGuoATros as a name at H. Dem. 154, and EUpoATria as title of a poem by Musaeus
(fr. 11 Diels, Paus. 10.5.6): see Richardson on H. Dem. 154.
479 KaTd KOTUOV: see 4331.
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480 elxnAds . . . pépew ‘take her confidently’. Cf. Hes. Op. 671-2 eUxknAos
TéTe vija. . . | EAképev, again with infinitive for imperative.
481 gihoxuBéa kduov: for rAokudis cf. §75. képos occurs only here in early
epic. Cf. Theognis 829, 940, Pindar, etc., and kwudlew in Hes. Sc. 281 etc.
482 eUppoouvny ‘a source of good cheer’: probably in apposition to pv in 480,
or possibly to & Sodta. . . kédpov. Cf. 449, where this is one of the results of music.
482-8 Hermes describes the differences between the skilled and unskilled
lyre-player, in two balanced and contrasted sentences: 482-6 65 Tis Qv
aUThy . . . eepeetvmi. . ., 486-8 85 B kev aThv . . . Epesivmu. .. The ease and lack
of painful effort of the good player is contrasted with the violence and senseless
sounds of the ignorant one. The process is seen as a dialogue, or question and
answer, between player and instrument, and the lyre continues to be personi-
fied (as at 478—). She is able to give instruction as well as pleasure to the good
player, but her answers to the bad one make no sense. Gf. the good and bad uses
of prophecy, at 541—9 (with comments). The lyre is addressed in mvocation by
Sappho (fr. 118; see H. Herm. 24n.), and later cf. Pi. P 1.1, N 4.44, Bacchyl. fr. 20
B. I, efc. i
482 &5 Tis & o¥TMv: the asyndeton is typical of this hymn (cf. 17, 25, etc.).
483 ocogin ‘expertise’: often applied to musical or poetic skill in early Greek
literature. Cf. also 511 étépns copins. . . TEXvnv.
484 voddr YaplevTa ‘to charm one’s fancy’.
485 peia ouvndeinio &Supouévn padakdiiow ‘easily played with gentle inti-
macy’. cuvn9eix (first here; cf. Hippocrates, and classical prose) can mean ‘inti-
macy’ or ‘intercourse’, as well as ‘habit’ or ‘custom’, and in this context, where
the lyre is personified as a éTadpn, the first sense is surely relevant. It is also used
of musical practice by Plato, Laws 11 656D. uohawos is later used sometimes of
musical harmony or pitch (LS] s.v. mr.2(e)). For &9Upew of music or song cf. H.
19.15, Pi. 1. 4.39, Anacreont. 41.11.
486 tpyaoinv gelyovoa Sufradov ‘avoiding painful labour’. ¢gpyaoin occurs
first here, then in fifth-century and later literature. It may be relevant that it can
also be used of sexual intercourse (Arist. Pr. 876a39), or applied to the trade of
a courtesan (Hdt. 2.135.1, D. 18.129). SufimraSos is a hapax; cf. Sunmadns and
Sunmadia in Apollonius Rhodius and later.
487 ¥mloapeAds ‘violently, roughly’: used of anger in Homer.
488 pay . .. Spuhigor ‘She would then, vainly and uselessly, utter empty dis-
cordant sounds.” For the combination pény a¥tes cf. Il 20.948, Od. 16.111, H.
Dem. 85. peTfopos (cf. ueTépos) occurs first here, then in Herodotus and later.
It is not apparently elsewhere applied to music. Gf. perhaps METEWPOKOTTE,
ueTewpoAoytw (etc.) in Aristophanes and Plato, used in a derogatory sense of
pretentious scientific talk (together with &8oAeoyia). 3puAiGe is another Aapax;
cf. 9puhéw in Attic Greek, etc. SpUArypoés or SpuAiouds are used of false musi-
cal notes in late Greek: cf. D.H. Comp. 11 (of a flute-player) Spurypodv f ThHv
kohoupévny Exuéeiav nUANGe, and similarly Porph. in Harm. p. 204 W.
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489 = 474 (see comment).
490—5 Hermes concludes his speech with his bargain (lyre for cattle). In 491 fueis
may mean ‘I" in contrast to Apollo, but is more likely to be a genuine plural.
Hermes associates himself with Apollo as Népios, and emphasises at 493-5 how
much Apollo stands to gain by this new arrangement. For this role of Apollo see
H. Ap. 21n., and for Hermes as god of the fertility of herds and flocks cf. Hes. T#.
4447, Farnell, Cults v g—11.
491~2 And we in turn, Far-Shooter, shall graze the pastures of the mountain
and horse-feeding plain with the cattle which live in the fields.’
493 G&Ais ‘in plenty’.
?94 ulydnv: first here, for uty8a (Od. 24.77, H. Dem. 426); cf. A.R. 3.1381, Orph.
I. 223.
494-5 And so (008¢) there is no need for you, acquisitive as you are, to be
furiously angry’: a slight sting in the tail, reminding Apollo again of his reputation
for acquisitiveness (cf. 176-81, 335, 549nn.). This is ironic here, in view of Hermes’
own aims (464 puSoiow . . . kepSatéoiow). Trepiauevéds (or -1s) occurs only here
and at Hes. fr. 204.126 in early epic.
496-502 The exchange of lyre and goad seals the pact, and Apollo at once
begins to use his new instrument.
49(; copef’, 6 & Ebé€aro: the lyre should be understood as object of these
verbs.
497 &xwv ‘which he had’. If correct, this stresses that the goad was Apollo’s by
right. But & or ékwv are possible conjectures. For the former cf. /. 11.192—
{5 1<’po'rros gyyvadifow | xreivew, for the latter AR. 2.55-6 &yyuohEw | alrds
Excov,
498 Pouxohias: cf. Hes. T%. 445 (Boukohias), of Hecate’s and Hermes’ care for
cattle, as here.
499—502 Cf 53—4, 418-20. In 501 we have Umd vépSev instead of Umd Yeipds
(418), and in 502 ipepdev (if right) is a variant of ouepBaiéov (54, 420). Cf. L.
18.570 uepoev kiS&pife: Avov & UTrd kadov Seidev. In 502 the aorist &eioev is
appropriate, whereas in 54 the imperfect is better (‘began to sing’).
500 Apollo is given a whole-line denomination to mark this highly significant
morment.
503~12 The return of the cattle to their home and of the gods to Olympus gives
a charmingly bucolic closure to the main story of the theft, and Zeus cements the
reconciliation already effected at $89-96, which becomes a permanent bond. At
the same time, to compensate for Hermes’ loss of the patronage of one instrument
he promptly invents another, the shepherd’s syrinx.
503—4 With Péas (M) it is Apollo and Hermes who send the cattle back, and
the dual &rparréTny suits the context well. Bégs. . . ETpamérny would make them
return of their own accord, with &rparréTny as intransitive aorist dual used instead
of a plural. The former seems clearly preferable. M’s kai po (for #v3a) in 503 is
also possible: cf. Od. 12.233 kai pa EmerTa etc.
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5047 Entry or return to Olympus, and joyful reception there, are typical motifs
of these hymns: cf. H. Dem. 483-6, H. Ap. 186-206, H. 6.14-18, 15.7-8, 19.427.
See also 322-gbn., and Introduction 1(c).

505-6 Cf Apollo’s journeys to Pytho and Olympus, playing the phorming and
dancing, at H. 4p. 1838 and 513-19, and Zeus’s delight with Apollo’s music at
H. Ap. 205-6. (Fm)pcoopcn is used of dancing at Il 24.616, Hes. Th. 8, H. Aph.
261, etc. '

508 Siauepts ¢ E11 kad vOv: Le. he has continued to love him ever since. Cf.
125 G5 ET1 VOV T& YéTATOX ete.

508-9 As the text stands in the MSS it is difficult to explain onpat. West marks
a lacuna, and his suggested supplement means ‘<and Leto’s son acknowledged
his brother’s love> tokens’. This also gives a 8¢ clause to answer TO W&V in 507,
which otherwise would only be answered by 511 aUtds 8. The loss of the line
could be due to repetition of Antaidnv/AnToidns.

510 SeSacds: it is better to take this with what precedes (‘expert as he was’) than
to put a comma after ipepTfv, as some editors have done.

UTrwhéviov: see 4330. /
srr—12 The invention of the syrinx (first mentioned at [l. 10.13 and 18.520) is
very briefly described, almost as an afterthought. Hermes invents the syrinx
or panpipes also in Euphorion fr. 182 Van Groningen. In Apollodorus (3.10.2)
Apollo offers him the golden wand (cf. H. Herm. 528-32) in exchange for this
new invention, and Hermes then receives the gift of divination by pebbles (cf. H.
Herm. 552-66). Hermes is several times represented in art with the syrinx from
¢. 580/570 BC, and sometimes together with Apollo as citharode. It is significant
that all the examples belong to the sixth century, whereas from ¢. 500 onwards
it is Pan who is shown with the syrinx: see Haas (1985) 502, 602, 72—4, and
for Hermes cf. also LIMC v.1 s.v. Hermes nos. 327—9. Pan plays the pipes in £.
19.15 (Sovékeov Uro). The story of his love for Syrinx and her transformation
first occurs in Ovid Met. 1.689—712.

511 Ekudooaro ‘sought out, devised’. This compound is only found here.
512 The asyndeton is due to the fact that 512 explains 511.

TNAGY dxouo Ty is an effective description of a herdsman’s pipes, heard far
away over the hills. &rouaTds occurs first here, then in fifth-century and later
literature. .

513—78 Apollo says that he is afraid lest Hermes may steal both his lyre and his
bow and arrows, and asks him to swear an oath. Hermes swears never to steal
from him again, and Apollo promises that Hermes will be his dearest friend, and
that he will give him a three-branched golden wand, to keep him unharmed.
He cannot give him a share in his own prophetic art, as he alone of the gods is
allowed to know Zeus’s will. As for mortals, he will deceive some and help others
by his prophecies, depending on whether they come with favourable omens or
not. But he does offer Hermes a special prophetic gift, three winged virgin sisters,
who live in a cave under Mt Parnassus. When these have eaten honey they are
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wﬂling. to speak the truth, but if they have not done so they utter lies. Hermes
also will have the care of all domestic and wild animals, and will be the only
messenger to Hades.

Thus did Apollo show his love for Hermes, and Zeus added his favour. He

associates with all men and gods, seldom giving profit and generally deceivin
mankind at dead of night. ’ ’ i

( )For discussion of this final episode and its place in the poem see Introduction
3(a).
514-15 The theft of Apollo’s bow and arrows (or quiver) was described in
Alcaeus’ hymn to Hermes (fr. 308 LP = V, with S 264.11-19 SLG = fr. 306¢
Campbell (Loeb)). The scene was popular later: cf. Hor. Odes 1.10.9~12, Philostr.
Imag.81.26, Lucian D. Deor: 11 (7). 1, Schol. AB II. 15.256, and Page (1955)
252-8.
515 QvaxAeymis ‘steal back’ or ‘steal again’. This rare compound is more likely to
have been changed to &uo kAéwnis than vice versa. It recurs in Theocr. 5.9, and in
one or possibly two inscriptions (SEG 34.1019, sixth century B, &vorAe<r>TéToo
and GDI 1586). ’
kiSapw kol kowmiAa T6§ar of. H. Ap 131 kiSapis. .. kai kauTmUA 166
which this may echo. ’
516 tmapolPipa Epya ‘acts of barter’. Hermes becomes god of commerce as
we']l as theft, here ironically viewed as themselves interchangeable concepts. The
epithet is found only here (cf. #mnpoiPds in Homer). This is the first indication
that Hermes has now received this privilege from Zeus (cf. 291-2).
518—20 Apollo does not specify the nature of the oath, but this is made clear by
5213,
518 Cf Od. 5.178 = 10.343 €f u1) pot TAains ye, e, péyoaw Sprov dpdooal, and
[1/7. Ap. 79 &AX ¢ por TAadns ye, Sed, pbyov dprov dudooar. In Od. 2.977 Sedov
ueyaw dpkov is an oath invoking the gods, whereas here it is presumably the oath
sworn by gods, as at Od. 10.299.
519 The oath is confirmed either by a nod of the head, as in the case of Zeus’s
promise at /l. 1.524—9, or by invoking the river Styx, the usual formula for divine
oaths. In early epic, and often later, the object by which one swears is in the
accusative with duvupt, whereas various prepositions are used in later prose
examples.
521—-6 Once again a mutual pact is sealed with promises, in two balanced
clauses: . .. Moud®os vids. .. katéveuoey | pr moT...| undé ToT... aUTdp
ATOAAY | AnTotdns kaTéveuoey . . . | uf) Tva. .. | pATE. . . unT. ..
5212 Cf Hermes’ earlier threat to ransack Apollo’s temple at Delphi (178-81).
523 épmreA&oeiv: first here and at Hes. Sc. 109.
524 &7 &pIpdd1 kal @IAGTNTI ‘in a bond of friendship’. This legal for-
mula (with &pSuods first used here) recurs in A. PV 1g1—2 s &pSuodv Epol
kel @rAdTNTA. .. fier, and Call. fr. 497a (Pfeiffer (1949-53) 1 p. 122) &pSuov
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& apgoTtépols kai @iAiny Eraues. Cf also Il 7.302 & @iAdTHTL SiETHOYEV
&pSpfoavTe, and for &pSpios coupled with gidos cf. Theognis 326, 1312.

526 ufT &vSpd Aids ydévov: ie. a mortal son of Zeus, such as Heracles.
526-8 & B¢ TéAeiov. . . Tiuiov ‘And I shall make an authoritative contract [or
guarantee] between immortals, and at the same time one which will be altogether
trustworthy and honoured by my heart.” Assuming that there is no lacuna after
527, we have here the kind of change from indirect to direct speech which
occurs occasionally in Homer: cf. especially Il. 4.301—9 (after &vcoyet), 15.346—
51 (after &kékAeTo . . . &loas), 23.854-8 (after dvdoyer Tofelew). For some other
possible examples cf. Janko on Z1. 15.346-7. II. 23.855-6 is unique among Homeric
instances, in that (as here) the transition occurs within the verse (see Richardson
ad loc.). In the hymn, the speech is anticipated by the verb katéveuoey, and it
gives dramatic emphasis to the solemnity of Apollo’s promise. As at 524 we are
here in the realm of legal terminology: TéAeios (and related words) is used of fully
constituted or authoritative decrees, laws, etc. (LS] s.v. 1.1(b)). For cUppoAov see
son. and especially Gauthier (1972) 69—70 on this passage. Here it may mean
either a guarantee (e.g. LS] s.v. 1.3) or a contract (e.g. Theognis 1150, and LS] s.v.
1.3, 4). For oUpBotov mioTédv cf. Pi. 0. 12.7-8 aUpBoiov & obmeo Tis gy Soviewv
| moTdv dugl TpdEios toooutvas elpev Se03ev, and Isoc. 4.49 oUuPodov Tfis
TouBeUoEWS TIOTOTATOV.,

5267 &. .. ToMfjcopa: a lmesis, with &kmoléw meaning ‘fully make’, empha-
sising again the validity of the action. This compound (first here) has this sense
in fifth-century Bc and later literature.

527 TvTos: this makes better sense than the transmitted reading TAVTWY.
528-32 The gift of the golden wand (Hermes’ knpUkeiov or caduceus) seals the
compact, just as material tokens or cUpBoAa were exchanged in commercial
transactions. It has remarkable properties: it will be the bearer of wealth and
prosperity, and a protection from harm, and it will ‘accomplish [or authorise] all
the ordinances’ (if Sepous is correct) ‘of good words and actions’ which Apollo has
learned from the voice of Zeus. Hermes is called xpuodpparris in the Odyssey (5.87
etc.) and will now be so addressed (H. Herm. 539). In Homer he uses his wand to
put men to sleep and wake them (Zl. 24.343—4, Od. 5.47~8), and to lead souls down
to Hades (Od. 24.1-10): see also Richardson on Zl. 24.343~5. Here, however, for
the first time, it is called TpréTnAov (‘trefoil’): this is usually taken as indicating
a branch which forks at the top in a V-shape, i.e. the basic form of the knpUxeiov
as it was portrayed in art. The earliest example, in the scene of the Judgement
of Paris on the Chigi vase (c. 630 BG), shows the top of the wand apparently
having a chi-shape (cf. LIMC vir1 s.v. Kerykeion, and 1 s.v. Alexandros no. 5).
See also Chittenden (1947) 100 for a seventh-century BG pinax on which Hermes’
caduceus has a tip from which spring two three-leafed shoots, one above the other,
like two clover plants: the most literal representation of TpimétnAov. The curved
branches take the form of snakes from at least the fifth century Bc (LIMC s.v.
Dionysus no. 706), and the role of the wand as bringer of luck and averter of
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harm may be connected with this, snakes being both symbolic of wealth and
apotropaic. It has also been compared to the divining-rod. For further discussion
and bibliography cf. LZIMC viiL.1 72830, and De Waele (1927).
530 TpiméTnAov: this recurs in Call. H. §.165, Nic. Th. 522 as a noun meaning
‘clover’.
&xnpiov | oe UAGSe: cf. Od. 20.47 Siaprepts fi ot QUAGTTW.
531—2 Hermes will thus be a minister responsible for putting the will of Zeus,
mediated by Apollo, into effect. The wording of 532—4 echoes 471-2: cf. Safuevat
& LMids duefis | uoavTeios. . . Séopora. .. In other words, Apollo is offering his
brother a significant, though still subsidiary, role in relation to the major prophetic
one which he alone is allowed to exercise. ’
531 Sepous ‘dispositions’ or ‘ordinances’. The word is a conjecture, recurring
only in Hesychius s.v. SepoUs: 8ia3éoeis, Toapaivéoes.
533 OioTpegés: M’s variant Siowmepés is read by Radermacher and Vergados
(2007a). B10Tpegtis is normally used of human beings in early epic, but cf. II. 21.223
of Scamander. The combination of pépioe and another epithet is unusual (Orph.
H. 13.9, 64.13), but seems quite possible.
fiv épeeivers ‘which you ask about’. Cf. II. 6.145 Tin yevenv Epesivei; (etc.).
épeeiva does not mean ‘ask for’, but Apollo assumes that Hermes wants a share
in his art (unless 473 made this explicit).
534 G Od. 4.561 00l 8 o¥ StopaTdy toi.
535-8 Once again there is strong emphasis on a promise guaranteed by a solemn
oath, as at 518—28. moTdw is used especially in the context of oaths: e.g. Od.
15.436, S. OC 650, Th. 4.88, etc. For the specially close bond between Zeus’s will
and Apollo’s prophecies cf. A, Eum. 616-18.
535 TO yap olde Aids vbos “for that (i.e. the subject matter of prophecy) is known
by the mind of Zeus’.
538 Tmukwvoppovet in early poetry only here and at Hes. fi. 253.1.
539 Xpuodppami: see 528—32n. Apollo diplomatically honours Hermes with his
newly gained attribute, when denying him what he wanted.
541—9 Oracles were proverbially ambiguous and liable to misinterpretation,
and the god here disclaims responsibility for any possible deception. It is a ques-
tion of whether the omens are valid or invalid, i.e. whether what is desired
or requested of the gods accords with divine favour. In the similar case of
Hermes’ oracular gift, truth or deception depends on whether the proper sacri-
ficial offerings have been made (558-63). Cf. Hes. f. 240.9—11 (of Zeus’s oracle at
Dodonay): &vSev iy Sdvior pavrhia wdvTa pépovral, | &5 87 keiS poAdov Jedv
&uppoTov Eepeeivm | dddpa pépwv <T> EAINIOL oUV olwvols &yaSoiow. See
also Amandry (1950) 58—9. 541—2 are paralleled by Hermes’ own functions as
summed up by 577-8. There is in addition an analogy with Hermes’ discourse
on the lyre, which responds well or badly to a player’s questioning (482-8: see
464-89n.).

541 &vdpwmwv § ‘but as for mankind’. This is in contrast with 535 &Savdrev,
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542 TOAAK. . . dvSpdmwv ‘leading about in all directions the tribes of miser-
able mankind’. Cf. Od. 9.465 oA (i.e. pfiAa) TeprTpoTéovTes EAovopev. The
implication is that mortals are helpless creatures in the hands of the gods, and
also easily misled.

544—9 For the distinction between birds which have valid significance and others
cf. Od. 2.181—2 dpv19es ¢ Te TTOAOL U alyds NigAiolo | porTddT, oUSE Te TTGVTES
tvalotpor, and Call. H. 5.123—4 yvwoeital § purxas &s ofoios, of T wétovTon |
AA19q, kad Troicov olK &yaSal TTépuyss.

544 Pwviil. . . d10védv ‘with the cry or flights of valid birds’. Cf. Hes. fr. 240.10-11
(quoted above on 541—9). TEAnévTeov implies that what the birds appear to portend
is accomplished, as opposed to 8pviSes payiddyor. Cf. adetov. .. TeAeidTaTov
metenvéy (Il 8.247, 24.315), of a bird ‘most capable of bringing fulfil-
ment’ (see Richardson on II. 24.314-16), and Tyrtaeus fr. 4.2 West TeAéevr
ETrect.

545 This line emphasises the point by repetition after 543.

546—g If one tries to obtain something against the gods’ will, relying on omens
and prophecy, this is tantamount to thinking oneself cleverer than the gods and
will lead to failure. Cf. E. Jon 37380, where Ion advises Creusa not to try to
force the gods to utter what they do not want, with sacrifices and interpretation
of omens, since this will not bring any benefits.

546 poyiAdéyolor ‘vainly speaking’: only here. Homer has pdy, payidios,
Hesiod (7%. 872) payalpat.

549 ¢nu: this is emphatic, in parenthesis.

EMinw 680v glow: cf. Od. 2.273, 318 oU To1 &mel¥ (or oU) &Ain 68ds EooeTau.
Omens and prophecy are often associated with journeys or expeditions, e.g. Pi.
N. 9.18—20 xad TOT & EmTamiiovs | ©fPas &yayov oTpatov adoidv | ol kaT
dpviycov 686v, and A. Eum. 770 680Us &3Unous Kol Tapopuidas Topous.

Eyco BE ke d&pa Sexoipnv: cf. Il 2.420 (Zeus) &AN & ye BéxTo utv ipd, ovoy
5 dpéyaptov 8geAde. This is a general rule for the gods in Homer, if what
is requested is against their will. In the case of Apollo, this appears to be an
answer to more specific accusations of piAoképSela (see on 176-81, 335, 494). The
offerings of a sacred cake and animal sacrifice were both essential prerequisites
for entry to the temple of Apollo and consultation of the oracle (cf. E. lon 226—9),
but in no way guaranteed success. For details of procedure cf. Amandry (1950)
86-114, Parke and Wormell (1956) 32, Parke (19672) 83—.

550—1 The two-line honorific address to Hermes acts as a prelude to the special
prophetic gift which Apollo is offering.

551 Jeddv dprovvie Sodpov ‘swift messenger-deity of the gods’: an unusual voca-
tive phrase, since Saipwv in Homer is not normally used of a particular god;
cf. however Il 3.420 fipxe 8t Saiucov (Aphrodite). Although Hesiod uses Sod-
poves of the spirits of men of the golden age (Op. 122), and later it comes
to be used of subordinate spiritual beings, it need not have this connotation
here.
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552—66 “There are certain august maidens, who are sisters, glorying in their
swift wings: they are three, and their heads are sprinkled with white barley meal.
They have their homes under a fold of Parnassus, and are teachers, set apart,
of a prophetic skill which I practised when I was still a boy, whilst tending
my cattle: but my father was not concerned with this. From there then they
fly hither and thither, to feed on honeycombs, and make all their authoritative
pronouncements. When they have eaten pale honey and are inspired, they are
favourable, and willing to speak the truth: but if they have been deprived of the
sweet food of the gods, then indeed they utter falsehoods, swarming amongst
themselves. These then I grant you, and you should question them accurately
and delight your own heart; and if you should teach a mortal man, he will often
listen to your voice, if he is lucky.’

Apollo is surely being deliberately mysterious in this description, which lends
these characters an awesome dignity. The poet appears to be describing a triad
of three virgin sisters, who were associated with Apollo as a boy and taught
him their mantic art, which was separate from the prophetic skill he has from
Zeus. Their home is under Parnassus (probably in a cave), and they are like bees,
for they feed on honey, which gives them inspiration, and swarm in a confused
way (Soveouoau) if they are deprived of this. Their utterances may be true or
false, depending on whether they are properly fed or not. Hermes is to use them
as a source of prophecy for his own pleasure, and he can also benefit mortals
if he wishes by passing on this information. It is not clear whether the poet
envisages this triad as having anthropomorphic shape but behaving like bees,
or whether they are actually bees, which are seen as having human or divine
characteristics. The myth about the origins of the oracle at Dodona reflects a
similar ambiguity as to whether the instigators were women or doves with a
human voice (Hdt. 2.54—7). They may also be a mixed form of ‘bee-maidens’,
like the winged woman with a bee’s body from the waist, depicted on two late
Geometric gold plaques from Camiros in Rhodes (cf. Cook (1895) 11-12). Given
that there are only three of them and they are not actually called bees, they are
most probably envisaged as nymphs with bee-like characteristics. Since they are
said to live ‘under a fold of Parnassus’ it seems probable that a particular cult
of Hermes, associated with a triad of mountain nymphs in a cave beneath this
mountain, is in mind here. A plausible suggestion is that these are the Corycian
Nymphs, whose cult was located under Parnassus. A very large double cave,
thought to be sacred to them, has been excavated high up on the mountain’s
foothills, about 3 miles from Delphi. Dedications to the nymphs begin there in the
seventh century Bg, and later they are often associated with Pan. But at least one
fragment of an Attic relief from the cave shows Hermes leading three nymphs,
and in another fourth-century Ba relief from Delphi itself a mountain is shown
with three seated nymphs, Apollo, and Hermes. The cave also contained some
25,000 astragalo: (knucklebones), which may have been used for divination, as
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they were in some other sanctuaries. See Amandry et al. (1984) especially 34778,
394—425, and Larson (1995) 341—57. Larson also collects evidence for the close
association between nymphs and bees in antiquity (352-4).

In Apollodorus’ version of the myth of Hermes and Apollo (3.10.2) Apollo
gives Hermes the art of divination by means of pebbles, in exchange for Hermes’
syrinx. Consequently, the triad of sisters has also been identified with the Thriai,

three nymphs of Parnassus who were said to have nursed Apollo, and invented .

the art of divination by pebbles (called Spiad). This aztion derives from Philochorus
(cf. FGrH 328 T 195, with parallel texts and helpful discussion by Jacoby). Various
versions reflect the idea that this form of divination was regarded as less reliable,
or less reputable, than Apolline prophecy. If Thriai is another name for these
‘bee-maidens’, this would fit the implications of the hymn, that Apollo’s gift to
Hermes is on a lower level of inspiration, and that it is not a direct representation
of the will of Zeus (cf. Jacoby, FGrH 1. B Supplement p. 560). The hymn does not
mention divination by either astragalot or pebbles, but it is possible that there is a
connection between the bee-maidens, the Corycian nymphs, and these mantic
techniques. Offerings of honey may have been made to the nymphs of the cave,
who were thought to be a source of inspiration, and then the visitor could have
used the throw of either dice or pebbles in order to find out the gods’ will.
Hermes as god of luck would have been seen as the mediator for this knowledge
(cf. 565-6). For divination by pebbles at Delphi and elsewhere cf. Call. H. 2.45
(with F. Williams’s comments), Amandry (1950) 2g—30 and 72, Fontenrose (1978)
219—24, Scheinberg (1979) 8-9; and for divination by astragaloi see Frazer on Paus.
7.25.6, and Larson (1995) 347 n. 19. See also on this passage Sourvinou-Inwood
(1991) 192-216, especially 196—201.
552—61 There is some verbal similarity here with H. Dem. 485—7 vaietéouot. ...
osuval . .. Tpoppovéws; cf. H. Herm. 552 Oepvai...555 VXIETGOUGIV. ..
561 Tpoppovics (Scheinberg (1979) 15)-
553 &yoAAdpevon mrepUyeooivs cf. Il 2.462 EvSa kal Evda roTVTAL (cf H.
Herm. 558) &y cAAOUEVS TITEPUYETTLY.
554 Tpeis: in Indo-European mythology female deities, nymphs, etc. are often
triads of virgin sisters. They can also be winged, or take animal or bird form
(e.g. the winged Gorgons of A. PV 798-9, or swan-like Graiai, A. PV 794-5). In
art nymphs are regularly portrayed as a triad (e.g. with Hermes, Pan, etc.). CL.
Scheinberg (1979) 2—7.

Kor& B¢ kp&Tos TEmOAXypévar EAQiTar Aeukds various explanations have
been proposed for this odd feature:

(1) They are like the kovngopot, who powdered their hair with flour or white
barley: cf. especially Hermippus, PCG fr. 25 GoTrep of kavneopot | Aevkoiov
&ApiTolot BvTeTpiupévos, Ar, PCG fr. 553 GA@ITéYpwTos KeQaAfis, and Ar.
FEeel. 732, etc.

It is a metaphor for their white hair (Matthiae; cf. Allen & Sikes p. 312).

It refers to bees covered with pollen (Ilgen; Cook (1895) 7; Radermacher).

w N
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(4) Wilamowitz (1931—2, 1 381) identified them with the ‘white maidens’ who are
mentioned as allies of Apollo against the Gauls at Delphi, in the oracle &uot
ueAnoer TaUTo kol Aevkads kopaus (cf. Cic. de.Div. 1.81, with Greek passages in
Pease’s comments). But these were identified as meaning either snowflakes
or Athena and Artemis by ancient authors.

(5)  They have been compared to &AgiTouavTels, who used barley for divination
(Cook (1895) 7, Amandry (1950) 60—1).

The closest analogy seems to be with the kavngdpor.
555 Umd mruxl Tlapvnoolo: cf. H. 4p. 269. Here this suggests a cave in the
mountainside. ,
556 &mdveuSe ‘apart’. This seems to mean that they live in a secluded place,
away from mankind, or from Apollo’s sanctuary at Delphi. It would fit with their
location in the Corycian cave, some distance from Delphi and higher up the
slopes below Parnassus.

818d&okahot: first here; cf. Aeschylus etc. uavTeins. . . 5i18&oxaot go together.
556—7 fjv. .. peAéTnoa: the pastoral setting for Apollo’s education in prophecy
reminds one of the theme of the poet or prophet who receives his gift of inspi-
ration as a shepherd or herdsman on a mountain: cf. West on Hes. Th. 22—
34, pp. 159—60. Hesiod’s Muses could also speak truth or falsehood, like these
womern.
557 TaThp & Epds oUk &Aéyigev: GAéy1lev is a conjecture, but seems necessary.
Cf. 361 where &AeyUvoov, dAeyifwv and dAesiveov are variants. This suggests
that this form of divination was not directly derived from Zeus’s will, as Delphic
prophecy was. Cf. the account of the Thriai in FGrH 328 F 195, where Zeus
causes their authority to be doubted.
558 &AAots &AAn: for the hiatus (as corrected by Schneidewin) cf. Od. 4.236
&MoTte &MAwi, Hes. Op. 713 &\Aote &\Aov, and other examples in West’s
comment.
559—63 Honey was used in wineless libations (e.g. Soph. OC 481; cf. Schol. Soph.
OC 100, and Porph. de Abstin. 2.20), and could be offered to both the nymphs
and Hermes (cf. Paus. 5.15.10, Larson (1995) 355). The seer Iamus was fed on
honey by snakes as a baby (Pi. O. 6.45—7). Porphyry (4ntr: 15-19) discusses possible
associations of honey and bees with nymphs, and calls honey ‘the food of the
gods’ (cf. H. Herm. 562), saying that some have identified it with nectar and
ambrosia. Cf. also Ransome (1937), especially 119-39, Waszink (1974) especially
11-14. For the contrast in these lines cf. Plato, on 5344: af Pdxyon &pUTovtan &k
TV TTOTOpGY PéAL kal ydAa kaTexdueval, Euppoves 8¢ olioal ov.
559 ol Te kpafvouow ExaoTa ‘they make all their ordinances’ or ‘their author-
itative pronouncements’ (cf. West). kpaivewv can be used of oracular pronounce-
ments, e.g. at E. lon 464 (cf. A. 4g 1255 T& TTUSdKpawTa). It is also used of true
dreams at Od. 19.567, as opposed to émé dxpdavta (560). Cf. Fraenkel on A. 4g
368 (11 p. 193), ‘to pronounce and establish in binding and valid form with the
guarantee of fulfilment in the future’. Possibly there is word-play or an implied
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connection here between kfipia and kpaivouow. Cf. Od. 19.562-7, for word-play
between xépas and kpaivet.
560 Suiwow: Sulew is used in early epic especially of elements or people raging
or in high excitement, and Su1ds is later used like poavés of an inspired woman
or Bacchant (A. Th. 498, 836, Supp. 564, etc.; cf. ©uion in S. Ant. 1151 etc.). The
implication here also is probably that they are inspired. The spelling Suiew is
likely to be original in this verb: cf. Chantraine, GH 1 372. It occurs in a number
of older MSS at IL. 11.180, Hes. Th. 131, 848, 874; cf. also Anacreon, PMGIr. 2.17.
562 Secov Rbeiav E5wdMy: cf. Porph. dntr 16 9eéov Tpogfis dvTos ToU peArTos.
There was a belief in antiquity that honey “falls from the air’: cf. Arist. /4 553b29,
and Verg, G. 4.1 aerii mellis caelestia dona.
563 The two alternative lines are both possible, and look as if they could be
rhapsodic variants. But 87 &AAfAcv Sovéouoat fits well with the bee-like charac-
ter of the women. Cf. Choerilus, SH 318.2-3 pUpix pUX E50oveiTo TOAUTUTVOIoL
ueMooous | <elkeAa. .. >. The confused noise, like bees buzzing, would make
their message impossible to interpret correctly.
564-6 What is for Hermes a source of entertainment (like his music) will be
more serious for mortals who may profit from these prophecies.
565 & BpoTov dvdpa Soeins: in Homer the reduplicated aorist 5éSae means
‘he taught’ (Od. 6.233 etc.), and in Apollonius Rhodius 8de, &8ae also have this
sense (1.724, 3.529, 4.989). dceing may be used with this sense here. The normal
meaning would be ‘learn’, but this hardly fits the present context.
566 For duen of a prophetic voice cf. 471, 532. al ke TUXNIOL suggests Hermes’
role as the god who brings luck.
569-73 In 567-8 Apollo continues to address Hermes and gives him the care
of various domestic animals. In 56g9—73 the construction changes to accusative
and infinitive, with Hermes as the subject of the verbs. If this text is correct one
should translate 569-71 as ‘and over fierce lions and white-tusked boars, and
dogs and sheep, all that the broad earth nourishes, and in the case of all grazing
animals, their lord is to be the glorious Hermes’. On this view the infinitives are
“jussive’, and we have a construction which is especially used in prescriptions, laws
and treaties: see Bers (1984) 166-82. The shift from second-person imperative to
accusative and infinitive may seem unusual, but cf. for example the prescriptions
at Hes. Op. 722-60, where we have accusative and infinitive at 735-6 and 748—
54, in the middle of a series with nominative and infinitive, or second-person
future indicative (729). In 571 do1 & &l poPdToiow is best taken as a general
summarising phrase, rounding off the previous list: hence the change to Se rather
than another kai. Apollo’s speech began by stressing the formality of his compact
with Hermes, and on this view it also closes in a more formal style, concluding
at 572—3 with Hermes’ solemn role as sole messenger to Hades.
Fditors have usually marked a lacuna after 568, and assumed a switch to
indirect speech, with either Apollo or Zeus as subject. This would be awkward
in the middle of the list of animals, and there is no need for a change of speaker
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to Zeus, since Apollo is fully empowered to express the wishes of his father (cf
468—72 and 533-8). In 575 x&pw & &mébnre Kpoviwy refers to the approval of
Zeus, rather than actual speech. In defence of the transmitted text see also Brioso
(1990) and Vergados (2007a) on 568-71. For Hermes as god of flocks and herds see
490—5n. But originally his associations with the natural world were much wider.
z}nd he is often depicted in art with dogs or horses, various wild animals anci
(in Archaic art) monsters such as sphinxes, and he was associated with hu;‘iting
agd hunters: cf. Chittenden (1947) 89-114, especially 102-5, and LIMC v.1 287,
380-1.
§68 fudvous TohaepyovUs: cf. (in various cases) /. 23.654, 662, 664, and with
trrmot. . . SMAeion Od. 4.686 = 21.23.
569—71 A colourful list of creatures, noted by Notopoulos (1962, 367-8) for its
‘patt?rns of sibilant assonances’. For 569 cf. Od. 11.611 &pkTor T &y pdrepol
Te oues Xapotroi Te Atovtes, Hes. Se. 177 XAoUval Te oUes Xapotrol Te Aéov-
Tes, and Od. 14.532 (etc.) oUes &pyidSovtes. For the sense of XXPOTIOS see
1940.
572 Teteheontvov ‘fully empowered, authorised’. Cf. Téhos meaning ‘power,
authority’. 7
573 ‘And he who receives no gift will grant a privilege which is far from the
?east’: this must surely refer to Hades, who was traditionally &ueidrgos (II. 9.158)
Le. could not be appeased by offerings, and who yet will give Hermes this,
unique privilege. Cf. also A. Nobe fr. 161.1-3 Radt pévos 3e6v y&p Odvartos o
Swpwv Epdi, | 008 &v T1 SUwv 0¥’ EmoTévSwy &vots, | oUB’ EoTi Puwopds, oUSE
jrqlcoviévrm, and Schol. AbT II. 9.158 &vehens éoTiv: 89ev &v oUSepidn irré?xsl
AiBou Boouds toTiv (quoting the Aeschylean verses). Pausanias tells us that the
Eleans alone worship Hades and have a sanctuary and temple to him, which they
open only once a year, in gratitude for his help for the Pylians against Heracles
(6.25.2-3). The exception proves the rule. This special accolade for Hermes
Tnakes an effective climax for the narrative section of the hymn. Hermes alone
is superts deorum gratus et imis (Hor. Od. 1.10.19). It is also possible to take &SoTos as
active (cf. Cassola, Vergados), i.e. Hades usually does not give anything, but will
do so for Hermes. ’
5748 With these transitional lines we move from the narrative mode to the
present time: cf. £, Dem. 483-9, 15.7-8, and other parallels in Richardson on H.
Dem. 483—9. '
57475 echo 506-510, 523-6. 5768 are a generalising summary of Hermes’
ublq}ntous powers (cf. for example H. dp. 19-24), qualified by a final ironic
allusion to his chief attribute as the unpredictable god of deception.
577 70 & Swxpitov ‘continually’. Cf. 126 8npdv 81 et TalTor kol &xpitov. It
cc?uld also mean ‘indiscriminately’. For the article cf. Hes. Op. 596 Tpis. . . 10 5¢
TeTpaTov. . ., Hdt. 3.104 16 tc0Swdv.,
578 vixTa 8¢ dpevainu: cf. II. 10.83 = 386, Od. 9.143.
579-80 For these two formulaic closing lines see H. Ap. 545-6n.
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To Aphrodite

1~44 Prelude: Aphrodite’s universal power and its exceplions. Aphrodite has power over
all living things, except for Athene, Artemis, and Hestia. She can even influence
Zeus, the greatest of all gods, so that he forgets his own wife Hera.

The opening is unusual, because it develops into a smaller ‘hymn’ n praise
of the three goddesses who are not subject to Aphrodite, and concludes with a
further passage in praise of Hera (40—4). But the Hymn fo Apollo, for example,
also includes in its proem a small hymn to Leto (5-18), and the effect is rather
like that of the priamel-type catalogues of possible themes of praise at H. 4p. 19ff,,
207, (cf. Miller (1986) 29—30). Here, however, there is a dramatic contrast: the
poet immediately suggests that Aphrodite is not after all quite so powerful as one
might suppose, a motif which anticipates the theme of 45ff., where Zeus turns
the tables on her. At the same time he skilfully pays tribute to four other major
goddesses at the outset. The opening section is particularly indebted to Hesiod:
cf. 1, 5, 8, 911, 14, 21-32, 29—32nn. with Solmsen (1968), 55-67, and Faulkner
(2008) 35-8. i

The prelude is also unusual in that it proclaims the poem’s theme not as the
deity herself (as in the other Hymns), but as her ‘works’. The word &pyov or Epya
is emphasised throughout the opening section, recurring six times in 2-21, n
relation also to Athena and Ares (cf. Clay (2006) 155-7).

1-6 The poet asks the Muse to sing in praise of ‘Aphrodite’s works’. 6 echoes
the opening line in ring-form. Aphrodite’s power is elegantly described by three
pairs of antitheses: gods and men, birds and beasts, those both of land and sea.
There is also artful variation in ToAuypUoou Agpoditns. . . KumpiBos (1-2) and
toTepdvou KuSepeins (6), naming two of her chief epic cult-epithets (cf. Hes.
Th. 1929, H. 6.2 and 18, 10.1). There are similar descriptions of the power of
Jove in Soph. fr. 941 Radt, Eur. Hipp. 1268-81, and cf. the opening of Lucretius’
poem.
1 Motoa pot Evvere resembles Od. 1.1, but in early hexameter poetry the placing
of MoUoa first is less usual in such opening invocations: cf. Hes. Th. 1 Moucaawy,
0p. 1 MoUoou ThepinSev. ..

tpyo: cf. Hes. Op. 521 oUmw Epya iduia oAuypUoou AgpodiTns, where 519
is echoed by H. Aph. 14, 531 by 6: see Introduction 4(b). Aphrodite’s works’ means
primarily sexual love, and all that goes with this.

TroAvypUoou "AgpodiTns is a Hesiodic formula (6x in the Hes. corpus): cf.
Boedeker (1974) 26—7, and see also 87—-gon.
2 Kumpidos: in Homer this epithet of Aphrodite, due to her cult in Cyprus, is
confined to Iliad 5; cf. Hes. fr. 124.2 M~W, and Kirk on . 5.327-30.
g For t8apdooaro of Aphrodite cf. 251, Il 14.198—9.
4 We shall see Aphrodite’s effect on the animals when she visits Mt Ida at 68-74.

Sumetéas ought to mean ‘flying through the sky’ here, though its origi-
nal sense is debated (cf. Janko on Il 16.173—5). In Homer it is always used
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alj ;;m epithet with ToTauds, and is usually assumed to mean ‘fallen from the
sky’.
5 Cf Hes. Th. 582 xd8aX 60’ fmeipos oA Tpéget A5 Sdhacoo.
6’ 8o 8 Epya péunAev: cf. Hes. Op. 531 wéow (of wild beasts) &vi ppéot Totto
UEUT AV,
tUoTepdvou KuSepeing: this formula (cf. 287, 175?) also occurs in the Odyssey
(2'X> and Theogony (2x). Cf. Gypria fr. 5 Allen, where Aphrodite weaves garlands
with Nymphs and Charites, and Boedeker (1974) 27-8. KuSepeins was understood
by the Greeks as referring to Aphrodite’s connection with Cythera, where she
emerged from the sea foam (Hes. 7. 198) and had a famous shrine, founded
by the Phoenicians like her cult in Cyprus (Hdt. 1.105, Paus. 3.23.1; cf. Hunter
(1999) 126 on Theoc. d. 3.46). The form of the word (if it is from KuSnpa with
metrical shortening) may be due to influence from epithets such as eUTTOrTEPELC.
7-33 These lines form a complete section, marked off like -6 by ring-
composition. 7 and 33 introduce the theme of deceit, so crucial to the narrative
to come.
7 Tpioo&s occurs first here and at Hes. fr. 233.2 M=W.
. TPIOTAS . . . ppévas is best taken as a double accusative, with Seés understood
with Tploods.
8-15 Athene is honoured as the virgin goddess of war and the crafts of both men
and women.
8 = Hes. Th. 13, where the MSS read yAaukémv, which makes it likely that
M’s reading is correct here. Both yAaukémv and yAaukdomda occur elsewhere
in MSS of early epic.
9-11 "The neglect of digamma in y&p of (cf. Hes. Op. 526, and West ad loc.)
15 unusual in early epic, and led to Matthiae’s of &ev. But the poet probably
wanted variation between 0¥ y&p of eladev Epyc. . . and &N &pa of TEAepof T
&Bov kai pyov. .. He is echoing Hes. Th. 926 here, where Athene is rétviay
Tt kéAaBol Te &Bov TdAepol Te péyan Te. For &Beiv in such contexts cf. also Thf
917, H. Aph. 18, 21, etc.
) The contrast between love and war is emphasised by the positioning of
Epya. .. Appoditns and Epyov "Apnos at the ends of g and 10. Cf. L 5.428—
30 (Zeus to the wounded Aphrodite) o Tot1, Tékvov éudv, SiSoTou TIOAEUTIX
’iépyo:, | 8AA& 0V Y ipepoevTa peTépyeo Epyat ydpolo, | Talta & Apnt So&d1 kad
ASvnt mdvTa ueMioel. (The love story of Ares and Aphrodite in Od. 8 also
alludes to the contrast of Strife and Love.) For Yopivai Te p&yan Te cf. Od. 11.612
Hes. Th. 228. But in &yAad &py’ dAeyUvelv we move to the more creative worl;
of craftsmanship: hence the asyndeton in 12.
11—12 resemble A. 20.2-3, where Hephaestus with Athene &yAak gpoya |
&v3pwTrous EdiSagev &l yovds,
13 oaTivas: oatival (only in plural) is probably a Thracian or Phrygian loan
word, used elsewhere of waggons or carriages for women (Sappho fr. 44.13 L-P =
V, Anacr., PMG fr. 388.10, Eur. Helen 1311); see Leumann (1959) 206—7. Here it is
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coupled with war-chariots as also in Sappho fr. 44.13-17 (not.e also 15 "rrc'xpSev'iKav
¥ [&mahojopupwv with H. Aph. 14). cotivas Te may be f'lgl:lt, av01dmg hlat\.zs
after kad: cf. (T€) ki &puara ToikiAa xaAkédt 3x 1. The incidence of hiatus in
this Ir is very low (Janko (1982) 36). .

14 Trz;nszvméts éma%gxpoocs: cf. Hes. Op. 519 -rrapSevmﬁ? &TToASY POOS. Heﬂsmd
is describing a young girl staying at home in wint'er wﬂh l?er mother, oUTrw
Eoy« iduia ToAuxpUooU AppodiTns (521), i.e. implying a similar contrast to that
expressed here. ‘ .

16—20 Artemis is praised as the virgin goddess of hunting and dancing, and
as a deity both of the countryside and also of ‘the city of just men’. Cf H. 27,
where she is first a huntress and then leads the dancing; a fragmentary poem
assigned to either Sappho or Alcaeus (Sappho fi. 44(a) V = Alc. fr. gog4 L-P),
where she swears to remain a virgin huntress for ever; Anacr., PMG fr. 348,
where she watches over Spaoukapdicwv &vdpdv . . . wdAw, and citizens who are
‘not savage’. Call. H. 3 echoes both our hymn and Sappho fr. 44‘}(A)’ Vi cf. C?ﬂ. H‘
3.1-3 ApTedv . . . T TOEa Aty coPohian Te pedovTa | Kl X0pos ocgcw?\qqmg'Km
&v oUpeatv éyiéaoSar; 640, where she asks Zeus for perpetual mgnlt}@ hunt_mg,,
and dancing, all mountains, and (somewhat casually) ‘what':ever city you w15h’,
but he grants her many cities; 121-35, where she attacks ‘? c1ty. (?f un_]ust.p@ple.,
and favours the just with prosperity. Her association with cities and justice is
far less prominent than her other aspects, but cf. Anacr, PMG fr.' 348 (above),
Libanius Or. 5.34 (Artemis rewards and punishes the just and unjust), Farnell,
Cults 1 467—70, Nilsson, GGR 1 498. N

16 ApTémda xpuonAdkaTov kehodetvriv: for this formula cf L. 16.1‘ 8?', (genitive,
in a passage similar to H. Aph. 117-21) etc. XpUoNAGKATOS means with golden
arrows’, and kehadew refers to the din of the hunt (cf: Janko on II. 16.183,
Edwards on Il. 20.70-1). g )

17 Cf. Il. 14.198—-9 (Hera to Aphrodite) 505 v0v pot @1AdTnTa Kai ibepov, w1 Te
oV avTas | Sapvdt. ..

@iAoppeidns: probably originally ‘lover of smiling’, ratber than C?nnected

with p8ec, ‘genitals’, as in Hes. T%. 200; cf. Chantraine, Dict. s.v. uelSEcxoo.

18 M reads TouAUypuoa 8t T6Ea, which may be the result of a conjecture to
repair a corrupted exemplar, as the form TwoUAUXpUTOS oceurs nowhere else.

olipear Sfipas vadpev: cf. Il 21.458 (xaw oUpea), of Artemis.

19 Siampuoiof T dAoAuyai: dGAcAuyH and related words are normally used (?f
women crying aloud in invocation of the gods, sometimes also of goddesses. It is
used in the context of the birth of Apollo at H. Ap. 119 (see comment), and cf. Caﬂ
H. 4.258 Siampuoiny dAoAuynv in the same context. Here, hpwever, thefe is no
reason to see a reference to Artemis’ role as patron of childbirth. SiapUoios 1s
always used adverbially in Homer (1. 8.227 etc.), of a Piercing cry or of a bull (?)
running out into the plain. Cf. H. Aph. 8o, of lyre-playing, H. Herm. 336?11.

20 &\oed Te oxidevras cf. H. Ap. 76 etc. &hoex SevBpnevTa, Il 9.157 oUpea Te
oxidevTa, H. 27.4.
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Sikalwv Te TTTOALS &v8pddv: this phrase occurs only here in early epic. TTOAls

seems to be used as a collective singular here. Cf. Call. H. 3.122 A& wv &is
&Bixwv EPodes O, of Artemis, echoing this line.
2132 Hestia receives a more extensive passage of praise, which really is a mini-
hymn, since it contains a brief narrative, both of her birth (22-3) and of her
refusal of proposals from Poseidon and Apollo (24-8), followed by an account of
her special place among the gods and in mortal cult (2g—32). Secov TpéoPelpain
32 forms a neat ring-motif with fiv Tpc>TNV TéxeTo in 22.

Hestia is the subject of Hymns 24 and 29, and of a few later hymns (Aristonous,
in Powell, CA 1645, Simias fr. 9 Powell, Orph. H. 84), but she never really
acquired a mythological life of her own. The poet follows Hesiod here in making
her the eldest child of Cronos (T%. 453—4, where she is named first), and also
the youngest, since he disgorged his children in reverse order (T#. 493—7). The
story of her wooing may well be an invention, and recurs nowhere else. The
fact that two such august gods wished to marry her both adds to her status and
also underlines her determination in refusing. Zeus’s gift to her of special privi-

leges (29-32) is another Hesiodic motif: cf. especially Hesiod’s ‘hymn’ to Hecate
(Th. 411-52), and the special honours given by Zeus to Styx and her children (Th.
383—403). But Hestia’s virginity is presumably fundamental to her nature, and it
recurs in the case of Vesta, whether because of an association of fire with purity,
or for other reasons.

21 oiSoini: perhaps not only ‘reverend’, but also because of her own display of
aidcds in the face of marriage.

22 lorini: most MSS read the Ionic form here, rather than Eorin, which
frequently occurs as a variant elsewhere in early texts.

22-3 Her two births are juxtaposed and contrasted, as are ‘crooked-counsellor
Cronos’ and ‘the plan of Zeus’. Cornutus (first century Ap) connects this birth-
legend with the practice of making libation and prayer to Hestia at the beginning
and end of a feast (VD 28, p. 53.12—16 Lang), and this is probably what is meant
by H. 29.4-6. The opening libation is well known, but there is no other Greek
evidence for a final one. In Od. 4.136-8 the Phaeacians make their last libation
before sleeping to Hermes, with whom Hestia is sometimes associated (cf. H. 29).
Cicero, however, in discussing Vesta and Hestia, does say that she is the subject of
both first and last prayer and sacrifice (VD 2.27.67), and this was normal Roman
practice. Cf. also RE vir 1271-7.

24~8 The pursuit of Hestia has been compared to the story of the pursuit of
Thetis by Zeus and Poseidon (cf. Jouan (1956) 290-302, and Dornseiff (1931)
203—4). Poseidon and Apollo may be chosen as two major gods (after Zeus).
Hestia is also associated with Apollo because of her place at Delphi (H. 24,
Aristonous, Powell, C4 1645, etc.). Poseidon is sometimes portrayed next to her
in art and cult (Paus. 5.26.2, at Olympia, LIMC v.15.v. Hestia nos. 11, 15, 17), but
this connection seems more casual.

25 oTepedds &méermev: cf. I 9.510; the adverb (‘fixedly’) suits Hestia’s character.
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26-8 Hestia’s great oath resembles that sworn by Artemis in Sappho fr. 44(a) V
(= Alc. fr. 04 L-P: cf. H. Aph. 16-20n.) 4-5 péyov Sprov dmopooe. .. ... &

TrépIevos Eocopan, and this is confirmed by Zeus. Cf. also Call. H. 5.6, 26-8.

Hestia and Zeus were closely associated: cf. Od. 14.158-9 etc., H. 24.4—5, RE

var 1300f. Cf. also ZI. 1.524—7 for the idea of certain accomplishment of an oath

guaranteed by Zeus’s head (and 15.36—40, H. Herm. 274). It was customary to

touch the object by which one swore (Z. 1.233—4 €tc.).

28 Tw&vT fparta occurs only here in early hexameter poetry for fluaTa TV TS,

but is common in Hellenistic and later poetry.

2g—32 The phrasing of 29 resembles Hes. Th. 585 TeUfe xahov kawdv &vt
&yoSoio. The scansion k&ASv (cf. H. Aph. 261) occurs at Th. 585 and Op. 63

(cf. West, Theogony p. 82). Hestia sits at the centre of the house, as in Orph. H.

84.2 f) puéoov ofkov Exels TTUpOs devaoio; cf. Orph. H. 27, Simias fr. 9 Powell. For

her special position and privileges cf. also H. 29.1—5. Here too the implication

seems to be that she has a share in all feasts, both in men’s houses and in the

gods’ temples, and Tiap EAoUox presumably means that she enjoys the fat of the

sacrifices offered to the gods.

31-2 These lines are similar in expression and structure, stressing the parallelism
of divine and human honours. Cf. H. Den. 268—g elpi 8¢ AnpnTnp Tiwdoxos,

f Te ubyiotov | &SavéTols SvfiTolol T dveap kol X&pua TETUKTAL, probably
influenced by H. Aph. (cf. Richardson on H. Dem. 268-g). TpéoBeipa may imply
both Hestia’s primogeniture, and also her special honour. This form (for Homeric
mptoPa) does not recur before fifth-century Attic drama (E. 1T 963, Ar. Ach. 885
parodying Aeschylus, and Ar. Lys. 86).

33 This line echoes 7, rounding off this episode, and 34—5 resume the theme
of 1-3. 36—44 then add as a further development the final proof of Aphrodite’s
power, over Zeus himself.

35 = Od. 9.521, H. Herm. 144.

36-44 Aphrodite’s deception of Zeus is expressed by aorists (36, 39), which
are probably generic (or ‘gnomic’), rather than referring only to the past. The
generalising ko € (36, 38) indicates recurrent events. For this reason, M’s £3éAn1
is more likely to be correct in 38 than the variant é9¢Ao1. For the subjunctive in
such cases cf. Il 1.218, Od. 20.85-6. See also Faulkner (2008) on 38, and (2005)
for a broader discussion of such aorists.

36 Here mopék must go with fiyaye, with véov as object, whereas in the
Iliad Trapix vbov means ‘beyond reason’ at 20.133 and probably also at 10.391
oMoty i &Tniot Tapek voov fyaryev “Extoop.

37 Ironically in this context, the greatness of Zeus is emphatically expressed,
with the unusually marked repetition of u and o7, as well as the duplication of
the superlative (cf. Porter (1951) 39). On alliteration in Greek see Silk (1974) 1731L,
224fF. .

38 Cf. the language of Hera’s deception of Zeus in /L. 14, e.g. 160 ¢ STrTrens Eama-
porto A1ds voov aiyidyolo, 217 Trapq)acns, fi T EAeye VOOV TIUKX TrEP PPOVESY-
Twv, 294 &5 & IBev, 65 M1V Epws TTUKIVGS PPEVAS AUPEKSAUWEY.
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39 The common motif of divine ‘ease’ is extended to cover even Aphrodite’s
power over Zeus. The idea of the ‘mixing’ of gods and mortals is a main theme of
the hymn (see 45-52n.), and petyvupi implies not only sexual intercourse but also
the blurring of the normal boundary between these two spheres. The feminine
fon:n kaTadviTn occurs only in this hymn (50, 110, 250), with the masculine as a
variant.

40 "Hpns ikAeAadoloa ‘causing him to forget Hera’. Cf. II. 2.600 &AéAaSov
K1ISapioTuv. '

41—4 These lines develop into a passage praising Hera, as if the poet did not
want to be accused of neglecting this goddess also. In I 4.57-61 Hera claims
respect both as Zeus’s wife and as the eldest daughter of Cronos, whereas here
she is péya eldos &pioTn (uéya is probably adverbial), and xuSioTn among his
children, Hestia being the eldest. 42 seems to echo L. 4.59 ko pe TpeoPutdTny
TéxeTo Kpdvos éyxuAopnTns. Cf. also H. 12 "Hpnv &elSw xpuodSpovov, Hv Téxe
Pein, | &Savérwv BaoiAeiav, Umeipoyov eldos Exouaav, | Znvds gprySouTrolo
kaoryvTnv SAoxov Te | kuSpriv. . . In the legend of the double birth (cf. 22-91.)
Hera could also claim to be eldest daughter when the goddesses were reborn.
43 The formula ZeUs...&pS1ta pndea eidcds occurs only once in Homer
(l. 24.88), but five times in Hesiod, and also at &. Dem. g21. There may be
a touch of irony here, as at 37, although in what follows Zeus again shows that
he has the upper hand.

45-52 In revenge, Zeus causes Aphrodite herself to fall in love with a mortal.

This passage both rounds off the prelude to the hymn and introduces the
main theme of its narrative part. It contains a great deal of artful repetition,
espec.ially of the idea of the mixing of gods and mortals: words for mortal occur
ﬁve times, for god four times (cf. Porter (1949) 263—6). Aphrodite has delighted
in causing confusion in the order of the world, but she must not be allowed to
escape unpunished, and it is Zeus who has the last laugh. This theme is echoed
at 247-55.

45 YAukUv fpepov EuBoe Suuddis cf. H. Aph. 53, 143, and II. 3.139, where Iris

fills Helen with desire for her former husband Menelaus and her homeland.

46 Bgpa TayioTw suggests Zeus’s eagerness to retaliate.

47-8 The sequence of optative &in followed by the more vivid subjunctive gimrn:

occurs at Jl. 14.163-5, 24.582-6, 6535, etc.; cf. Janko on L. 14.162—5.

48 «al mwoT: the force of the negative is continued here. This occurs nowhere

else in early epic with kad o,

49 This line plays on the traditional sense of prAoppeidns (cf. 17n.).
yelorfioaoa: yehoidew for yeA&w occurs only here, and as a variant at Od,

20.347, 390. Gf. Od. 18.111 8V yeAwoves, and discussion by Hoekstra (1969) 45

Janko (1982) 156. )

50—2 Aphrodite created unions both of gods and mortal women, leading

to the race of heroes (the subject of the Hesiodic Catalogue), and of god-

desses and mortal men (the theme of Hes. 7h. 965-1020). The latter tended
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to be problematic, as Calypso says (Od. 5.118-29). The variation SeoUs
cuvipaife. . . Jeds dvépeife avoids repetition (Porter (1949) 265). In 50-2 we
also have a double chiasmus: SeoUs. . . kaTadvnTiiol yuvaigl. . . katadvrTous
vidis. . . &Savdroiow, . . . Jeds. . . kaTaSvnTois dvSpTTors. .
51 viels: if sound, this Attic form of the accusative plural occurs only here in
carly epic. It could be due to Attic transmission of the text: cf. Fguﬂmer (2008),
who reads ulos. ’ ' .

53~74 Zeus makes Aphrodite fall in love with Anchlses,'who is a cowherd on Mt
Ida. She goes to Paphos to prepare herself, and then flies to Mt Ida, where the
wild beasts greet her and she makes them couple together.

53—7 It is only now that we learn the name of Aphrodite’s futur’e ’lllusband. 'Ijhe
second half of 53 repeats 45, after the intervening excursus (cf. & &pa, resuming
the narrative ‘and so’). For & &xpotdrois dpeow cf. IL. 5523, Od. 19.205 &
&xpodroiow dpeoatv (at line-end), of which this is a modification. The o-stem
form TroAuTiSdrov, instead of ToAuTriSaxos, is probably correct here and at
Cypria fr. 5.5 Allen (= 5.5 Davies): cf. also Janko on ZI. 14.157-8. These passages
have thematic links with ours: Ida is the scene of Hera’s seduction of Zeus in fliad
14; cf. (58-67n. below) the parallels for Aphrodite’s toilette. r;'he Cypria passage
refers to the Judgement of Paris, which took place when Paris was a herdsman
on Mt Ida (Il 24.29, Cypria summary, p. 102 Allen = fr. 31 Davxes)., and the
motif of the Trojan prince as herdsman is typical in such stories (cf. Rlchardson
on Il. 24.29, and Theocr. /. 1.105~7, Griffin (1992) 189—211). For Anchises and
Aphrodite cf. the brief references in 1. 2.820-1, 5.313, Hes. Th 100§~10.

55 Anchises (though a cowherd) is a fit partner because .of his godlike bea‘uty, a
feature common to his family (H. Aph. 200ff). For Anchises as herdsman in the
same context cf. ZI. 5.213.

PoukoAéeakev PoUs: the rhythm is unusual, and BoukoAteoke Poas would have

been possible.

57 #méyAws: Aphrodite uses &xmayAa giAnoa of her fondness for' Helen at
I1. 3.415, when she wants her to return to Paris, and the same expression recurs
at 5.423, in mockery by Athene of Aphrodite for her fondness for .the. TI'OJa%’lS,
after her wounding by Diomedes. All these passages have thematic links with
the Judgement of Paris (see 53—7n., and Kirk on II. 5.422-5). These are the oply
places in early epic where the word is used in the context of strong'love or .desue.
58-65 Aphrodite’s toilette is a typical motif in such divine seduction stories. CfL.
Hera’s preparations at Zl. 14.161-89, where 169 = H. dph. 60_ and 172 = §3.
Hera enters her chamber and shuts the doors, cleans and anoints herself with
ambrosia, combs her hair, dresses and puts on her jewellery, and then goes to
Aphrodite, who gives her the special keotds iuds which contains all the power of
Jove (188—223); cf. Janko on IL. 14.153-353 (pp. 170-1). Cf. also the end'of the song
of Ares and Aphrodite, where the goddess returns to Paphqs after t‘helr detection
(Od. 8.362-6), and where 3635 = H. Aph. 59 + 61—2. Here she is washed and
anointed by the Charites, and clothed by them (cf. ZZ 5.338, for her robe made
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by the Charites). The same scene recurs, with variations, in Hymn 6, where the
Horai dress her and adorn her with jewellery before bringing her to join the other
gods; and she is again dressed by the Charites and Horai, with clothes dyed in
spring flowers, and accompanies the nymphs and Charites over Mt Ida, in Cypria
frr. 4 and 5, presumably in connection with the Judgement of Paris (see Stinton
(1965) 33, 61). Cf. also Pandora’s adornment (Hes. Op. 72-6). These motifs are
picked up again in the elaborate description of Aphrodite’s dress and Jewellery
(cf 65) at 8490, when Anchises first sees her, and at 161—6, where he undresses
her. Behind the present passage lies the Homeric typical scene of bathing, which
describes female attendants washing, anointing, and clothing guests (Od. 3.464-8
etc.); cf. Arend (1933) 124, Ginouvés (1962) 156-62.
58-g¢ Aphrodite’s cult at Paphos and elsewhere in Cyprus was originally Phoeni-
cian (Hdt. 1.105.3). For excavation of the sanctuary see Maier and Karageorghis
(1984). A fundamental aspect of her cult was the fragrance of the incense, again
brought by the Phoenicians (cf. Burkert (1985) 62, Sappho fr. 2 L-P = V). Gt
here 58 Sumdeavnov, 59 Bwpds Te Sudddns, 63 TeSuwutvov, 66 eUmBea, although
such epithets are applied also to other gods.
61—3 The Charites are closely associated with Aphrodite in art and litera-
ture. Cf. especially the scene where Athene beautifies Penelope in order to
arouse desire in the suitors (Od. 18.192—4): k&AAei pév of Tp&TA TPOTCo-
TaTa KoA& k&Snpev | &uBpooicl, ofcor Tep EUoTépavos KuSépera | xpleTan,
0T &v Im1 Xapitwv xopov iuepbevra. For émeviivole (‘covers’) see Richardson
on H. Dem. 279. The repetition in 62-3 is similar to that in L. 14.170-8
&pppooint. .. duBpooict. .. &uBpooious. . . duppdoiov. . . ; cf also H. Aph. 58—
9, 97-8 (vupgdwv . .. vupgév), etc. The plural ofa presumably means ‘such (oils)
as...” £5avd was understood as meaning ‘sweet’ in antiquity. The MSS reading
gavddt is a variant at /7. 14.172, where it has been taken as meaning ‘for her robe’
(ct. 178), but this is out of place in both contexts: see Faulkner (2008) 146-8.
64—7 After dressing, Aphrodite sets off for Mt Ida. Her journey has a typical
form (65-91): 66 departure; 6875 arrival; 76 discovery of person visited; 81—
approach; 84~go reaction to this; 9iff. conversation. See Arend (1933) 28fL. 64 is
echoed at 171-2, after the Seduction scene. The genitive &mi Tpoins is preferable
to the accusative, meaning ‘in the direction of’ (. 3.5 etc.).
66 KUmpov: some editors have preferred M’s reading «fjrov, since Aphrodite’s
cult at Paphos was associated with sacred gardens (Strabo 683—4), as elsewhere
(cf. Langlotz (1954), especially 34). Cassola compared Ar. Birds 1067 xfTTous
evwSes. kfjrov is the lectio difficilior, but it has not been referred to before and its
mention here seems less natural. We need the place-name in this journey scene,
echoing 58.
66-8 Aphrodite’s swift aerial journey to Troy and Ida is a miniature version of
Hera’s in lliad 14 (225-30, 280—5), which may be the direct model for this passage.
Cf. especially 67 with 14.282 pipga TpriooovTe kéAeuSov and 68 with I, 14.283

I8y ikéo 9y TroAuTriSaka, pnTépa Inpdv. See also Faulkner {2008) 32 and 149,

on the possible connection with Zliad 14 here.
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67 M’s reading Uyi peTd vépeotw plupa mpfiogovoa kéAeuIov is p.referab%e, as
closer to Il 14.282 and also 23.501, Od. 13.83 than the variant reading vepéeool
Sodds. - o
69—74 The traditional description of Ida as ‘mother of wﬂ(jl beasts’ is given a
special point here, with the reaction of the animals to the arrival of the god(.iess.
Behind this lies a typical motif: cf. IL. 13.27-30, where sea beasts play as POSﬁl.dOD.
crosses the sea, Od. 14.29-30, where Eumaeus’ dogs bark at Odysseus on arrival,
16.3-5, where they fawn on Telemachus (cadvovTos), and 17:291-323, \tvhere
Argos recognises and greets Odysseus (oUpnt. .. éonve 302). Closer s‘sﬂl is Od.
10.210-19, where Circe’s wolves and lions fawn on Odysseusi men like dogs.
But Aphrodite’s power over animals (4—5) is shown by the way whlch.th’ey all
respond to her presence. For nature’s response to an epiphany cf. Aphrodite’s first
appearance from the sea at Hes. Th. 194-5, where the earth flowers below her
feet, and Il 14.347-9, where this happens when Zeus and Hera sleep together.
Delos bursts into flower after Apollo’s birth (H. 4p. 133-9), and wine flows and a
vine entwines the mast of the ship on which Dionysus is held prisoner at /. 7.34—
42. In the context of Mt Ida, Aphrodite may be portrayed here as a ‘Mistress of
Animals’ (révia 3npév, used once in Homer, of Artemis, 1. 21.470), like Cybele,
with whom she was identified in Phrygia and Lydia (Charon of Lampsacus, I?GrH
262 F 5; cf. Hesychius s.v. Kupnpn). The wild beasts resemble those assoc1at<?d
with Cybele: cf. H. 14.3—4, where the Mother of the Gods takes ple‘aSI’Jre in
MUKV KAGYYT) XPoTrév Te Aedvtwv, PMG 935.17-18 for her XapoTrol AcovTes
and TroAlol AUkot, and A.R. 1.1144-5, where such beasts greet Rhea. Ishtar also
has the title ‘Mistress of Animals’ (West (1997) 56), and AStarte is portrayed in a
similar way (Budin (2000) 350—2). See Faulkner (2008) 152-3, Rose (1924) 11-16,
and also Malten (1931) 33—59, Nilsson, GGR 1% 522-3.

wo—1 Cf. H. Herm. 223 0UTe AUkaov oMV oUT &prTeov oUTe AedvTaov, Il. 10.334
TroAloio AUkoto. For xapotds see H. Herm. 194n. .

71 Trpok&deov: Trpods for TpE (Od. 17.295) occurs only here, but is paralleled
by the double form 86pg, Sopkds. o ’

74 ouvduo...E&valhous: for oUvBuo cf Il 10.224 oUv Te 8U spx’ouevw, Od.
9-429 oUvTpEts, etc. Evaulos in Homer means ‘torrent, stream-bed’; the sense
‘dwelling, haunts’ (cf. cUA®) occurs at Hes. Th. 129, H. 14.5 (Mother of the Gods),
26.8. kard oKiGevTas Evahous recurs at H. Aph. 124, again of wild beasts. -
w5—ge Aphrodite finds Anchises alone and playing the lyre, and appears to him
disguised as a young girl. He is amazed at her beauty, her radiant dress and

jewellery.

=5 This poet likes eutoinTos: cf. 161, 173; cf. Khioinv .E\’jTUKTOV ax I, 1x Qa’.

76-80 Anchises’ isolation is emphasised by the repetition of 76 and 79. E.plph".i-
nies in a natural setting tend to take place when someone is alone, especially in
the case of herdsmen. Cf for example the Judgement of Paris, Hesiod’s meet-
ing with the Muses, or Teiresias’ encounter with Athena and Chariclo (Call.

H. 5.70-8).

COMMENTARY: TO APHRODITE: 77-87 233

77 Ayxlonv fipwas cf. Hes. Th. 1009 in the context of Anchises’ union with
Aphrodite.
Jedov &mo k&AAos ExovTa: cf. 55. The formula is usually applied to women

(Od. 8.457; cf. also Od. 6.18, Hes. fr. 215.1, and perhaps 171.4).

79—80 Anchises walks up and down, playing on his lyre, like Achilles in his
hut at II. 9.186-9. Similarly, Paris plays his pipes in Euripides’ description of the
Judgement story at I4 5738 (cf. Helen 358, Colluthus 110fF), and on vase-paintings
he is shown playing the lyre (Stinton (1965) 28—9). Cf. IL. 3.54 kiSapis Té e B&dp
‘AppodiTns, of Paris. For Siampuciov see 1gn. It is used of the sound of cymbals
at E. Helen 1308-9. Here it probably describes the sharp, clear sound of plucked
strings.

81-g0 Aphrodite’s appearance in disguise resembles other scenes of meeting
with a disguised deity (see Richardson on H. Dem. 98ff., and PP- 339—41).

81—3 Athene is disguised as a young girl at Od. 7.19—20. H. Aph. 82 resembles
H. Dem. 145-6 wop9évos &8s . . . €180s &pion, and 275 uéyeSos kai el5os Spenye
(Demeter’s self-revelation); cf. Od. 6.109, 228 (TrapStvos &Buhs of Nausicaa). In
Homer the form &Spnos is only applied to animals, and €8s T¢ uEyeSos Te is
the usual Homeric formula (5x), but cf. puiv kai ldos (4.x).

83-5 Fear and wonder are normal reactions to an epiphany (see Richardson on
H. Dem. 18890, 275ff). Here Aphrodite naturally does not want Anchises to feel
fear, but he does experience wonder, and addresses her as a goddess (92—106).
CE. especially H. Dem. 188-90, where Metaneira experiences reverence, awe, and
fear at the appearance of Demeter in disguise. In 83 &v dpSaApoior means ‘before
his eyes, in his field of vision® (see LSJ s.v. & a 1), Cf. 179 &v 69 Sctuciot votfjoas.
84 S&wPos or Téeos denotes a strong reaction of astonishment, and is often used
in epiphanies (cf. Richardson on H. Dem. 18890, §3), whereas Saua and its
cognates seem often to be less strong (‘admiration’). The rarer form S&uBaivey
(varia lectio at Pi. O. 3.32 also) seems better here than SaUpcavev, as the lectio
difficilior.

85 Tor eluaTa oryaddevta at line-end cf. 164 and II. 22.154. There and at
Od. 6.26 the epithet is used in the context of washing clothes, whereas here it is
explained by 86, and has a special point.

86-go Here we have a more detailed description of Aphrodite’s dress and jew-
ellery (cf. 64-5). The emphasis on their radiance is another feature which this
scene shares with epiphanies, which sometimes speak of a deity’s shining robes
(see Richardson on H. Dem. 188-90, 275ff.): in the Hymuns cf. 31.13-14, 32.8 (of the
Moon: cf. H. 4ph. 8g—go).

86 Cf. II.18.610, where Achilles’ divine breastplate is paeivéTepov TUpds aUys,
and . 5.315 TéTA0I0 paeivou of Aphrodite’s robe.
87-90 For 87 cf. Il 18.401 (= H. Aph. 163) woépmas Te yvapttds I EAikos
K&GAukés Te kol dpuous (made by Hephaestus for Eurynome and Thets).
EAikas must be ‘spirals’, but it is not clear what they are for, whether for
the hair, or as bracelets or something else. #éAixtAp is later used of an
carring, but these need not be the same. émyvoyumtds (‘curved’) is only
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found here; cf. EmyvéprrTw, Emikaummiios, etc. kGAukas (‘buds’) are usually
thought to be rosettes, probably designed as earrings (cf. H. 6.9 &vSeua, of
earrings). dppol are necklaces, in this case golden and very elaborately made.
E\&preTo is probably best taken as meaning ‘it shone, there was a radiance’; cf.
Richardson on Il. 22.319 &méAapre. For the comparison cf. Od. 24.148 where
Laertes’ shroud is fjeAicor Evoiyxiov 7t oeAfivn, Od. 18.295-6 (Penelope’s neck-
lace is like the sun), and Od. 4.45 (Menélaus’ palace). The most famous early
Greek example is Sappho fr. 96.6-11 L—P = V, of the beauty of a girl, like
the moon among the stars. SaUpa i5écSan echoes 84 SauPauvev, closing this
passage.

Aphrodite’s jewellery resembles that of some of the parallel passages men-
tioned in 58—-67n. Hera’s ornaments include golden clasps for her robe, elaborate
earrings, and a headdress shining like the sun (Z/: 14.180-5). In Hymn 6 Aphrodite
has a golden crown, earrings of orichalc and gold, and golden necklaces (7—13).
The emphasis on the richness of her dress and ornamentation may well reflect
Oriental traditions about the goddess of love. In Cyprus, for example, some
statuettes have elaborate jewellery of a similar kind. These are similar to statues
from other parts of the Near East (see Karageorghis (1977) 58-60, 196, Maier and
Karageorghis (1984) 363—5). Moreover, there are literary parallels in the Sumne-
rian and Akkadian versions of the Descent of Inanna (or Ishtar), the goddess of
love, to the Underworld. These include long catalogues of the fine clothing and
jewellery which she puts on, only to have these removed again piece by piece by
the Gatekeeper of the Underworld (ANET seff, 106fL; cf. Dalley (1989) 156£).
Thematically closer is a passage from a Sumerian cult-song, describing Inanna’s
preparations for rescuing her beloved Dumuzi, where she bathes, anoints herself
with oil, dresses in a special way, arranges the lapis lazuli about her neck, and
finally appears to him ‘like the light of the moon’ (ANET 639; see West (1997)
204-5). See also Richardson (1991).

91—-106 Anchises is seized by love and addresses Aphrodite as a goddess, promis-
ing her a cult and asking for her favour.

Anchises’ speech has all the basic characteristics of a prayer: greeting the deity
by whatever name is proper, promise of cult, and request for prosperity in return.
Here the motif of uncertainty over names is extended into an elaborate catalogue.
Odysseus’ speech to Nausicaa at Od. 6.149-85 is similar in structure (and H. 4ph.
98~9 resembles Od. 6.123—4), although Odysseus professes to be unsure whether
she is a goddess or not, whereas Anchises appears certain that she is, in spite
of her disguise (cf. 185-6). Anchises’ response to Aphrodite’s appearance (prayer
and promise of cult) is the proper one for an epiphany (see Richardson on H.
Dem. 188~g0, 268fL). For promise of sacrifice in prayer in Homer cf. II. 6.305-10,
10.284—94, Od. 3.380—4, 13.356-60.

91 Ayyxlomv & Epos elAev: the same phrase is repeated at 144, after Aphrodite’s
speech of persuasion.
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92 For this common formula of address to a deity whose identity or proper name
is unknown cf. Od. 4.376, 5.445, A. Ag 160, PL. Crat. 400e, and Norden (1913) 1441F.
93—9 The list begins with major deities, and progresses to the immortal Charites,
and then to the nymphs, who are said to be mortal at 257—72. Cf. H. 7.17—21 for
a shorter catalogue of gods, in a similar context.
93—4 Tor these five goddesses cf. the list in Hes. Th. 11—20.
94 AUyevns (for ebyevris) occurs only here; cf. Homeric edmyevns (see H. Aph.
229n.). Themis is keAArtdpmos at II. 15.87, «iSoin Hes. Th. 16.
956 In II. 5.338—42 a reference to the Charites (338) is followed at 342 by xai
&SdvaTor kaAéovTaL,
97-9 97 resembles [I. 20.8 (oUT &pa vuppdwv...); 98 resembles Od. 6.123
vupawv ol Exoud opéwv aimevd képnve; 99 = Il 20.9, Od. 6.124. Ruhnken
thought that 98 was an interpolation from H. Aph. 258 and 285, and Hermann
that 97 and 98 were rhapsodic variants. But the variation is not dissimilar to 613
(see n.) and 98 links the nymphs specifically to Mt Ida, anticipating 256-8. There
is marked alliteration in gg.
100—2 There is very slight evidence for actual cult of Aphrodite on Ida (RE 1
2752.344%), but more in the Troad as a whole (i6d.). If the myth is based on one
about Cybele, then the reference to cult might be more significant. But this hymn
is not concerned primarily with the aetiology of Aphrodite’s cult, which is taken
as already established in Cyprus.

For 1001 cf. Od. 1.426 etc. TrepiokémrToor &vi Xcopom 5.476 &v Trep1@anvopévet,
II. 13.179 8peos . . . repipatvopévolo. Altars are often elevated, and in prominent
or high places: e.g. Il. 8.47-8, H. Dem. 272, 297-8.
102 Gpniow Téoniol ‘in every due season’. CGf H. Dem. 265 dHpniotv, with
Richardson’s note.

oU 8¢ responds to &y® in 100: ‘and do you in return. ..’

e0ppoov means ‘well-disposed, kindly’ here, whereas elsewhere in early epic
it is always ‘cheerful’ or ‘cheering’. For its sense here cf. Pi. 0. 4.12-13 and later
examples.
103 Cf Il 6.476~7 (Hector’s prayer) 5&e 81 kod TOv8e yevéoSau | ais” dudv,
s kol By Tep, dpimperéa Tpceooiv etc.
104 Anchises asks her to grant that his offspring may flourish, but Tofel
... yo6vov could mean ‘create, produce a flourishing son’, which is what
Aphrodite will in fact do.

elootiow (‘in time to come’) occurs first here and in Solon fr. 27.10 West; cf.
Homeric éotriow (with yévos, Tyrtaeus fi: 12.30 West), & ep dTricow Od. 18.122.
It could also imply the prosperity of his family in later times, which Aphrodite
will grant as well (196—7).
105 Ior &0 Covew cf. Od. 19.79 €0 {ovuot (and 8APios 76). The rest of the verse is
a Homeric formula (3% 1., 5% Od.).
106 Cf. Teiresias’ prophecy to Odysseus of a gentle death after a prosperous old
age, &yl 8¢ Acol | dAR1ot Eooovtan (Od. 11.134-6).
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yhpaos 0084y probably means ‘the threshold consisting of old age’, i.e. old
age as a transitional stage between life and death (cf Od. 15.246, 23.212, and
Richardson on ZI. 22.60). At Od. 15.348 however &l y7)paos 00861 is contrasted
with &v dopddt yfpoi Sfjkev (357), suggesting the sense ‘at the beginning of old age’
in that context. Anchises’ request contrasts with his prayer not to be harmed after
he discovers the truth (185—90). Aphrodite promises him flourishing descendants
(195—7), but his life is still at risk (286-8).-
107—42 Aphrodite replies that she is the daughter of Otreus, king of Phrygia,
and was carried away by Hermes from a group of dancing girls. He promised that
she would become Anchises’ wife and bear him children. She now asks Anchises
to take her home and introduce her to his family, to ask her parents to send her
a rich dowry, and then to hold a marriage feast.

True to her nature as a goddess of deception, Aphrodite spins a false tale
which has all the necessary ingredients to tempt Anchises: she is a princess, the
gods have sanctioned her marriage and arranged it, and she promises him wealth.
It is a fairy-tale story, but Anchises does not really need much persuasion. For
such false tales by a deity to mortals cf. H. Dem. 119-34, and also Hera’s lies at
1. 14.200fL., go1fl.

108-10 As often there is strong emphasis on the contrast of mortal and immortal
here. For the non-Homeric Xaparysvéwy &vSpwawv see Richardson on H. Dem.
113. It is often used in contexts where the human and divine are contrasted or
juxtaposed in some way.

10g~10 Cf Od. 16.187-8 oUTis To1 Seds elur 7l W &Savdroiow Eokers; | AN
TXTNP TEOS Elut.

1I0 TE...0¢ is a common sequence (Denniston, GP® 513). Here 8¢ may be
explanatory of the previous phrase, as at [l. 23.277, and H. 4ph. 130.

1xr—12 Otreus is a chief of the Phrygians with whom Priam once fought the
Amazons (I 3.184—9). He is later said to be the maternal grandfather of Priam
(Apollod. 3.12.), or son of Dymas, and so Hecuba’s brother (Schol. T . 3.18g).
The name may be related to the town of Otroia on the border of Phrygia and
Bithynia or the Phrygian town Otrus, whose location is unknown.

11z & Tou dxovUeis (Le. ‘as you may well have heard’) picks up its echo from
Svoua kAUTOS; cf. Od. 15.403.

112 e0reryfiTolo: eTelynTos is a variant for Homeric ebteiyeos and evteixns,
and occurs only here, perhaps meaning ‘well-equipped with fortresses’.

113-16 In the [liad the Trojans and their allies are said to speak several languages
(2.803—4, 437-8), and the Carians are specifically called PapBapdpovor (2.867),
and cf. Od. 19.175 for different languages in Crete, again in a false tale. But it is
a new thing for the poet to draw attention to a difference of language or dialect
between Trojans and neighbouring Phrygians and to explain how Aphrodite can
speak both (‘bilingualism’), and this has been thought to indicate that he himself
comes from an area near the Troad. The explanation given by Aphrodite ‘gilds
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her lie with a degree of pseudo-realism which is quite devastating” (Walcot (1991)
145)-

113 UpeTépny Te: Wolf's addition of te avoids the hiatus which is rare after kod.
114 Sidmpo in Homer means ‘right through’ spatially, whereas here (uniquely, as
it would seem) it must mean ‘continually’; cf. Sicqutrepés for a similar development.
1x7—21 This is a variation on the motif typified by II. 16.179-86, where Hermes
falls in love with Polymele, dpSapoiow i8cov uetd peAmopévnioty | Bv xopddt
"ApTémBos XpuonAakdTou kehaBetviis, and she bears Eudorus as a result, Abduc-
tion by a god from a chorus or company of girls or nymphs is a traditional motif
(see Richardson on H. Dem. 5, and cf. Moschus, Europa 28fF), although usually the
god is acting on his own behalf. See also on 262—3, where Hermes mates with the
mountain nymphs. Thus Aphrodite artfully alludes to the theme of seduction or
rape, whilst insisting on marriage (126—7), thereby arousing Anchises’ eagerness
for a more immediate union.

119—20 vUuQo! are here young married women (or brides on the verge of mar-
riage), as opposed to TapSévol; cf. Od. 11.48—9, where they are coupled with
TopIevikad, Hunter on Theocr. 3.8—9, and Chantraine (1946—7) 228-9. This
passage echoes the dancing scene at Il 18.590—606: cf. 593f #vSa pév 4i9e01
kad Trapdévor &Agecifolat | dpyelvT, and Gog ToAASs § ipepdevTa Xopdy Trep-
oTad Swihos. &AeciBoios occurs nowhere else in early epic (see Edwards ad
loc.). For 120 cf. also Od. 10.195 vfjgov, Thv Trépt TrévTOs &melpiTos EoTepdvawTal,
and Hes. S¢. 204.

1215 Such divine journeys are often elaborated in this way; cf. especially H.
Dem. 33-9 (Rape of Persephone), and 380-3, where Hermes carries Persephone
by air over land and sea.

123 SxAnpov ‘unallotted (land)’; whereas at Od. 11.490 it means ‘without a portion
of land’.

&xmitov (‘uncultivated’) occurs only here in classical Greek, but cf. Linear B

a-ki-ti-to with the same sense, Homeric &xTiTos, éUkTiuevos, and Chantraine, Dict.
s.v. kTifw. For yfjv understood with both epithets cf. ZI. 18.308 etc. 124 echoes
74, referring to the wild beasts coupling together in their mountain haunts.
125 ‘Nor did I seem to touch the life-giving earth with my feet.” The present
\yavew makes better sense here than M’s future: Aphrodite is describing her
impressions of the actual journey, not her expectations (cf. Smith (1979) 32~4).
Cf. also 1I. 14.228, of Hera travelling over the mountains: 008 x36va pépmTe
Todoly.

&drouv: the contracted form is not found elsewhere in early epic. It could be
due to Attic transmission: see Faulkner (2008) ad loc. Both he and West (2003)
read Sdkeov.

126—7 Topai is adverbial, ‘alongside him, in his bed’. Cf. Od. 1.366 (= 18.213)
TAvTes 8 fprioavTo Tapad Aexéeoot KASfjval, where rapad goes with kKALSfvan.
This kind of expression has here been modified, and combined with formulae
of the type @iAn kexAfjont &xortis (Z1. 3.138), (ofv) kexAfioSan kot (I, 14.268
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etc.; cf. H. Dem. 79), and xoup1dinv &hoxov. kohéeoSan and TexeloJo are Ifuture.
TexeioSat is an abnormal form, derived from TexéoSau, similar to TTEfJ‘EEO‘Sdl,
tooeitar. Cf. Od. 22.324 ool & &hoyov e giAny amréoSon kol Tékva TeKETIal.
128 ‘But when he had shown me (the way) and told me (all this). : U

130 kpoteph 8¢ pot ErAeT avéryxn = Od. 10.273 (~ 1. 6.458). B¢ is explanatory
here {cf. Denniston, GP* 169-70). , S
131-2 Cf. 187 &\N& o Trpds Znvds youvdZopat abyidyero. For supplication in
the name of parents cf. Il 15.661—6 etc. and Richardson on Z. 22.:9,38‘. rl:hls
combination with Zeus does not occur in Homer. For 132 cf. Od. 4.64 &mel oG xe
Karol Tolouade Tékotev, and see Richardson on H. Dem. 213fE _ .
133-5 Aphrodite maintains the pretence that she wants a proper marriage, with
the consent of Anchises’ family. . . '

133 &SNV . . . Kal &mrelpfiTnv: such co-ordinated epithets with negative pre-
fix are common in Greek; see Richardson on H. Dem. 200 (p. 221).

135 6uoJev means ‘from the same stock’ here, as at Hes. Op. 108 (see West), and
often in later Greek.

136 Cf. H. Dem. 83—4 o0 To1 &eiknys | yauPpods, and H. Dem. 363—4. For parallels
in later Greek and Latin literature see Richardson on H. Dem. 83fL. ,
137 Pplyas adoromerous ‘Phrygians with rapid steeds’. CL. . 3.185 Ppuyas
dvépas adohoTrcorous, and 19.404 TODAS aidAos 'iTr‘n'os.. .

138 xndouévn Trep ‘anxious as she is’, with Tep mtenilfym,g, as at I1. -2(4.104. ,
139—40 Cf Od. 13.136, 16.231 XoAkOv Te Xpuodv Te &Als EodfiTx ¥ Ypavtnyv.
For xev + future cf, Chantraine, GH 1 225-6. '

In epic &mowa normally means ‘ransom, compensation’, but here.:‘ we would
expect Aphrodite to hold out the hope of a rich ‘dowry’. K.‘ Ruter (LfgrE
s.v) suggests that she has been captured by Hermes and put in the posses-
sion of Anchises, but asks him to accept a ransom from her parents, so tlr%at
she can marry him as a free woman, but this is unconvincing, .and A:phroélte
is surely referring to the material advantages which her marriage will bring.
The giving of dowries has been considered a post—Hon?.«erlc practice, but even
in Homer gifts from the bride’s family seem to be envisaged (see Blchardson
on Il. 22.49-51). Keaney (1981, 261—4) argues that the whole of this scene of
meeting between Aphrodite and Anchises is influenced by t.hat of Odysseus
and Nausicaa, and that the reference to ‘compensation’ here is due to thfz fact
that Aphrodite is posing as a suppliant before Anchises (as Odysseus supplicates
Nausicaa). , o
141 Sadvu y&upov ‘hold a marriage feast’. Cf. Il 19-209 Scxu?ew B& yauov,
0d. 3.309 Saivu Tdgov Apyeloiot, 4.3 TOV & epov Sadvuvta y&pov. Normally
one would expect the bride’s father or family to give the .feast, as in la’ter Greek
practice (cf. Od. 1.277-8, 2.52—4, 23.133-6, 143-51). But in Aphrodite’s tale her
family are far away, and the situation is completely un'usual. ' ‘
143-67 Aphrodite arouses Anchises’ love, and he replies that it her story is really
true then no one will stop him from sleeping with her at once, even if he should
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die as a result. He leads her to his bed and undresses her, and they are united in
intercourse.

The sequence of events follows the pattern of such scenes of seduction. Cf.
Ii. 14.312fF, where Zeus expresses his love and urgent desire to sleep with Hera
now, and, after her speech expressing fear of being seen, he wraps her in a golden
cloud as they lie together. Paris too expresses his desire before going to bed
with Helen at 3.441fF., as does Ares to Aphrodite at Od. 8.2g2ff. Cf. Janko on Il.
14.153-353 (pp- 170-1), Sowa (1984) 67-94.
143 = Il 3.139 (of Helen), and cf. H. Aph. 45, 53, of Zeus casting desire for
Anchises into Aphrodite’s own heart.
144 This line echoes g1, with variation of the speech formula.
145-54 The structure of Anchises’ speech of resolution is effective. It begins with
a four-line protasis (‘if indeed. ..?), which is climactic: two balanced half-lines
(145), a whole-line clause (146), and two more clauses with a runover word (147-8),
all repeating what Aphrodite has said. The apodosis (149-52) is composed of two
clauses with emphatic runover at atixa viv, and a rhetorical progression with
o0 Tis... 008 el kev. .. ; cf. Achilles’ rhetoric at II. 9.379-8y, 22.346-53, for this
kind of device. The implication is that Anchises is being very careful to rehearse
all the details given him by this girl, in order to be sure that he risks nothing by
acting as he does. Finally a two-line sentence with asyndeton expresses Anchises’
feelings in the most emphatic way.
147 &davdTou 8t ExnTi: in Homer and Hesiod the digamma of éknmis observed,
and only at /. 26.5 is it neglected. The contracted genitive in -ou is also used else-
where in this poem (cf. Janko (1982) 51—4), whereas digamma is rarely neglected
(Janko (1982) 47). It seems best therefore to follow the reading of M here, rather
than the variant of other MSS.
Sraxtdpous see H. Herm. ggan.
14951 &v94Se usually means ‘here’ or ‘hither’ in Homer, but occasionally
implies ‘here and now’, e.g. Il 21.92, Od. 16.246, 371. It is emphatic at the
beginning of the line, and a¥Tika viv with enjambment underlines the point
still more clearly. For o¥ Ti5. .. oxfos mpiv. .. cf II 17.502—4 o0 y&p Eywys |
‘ExTopa. .. oxfioesSan dico, | wpiv ¥, .. Pripevat. .. ofji in ofjt @IAGTYTL 15 the
equivalent of an objective genitive, as in II. 19.321 ofj1 To9f1 (‘desire for you’) etc.
151 &nPoAos ‘far-shooting’ (as it was usually understood in antiquity) anticipates
the point of 152,
aUTos is emphatic here (‘even Apollo’), but it is quite often used of Apollo to
emphasise his dignity (see H. 4p. 140m.).
153—4 The asyndeton is highly effective. Cf. Longinus 19.2: “for phrases both
disconnected and at the same time hurried convey an impression of an agitation
which both halts the reader and drives him on’. #eita means in this case’ here.
This form of expression (‘T should be ready to die, if only . . .”) is found already in
Homer: cf. [l. 24.224~7 i 8¢ pot ofoa | TeSvapévar . . . | Povopar adrika Y&p e
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katoxTetveiey "AyiAAeUs (etc.), Od. 7.224~5, and see Garvie on A. Cho. 438. Butits
use in an erotic context occurs first here. Later it became a conventional motif of
erotic literature: cf. Musaeus 79 adtika teSvainy Aexéeov mipriuevos Hpols, and
also Ter. Eun. 550-1, Heliodorus 4.6, and Nonnus D. 4.146ff. In Homer the closest
parallel is Od. 8.334—42, where Hermes is willing to endure being enchained, like
Ares, in order to sleep with Aphrodite.
153 yUvan Eixuia Sefiion carries great weight: Anchises senses that he really doefs
have the opportunity of union with someone who is ‘godlike’. The irony here is
increased by the risk he is running of really dying (cf. 187—gon.).
155 A&Pe xelpas cf. Od. 8.291, of Ares and Aphrodite.
155—7 Aphrodite goes with him to his bed, turning her face away and cast-
ing down her lovely eyes. For an artful appearance of aidcs cf. II. 3.217 xaT&
¥ Jovds Spuara s, and for kaT dppata kahd PaioUoccf. H. Dem. 194 (com-
mon later as an erotic motif: see Richardson ad loc.). Cf. also Hera’s shame at
1l. 14.330—40.
157 & Aéyos eloTpwTov: the epithet occurs first here and at H. Dem. 285 &t
eUoTpwTwY Aexéwv. Here it is glossed by 157—60. The phrase recurs at Alc. fi.
283.8 L-P = V elorpwTov Aéos, one of several parallels between this hymn
and Lesbian poetry: see Introduction 4(b).
157-60 Normal bedding (cf. II. 24.643—6 etc.) is replaced here by the skins of wild
animals killed by Anchises (cf. H. Aph. 69-74, 1234, and also 18), as Eumaeus’
bed is covered with sheep and goat skins (Od. 14.519). Here the motif symbolises
Anchises’ prowess.
159 PopueSdyywv occurs first here, later in Pindar etc. (Od. 9.257
@30yyov. .. Papuv). Homeric lions are silent, whether because the poet or his
audience had only seen them in art, or more probably because lions do not roar
when hunting prey. Cf. Janko on [I. 15.586-8 and Lonsdale (1990) 44-5.
160 Cf. Od. 11.574 ToUs alTds kaTeepvey &v olotrdloioy Speoat.

&v oUpeoiv GynAoiciv: this recurs at 266, and cf. GywnAdv dptwv (1x 11, X
0d., 3x Hymns).
161—7 161-6 are really one sentence, with enjambment, creating a slow build-up
of expectation. The subject is unusually postponed to the very end, to be picked
up in the final sentence (166—7), the key-point and centrepiece of the whole poem.
The detailed description of Aphrodite’s undressing resembles the scenes in the
Near-Eastern Descent of Inanna (or Ishtar) (see 87—gon.), but this is the first
description of its kind in Greek literature. Homer is (as always) more reticent,
and the most he gives us is the simple AUce 8t TrapSeviny foovnv at Od. 11.245 (cf.
H. Aph. 164).
163 = Il 18.401, and see H. Aph. 87—gon.

mwépToun are brooches or pins for clothing: cf. Janko on [l 18.401, and
E. Bielefeld, drch. Hom. G 6-8, 38—40, 49—52, S. Marinatos, Arch. Hom. A
36-8.
165 &l Spdvou &pyuponhou: cf Il 18.389 etc.
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166—7 This crucial statement is very carefully composed. g6 {61 kad adont
underlines that fact that the action is divinely willed and fated: cf. Seddv idTnm
1X I, 6x Od., Mids ofom L. 9.604 (~ 17.321, Od. 9.52), Saipovos aiont H. Den.
300. The combination of the two phrases is unique, adding emphasis. &Sav&tn
TapéAexTo Sedt PpoTds sums up the central theme; for this vivid juxtaposition of
deity and mortal cf. Z1. 2.821 Se& BpoTéd edvnSeioa, of Aphrodite and Anchises
again, 16.176 yuvn et ebvndeioa (see H. Aph. 117-21n.), Hes. fr. 30.33 piAdTnT1
9e05 PpoTddl, and West on Hes. Th. 80. Finally o¥ oda eiScos expresses with
powerful brevity the dangerous ignorance of which Anchises is the victim; cf. Ii.
15.632 voueUs o¥ w odga 18cds (~ Od. 1.202 etc.).

168-go0 Towards the evening Aphrodite sends Anchises to sleep (cf. Zeus at I,
14.352-3), and puts on her clothes. She resumes her appearance as a goddess,
and wakens him. He is afraid, and begs her not to do him any harm.

At the end of such Seduction scenes comes ‘the rude awakening’: cf. Janko on
Il 14.153-353 (p. 171), with I 15.4f, Od. 8.296fF. Here this takes the form of an
Epiphany scene (see 172—5n.).
168-9 At 78-9 Anchises’ fellow herdsmen had all gone off to pasture the cattle,
and now it is the time for them to start bringing the herd home. The poet is
giving a special direction to what is a typical way of expressing time in early
epic, reflecting the pastoral .or agricultural basis of early Greek society: cf. 1.
16.779 (= Od. 9.58) Auos & féAios petevioeTo BouAuTéude, 11.86-g Auos St
SpuToUos TrEp Gvfip OTAIcoaTo BEiTrvov. Od. 12.439—41 is a similar marker of
time, taken from the life of the poet’s own day. &moxAivoust means ‘turn back’
here. ‘
r70—2 Cf. Od. 2.395 &l yAukuv Urrvov Exevev ete. viiSupos (‘sweet’) is probably
originally from #8upos with a mobile nu attached by misdivision of a previous
word, as in Il 2.2 &xev fiBupov Umvov. Cf Od. 13.79-80 viiSupos Utvos. . . |
vy peTos fBioTos for the repeated sense. 171—2 echo 64, but here Sia Sedaov is
introduced, at the point when Aphrodite resumes her divine form.
172—5 The epiphany is marked by supernatural stature (her head reaches the
rafters) and divine beauty radiating from her face. Cf. H. Dem. 188—9 1) 8 &g &0
oUBov EBn Troot kai por ueA&Spou | kiipe k&pn, TAfioey 82 SUpas oéAaos Jeioto,
and the more extended epiphany at H. Dem. 275-80 (with parallels in Richardson
on H. Dem. 188—qo, 275f%)).
173—4 ‘She stood then in the hut, her head touched the well-built roof-beam, and
beauty shone from her cheeks.” Here we have an unusual and dramatic asyndeton
combined with hiatus in 173, and if one assumes that ké&pn is the subject of kUpe
(rather than being an internal accusative), the subject changes twice in 173—4.
This type of asyndeton (A, B, and C’) is rare in Greek: cf. Denniston, GP?
164. There is only one example in Homer (Od. 8.322-3 fA%¢. .. AAY. .. fiASev
8. ..), where the repetition makes the effect quite different. The late position
of &pa also seems unusual in early epic: Denniston’s examples (GP? 41—2) are all
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from classical Greek. All these features combine to underline the awe-inspiring
character of Aphrodite’s transformation. . .
175 M’s looTepdvou, ‘violet-crowned’, is applied to Aphrodite at H 6..18 (agam
with &0- as variant), Solon fr. 19.4 West, and also in a Laconian inscription (c. 500
BC) FlooTepdvol Agpoditar (Areh. Delt. 23.2 (1) (1968) 153).
176 The first Te connects the sentence to the previous one (cf. 2L 1.459-60 etc.).
This is better than assuming another asyndeton here, with Te looking forv\{ard.
177-9 Aphrodite’s slightly reproachful tone (‘Why do you slfeep?’) is typical ‘of
scenes of wakening (see Richardson on Il 23.69-g2). There is also mocliery in
her question at 178—9, emphasised by the ironic use of 51, common after olos (cf.
Denniston, GP? 2201, who wrongly classes this as an exception). For vijypetov
Ymvov laes cf. Od. 13.74 v viyypeTov U801, 13.79-80 viduuos Umrvos. .. |
vy petos fi81oTos. For ivB&ARopa (‘seem, appear’) in this context cf. Od. 3‘.246 s
Te pot &9dvartos tvS&AAeTan elcopdaodar. Aphrodite (unusually in an epiphany)
does not identify herself, but Anchises presumably recognises who she is, as Helen
does in Iliad 3 (see 181—2n.). )
179 T TpdTov: in Homer T6/7& is always scanned long~ before wpco:r‘ov{
PGyt (as in 185 below). Cf. however Od. 3.320 &v Tva TTpGTOV, 17.275 NE OV
TPATOS.
180 Cf, I 10.162 & &S & & & Umvolo pad& kpauTrvéds &vopouoe, and Od.
14.485 O § 8p Euparrécos Urdiovoey of someone waking from sleep.
181-go Fear is a normal reaction to an epiphany: see H. Aph. 83-5n., and
Richardson on H. Dem. 188—go, 190, 275ff.
181—2 This resembles Helen’s recognition of Aphrodite, despite her disguise, at
Il. 3.396-8 Ko P’ cos o0 Evénoe Jedis TepikoAMEa Selpfy | o dect N iue.pée\rrot
Ko dppaTa papualpovTa, | Sdupnotv T. . ., and cf. 427 (Helen with Paris) dooe
Tt Khivaoa. Cf also Od. 16.178—g, where Telemachus sees Odysseus after his
transformation by Athene: S&uBnoe 8¢ uwv gidos uids, | Tapprioas & étépoooe
BE&X dupara pr Jeds ein. Before (156) it was Aphrodite, now it is Anchises who
averts his gaze. . '
183 Cf. Od. 8.83—5 where Odysseus covers his head with his cloak to hu:.le h%s
tears (85 k&AUyE St koA TTpéowT ), and similarly I 24.162-3, of Priam in his
grief. '
yAaivnis ékaAUyaro: this conjecture removes T, which is awkward at this
point, after &y 8 «UTis has preceded the noun. . .
185-6 Anchises’ opening words are a reproach to Aphrodite for her dece’ptxon
of him, in preparation for his plea for mercy. Cf. Il. 22.9-10 0U8& V0 TG e |
Eyvoos s Seds eipt. This parallel may help to explain the use of Seds in 186 (‘a
deity’) immediately after the feminine Jed in 185. ' o
185-g0 187 echoes 131, where the disguised goddess was the suppliant, an ironic
reversal of normality, which is reinstated here with Anchises’ plea to her. For
pevnvds (‘strengthless’) see Richardson on H. Dem. 352. As it is applied to the
souls of the dead in the Odyssey (4x) there is a deliberate contrast with G&ovT;
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cf. Il 5.887 ) xe Joos &uevnvds Ea yaAkoio Tutfiiol. There is a similar fear that
Circe may ‘unman’ Odysseus, if he sleeps with her (Od. 10.301 ~ 341): 7} &
&rroyupwvwdtyTa Kooy kel dvfivopa S1nt. Anchises’ words leave open just what
form of damage he fears. Aphrodite reassures him (192—5), but later threatens
him with Zeus’s thunderbolt if he boasts of their union (286-8). The idea that
those who openly marry goddesses do not have a long or happy life is expressed
by Calypso in her complaint at the jealousy of the gods, who begrudge men
such fortune (Od. 5.118~29, where 119 resembles H. Aph. 190). She mentions
Orion, loved by Dawn and killed by Artemis, and Iasion, who was slain by Zeus’s
thunderbolt after he had slept with Demeter. Gilgamesh expresses similar fears
of Ishtar, recalling how all her lovers came to grief (ANET 83—, Dalley (1989)
77-9)- In the case of paramours of such goddesses, impotence is one possible
consequence (cf. Rose (1924) 11-16). Later tradition has Aphrodite’s warning (at
286fL) come true: cf. Soph. Laocoon fr. 373.2-3 Radt (Anchises’ back struck by
the thunderbolt’), and Verg. 4. 2.647-9 iam pridem inuisus diuis ot inutilis annos |

demoror, ex quo me divum pater atque hominum rex | fulminis adflait uentis et contigit igni (cf.
Austin ad loc.). Other versions have him blinded (Servius on Aen. 1.617, 2.35, 687),
or even killed (Hyginus Fab. 94). In art from the mid-sixth century sc onwards
Aeneas carries his old father out of Troy on his shoulders, as in Sophocles, and
this suggests that the theme of his punishment with physical incapacity goes back
to the liou Persis (cf. Pearson on S. Fr. g73.2f). Consequently we may infer that
this story was probably already known to the poet of our hymn. At Z. 13.465-6
Aeneas was ‘looked after as a child’ by his brother-in-law Alcathous, but this
does not necessarily imply that Anchises was already dead or disabled: see Janko

ad loc.

189 P16ScAwios ‘hale and hearty’. This occurs only here; cf. Soph. Tr. 235

Cévra kad SdAAovTa;, and the similar form ZwSdAuos (‘life-enhancing’), used of
Charis at Pi. 0. 7.11.

191—290 Aphrodite reassures Anchises. He will come to no harm, and will have

a son, Aeneas, who will rule Troy, and a long line of descendants. She then tells

the stories of Ganymede and Tithonus, to show that Anchises’ family has always

been closest to the gods in beauty. But like Tithonus Anchises too will grow old,

to her distress, and her affair with him will be a scandal among the gods. Their

son will be brought up by the mountain nymphs, who are between immortals

and mortals, and whose lives are bound up with that of the trees. They will bring

the young child back to Anchises, and he will take him to Troy. Finally he is

ordered to keep their affair a secret and say that Aeneas is the son of a nymph,

or else Zeus will strike him with his thunderbolt.

This remarkable speech of a hundred lines occupies virtually all the rest of the
hymn. Much of it is taken up with the paradigmatic stories of Ganymede (202-17)
and Tithonus (218-38), and the lengthy passage about the nature of the wood
nymphs (256—73). The rest is focused mainly on Aeneas, the fruit of their union.
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Two main themes help to articulate this material, the ancestors and descendants
of Anchises, and the contrast of mortality and immortality. The speech may be
seen as a much expanded version of Poseidon’s address to Tyro at O‘d. 1 1.248,—52‘:
xcipe, yuval, @IAGTNTL, TreprTAOpévoy & viauTol | TECels c’xy?x,acx TéKVa, el
oUK &rrogoAlol edval | dSavdTewv: oU B¢ TOUS KOUEEIV C’IT}TO:?\'?\E}JEVOH TE. | ’vuv
8 Epyeu Trpods Sdpa, kad Toxeo und ovoprvnis | alTtdp é.yoo Tol EIUI’HOO:EXSGOOV
tvooiycov. There we have encouragement (248), promise of offsprmg, instruc-
tions about upbringing, command for secrecy, and self-revelation. Cf. also the
structure of Zeus’s speech in Moschus, Eurgpa 154—61. ' ‘
192—9 Aphrodite answers Anchises’ plea at 187—go, but she 1s'also responding
to his prayer at 102—9, for honour, prosperity, and fine offspring. 191—2 recall
Aphrodite’s reply at 107-8, and 196 seems to echo 103. \ o
193 Cf. Od. 4.825 (dream figure) S&poel, undé Tt ey XU ueTa gpeai Geid1d1 Any.
This kind of reassurance is typical of such Epiphany scenes: cf. H. 7.58, II. 24.171
Séposr. . . undE Ti Té&pPet, and see Richardson on /I, 21.288, 24.1’5374, 171——4.’
194 o0 yd&p Tol T1 Stos: cf. Il 1.515 oU To1 Em 8éos, Od. 5.347 0UBE Ti ol Tadee
Stos. Aphrodite’s promise is somewhat undermined by./ herfinal warning (28§—8),
but presumably the point is that he will be unharmed if he obeys her instructions.
For the idea of 1945 cf. Il. 20.347 (Acneas rescued because dear to gods), 24.61,
422-5, 748-50, etc. » -
196—7 Cf. Il 20.307-8 viv 8t 7 Alvelao Pin Tpdeoow &vdgel | kai 110(1800‘\1
TroiSes, Tol kev peTdTode yévewvrar. The Homeric prophecy, made by Pos@—
don, says that both Aeneas and his descendants will rule the Trojans. Apk'lrodﬁ.e,
however, says that Aeneas will rule among the Trojans, and that his line W1H
continue in future generations. ékyey&ovtai appears to be an anomalous Fhl}"d—
person form of the perfect éxyéyaa, treated as if it were a future; cf. Qie snmlm:
anomaly of TexeioSau (127). This seems more likely than a ‘prophetic present
(Hoekstra (1969) 39—40), since it accompanies future verbs 1n_196 anfl 198.,See
Chantraine (1935) 131-2. West (2003) adopts Baumeister’s conjef;ture gxyey&ov-
tes. This would make the prophecy closer to Poseidon’s in the fliad, but the form
would itself be unique, and it seems unnecessary to change the text.

It is quite possible that these prophecies reflect an actual historxc?l situation
in which a ruling family in the Troad claimed descent from Aeneas in the time
of the Iliad or the hymn. Among the many later traditions about Aeneas were
some which did make his descendants, together with those of Hector, rulers
of either Troy (Hellanicus, FGrH 4 F g1, Dion. Hal. AR 1.47:5 and 53.4-5) or
Scepsis, south-east of Troy (Strabo 13.1.52). Strabo reports, relyn}g probabl}/ on
Demetrius of Scepsis, that the families of Ascanius and Scama‘ndrlus' were sald' to
have reigned in Scepsis for a long time, and adds that this. tra.chtion disagrees w.1th
the prophecy in the Iliad, which points to Aeneas remaining in Troy and hax.ldmg
on the kingship to his descendants (13.1.53). By contrast, those w.ho believed:
that Aeneas had migrated to Italy could argue that he was still ruling over 'the
Trojans, whom he had taken with him (Dion. Hal. AR 1.53.5). Re-examination
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of the archaeological evidence for Troy in the period between 1100 and 700 BC
suggests that after the destruction of Troy VIIbe (in the eleventh century BC)
the site was immediately reoccupied, and continued to be so throughout the
following centuries: cf. Hertel (1991) 131-44. Such continuity would fit in with
the traditions of a local dynasty claiming descent from Aeneas in this area. The
historical basis of the traditions about Aeneas’ family has been questioned: cf.
Smith (1981b). But it does appear that there were ruling families in the Troad
in later times who claimed descent from Aeneas and also Hector. It has been
suggested that the change of wording between the two prophecies might be
due to a political change, if Aeneas’ family had lost the kingship by the time of
the hymn, as happened (for example) at Scepsis at some date which cannot be
precisely determined; cf. Hoekstra (1969) 39—40. But the change can be explained
simply by the different context in the hymn. Aphrodite reassures Anchises about
his future, prophesies the birth of a son, and promises that his line will continue
for generations to come. The main point is the prosperity and continuity of his
race, in contrast to his fears. On H. dph. 196-7 cf. also Edwards on 7. 20.75-155
(pp. 298-301), and Faulkner (2008) 3-18, 256-7.
198-9 Aeneas’ name is introduced for the first time, and given an etymology,
with emphatic positioning and enjambment of advov | ¢oyev &xos; cf. Il 15.481—
2 Beidia 8 odvds | Alvelaw, and the connection of Odysseus and d5Uooouat
at Od. 1.62, 19.407-9 (with S."West on 1.62). Aphrodite’s affair will be a great
cause of pain and embarrassment to her, as she explains later: 241—55 return
to the theme of 198-9 (cf. 243 &xos), after the passages on Ganymede and
Tithonus.
199 Evexa must be a conjunction (‘because’). This sense of &vexo (= olveka) is
rare in early poetry: cf. possibly Hes. fr. 180.10 M~W (gfvexa), Pi. 1. 8.32 where
eivexev means ‘that’. It is commoner in Hellenistic poetry: Call. fi. 1.3, 6, 75.6,
AR. 4.1523, Bion 12.7.
For the rest of 199 cf. JI. 18.85 fjuarm Tén &Te o€ PpoTol &vépos EuPaiov edviit
(of Thetis and Peleus).
200—38 The general statement in 200—1 picks up the theme of 194—5 and intro-
duces the two exempla of Ganymede and Tithonus. These represent two different
ways of bridging the gap between men and gods: both have immortality, but
Ganymede has eternal youth as well, whereas Tithonus does not. Aphrodite goes
on to say that Anchises is not fated to escape old age or death (239—46). The
progression of thought changes, but by a natural development, moving from the
closeness to the gods of the family to the restriction imposed on Tithonus, and
hence to the mortality of Anchises, the point from which she began (199). Walcot
(1991, 148~9) suggests that with these stories of divine love for Trojan princes
Aphrodite is also excusing her own weakness in falling for Anchises.
200 &yxlSeou: the Phaeacians are called dyyiSeor at Od. 5.35, because of their
unusually close familiarity with the gods (6.203, 7.201-6). Here Anchises’ family
resembles the gods in physical appearance and beauty (203, 219), and both
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Ganymede and Tithonus have become literally &yxideot as a result of divine
favour.

202-17 In the Iliad Ganymede’s abduction is referred to at 20.232-5: el
&vtiSeos Mavupndns, | 8s &1 kdAAIoTOS YéveTo SvnTddY dvdpoTreov. | TOV Kol
&unpelyovTo Seol Al ofvoyoelev | k&AAgos eivera olo, I &Savdroiot ueTein.
The language is similar to that of H. ph. 202—4, but in the Zhad he is carried off
by the gods to be the cupbearer of Zeus, whereas here these roles of Zeus and
the gods are reversed. The story, however, is likely to be the same in both cases,
and the motif of Zeus’s love is surely implied, although typically not stressed in
Homer. Moreover, at l. 5.265-2 the horses of Tros are mentioned, which Zeus
gave him in recompense for Ganymede (cf. H. Aph. 210-17), again in connection
with Anchises and Aeneas, since Anchises is said to have used them as sires to
produce his own horses and those of his son. In the Ilias Parua (fr. 6 Allen = 6
Davies) Ganymede is son of Laomedon, and Zeus gives the father a golden vine
in compensation for the loss of his son. Later poets elaborated the erotic theme:
Ibycus told the story of the rape, together with that of Tithonus by Dawn, in
his poem to Gorgias (fr. 289; see Barron (1984) 161L); cf. Theognis 1345-8, Pi. 0.
1.44-5, 10.103—5, etc. For other literary and artistic versions see LIMC 1v.1 154~
69 s.v., and 207n. below. In this description of Ganymede’s rape the visual and
ornamental aspects are constantly stressed: Eav90ov . .. 8v Bic& kdAAOS. .. Sadua
156iv . . . Ypuatou . . . ipudpdv, with an artful juxtaposition of colours in 206. The
cheerfulness of all this contrasts sharply with the grief of Tros which follows
(207~9). This double theme recurs again at the end of the story (2 15-17), where
grief and joy are contrasted.

202 7 Toi pév emphasises the truth of what has just been said (‘truly, indeed’).
203 Cf. Od. 15.250 (see H. Aph. 218-19n.).

204 &miowoyoevol: the compound does not recur elsewhere, but cf. ¢mrioivios
Theognis 971, and forms such as émpoukddos (0d. 3.422, etc.).

205 The phrasing is traditional, but cf. especially H. Dem. 397 VaIETAOIS TTAVTETTL
tetipfévn &Sawdrot]ow, of Persephone on Olympus, followed at 403 by péyx
Salpa Seois JvnTols T &vIpwTTols.

206 Cf. Il 1.598 (Hephaestus on Olympus) olvoxder yAukU véktop &1rd
KPNTHPOS &PUoTWY, 23.219-20 XPUTEOU K KPTITHPOS. . . | ofvov &guoaduevos,
0d. 5.93 véxTap Epudpdv.

207 Tpda. .. pptvas is a double accusative.

208 Stoms &AAa only occurs here, but when people disappear the storm-
winds (&eAAa, SUeAAa, or &puiad) are often said to have carried them off: cf.
I1. 6.345-8 (Helen wishes a kox?) &vépoto SUeAAa had carried her off at birth), Od.
1.241-2 (where it is the gods who have made Odysseus vanish at 234—06), 4.727-8,
20.63—79. In early Greek art Zeus himself is usually the pursuer of Ganymede,
sometimes Hermes or Iris. The first evidence we have of the eagle carrying
him off is in a work by the fourth-century Ba sculptor Leochares (Pliny NH
34.79), and this is common later; in literature cf. Apollod. 3.12.2, Verg. 4. 5.252-7,
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etc. Occasionally in fourth-century art the swan takes over this role. Cf. LIMC
s.v., and on rape scenes and winged predators in general see Vermeule (1979)
145777

2x0-1x Cf IL. 5.265f, where the horses are ulos ownv, flias Parua fr. 6 Allen
(= 6 Davies) o0 roudds &rotva. {mrrous &poimrodas (*prancing horses’) is a new
adaptation of the formular frmor depoitroSes (. 3.327 etc.).
212 elrév Te: a single connective is not unusual in early epic where there is no
;lllange of subject. Cf. Denniston, GP? 497. There is therefore no need to read

€.

212-14 elév Te EkooTa |. .. G5 Eot...: the s clause can be taken as an
mdjre,ct question (‘to tell in detail how. . ."): cf. Heubeck on Od. 24.237.

213 &pnuooUVNITL: Epriuooyvn is always singular in Homer (1x 1., 2x Od.), but
the plural recurs in Hellenistic poetry; cf. A.R. 1.33 etc.

214 Toa Seolow (cf. Il 21.315 etc.) is clearly preferable to the variant Apara
m&vTa, which is due to the formular &S&varov kai &ympaov fuara TévTa (Od.
5.136 etc.); cf. also 209, 221.

&ynpaos: for éyripaos/&ympews see Richardson on Dem. 242.

215-17 The story ends on a happy note, with Tros riding his immortal steeds:
but we may still wonder if this is really sufficient recompense for the loss of a
beloved son (cf. Smith (198ra) 71-).

_216 This line echoes and contrasts with 209, and ydaoke, yeynSer B¢ are
n strong opposition, with alliteration, emphasised further by the anaphora
ysyﬁSrfl ... yn9oawvos. Cf. II. 11.683 yeyn e 5t ppéva NrjAeus, and Od. 11.337
etc. ppévas Evlov Eloas.

217 &eAAowoSeoaiv: &eAAOTros is used of Iris in Homer (3 IL); cf. &eAAoTrdScov
SYyatpes frreov Simon, PMG 515, Pi. V. 1.6, ctc.

218-38 So too Tithonus was carried off by Dawn, who asked Zeus for immor-
tality for him, but did not think of asking for eternal youth. While he was young
they lived together happily, but when he began to grow old she left his bed
though still looking after him. When he was really old, however, she locked him,

away in a room, where he lives on, unable to move but with his voice still flowing
incessantly.

"The story of Tithonus first occurs here. In Homer (L. 11.1-2, Od. 5.1—2) Dawn
rises from Tithonus’ bed at daybreak, and he is mentioned in Aeneas’ genealogy
as a son of Laomedon and brother of Priam (/. 20.237). In Hes. T%. 9845 she
bears him Memnon and Emathion. In Tyrtaeus he is a model of exceptional
beauty (fr. 12.5 West), and Mimnermus (fr. 4 West) says that he was given eternal
old age, worse even than death. Sappho cites him as an example of the inevitability
of old age in a poem which has several close links with the version in the hymn.
Cf. the new text by West (2005) 5, of fr. 58.11—22 L-P = V-

Y upes edd Moloav ijok[d]ATroov kéha 8&dpa;, Taides,
omoudaodeTe kal T&]v piAdoiBov Aty Upav YeAUwway:
Euol & &moov Tpiv] roT [ElovTa xpda yhipas 50



248 COMMENTARY: TO APHRODITE: 218-20

EréAAaPe, AeUkoun 8 &y]évovTo Tpixes & weAadvay:

Bépus 8¢ 1 & [9]Tpog TeTodnTon, Yova s [o] U @époiot, 5
& 39 ToTta Aadyng Eov dpyxno ioa vePpioiot.

T& <ptv> oTevaykioBw Sompéws AANG Ti KeV TTOEINV;

&yfpaov &vSpcotrov EovT ob duvaTov yeveoSal.

kal yp [o] T TiScovov EpawTo Bpodétrayuv Alcov

tpwl ¢ .. aeioav Péuev €l koxata ya&s géporoaly, 10
fovta [K]dov Kad véov, AN altov Juws Euapye '

Xpovel TTdAov yfipas, Ex[o]vT &SavdTav &xorTiv.

[You for] the fragrant-bosomed Muses’ lovely gifts

[be zealous,] girls, [and the] clear melodious lyre:

[but my once tender]} body old age now

[has seized;] my hair’s turned [white] instead of dark;

my heart’s grown heavy, my knees will not support me, 5
that once on a time were fleet for the dance as fawns.

This state I oft bewail; but what’s to do?

Not to grow old, being human, there’s no way.

Tithonus once, the tale was, rose-armed Dawn

love-smitten, carried off to the world’s end, 10
handsome and young then, yet in time grey age

o’ertook him, husband of immortal wife.

Lines 3—5 resemble H. Aph. 228-9 and 233—4, and 10 is similar to 227. See
Introduction 4(b).

Tithonus’ endless ageing process stands in ironic contrast with Dawn’s eter-
nally youthful freshness, as in Tennyson’s Tithonus. In one version he becomes
a cicada (cf. II. 3.150~3, where the garrulous old men of Troy are like cicadas):
Hellanicus, FGrH 4 F 140, Schol. 1L 111, etc. Kakridis (1930, 25-38) argues that
this story lies behind the hymn’s version, but it is probably a later develop-
ment. See also King (1986), Segal (1986), and Clay (2006) 193-6. The motif of
divine regret for an ageing mortal lover is paralleled by Thetis and Peleus (cf. IL.
18.428-35), and the story of Tithonus acts as a contrast to the happy ending of
Ganymede’s tale. Aphrodite will not make the same mistake as Eos, and Anchises
will eventually die like other mortals.

218—-19 Eos made a habit of falling for attractive young men: Orion (Od. 5.121—
4), Cleitus (Od. 15.250—1 &AX fiTo1 KAeiTov xpuooSpovos fiptraoey Haos | k&AAsos
elvexa ofo, v &9avdrotot petein), Cephalus (E. Hipp. 455-8 etc.); cf. Vermeule
(1979) 162-5.

218 ¥puodSpovos is used only of goddesses in early epic, and especially of
Dawn (Odyssey, Hymns). It may have originally meant ‘with golden flowers’ (cf.
Hainsworth on Od. 5.123).

220~1 The usual Homeric formula &Sdvatov kal &yfpaov fluaTa TavTa (as
Calypso promises to make Odysseus: Od. 5.136 etc.) is here deliberately altered
to suit the story of Eos’ lapse. Cf. H. Aph. 240.

COMMENTARY: TO APHRODITE: 222-39 249

222 This is not a Homeric formula for Zeus’s consent, but cf. Zeus’s famous nod
(L. 1.524-30, 15.75—7), and H. Dem. 466.

2234 Cf. Il 20.264 viyios, oU8 Evonoe katd gpéva, and 22.445. One can treat
this as an emphatic asyndeton (‘Fool, for she did not think. . .’), or else regard
222 as a parenthesis. For 224 cf. 1. 9.446 yfipas &mo§Uoas Inoeiv véov fiBcova,
and Nostoi fr. 6 Allen (= 6 Davies). Eoai T &mo goes together, for &mrofloa
“I'he image is of scraping away calluses and wrinkles to restore the smoothness of
youth. .. Related is the idea of old age as a skin which, ideally, we could slough
off, %S) snakes do (a cast snakeskin is called yfipas). . .” (Griffin (1995) 128, on /L.
9.446).

225~7 Dawn naturally lives on the borders of the world (cf. Od. 12.3-4), as she
rises from her bed in the far east. Cf. Sappho’s poem, quoted in 218-48n., lines
g-10.

228 kaTéxuvTo suggests his long grey locks and beard flowing down from his
head (cf. Call. H. 6.5 karexelaro yodTav).

€Se1pan is used only of a horse’s mane or helmet-crest in Homer, but of human

hair in later poetry.

229 eUnyevéos (‘noble’) is a variant form of ebyevns (cf. II. 11.427, 23.81, and
Richardson on 23.81). Heitsch (1965, 31) suggests that it could be influenced by
T’]Uy%vaos (‘well—bearded’). There may in any case be word-play in elnyevéos Te
yeveiou.

230~2 There is a strong contrast between edvfis pév and a¥tov & alite. In
Homer &ritoAAev is always used of nursing children (cf. H. Apk. 115). The wider
sense occurs in Theocritus (15.111, 17.58). But the implication may be that Dawn
treats him like a baby, old age being often seen as a second childhood (cf. Schol.
Lycophron, Alexandra 18, where she keeps him in a cradle). The combination
of human food and ambrosia (contrasted at Od. 5.195~g) may also reflect his
intermediary status between mortal and immortal.

2336 At this point presumably Dawn no longer feeds Tithonus, who grows
weaker and weaker. 236 suggests the idea of shutting something away in a
storeroom.

234 Cf. Od. 8.298 oU8¢ T1 kivfioon peAéwv fiv 008 dvagipal.

237 Cf Il 18.403 péev &ometos of Oceanos, 1.249 péev oSy (of old Nestor),
Hc'as: Th. 39, 84. &omeTos presumably means ‘incessant’ here (cf. LfgrE s.v.). It
originally meant ‘unspeakable’, and so ‘immeasurable’. It is used of loud noises
at Od. 14.412, H. Ap. 360.

237-8 Cf Od. 11.393—4 o8 &11 Kikus, | ofn mep w&pos Eoxev vt yvaumToio
pé7.\scrcrw, 21.282—3, and /1. 11.668-9. In the formula &vi yvoptrroion uéAeoot the
epic poets probably saw a contrast between the supple limbs of youth and those
of old age (see Hainsworth on L. 11.669, Richardson on 24.358-60).

239-55 Aphrodite returns to the present situation. The paradeigmata of
Gajmymede and Tithonus originally illustrated the godlike qualities of Trojan
princes, but now the theme is the misery of old age, inevitable for Anchises,
and (as at 198-9) her grief and shame over a mortal love affair. This progression
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of thought resembles the way in which extended Homeric similes sometimes
develop from one to another point of comparison. The implication of 23946
seems to be that Aphrodite cannot make Anchises both immortal and ageless
like Ganymede, because this is only in the power of Zeus to grant (cf. Clay (2006)
189-91).

239—40 The asyndeton is emphatic: ‘I myself certainly would not choose such a
fate for you! Toiov implies ‘like Tithonus’; and 240 = 221.

2416 The structure of this passage, contrasting the unattainable ideal with
reality, resembles that of I, 12.322—8 (in Sarpedon’s famous speech to Glaucus
about heroism) & Témov, & ptv ydp. . . | ofel 81 péAAotpey &ytfipw T dSovdTw
Tt | tooea S oUTe kev adTds 2l TpdaToloty paryolfpny. . . viv 8 EuTrng Yap Kipes
tpeoT&otv Savéroto. . . There it is death, here old age which is inevitable.

241 ToloUTos means ‘such as you now are’, i.e. young and beautiful.

242-9 For 242 cf. 1267, Od. 6.244 ol y&p tpol To1605€e TOO1S KekATUEVOS €l IL.
2.260 TaThp KekAfuevos einy. 243 echoes 198—9, and cf. I 8.124 &xos TUKaCE
PPEVES, 14.294 Epws TTUKIVES @PEVAS SUPEKGAUYEY.

244~6 For yfipas duotiov cf. Il 4.315. dpolios is also used of war, strife, and
death in Homer. It was disputed in-antiquity whether this was a variant form of
Spofos, meaning ‘common to all’ (as Hesiod apparently supposed, Op. 182), or
a separate word altogether, meaning ‘evil, hateful’. Cf. Russo on Od. 18.264, in
favour of ‘levelling’ as the translation.

The repetition of the verb at the end of 243 and 244 emphasises the parallelism
between Aphrodite’s grief and Anchises’ fate. The expanded description of old
age in 2456 also underlines Aphrodite’s extreme revulsion at the prospect, and
the contrast between men and gods. The form vnAerts (‘pitiless’, cf. viAns) occurs
at Hes. Th. 770. The idea of old age personified as a divine force ‘standing near’
men is paralleled by expressions about death and fate (cf. 269 etc.).

245 merTa must mean here ‘in time to come’.

246 KapoTnPdV: KapoTnpeds occurs only here in early poetry; cf. Herodotus,
Aristophanes, etc.

247-51 Aphrodite’s main concern is her shame. 249-51 have been taken as
implying that she will no longer have power to cause unions of gods and mortals
(cf. Clay (2006) 192—3), but this is not a necessary interpretation of the text. For
247-8 cf. Il. 16.498-9 xorrngein kal dveidos | Evoopat fipaTa TEV T BIOPTTEPES.
dépous is used in the context of love at Hes. Tk 205, and in later poetry.
24950 recall 50-2 (here abbreviated), and S&uvaoke is used of Aphrodite as at
2-5.

252 oToua TAfoeTau: this conjecture gives the best sense. It has been objected
that ‘otéua as an organ of speech ... does not occur in early epic’, and ‘the
otdpa speaking itself is not found before Pind. Nem. X.19’ (van Eck 86-7); but
cf. II. 2.489-90, 14.91, etc. There is no certain parallel elsewhere in early epic
for the scansion oTéu& TA-, in the case of this particular combination of mute
plus liquid (TA), but final vowels in thesis usually remain short in epic before such
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mute-plus-liquid combinations: cf. Chantraine, GH1108-9, and H. Apk. 114, 131,
179, 187. : )

253 TOAOV &dodnv: cf. Il 19.113, of Zeus deceived by Ate.

254 ouUk dvopaoTov: cf. Od. 19.260 etc. KokofAiov ok dvouaothy, and Hes.
Th. 148 olk dvopaoTol.

255 This line is echoed by 282.

256-80 The nymphs of Ida will nurse Aeneas. Divine or semi-divine nursing
of gods or heroes is a common theme of early Greek mythology: cf. for exam-

ple Dionysus’ nurses in /I 6.132—5 (identified as nymphs in H. 26.3-6), H. 4p.

123—5 (Themis nurses Apollo), H. Dem. 98—274 (Demeter and Demophon, with
Richardson on H. Dem. 231-55), Hes. f. 145.1—2 (nymphs of Ida and Minos), Pi.

P 4.102-3 (Chiron’s daughters and Jason), 9.50—65 (Aristacus given to Seasons
and Earth by Hermes), and see Jeanmaire (1939) 283~96. For the nymphs as

koupoTpodot in general cf. Hes. Th. 46-8, West ad loc.

256~8 256 is echoed at 274 and 278. Normal epic usage (IL. 5.150 etc.) suggests

that the subject of 18m1 should be Aeneas, rather than pdos fiehioto. For the

repetition of the pronoun in 257 (Wv) cf. Od. 16.78—9 &AX fiTo1 Tov Efvov . . . Eoow

M. ..

Speokddios (‘with mountain lairs’) is used of the Centaurs (®Ofjpes) at Il. 1.268,
and other animals elsewhere in the Hymns. At Od. 9.154~5 nymphs disturb olyas
Speoxwiovs; cf. I1. 6.420 vUppon dpeoTiddes. For the sense cf. Chantraine, Dict. s.v.,
Heubeck on 0d. 9.155. The Oceanids are BaSUkoAtor at H. Dem. 5, and the epi-
thetis suitable for nursing deities: cf. H. 26.3—4 8v Tpégov . . . viugoan. . . Se€dpevan
kOAToIo1. . ., and H. Dem. 231. 258 recalls 98 and is echoed with variation at
285; cf. Hes. Th. 2 (Muses) af § EAcédvos Exouotv 8pos péya te {&Sedv Te.
259—72 are a discursive expansion on the nature and life of the mountain
nymphs, the first on this topic in Greek literature. The boundaries of mortality
and divinity have already been blurred in the stories of Ganymede (immortal and
ageless) and Tithonus (immortal but not ageless). The nymphs are mortal, but in
their length of lives approach immortality most closely. In Homer the sea nymphs
are called &S&vorron (. 18.86, Od. 24.47), and nymphs are Seod at Jl. 24.615, Od.
12.131-3, H. 26.7, Hes. Th. 12930, fr. 123. But Hes. fr. 304 agrees with our hymn:
nymphs themselves claim to live for 9,720 generations. Plutarch quotes this in his
discussion of beings intermediary between men and gods (Mor. 415fF), and also
Pindar fr. 165 Snell-Maehler ico8évSpou | Tékpap aicvos SedppaoTov Aayoioa
of Hamadryads whose life-span is that of the trees. Cf. also Eumelus fr. 15 Kinkel
(= 15 Bernab¢), Charon of Lampsacus, FGrH 262 F 12, Call. H. 4.79-85, AR.
2.476-83, etc., and see Stiss, RE vi1 2287-92 s.v. Hamadryaden.

259 of p* for this introduction to a discursive passage cf. (e.g) Od. 17.292—3

ApYos. .. 6v p& ToT alTds | Spéye ptv. ..

EmovTan is used here to mean ‘belong with’. Cf. LSJ s.v. #rw B m.4.

261 For the scansion of koAdv with short alpha cf. 29-32n. xopdv &ppdoavro

means ‘moved nimbly in the dance’. &gppdooavTo is used of the movement of



252 COMMENTARY: TO APHRODITE: 261-4

nymphs around the river Achelous at II. 24.616. Cf. also Hes. Th. 7-8 xopous
tvemroroavTo | kahoUs pepdevTas, EmeppidaavTo 8¢ TTooai, which is perhaps
in this poet’s mind (cf. 256-8n.), and would help to explain the unusual internal
accusative Yopév with this verb. The Theogony passage also combines present and
‘timeless’ past tenses in a similar way to 258fL. (cf. West on Th. 7 and 10, and see
H. Ap. 1-8n.).

262 SiAnvol: the name occurs here for the first time in literature. In early vase
inscriptions this, rather than ZeiAnvds, is the form. Later Silenoi and Satyrs are
often treated as closely related or identical beings. Satyrs are first mentioned n
literature in the Hesiodic Catalogue of Women, frs. 10(a) 17-19 and 10(b) in Hesiod:
opera (Oxford 1990, 3rd edn with new Appendix of fragments, ed. R. Merkelbach
and M. L. West). They and the mountain nymphs are probably children of the
five daughters of Dorus and a daughter of Phoroneus. The Satyrs are described in
this passage as y£vos oUTISavéov ZaTUpwy Kal SunYavoEpy wy, in other words a
race of idle and mischievous layabouts. From Pindar onwards Silenus is 2 specific
individual (frs. 156—7 Snell-Machler etc.), and in Attic satyr- plays he is the leader
or father of the Satyrs.

In art we first meet Silenoi by name on the Frangois Vase (¢. 570 BC), where
three of them accompany Dionysus and Hephaestus, together with women
labelled as nymphs. A singular Silenus is first identified by name on a vase
by the same potter Ergotimos, led captive by a man with a wineskin. Satyrs and
Silenoi are usually depicted in early Greek art as naked, shaggy, and bearded
men with large phalloi, and equine features (horses’ ears, legs, and/or tails). The
earliest example of a ‘proto-satyr’ is said to belong to a vase ¢. 65025 Bo: LIMC
viL1 s.v. Silenoi no. 29(c). They often accompany nymphs (or women), some-
times pursuing them. See Carpenter (1986) 76-97, Lissarague (1990) 228-36,
LIMC vt s.v. Silenoi, OCD3 s.v. satyrs and silens.

The name of one of Dorus’ daughters in the Hesiodic fragment quoted above
is Iphthime (fr. 10(a) 13), and she appears in Nonnus (14.105-19) as the mother
of the Satyrs by Hermes. In H. Aph. 262—3 we again meet Hermes, and here
he and the Silenoi both mate with nymphs. For nymphs and Hermes in art see
M. Halm-Tisserant and G. Siebert, LIMC v.1 316-18 s.v. Hermes. Cf. also on
H. Aph. 1r7-21 (where Hermes is said to carry off a girl from a chorus dancing
in honour of Artemis), H. 19.32ff. (Hermes and nymph as parents of Pan), Hes.
fr. 64 (Hermes and Philonis parents of Autolycus), and Od. 14.435-6 (sacrifice to
Hermes and nymphs).

eUoromos Apyeipdvns: cf. H. Ap. 200-1n.

265 CL. Od. 5.225-6 puxédn omelous yAagupoio | tepmeodny giddoTnTl, of the
nymph Calypso and Odysseus. The epithet épdeis does not occur in Homer, but
is common in the Theogony (of nymphs, 245 etc.) and Hymns; cf. Od. 13.103—4
&vrpov EfipaTov fepoedes, | Ipdv vuupdwy, of vniades kaAtovTal.

264—72 This idea of nymphs as coeval with trees (see on 259~72) may be implied
or foreshadowed by Hes. Th. 187 (nymphs called Meliai from peAin, ‘ash tree’,
i.e. tree nymphs), and especially H. Dem. 22—3, where immortals, mortals, and
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Ei(y?xaékcxpwm EAcion all fail to hear Persephone’s cries (implying that they are
intermediary between gods and men: cf. Humbert 42, 146). Cf. also ZI. 6.41g—20,
where mountain nymphs grow elm trees around a tomb. Here the picture of the
growth and dying of the trees is described in elaborate detail: cf. .. 6.146—9, the
falmous comparison of the generation of men to that of leaves, especially 147-8
<,pu7\7\oc TS pév T &vepos XaudSis xéer, EAAa 8¢ F UAn | TnAeSdwoa pUel, Eapos &
gmrrytyvetan dopn, and 21.662-6. Callimachus may have had our hymn in mind
at H. 4.82-5, when he asks if nymphs are truly coeval with trees, and gives the
Muses’ reply that they rejoice when the trees grow, and weep when their leaves
are gone.
264-6 It is probably best to punctuate with full stop at end of 266, and take
2678 as a dramatically effective sentence in asyndeton, expanding the point of
266. Alternatively, one could begin the second sentence at 266, as West does.
264-5 There may be an echo of Hes. Op. 509-10 ToAASs 8¢ Spls Uyikduous
EAGTas Te rarkelas | oUpeos &v Briconis TAvEL xSovi TouhoBoTeipm (cf. Intro-
duction 4(c)).
267 AAiBator: originally perhaps ‘inaccessible’ (cf. Chantraine, Dict. s.v.), but the
word was often used to mean ‘tall, steep’ (cf. Hes. Th. 786~ méTpns. . . AiBdrolo
| UynAfis). AAiParTos is always used of rocks in Homer (although at Od. 13.196
meTpan T AAB&TOL are combined with SévSpea TnAeSocovTa), but also of a cave
at Hes. Th. 483, and a falling tree at Hes. Sc. 421-2.
267-8 Tepévn. . .| &Savdrwv ‘and men call them precincts of the immortals’.
This presumably means that they are considered as sacred to the gods in general,
not the nymphs, who have been defined as mortal. Cf. for example the grove of
Demeter, haunted by nymphs in Call. H. 6.32fF., Ov. M. 8.741fF. For the expression
cf. Od. 4.355 ®&pov 8¢ & kikArjokouav. This seems to be the only case where & is
certainly used as a plural (cf. Leaf on ZI. 2.197). Latin se however can be plural or
singular, and cf. &-auToUs (etc.). For kelpouot o18fpoot cf. H. Herm. 109 gTréhee
o1d7poot.
269—72 Cf II. 16.853 = 24.132 &yx1 TapéoTnrev S&vaTos kal poipa kporaut,
and see H. Aph. 244~6n. The verb &ldvetau is a hapax legomenon, for epic &eoSau
({l. 4.487 etc.), but cf. karalfvaoke (Od. 11.587). duprmepipSivie is also a unique
compound, if regarded as a single word. As often 8¢ Te adds a further generalising
stat;efn)lent to those already made (cf. Smith (1979) 37—9, and Denniston, GP?
520
2773 This line recalls 256—7, closing this excursus on the nymphs.
274~91 When the nymphs bring Aeneas to his father, he must take him to Troy
and say that he is the son of a nymph of Mt Ida. If he tells the truth Zeus will
strike him with a thunderbolt.
The narrative closes with Aphrodite’s return to heaven.
2747 These two couplets are evidently variant versions. 274-5 have been sus-
pected because the nymphs are called Sead, despite their mortality. But the word
is applied to them elsewhere in early epic (see 259—72n.). These verses agree
much better with the usual practice elsewhere of upbringing of gods or heroes
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by nymphs. For the repetition in 274 and 278 (echoing 256) cf. 225, 230, and 237,
and also the endings of 243 and 244. AHS retained both couplets, holding that
fiBn in 274 refers to the moment when a child begins to walk, or is weaned, and
that two presentations are envisaged. But fipn in epic refers to the beginning of
manhood, even if Solon (fr. 27 West) sets it at seven years. Van Eck also keeps
the whole passage, arguing that ‘276~ should be regarded as a correction of
what Aphrodite said at 274—5’, perhaps added by the poet to harmonise with
Il 13.465-6, where Aeneas while still a child was brought up by his brother-
in-law Alcathous. It is, however, most improbable that the poet himself should
have added such a correction, although 276—7 could possibly have been inserted
later for this reason. The text of 276 is unmetrical as it stands, and uerd gpeot
does not make sense with TaUra. . . 518ASw. The whole style of 276 is banal and
unsuitable for a speech by a goddess to a mortal. The comparison which has
been made with the Persian custom of leaving children with their mothers until
they are five years old and then showing them to their fathers (Hdt. 1.136.2) also
seems irrelevant in this context. Finally, it is inappropriate for Aphrodite herself
to bring the child to Anchises, given her embarrassment about the whole affair.
278 For Sd&Mos of a child or young person cf. II. 22.87, Od. 6.157, etc.

279 UEAa ydp Seoeixehos Eorans this resembles H. Dem. 159 87 y&p SeoeixeAds
toot, which may be an echo of this phrase (cf Inroduction 4(b)). Aeneas will
resemble the members of his family in godlike appearance (200-1).

280 pw: MSS give Doric viv, but W is the standard early epic form.

281-9o True to her nature to the last, Aphrodite orders Anchises to lie about
his affair with her. This motif of secrecy, which is here explained by her embar-
rassment (247-55), is common in such stories of love affairs between gods and
mortals: cf. Il 2.512-15 (Ares sleeps with Astyoche A&Spny), 16.179-86 (Hermes
and Polymele), Od. 11.235-53 (Poseidon and Tyro). The last story closely resem-
bles the present myth in several respects: see 191—29on., and cf. here H. Aph. 290
with Od. 11.251 foyeo und dvounvnis. Secrecy or reticence in the case of affairs
between gods is also (understandably) a common theme: cf. for example Gall.
fr. 75.4fF. Pfeiffer (cf. L. 14.294-6, 3209—45), and H. Herm. 3-9 (Zeus and Maia’s
secret love, unknown to Hera; cf. H. 4p. 105-6). See also Janko on Il. 14.295-6
for other examples of ‘secret sex’ as a fgpos. This motif is here combined with
the hymnic theme of a final warning against transgressing the god’s command:
cf. the solemn injunction about the secrecy of the Mysteries at the end of the
Hymu to Demeter (478—9), and Apollo’s final warning to his Delphic priests not to
misbehave (H. 4p. 540—4, where 544 resembles H. Aph. 289—9o).

284 aoiv is at first sight odd in the mouth of Anchises himself. Cf. Il 20.105-6,
where Apollo in disguise says to Aeneas kol 8¢ g¢ oot Aids koUpns ApodiTns |
&cyeyduev. . . The point may be that Anchises should profess uncertainty about
just who it was that he encountered, as at 92—9. The implied subject of paciv is
presumably the nymphs who will nurse Aeneas. Matthiae’s pdoScn is unneces-
sary, since we already have the imperative pu3eioSa in 283.
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KaAukemios: this epithet is used of Persephone and an Oceanid nymph at

H. Dem. 8, 420: ‘with eyes like buds’ (see Richardson on H. Dem. 8).

285 This line resembles 98 and 258. 8pos kaTasévoy UAN occurs at Od. 13.351,
H. Herm. 228, and is a formulaic doublet of H. Aph. 258 &pos péya e (&Bedv Te.
286-8 Aphrodite’s warning comes true in later versions, and perhaps already in
the Iliou Persis: see 187—gon.

289-90 Cf H. Ap. 544 eipnTai To1 mdvTa, oU 8¢ ppeoi ofjior pukaga, Od. 11.251
foyeo und ovopnvnis, Od. 5.146 Aids § EroTrileo pfjviv, 14.283.

290 Svopave: the present imperative form, conjectured by Hermann, replaces
aorist dvopnve, the MSS reading, which is anomalous as one would expect dvoun-
vov. Elsewhere in early epic the present form dvoudde is used, but dvouaivw
occurs in other tenses.

291 closes the narrative in a typical way with the return of the deity to heaven:
cf. 1l. 24.694, Od. 6.41—7; H. Dem. 483—4, where Demeter and Persephone go to
Olympus at the end of their hymn, and similarly H. 15.7-8, where Heracles now
dwells on Olympus. It is, however, surely significant that here Aphrodite is not
said to return to the company of the other gods. The ending of the narrative
is also extremely abrupt, and after Aphrodite’s final warning this adds to our
sense of her potential for retaliation. For 291 cf. I1. 23.868 #1€¢ pds oUpavév (of
an arrow). The usual epic formula is oUpavov &orepdevto: cf. II. 15.971 etc. It
could have been replaced because the epithet is unsuited to daytime (van Eck
ad loc.), but it might also be an instance of variation, influenced by ToTi/pds/
“hov fivendecoaw (H. Aph. 280 etc.). In any case, this phrase accords well with
Aphrodite’s rapid and sudden departure. Contrast the windless calm of the gods’
abode in heaven at Od. 6.42—5.

292-3 The hymn closes with a typical expression of greeting or farewell to the
goddess, and the usual transition to another song (see Richardson on H. Dem.
490-5)- Xoipe is common in the closing greeting of the Hymns (and cf. similarly
H. Aph. 92 etc.). Here there is no final request for favour, as at Z. Dem. 494 etc.,
but the word oipe in itself suggests that the deity should be well-disposed: cf. H.
Aph. 102-3 0¥ & elppova Jupoy Exovoa | 8Ss. .., Hes. Th. 104 YaipeTe. . . 56Te
§..., H. 10.4-5, etc. 292 also typically refers again to Aphrodite’s chief place
of worship: cf. (to Aphrodite) . 10.4—5 (closing address) yoipe Se& Zohapivos
€UkTIEVNS pebtovoa | elvoding e KUtrpou. .., and H. Aph. 1—2, H. 6.1-3; also
H. Herm. 2 = H. 18.2 (uebtova).

293 = f1. 9.9, 18.11. Upvos here can mean simply another song (e.g. in praise of
heroes), not necessarily a hymn to a god. This accords with the general view of
these hymns as originally preludes (cf. Introduction 1(a)). For oel 8 &y ¢ &pE&pevos
in this context cf. also /. 31.18-19, 32.18-19 (to be followed in both cases by heroic
narrative). pet&Pn9t is used by Odysseus in asking Demodocus to move on to a
new song at Od. 8.492.
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100-2, 292

Apollo passim; Delios 13, 14, 3.22~4, 29—46, 44,
157; Delphinios 7, 0, 3.31, 42, 393, 493-6;
Nomios 3.19-50, 21, 4.490—5; Pythios 7, 9,
13, 3-373; Telphousios 7, 10, 3.375-87,
3847

apostrophe, second-person address 77,
3.120-2, 179-81, 216-86, 10039

Archilochus 22, 4.397-512

art (visual) 7, 8, 24, 3.162—4, 186206,
308-9, 4.21, 41-2, 51, 68-9, 224,
227-92, 453~4, 511712, 528-32, 552-66,
56773, 5.24-8, 79-80, 187-90, 202-17,
208, 262

Artemis 13, 27, 3.1-18, 1, 16, 158-61, 162—4,
165, 186—206, 1979, 5.1-44, 16—20, 16,
18, 19, 20, 26-8

asyndeton 3.115-16, 31718, 4.170-2, 199,
51534, 1734

Athena 27, 5.300-74, 308-9, 312—15, 317,
322-3, 327, 35762, 5.144, 8-15,
1112

- Battos 25, 4.87-93, 92
bay tree at Delphi 3.396
bees 4. 55266, 554, 559-63,
503
bilingualism 5.113-16

birth of deity 4, 7, 17, 27, 8.12—13, 1618,
19-50, 25-8, 89-126, 115-16, 116,
117-19, 4.1-19, 5-9, 10-12, 5561, 59

Callimachus, Hymns ¢, 32 (with references to
commentary), 33

Calypsg 44 154, 22734, 5.187-90,
203

cattle, theft of 17-18, 256, 4.1-19, 17-19,
2061, 62-86, g9-102, 397-512

Centaurs 4.224, 5.256-8

Charites 3.193-6, 4.55-6, 5.6, 5867, 613,
93-9, 956

Chios 1, 2, 9, 3.20—46, 38, 165-76, 172

Cnossos 10, 3.388-439, 393, 398

comedy 19-20, 21, 3.388-439, 4.13-15,
15483, 155-61, 168, 184~226, 18g—212,
21826, 227-92, 24651, 203-303,
295-6, 308, 313—21, 320-1, 322—96

Corycian nymphs, cave of 4.552-66, 556

Crete 3.30, 393, 409-39; 4936, 517-19,
518-19, 540-3

Crisa g, 10, 13, 14, 15, 17, 3.239~76, 269,
277-98, 2816, 35762, 388-439,
393, 431, 438-9, 4407, 448, 540-3,
542-3

cult, institution of 6-7, 8, 22, 24, 25,
3-474—523, 490-6, 4.94-141, 128-9,
5.91-106, 100—2

Cyllene, Mt 18, 21, 4.2, 3, 94—141, 142-83;
Cyllene, nymph 25-6

Cynaethus 12, 13-14, 3.165-76

Cynthus 3.16~18, 1412

Cyprus 5, 28, 3.2—4, 5.2, 6, 58-67, 66, 87-9o,
100—2, 292-3

Cythera 5.6

dancing 8, 17, 22, 3.149-50, 156-64, 1624,
182—206, 186206, 1936, 197-9, 2001,
202, 203, 499—501, 51419, 516, 520-2,
4-31, 56, 505-6, 5.16—20, 10742,
119—20, 262

Dawn 28, 4.184~5, 5.218-38, 218-19, 218,
220-1, 2257, 2302, 2336
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Delian choir 1, 2, 9, 13, 17, 3.156-64, 157,
162-4, 176

Delos 1, 4, 6, 79, 3.16-18 and passim

Delphi se¢ Pytho

dowry 5.139—40

Eileithyia g, 3.89-126, 95-101, 97~101, 103

epiphany 6-7, 17, 32, 3.1-18, 125-6, 134~9,
404, 440-7, 444, 462, 474—523, 480,
5-69-74, 83-5, 84, 86-90, g1-106,
168—90, 172-5, 181—90, 193

festival on Delos z, 7—g, 13-14, 16-17, 3.20,
140-78, 146—72, 150

firesticks 23, 4.109-11, 111

First Sacred War 7415, 3.216-86, 5403,
542-3

Ganymede 7, 28, 5.191-2g0, 200-38, 200,
202-17, 208, 218-38, 239~55, 259—72

Hades 4.573

Helios (Sun-god) 3.363, 369, 371, 374, 412-13,
4-371, 3812

Hellenistic poetry 372, 4.192

Hephaestus 3.300—74, 308-9, 311-30, 317,
318—20

Hera g, 1o, 16, 27, 3.47-50, 89-126, g5-101,
97101, 102—4, 109-12, 30074, 305755,
308-9, 31130, 31215, 317, 318—20,
329-30, 332-9, 5.144, 38, 40, 414,
53~7, 5867, 66-8, 87-q0, 10742,
15577

Heracles 4.102-3, 128-9, 524, 573

Hermes 1~g, 1727 passim, 3.186-206, 200-1,
4.1-19 and passim, 5.107—42, 114, 117-21,
121-5, 139—40, 208, 262; Nomios 18,
4-490-5, 567-73; Polygios 4.410-13;
Propylaios 4.15, 384; Psypchopompos 4.14,
259, 528-32, 56773, 573

Hesiod, Theogony, and Homeric Hymn to Hermes
4.427-33, 428, 429-30; and Homeric
Hymn to Aphrodite 29, 5.1-44, 1, 5, 8, 9—11,
14, 21-32, 29—32, 261, 2645

Hestia 27, 29, 5.1-44, 21-32, 22, 22-3, 24~8;
& Apollo 5.21-32, 24-8, 25, 26-8,
29-32, 312, 414

Homer 14, 3.165-76, 172; lliad and Odyssey, and
Homeric Hymn to Aphrodite 29; Odyssey, and
Homeric Hymn to Apollo 16, 3.311—30,
410-21, 41213, 421-9, 4257, 4267,
429, 434-5, 438, 45261, 458-9, 458,
46473, 4646, 4667, 468, 46973, 471,
499, 529, 534; and Homeric Hymn to
Hermes 4.4, 87-93, 87, 90, 190, 237-9

Homeric Hymns
H.11,8, 2950
H. 2 (Dem.) 6; & H. 5 (Aph.) 29, 30, 5.31~2,
813, 136, 1557, 1725, 205, 256-8,
278-9, 284-5
H. 3 (dp) & H. 4 (Herm.) 20-1, 4.88
H.62,3,5, 55867
H.71,3,8,3.388-439, 4407, 4-410-13
H. 84
H.93.40
H. 12 5.41—4
H34
His5
H 163
H.181,3,4
H. 19 4, 5, 24, 4.3, 55-61
Hoarg
H. 24 5.21-32, 24-8, 26-8
H 265
H. 27 3.1-18, 4.55-61
H. 28 4, 8, 3.1-18, 12-13, 308—9
H. 29 5.21-32, 22-3, 20—32
H. 31 2, ¢, 4.99-100
H 3224
H. 334
Homeridae 1, 2, 13, 3.172, 1745
honey 4.552-66, 55963, 562
Hyperboreans 3.60, g7-101, 103, 158-61

Ida, Mt 28, 5.4, 5374, 53~7, 58-67, 61-3,
66-8, 69—74, 979, 1002, 256-80,
274-91

Inanna 5. 87-9o, 161

Iris 3.89—126, 95-101, 97—101, 102-14, 1024,
105-8, 109~-12, 114

Ishtar 5.69—74, 87—90, 161—7, 187—90

legal language 21, 4.254, 312, 313, 31516,
372, 373, 385, 393, 524, 526-8, 56773

Lesbian poetry 29-30

Leto g, 3.1-18, 59, 12—13, 16-18, 2046, G2,
89-126, 158-61, 186-206

lyre 17~18, 19, 21—2, 256, 4.20-61, 24, 31,
47751, 51, 53—4, 128-9, 153, 388,
397512, 418, 433, 43695, 452, 4534,
4634, 464-89, 474, 478-88, 482-8,
490-5, 496-502, 496, 541-9

Maia 17, 24, 25, 4.1, 4, 154—83, 155_‘61) 157-9;
160-1, 227-92, 231-2

mimesis 3.162—4.

Mnemosyne 4. 429—-30

Muse, Muses 78, 22, 3.186-206, 18g-93,
193-6, 4.1-19; 1, 55-61, 427-33, 42930,
450, 556-7, 5.1-6, 1, 76-80
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music and song §-ro0, 12-13, 15, I7, 1922, 24,
3.127-39 and passim, 4.17 and passim,
5.76-80, 79-80, 293

Neoptolemus at Delphi 3. 535-7

nursing of deity 5, 3.123-6, 5.256-80, 256-8,
2747, 284

nymphs 24, 5.93-9, 979, 259~72, 262,
264-72, 267-8, 27491, 2747, 284; see
also Corycian nymphs

oaths 21, 3.83—6, 3329, 4.274—7, 2756,
366-88, 371, 379-80, 383, 384, 460,
518—20, 518, 519, 535-8, 5.26-81

Olen, hymns of 3.97-101, 158-61

Olympia 245, 4.94—141, 99—102, 102-3,
128-9

Olympus, entry of deity to 5, 9, 12, 17, 22, 28,
3.1-18, 2—4, 182-206, 186—206,
4.307-12, 322-96, 503-12, 504~7,
5.201

omens 19, 4.212-14, 293—303,295-6, 297,
342, 5419, 544-9, 546-9, 549 '

Onchestos r7—18, 20, 25-6, 3.229—38, 230,
231-8, 4.87—93, 88, 184—226, 1857

oracle, on Delos 3. 7g-82; at Delphi 3.214,
300-74, 396, 443, 474-523

Ortygia .16

Otreus 27, 5.107—42, 111-12

paean 10, 13, 3.272, 357-62, 393, 490-6,
51419, 517-19, 518-19

Paphos 5. 5374, 58-67, 589, 66

Paris, Judgement of 5. 53—, 57, 58-67, 76-80,
79-80

Parnassus /8, 22, 3.281, 282-6, 282, 4.552-66,
555

performance, of Homeric Hymns 1-3, 13, 24-5

Pisistratus r4

plectrum 3.182-5, 4.53—4

Polycrates 13, 3.4

Poseidon 29, 3.229—38, 231-8, 4.185~7,
5.21-32, 24—8, 191-290, 196—7

prayer 5.91-106, 103, 104

Proclus, Hymns 4, 32

Prometheus 4. 109-11, 111, 282

prophecy r7—22, 26, 3.79-82, 83-6, 127-39,
130-2, 131, 244, 252-3, 296-7, 390, 443,
4.397-512, 436-95, 463—4, 46489,
470-2, 472, 477, 482-8, 531-2, 535,
5419, 546-9, 549, 5501, 552-66,
556-7, 557, 566, 5.196-7

Pylos 1o, 26, 3.398, 423, 4.128-9, 216, 342, 398

Pythia 14, 3.389, 396, 443

Pythian Games 7, 15, 3.300—74, 540—3

Pytho (Delphi) ro, 13, 3.182—206, 182—5,
216-86, 2816, 372, 514-19, 517-19,
529-30; 535~7, 5403

Python (serpent of Delphi) ro, 13, 3.246—76,
300-74, 300, 3534, 355-6, 35762, 363,
372, 4906

repetition 30-1, 4.192, 5.37, 45-52, 61-3,

76-80, 2446, 274~7
rhetoric 20—, 4.260-77, 272, 366-88

Sacadas 15, 3.300~74

sandals, of Hermes 18, 23, 4.79-86, 79, 83

seduction scenes 371, 4.6, 227-34, 5.537,
647, 117-21, 143-67, 168—g0

Selene 4. 9g—102, gg—100

Septerion 7, 3.216-86, 30074

Silenos, Silenoi 25, 5.262

Sophocles, lohneutai 256, 4.5-9, 17-19, 20-61,
21, 25, 51, 75-8, 78, 216-18, 264, 447

speech, by Zeus 4. 3302, 5.67—73; change
from indirect to direct 4.526-8; indirect
3.105-8

syrinx 23—, 20, 4.503-12, 51112, 512, 552—66

Telphousa §-g, 17, 3.239-76, 244, 24676,
267-8, 37587, 379, 381, 387

temple, of Apollo at Pytho g, 13-14, 17,
3-294-8, 294-5, 296, 299 + 298, 393,
443, 4.176-81, 521~2; on Delos 6, 3.52,
79-82, 87; of Hermes on Mt Cyllene
4.2, 148

Themis g, 3.92-5, 94, 124

Thriai 4. 552-66, 557

Titans 3.329-30, 332-9; 3345, 336

Tithonus 7, 28-9, 5.191—290, 200—38, 200,
202-17, 218-38, 2536, 239-55, 23940,
259772

tortoise 18, 21, 250, 4.20-6, 24, 25, 31, 323,
36, 412, 4751, 118-19

trial of Hermes 18, 21, 26, 4.307-12,
322—96

tripods, of Apollo 3.443, 4.60-1, 179-81

Trophonius 3.231-8, 2948, 2967

Troy 28, 5.187-90, 196-7, 27491

Twelve Gods, cult of 23—y, 4.94-141, 1023,
128-9

Typhaon, Typhoeus 10, 17, 3.300~74, 305-55,
3089, 317, 327, 340, 352, 3534, 355-,
367-8, 4.415

wand, golden 18, 26, 4.528~32

Zeus 45, 9, 1721, 25—, 31, 3.1—18 and passim,
4.1-19 and passim, 5.1—44 and passin
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2 GREEK WORDS

&8exos 4.346
GVOTTNAETY 4.41—2
&rowa 5.139—40
&tdofados 3.61-82, 67
APTIHWS 3.171

PauBoiiacTUs 3.162—4
Piopecta 3.528
Poukohelv 4.167

Aehgivios 3.493-6, 496
SaTTUPTTEACHAY 4.357

EUPBOASBNY 4.411
EpLoUvIos 4.3, 551

OnAuTépoov 4.51

iyvUs 4.152
InTrennwov 3.272, 35762, 500, 514-19

KAPT 4.211

KEPTOPELY 4.56
KkvadSaiov 4.187-8
kpaivelv 4.427, 559
KpEUPaAIaoTUS 3.162—4

Adivos 00805 3.296
Aexemroin 20, 4.88
AnToldns 4.158
Alkvov 4.21

Atvov 3.104
AUpT 22, 4.47-51, 418

woloa 4.447
valew 3.299 + 298

oloTrOAOS 4.314

SAoAuyT 3.119, 5.19

Spyeiwv 3.389

Opuos 3.103, 5.87-90

6ain 3.231-8, 237, 4.130, 173,
470

0UAOTTO8’ oUAoKApTIVA 4.137

Tpooipiov 12, 13, 3.146-72

MuBikos vouos 3.300—74, 35762,
514-19

TUbov 3.373

o&vBahov 4.79
oaTival 5.13

oTOM 5.252
oUuBoAov 4.30, 526-8

o1} 4.241
PIA TR 4.67
PwpT 4.385

XOPHOPPWV 4.127
XPOTIOS 4.104.

3 PASSAGES DISCUSSED

AESCHYLUS

Niobe fr. 161.1—3 Radt: 4.573
ALCAEUS

fi. 34: 29

fr. 283.8: 5.157

fr. 304: 29

fr. 308: 25, 4.514—15

fr. 349: 29

SLG fr. 264.11-19: 25, 4.514~15
ANTONINUS LIBERALIS

23: 25, 4.70, 75-8, 87-93, 216
APOLLODORUS

3.10.2: 26, 4.212—14, 511—12
APOLLONIUS RHODIUS

Arg. 1.457-9: 4.55-61

Arg. 1.685: 3.528
ARATUS

Phaen. 268-9: 4.41—2

ARISTONOUS
Paean g—13 (Powell, CA p. 163):
3-443
ARISTOPHANES
Birds 575: 13, 3.114
Kuights 1015-16: 3.443
ATHENAEUS
29B: I, I3

GALLIMAGHUS
See Subject index
CERTAMEN HOMERI ET HESIODI
315~21 Allen: 13, 3.1, 165—76
CORINNA
PMG fr. 654 col.iil.32—4: 3.443

HESIOD

Th. 7-8: 5.261
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HESIOD (cont.) LONGINUS
Th. 857-8: 3.340 19.2: 5.153—4
Op. 365: 4.36
Op. 427: 4.90 NIGANDER
0p. 509-10: 5.264-75 Alex. 560~-2: 4.25
Op. 576-81: 4.98
fir. 54(a) and 57: 4.254~9 PHERECYDES
fr. 256: 25 FGrH 3 ¥ 131: 27

HOMER '~ PHILOCHORUS
1l 2.981-3: 3.340 FGrH 328 F 195: 4.552-66, 557
1. 4.75-9: 3.440—2 PINDAR
I, 5.265-72: 5.202—-17 P.o11.5-6: 3.443
Il. 10.458-68: 4.81, 134—7 Paean 12 (fr. 52m) 14-17: 3.119
1l 12.322-8: 5.241-6 PLUTARGH
1. 14.161--89: 5.58-67 Mor. 984aB: 3.388-439
1. 14.225-30, 280—5: 5.66-8
1. 16.179-86: 5.117-21 SAPPHO
1l 18.528-9: 4.286-8 fr. 44.13-17 L-P =V: 5.13
Il 18.590—-606: 5.119—21 fr. 44{A) V: 29, 5.16—20, 26-8
1l. 20.200-2 = 20.431-3: fr. 58.11—22 L-P = V: 29, 5.218-38, 2257

4.163—5 SGHOLIA
1l 20.232-5: 5.202-17 PiNarr, 13
1. 20.307-8: 29, 5.196-7 : SOPHOGLES
1l 21.121-35: 3.362—70 Ichneutas: see Subject index
Laocoon fr. 373.2—3 Radt: 5.181—go
Od. 4.605-7: 3.529 STRABO
Od. 5.55=77: 4.227-34 18.1.52—3: 5.196~7
0d. 5.488-93: 4.237—9
Od. 8.306-12: 3.311~30 THEOGNIS
Od. 8.362-6: 5.58-67 5-10:.3.118
0d. 9.259~63: 3.469—73 807: 14
0d. 11.248-52: 5.191-290 THEOPHRASTUS
0d. 15.295, 297-8: 3.425~7, 426-7, 427 HP 5.9.6-7: 4.109—11
Od. 24.220—44: 4.87-93, 87, 90, THUCYDIDES
190 3.104: 12, 3, I3, I4, 3.146—72, 146-8, 148,

0d. 24.402-3: 3.466—7 171



