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The present article aims to show that several passages of Greek tragedy make use of
language present in the Getty Hexameters, especially in contexts where incantations
and protection of the city are mentioned. The Getty Hexameters were written on a
lead tablet at the end of the fifth century BC in Sicily (Selinus or, more likely,
Himera). The article argues that the composition of the text predates the lead
tablet by several decades (section 2). It focuses on similarities in structure and
language that involve Soph. fr. 535 (section 4), Aeschylus’ Oresteia (section 5),
Sophocles’ Oedipus Tyrannus (section 6) and Euripides’ Hecuba (section 8). It also
suggests that Plato (section 7) and late antique poetry and prose (section g) reuse
some of the linguistic elements of the incantatory tradition of the Getty Hexameters.

1. Introduction

A passage of Timaeus of Tauromenium (fourth/third century BC) discusses the importance
of the myth and cults of Demeter and Persephone in Sicily. He claims that Carcinus, a
fourth-century BC tragic poet (from Athens or possibly from Akragas),” knew the cults of
Demeter and Persephone as practised in Syracuse, and was influenced by them in his
poetry. This is the fragment of Carcinus quoted by Timaeus:>

Aéyovot Afuntpdg mot’ Gppnrov kOpNV
IMovteva kpuelolg aprdoal Bovievpocty
dval e yolog €ig LEAUUPOELG LUYOVG:

"This paper was presented in Oxford, Lyon and Pisa. The final version was written during my period as Visiting Fellow
at All Souls College, Oxford, in the 2019—2020 academic year. I would like to thank L. Prauscello, D. Colomo,
E. Cingano, G. B. D’Alessio, S. Scullion and the people who offered suggestions and corrections at the oral
presentations, as well as the anonymous readers for the journal. This does not imply that all the people involved
agree on the interpretation suggested here. I alone bear responsibility for any remaining errors of fact or judgement.
1 See Snell and Kannicht (1986) ad 235.

2 See Carcinus 70 F 5.1-3 TrGF; Timaeus 566 F 164 Jacoby, from Diodorus Siculus 5.5.1.
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2 LUIGI BATTEZZATO

Demeter’s daughter, her whom none may name,

By secret schemings Pluton, men say, stole,

And then he dropped into earth’s depths, whose light
Is darkness (tr. Oldfather (1939))

The underworld is described by the striking oxymoronic phrase yoiog ... pelopeoels
puyovg ‘earth’s depths, whose light is darkness’. This could be seen as an original image
created by an inventive poet. In 2011, David Jordan and Roy Kotansky published the text
of a lead tablet from Sicily, dated to the fifth or fourth century BC, which uses the same
oxymoronic image to describe the underworld. The text is generally known as the Getty
Hexameters, from the name of the museum that houses the artefact. The Getty Hexameters
mention Persephone and Demeter, and call the underworld a ‘place whose light is
darkness’ (GH (= Getty Hexameters) 8-10):

8 Trooool Kot okiep®dV OpEwv HEACVOUYET XDpoL
9 Depoepdvng €y KAToL Gyel TPOG GUOAYOV dvéykn[i
10 v teTpoafipova molg royinv Apuntpog {+}omndov,

T...T the child, from the shadowy mountains in the black-lit place,
Leads from Persephone’s garden by force to its milking
The four-footed attendant of holy Demeter. . .3

The similarities with Carcinus in context and phrasing are striking. The text, of Sicilian
origin, is linked to incantations and, according to many interpreters, mystery cults.
Carcinus slightly adapts the language because of the different metrical context
(uehoppoels is much easier to insert in iambs than pelovouvyng, suitable for dactyls).
Carcinus’ text itself, by using the word dppnrov ‘unspeakable’, ‘secret’ in line 1, alludes
to the taboo on Persephone’s name: her name cannot be revealed to people who are not
initiated into the mysteries (Pausanias 8.37.9). The adjective ‘unspeakable’ thus functions
as an allusion to mysteries.* Several other tragic texts had already used this phrase (Eur.
Hel. 518-19 peAopgogs. .. €pefoc, Hec. 152 vooudt perovovyel, Ale. 261—2 vr’ d@piot
kvavovyéot | BAénwv mrepotog Awdoc, and below, section 8). Only the similarity

3 Text and translation from Janko (2015). I print tetpoffiuova, as in the tablet (see the editions of Faraone and
Obbink (2013b), Lucarini (2018) and Furley (2019)), not the correction tetpofdpove (Janko (2013) 47-8; the
form with alpha is found in a fifth/sixth-century AD curse tablet from Antioch: see Hollmann (2003) 76. I
thank D. Colomo for drawing my attention to this document. Janko reads {+}'Ocoo. at 8 as a proper name of
the ‘child’ (‘Ossa’); this is extremely unlikely, as no other similar names are indicated, but no clearly
convincing alternative has been suggested. The text is probably corrupt.

4 On the secrecy of the name and mystery cults see Kannicht (1969) and Allan (2008) ad Eur. Hel. 1306—7, with
further references. On the mysteries of Demeter (Eleusis and others) see esp. Sfameni Gasparro (1986); Burkert
(1987) 4-5, 73-4 and passim; Parker (2005) 327-68; Bremmer (2014) 120, 166—79, with further references.
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between the Getty Hexameters and one of these texts (Eur. Hec. 152 voop®dt pelavovyet) has
been discussed so far, and from a very different perspective. Some scholars suggest that the
Getty Hexameters imitate Soph. fr. 353.2 TrGF and Eur. Hec. 152.5 Others argue that both
tragedy, in these two cases, and the Getty Hexameters simply use traditional poetic language.’

This article aims to show that several other passages of Greek tragedy make use of
language present in the Getty Hexameters, especially in contexts where incantations and
protection of the city are mentioned. Tragedy incorporates and readapts many elements
taken from earlier genres of poetry, from epic to lyric; the sung and spoken performances
of choruses and characters often allude to these genres within the tragic setting.” Tragedy
also often alludes to magical texts and performances.® The publication of the Getty
Hexameters allows modern interpreters to perceive the background of many tragic passages
and the allusion to magical practices that would otherwise have eluded attention.

The lead tablet on which Getty Hexameters are inscribed was donated to the Getty Museum
in 1981 together with the lex sacra of Selinus, also on lead, and with ‘three curse tablets of the
early 5 c. BCE, also from Sicily.® Several complete editions of the Getty Hexameters have been
published,™ as well as studies on specific passages.”

Preparing a new full diplomatic and philological edition of the text, including a critical
apparatus and palaeographic notes, is beyond the scope of this paper. The line numbers
used (from 1 to 50) are those provided in the edition printed in Faraone and Obbink
(2013b).”* The text of the relevant sections will be provided, when necessary, for the

5 See esp. Bremmer (2013); Janko (2013) 55 agrees with Bremmer that ‘the striking parallels with Sophocles’
Rhizotomoi [fr. 353.2] and Euripides’ Hecuba strongly suggest that the poet who composed these spells was
familiar with some Attic tragedies of the latter half of the fifth century’. However, Janko (2013) 47 also
considers the possibility that ‘Euripides [in Hec. 152] is creating a tragic variation on the phrasing of this very
poem’.

6  Bettarini (2012) 115: ‘patrimonio poetico comune’, quoted with approval by Lucarini (2019) 30.

7  See e.g. Herington (1985); Swift (2010); Weiss (2018), with further references.

8 See e.g. Faraone (1985), (1994); Graf (1997) 22, 8, 98, 194; Dickie (2001) 29-31, 35-9, 55-8, 61, 65, 80, 87-8, 93—4;
Faraone (2008); Mueller (2011); Curti (2012), with further references. These texts also discuss the definition of
‘magic’, a complex problem that cannot be tackled in this paper. On magic in Greece see in general Graf
(1997); Dickie (2001); Parker (2005) 116-35; Collins (2008); Ogden (2009); Kindt (2012) go-122; Edmonds
(2019), with further references and extensive discussions.

9  Quotation from Jordan and Kotansky (2011) 55, who also provide other details about these artefacts. See the next
note for other editions of the Getty Hexameters. Janko (2015) 1—2 offers details about the acquisition process and the
study of the Getty Hexameters before publication. On the sacred law see Jameson et al. (1993); Robertson (2010);
Tannucci et al. (2015), with further references. On the curse tablets see Kotansky and Curbera (2004). For
collections and publications of other related inscriptions from the same area see Bettarini (2005a), (2005b);
Rocca (2009); Jordan et al. (2014).

10 See Janko (2013), (2015); Lucarini (2018); Furley (2019). Janko (2015) offers the most detailed report of readings and
textual suggestions and is based on direct examination of the tablet (see Lapatin (2013); Janko (2015) 2 n. 7).

11 See esp. Bettarini (2012); Johnston (2014); Caliva (2016); the papers in Faraone and Obbink (2013a) and Antonetti
(2018a) (esp. Tribulato (2018b); Cingano (2018), on textual and linguistic problems), and the bibliographical
references in these works and in those quoted in the previous note.

12 In other editions, line numbers start again at each column/side (esp. the authoritative editions of Jordan and
Kotansky (2011) and Janko (2015)). Starting the numbering again at each column/side is more accurate, in that
an unascertainable number of lines have probably been lost at the end of each column. However, it is
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convenience of the reader. The translation, unless otherwise noted, is that of Janko (2015),
occasionally slightly adapted.” Many points of text and interpretation are uncertain. For
reasons of space, textual and interpretive problems will be discussed only when they
affect the point discussed in this paper.

Section 2 will illustrate in brief the debate on the date and origin of the Getty Hexameters,
arguing that the text was written in Sicily (Selinus or, more likely, Himera), and that the
composition of the text predates the artefact (end of the fifth century BC) by several
decades. Linguistic and epigraphic data suggest that it is highly unlikely that late fifth-
century tragedy influenced the text of the Getty Hexameters as a whole. The main argument
of the article (sections 3-9) does not depend on conclusion of this (more technical)
section. Sections 3—9 can be read independently from section 2.

Section 3 offers a brief overview of the content of the Getty Hexameters.

Sections 46 and 8 discuss the interaction between the Getty Hexameters and Greek tragedy,
focusing on similarities in structure and language that involve Soph. fr. 535 (section 4),
Aeschylus’ Oresteia (section 5), Sophocles’ Oedipus Tyrannus (section 6) and Euripides’ Hecuba
(section 8). Plato (section 7) and late antique poetry and prose (section g) reuse some of the
linguistic elements of the incantatory tradition that reverberate in tragedy.

2. Context, date and language

2.1 Texts and copies

The Getty Hexameters are part of a constellation of texts. Several sections of the Getty Hexameters

are transmitted, in identical or similar form, alone or in combination with other texts, in a

number of other documents, spanning from the early fifth century BC to the fourth century

AD, and coming from different part of the ancient world (Sicily, Crete, Egypt, Rome).™*
Richard Janko attempts to reconstruct the ‘archetype’ of all the extant texts, starting from

the Getty Hexameters, the longest text.” It is however possible the Getty Hexameters (or their

unfortunately unlikely that the missing lines will emerge soon or at all. The continuous line numbering system is
easier and is used in many publications: Faraone and Obbink (2013a); Janko (2013); Caliva (2016); Lucarini (2018);
Furley (2019)). It is in any case plausible that the Getty tablet included the lines printed as col. ii lines 21-2 in Janko
(2015) 6; these lines survive in other texts (LX®: see below for the sigla) and can be reconstructed at least in part;
only traces of a few letters survive in the Getty tablet. This insertion does not change the line numbers, and Janko
(2015) 6 thinks that line 42 (in the numbering adopted here) was the last line of the column.

13 The presentation of the text is simplified: papyrological underdots and the symbols used by Janko to indicate
corrections are omitted. The papyrological ‘corner brackets’ | i indicate that the text is missing from the Getty
tablet but is found in parallel texts. The text is often uncertain, and many supplements printed by Janko in the
lacunae are to be considered exempli gratia, not certain.

14 See Jordan and Kotansky (2011) 54 n. 3; Bettarini (2012) 111; Del Monaco (2012) 131; Lucarini (2018) 25.

15 Janko (2013), (2015). Janko, even if he attempts at reconstructing an ‘archetype’, still uses the Getty text as a basis
for the reconstruction, writing ‘col. i’, ‘col. ii’ etc.; these are the columns of the Getty Hexameters, though, not those
of the archetype (which we cannot reconstruct in its materiality, unlike that of e.g. Lucretius: Timpanaro (2005)).
Janko (1984) and (2016), following the lead of West (1975) and Lloyd-Jones (1975) 225, offered reconstructions of
the ‘archetype’ of the Golden lamellae for the dead. Individual differences between these texts are pointed and
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model) were written assembling pre-existing different shorter texts. This longer version is
not necessarily the archetype of the shorter text.® The shorter texts may have different
linguistic and dialectal characteristics from that of the Getty Hexameters. Moreover, it is
clear that the text was heavily changed in some copies: lines 36—41 of the Getty Hexameters
are written as prose, but clearly derive from a hexametrical text.”” The present article will
focus on the Getty copy as a specific version of a widespread group of similar texts.

2.2 Writing, the date of the tablet and the date of the text
The first editors, Jordan and Kotansky, suggest that the tablet was written in Sicily in the
period 425-375 BC.®® They argue that it could have come from Selinus, like many other
similar inscriptions on lead. However, they point out that the use of the ‘half eta’ symbol
t to indicate aspiration has a parallel in Himera, not Selinus.™

Jan Bremmer and others suggested 409 (the date of the destruction of Selinus by
Carthage) as a terminus ante quem for the Getty tablet.*® We have indications that Selinus
was inhabited after 409, even if many limitations to civic life were in place.*® The terminus
ante quem of 409 is not relevant if Himera is the place of origin of the text or of the tablet.

The Getty tablet contains, as many scholars have noted, a series of mistakes that originate
in writing, not in composition or oral transmission. The text itself stresses the importance of
writing and copying. Right at beginning, it presents itself as ‘the meaning-filled letters of
these sacred verses ... inscribed on lead’ (t@vd repdv €néwv dpionuo... | ypluporo:
Koootépot kekohoppévo, 2—3),>* and thus points to writing as the medium of transmission.

There are several mistakes in the writing of aspirations.?® Different explanations have
been put forward, which require a complex series of adaptation between different
linguistic contexts and/or writing systems.** Two mistakes clearly suggest that the Getty
tablet derives at least in part from a written transmission. The spelling woyinv in line 10

crucial for understanding the meaning of each artefact in context: see e.g. Battezzato (2005); Ferrari (2004) 103,
(2007) 118-21, 30, (2008) 1-8, 25-6.

16 Janko assumes separate ‘archetypes’, one in ‘Doric dialect’ and one ‘in a post-Homeric form of the epic dialect’,
for different parts of the text (Janko (2013) 55-6).

17 See esp. lines 38-40: Janko prints the hexameters in separate lines in 2013, but as prose in 2015. See Janko (2015) 6,
col. ii lines 1820 and 21-2.

18 Jordan and Kotansky (2011) 55.

19 Jordan and Kotansky (2011) 55. See also Janko (2013) 32 n. 7 and Tribulato (2018b) 15 and n. 31. Janko (2013) 38
n. 30 considers the possibility that the text was from Himera, and copied in Selinus. Antonetti (2018b) 114-16
offers the most extensive and detailed discussion of the attestation of the + symbol and concludes that it
points to a Sicilian origin of the copy.

20 Bremmer (2013) 28; Janko (2013) 37, (2015) 3.

21 See e.g. Marconi (2018) 188—9. It is true that Selinus could perhaps not be described as a polis after 409 (Janko
(2013) 37), but someone could have copied an earlier text: a post-409 date for the tablet still allows the text to be
earlier.

22 On the text of these lines see Cingano (2018). I adapt Cingano’s and Janko’s translation of these verses.
23 See Bettarini (2012) 126—7; Janko (2013) 44-5; Tribulato (2018b) 11; Lucarini (2018) 24-8.
24 Bremmer (2013) 28.
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is very likely to derive from roryinv: the half eta, indicating aspiration, was mistaken for an
iota.* Olga Tribulato plausibly argues that the spelling +éne’ (i.e. éne(c) ‘words’) in line 7 is
a copying mistake originating from a written text that read Féne’. She notes that the
digamma is not used in texts from fifth-century Himera or Selinus.? It is however used
in the late sixth-century lex sacra from Selinus and is attested until the mid-fifth century in
that city.”” This would be consistent with the hypothesis that the Getty Hexameters derive
from a text written many decades before the end of the fifth century, at a time when
digamma was in use; the sign was unfamiliar to a late fifth-century scribe and was
wrongly transcribed.”® We would thus need to posit an ‘original’ Ionic-Epic text without
digamma; we must suppose that it was then transcribed in an area where the digamma
was written (at least on some occasions) and the corresponding sound pronounced; and
finally, we must suppose yet another transcription which mistakes the digamma (by now
out of fashion, or not in use in the area) for an aspiration mark. This projects the text
into a past that is very distant from the dating of the Getty tablet.

It seems likely that this text was in circulation, in some form, in the late sixth or early
fifth century. This has important consequences not just for the dating of the composition
but also for the relationship of the Getty Hexameters to tragedy.

2.3 Language
The Getty Hexameters use a mainly Ionic-Epic language, but several non-Ionic forms are also
present. The ‘Doric’ forms include viv (4),* oxiopdv (8), dxopavtopdo. (11), epaciv (39).
We also find instances of Atticism (13 [E]ivodio{t} & (+)Exdte{t}) and words that could be
‘Doric’ or Attic (34 Biow, dative).?°

Tribulato convincingly suggests ‘that the original text employed an Ionic diction mixed
with certain metrically guaranteed features adopted from Doric and perhaps consciously
employed to gesture towards the linguistic context in which the text was produced’, and
connects this with Himera, a city where, according to Thucydides (6.5.1), a dialect
‘between that of the Chalcidians and Doric’ (povn pév peto&b tiig 1€ XoAKBewv kol
Awpidog £xpbn) was spoken.>® Many scholars present the provenance from Selinus as a
fact, but Himera, as Tribulato argued, is at least as likely as Selinus, if not more.?*

25 This error is discussed by Bettarini (2012) 112 n. 9; Janko (2013) 48; Tribulato (2018b) 12. Tribulato stresses that this
mistake implies a written transmission of the text.

26 See Tribulato (2018b) 16.

27 Bettarini (2005b) 63—4. See also Jameson et al. (1993) 46; Dimartino (2015) 139, 141, 159.

28 See Tribulato (2018b) 12-14.

29 Written v in the tablet, because of assimilation to the first consonant of the following word, anuovéovotv.

30 Some of these forms can be seen not as specifically Doric but as ‘common’ Greek forms: see the excellent
discussions by Bettarini (2012); Janko (2013) 46-56; Lundquist (2016) 440—2; Tribulato (2018b) 14—20, with
further references.

31 Tribulato (2018b) 19. On the dialect of Himera see Tribulato (2018a).

32 Bremmer (2013) 28 stresses that Selinus is the only Sicilian city where we find a sanctuary of Hecate next to a
temple of Demeter. However, the connection between Hecate and Persephone is found in many Greek texts, as
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There is another passage in the Getty Hexameters which may suggest the mixing of different
linguistic codes. At line 16 the tablet presents the word mpouoleiwso, corrected into
npoporotoo in the editio princeps, a correction accepted by all subsequent editors. This is a
very strange mistake, since -oUco is a very common participle ending, correctly transcribed
elsewhere in the tablet (12 temBodoa, 14 €éxkAdlovoa), and the error is unexplainable from
a palaeographic or phonetic point of view. One could explain it more easily if the original
had the form mpopodoico. This Aeolic/Pindaric participle form is common in lyric but
unusual in other genres, and it could have prompted the scribe to assimilate the ending to
that of participles in -eico. Forms in -owso, outside Aeolic poetry, occur in Alcman (e.g.
PMG 1.61 @epoicoig, 3.64 Alo]tuuérotoa and 65 €yoica),>* in the ‘quasi-hexametric’ poetry
of Stesichorus of Himera (see e.g. fir. 19.19 €xoico, 118.9 3]poakoica, 211.17 |.Apeoico. in
Finglass’ edition),® in Pindar and Bacchylides,?® in kitharodic poetry,” in Eumelus (PMG
696.1 Moioa and 2 €yowoca (Dindorf, on the basis of Motca: €yovca MSS)), in Epicharmus
fr. 8o (nowwov €yowsa: the forms in -owo are attested as variant readings and are
probably the form that Epicharmus used here),3® Rhinthon (fr. 6 Kassel-Austin &yoic0).
The occurrence of these forms in non-Aeolic poetry are to be explained as borrowing from
the Aeolic tradition.?® The forms also occur in hexametric or elegiac epigraphical texts from
many areas, including Attica (PMG 938e Moicd pot), Corinth,*® Boeotia,** Crete** and
Southern Italy.® These instances in hexametric or elegiac poetry are probably to be
interpreted as influenced by the language of lyric poetry. Form in -owsa are of course
regularly found in the Theocritean corpus (e.g. 20.39 poioica), where they may have been
felt as part of the ‘Doric’ (Pindaric) elements.** Greek poetical languages regularly insert
elements from different traditions into whatever literary language they adopt as primary.*

Bremmer himself points out: Eur. Ion 1048 Eivodio. O0yortep Aduotpog, with Martin (2018) ad loc., Phaethon fr.
781.268 & mupdg déomowva Afjuntpog k6pn Kannicht, with Diggle (1970) on line 268 of his edition; see also the
Homeric Hymn to Demeter 51-89, with Richardson (1974) ad loc.

33 Tribulato (2018b) 14 considers this one of the ‘mistakes concerning vowels which however are purely accidental’.
34 See Hinge (2000) 43-6.
35 See Willi (2008) 68; Finglass in Finglass and Davies (2014) 44.

36 Many instances in Pindar: see e.g. Pyth. 8.4 and 9.32 €yowsa. For Bacchylides see 19.13-14 Snell-Maehler
Aoxoloav (the forms in -ovoa are normal: see Maehler (2004) 12).

37 Cassio (2005) 22-3, 34-8.
38 Favi (2019).
39 See Cassio (2005) and the lists and discussions in Favi (2019) 167—71; Wachter (2001) 340-1.

40 Hansen (1983) 187, n. 352 ].uuveotoa (e]dpevéorso suppl. Jeffery) (Corinth, seventh century BC); see Cassio (2005)
24. Probably hexametrical.

41 Prauscello (2019) 75-8 discusses an example found in CEG 114.4, an epigram in elegiacs from Kopai, Boeotia, dated
to the first half of the fifth century BC.

42 Tribulato in Willi (2019) 86 quotes an epigram from Polyrrhenia, Crete, dated to the second/first century BC (SEG
16, 532).

43 Favi (2019) 167 n. 75 discusses Mowoawv, an instance found in a vase from Satuiro, near Tarentum.

44 On these forms see Hunter (1999) 26, with further references.

45 See in general Cassio (2010).
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This does not mean that the model of the Greek Hexameters was originally written (if an ‘original’
model ever existed) with the form in -owco or that we should expect these forms to occur
consistently in the poem. It simply means that at some point in time one occurrence of the
participle was given this unique non-standard feature, which could have been perceived as a
prestigious ‘Lyric’/‘Doric’/Stesichorean’ element. That unique form was then corrupted to
TPOLOAEICOL.

2.4 Conclusions on date and place of origin

On the basis of these palaeographic and linguistic considerations, it is very likely that the
tablet itself was written in Sicily (possibly in Himera or Selinus) at the end of the fifth or
beginning of the fourth century BC. The text itself (or at least large sections of it) must
have been composed some decades before it was inscribed on the Getty lead tablet; it
was transmitted in writing, probably in different Greek-speaking contexts and using
different alphabetic systems.

3. Structure of the text

The Getty Hexameters are structured according to a very clear pattern. We find four occurrences
(with slight variations) of a line invoking Paean. These invocations divide the text into clearly
marked sections which differ for content and style. This is the outline:

-5 the speaker asserts the efficacious power of the incantation
invocation to Paean:

Moy, ov 8¢ ndvtos’ GAEEO POPUOKO TEUTELS

‘Paeon — to every place you send protective drugs —’

7—22  Paean narrates a story about a goad, related to Persephone and Hecate
23 invocation to Paean:

Tomav,s o yop avtog {rHouri€€yo apuaLKo TEUTELS. s
‘[Paeon] — you send protective drugs yourself —’

24-31 the text states that incantations will protect ships, people, animals and the
city in general

32 invocation to Paean:

[Moav, ov 38]€ Tavtos’ dkeo{c}popos oot kot €60[A0C.]

‘[Paeon] — to every place you bring cures and are good.’
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33-48 Ephesia grammata
49 invocation to Paean:

[Mou]nov, ro yap adtog dAEEo @opuroko mé[unet]

‘[Paeon] — since he sends send protective drugs himself -’
50 conclusion: Paean will protect against evil pharmaka.

Refrains are of course common in magical texts (e.g. Aesch. Eum. 328-32 = 341-6; Theocritus
2.17), but also in paeans.*°

Interpretations of the Getty Hexameters vary. Jordan and Kotanksy consider them the
‘traditional legomena of a rite of initiation into the worship of Demeter and Core’.#
Similarly, Dirk Obbink thinks that this text is ‘poetry performed in a mystery context’ and
calls it a ‘telestic song’.*® William Furley argues that ‘the Getty narrative is nothing other
than the sacred narrative of Dionysos’ birth’, and that its author is ‘an Orpheotelestes’ who
‘appeals to Apollo Paian as the divine healer, who, according to myth, had even saved
Dionysos as a child’;* the first line ‘introduces the hieros logos of mystery rites’.>° Janko
instead considers it ‘a late fifth-century hexametric incantation against witchcraft, into
which an earlier spell is embedded; it was intended for civic rather than private use’;>
Christopher Faraone and Radcliffe Edmonds also argue that the text is a civic incantation.>

Explicit references to mystery cult are not present in the extant part of the text, and the
references to Persephone (8) and to the Idean Dactyl Damnameneus (41) do not necessarily
prove that this was used in a mystery context. The emphasis on the protection of the polis
(25—31) indicates that this a text was part of a ritual aimed not at a single individual but at the
community as a whole.”

Ian Rutherford, focusing on the paeanic features, suggests that the Getty Hexameters can
be ‘a paean-incantation, in fact the only example of this sub-genre to survive’.>* One should

46 See Kippel (1992) 66—7; Rutherford (2001) 21, 69—72 and passim; Finglass (2018) on Soph. OT 153-5.

47 Jordan and Kotansky (2011) 54.

48 Obbink (2013) 175 and 8.

49 Furley (2019) 52.

50 Furley (2019) 58.

51 Janko (2015) 1.

52 Faraone (2013) and Edmonds (2013). Faraone also suggests that the Getty Hexameters could be a sort of anthology,
with rubrics marked by the Paean invocation. The focus of this article is not on whether this was ‘an anthology’ to
begin with, but on whether the person who composed the text as we have it meant it to be used in ritual. As
showed above (section 2), it is unlikely that the person who composed the text was also the person who
inscribed it onto the Getty tablet.

53 For arguments against the hypothesis that the tablet is connected with mystery cults see Edmonds (2013).

54 Rutherford (2013) 167-8. He also explores other possibilities: ‘a hexametric ritual text’ or an early instance of
Kreuzung der Gattungen ‘between the genres of ritual historiola and incantation paean, resulting in something that
would have been recognized as a hybrid’.
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add that the dactylic rhythm is very frequent in paeans.> Richard Janko and Carlo Martino
Lucarini accept that this text is a paean in hexameters, comparable to the one composed by
Socrates before his death.5® The hypothesis that this text was felt to be a Paean-incantation is
compatible with its status as amulet: the first three lines of the text allude both to the oral
performance of the text (GH 1 €nceido ‘I sing’) and to the fact that the text is written down
on lead (GH 2—3 1@v8 riepdv £némv dpionuo . .. | ypduuoto Kooo1tépml kekoAouuévo, ‘the
meaning-filled letters graved on lead’).

The structure and language of the Getty Hexameters is reflected in some passages of Greek
tragedy, especially Aeschylus. This suggests that similar Paean-incantations were more widely
used and known. Aeschylus, Sophocles and Euripides all use the language of magic and
incantation as preserved in the Getty Hexameters. It is certainly possible in principle that the
influence went both ways, and that magical texts occasionally imitated specific tragic
phrases and epithets. The interaction of genres is however in the other direction: tragedy
clearly alludes to the genre of magic/religious poetry in many passages;>’ magic texts do
not need an allusion to the tragic genre for their literary and performative goals.

In what follows, to indicate an allusion to a genre or a sub-genre such as ‘incantations’
or ‘paean’ (as opposed to the instantiation of the genre in a specific text), we will speak of
‘genre intimation’. To indicate the use of language that evokes a specific genre, we will talk of
‘linguistic intimation’. To indicate an allusion to a specific text, identified by allusion to its
wording, we will speak of ‘textual allusion’; the text alluded to will be called the ‘exemplar-
model’ (‘modello-esemplare’ in Conte’s influential terminology); ‘intertextuality’ will be
used as a general term indicating all different kinds of relationship between texts (allusion,
intimation, quotation, similarity).>®

4. Sophocles fr. 535 (Rhizotomoi)

Bremmer notes that lines 1213

... [E]ivodio{t} & (+)Exdte{t} epik®del @wvij
LBupBopov €kkAdlovoa Bed Bedt 1yepoveVLEL-)

55 See below, n. 8s.

56 On Socrates’ paean in hexameters see the first line ANAU AmoAkov xoipe, kol Aptept, noide kAeeww, a
hexameter, reported by Diogenes Laertius 2.42=Képpel (1992) 395 (Paian 52) (Képpel states, without
argument, that the text is a forgery), and Janko (2015) 1 and Lucarini (2018) 33. Faraone (2011) 224-5 interprets
Socrates’ paean as 4da followed by a run of dactyls. It is impossible to disprove this, as we do not have the
rest of the poem, but ancient authors normally quoted the first line of a poem to identify it; Diogenes Laertius
could easily have stopped at Aptep if that was the end of the first line, or quoted more words if the line was
longer. Furley (2019) 52 claims that ‘the appeal to Paieon by no means makes the Getty text a paean, as
Rutherford has argued in FO [= Rutherford (2013)]; rather, this is “Orphic” Apollo, the magical healer, who
also plays a conspicuous role in the later Greek magical papyri’. The hypothetical ritual role of Apollo in a
Dionysiac or Orphic context does not however rule the possibility that the text is a paean: it would simply
make it a paean performed in a different context.

57 See above, n. 8.

58 See Conte (1986) 31; Hinds (1998) 41—2; Morrison (2020) 1821, with further references.
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Hecate of the crossroads, screaming obscurely
In hair-raising voice, a goddess, leads the god

present similarities with Sophocles’ fr. 535, a choral passage from the play Rhizotomoi ‘Root-
cutters’.® The play included a description of Medea’s magic abilities.®® The fragment runs
as follows:

“HMe déomoto kol ndp iepdv,

tig Eivodiag ‘Exdng €yxoc,

70 &t OvAOUTOL <mpo>moroVon PEPEL
Kol yfig avioDo’ iepag tp1ddoug,
GTEPOVMOOUUEVT dpUT KOl TAEKTOIG
OUAV OTEIPOLGL dPaKOVIMV

O Sun our lord and sacred fire, the spear of Hecate of the roads, which she carries as
she attends her mistress in the sky and as she goes up the sacred crossroads of the
earth, crowned with oak-leaves and the woven coils of savage dragons!®

The similarities consist in the phrase ‘Hecate of the roads’, in the mention of torches
(‘spear’) and the procession. It is unlikely that the widely attested epithet of the goddess
was invented by Sophocles in this fragment.®* Sophocles is likely to have imitated cultic
language (‘linguistic intimation’); he clearly introduces an innovative metaphor (‘spear’)

to

describe a cultic object (‘torch’), but the metaphor is not present in the Getty

Hexameters. Many texts connect torches with Hecate and mention her role as ‘attendant’
and the procession.” These considerations do not prove that the Getty Hexameters imitate
the passage of Sophocles. Nor could one argue in the opposite direction. As one
anonymous reader put it, ‘in a world where it is entirely plausible that there were
processions in connection with Hecate of the crossroads, no link at a textual level is

60
61

62

63

See Bremmer (2013) 28 and Janko (2013) 50 (‘this is as striking as the parallel with Euripides’ Hecuba’).

See Lloyd-Jones (1996) 268-9; Radt (1999) 410.

Text and translation from Lloyd-Jones (1996), adapted: I capitalised the epithet Eivodiog in the Greek text and
printed dviwode’ (Wilamowitz) instead of voiovs’ (MS) (see Radt (1999) ad loc.).

For other occurrences of this epithet for Hecate see Johnston (1990) 23-4, 7; Zografou (2010) 109—22; below, n. 75 ;
and e.g. Eur. Hel. 569-70 (Me.) & pwopdp’ ‘Exd, néune @dopor’ evuevii. | (EX.) o0 vuktigoviov mpomoiov
"Evodiog W opoug. On the equivalence between Hecate and Einodia see also Kannicht (1969) and Allan (2008)
ad loc., who also lists passages where Hecate is said to carry torches: Ar. Thesm. 858, with Austin and Olson
(2004) ad loc. (the most exhaustive collection of evidence), Lys. 443. In Soph. Ant. 1199 the ‘Einodia goddess’
(epithet only) is coupled with Pluto: this is probably a reference to Hecate (so e.g. Griffith (1999) ad loc.), but
it may also refer to Persephone, often linked to or equated with Hecate: see Martin (2018) on Eur. Ion 1048
Eivodia. 80yatep Adpotpog (above, n. 32). For Artemis and Hecate see also Theocritus 2.33-6. Finglass and
Davies (2014) 502 on F 178 Finglass offer a very useful survey of the evidence.

See e.g. the Homeric hymn to Demeter 52 fjvteto ot ‘Exdtn c€log €v xeipecow €xovoa, with Richardson (1974) ad
loc.; Ar. Ran. 1361-2.
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required’. It is legitimate to see ‘linguistic intimation’ to cultic language in Sophocles, but
not a ‘textual allusion’ by Sophocles to the Getty Hexameters or vice versa.

5. The Oresteia of Aeschylus

The Oresteia provides some striking parallels for the language and genre of the Getty
Hexameters (‘linguistic intimation’ of magic language in tragedy). Incantations and magic
are often discussed in the trilogy, at crucial moments: in the Agamemnon the most striking
passages occur in the third stasimon, in Clytemnestra’s speech to Agamemnon (958—72),
and in Thyestes’ curse, as reported by Aegisthus (1601—2); in the Choephori, in the second
stasimon; in the Eumenides, in the incantation of the Furies in the first stasimon.®* This
section will show that the connection between the Oresteia and magic texts, in particular
the Getty Hexameters, is stronger than simple linguistic intimation.

5.1 The Agamemnon
Let us start with the parodos of the Agamemnon. The chorus, just like the speaker of the Getty
Hexameters, proclaims their authority (GH 1 ovk dtéheot €noeidm ‘and the spells that I sing
are not unfulfilled’; Aesch. Ag. 104—5 x¥p1dg €iut Opoglv G8ov kpdtog aiclov Gvdpdv
évieléwv- ‘I have authority to tell of the auspicious departure of the commanders, | men
invested with power—).% The chorus here speaks in hexameters, suggesting a link with
the epic and kitharodic tradition;* the Getty Hexameters form part of this tradition too.
There are similarities in content. The Getty Hexameters envisage a crisis situation: ‘a doom
that brings death’ (26—7) threatens humans and flocks; the crisis can be meet by repeating
‘night and day’ (29) a prayer or incantation, saying ‘[better] so for the city’ (31); the sequence
ends with an invocation to Paean at 32. This is the text (23-32):

Tomwv,s — ob yop adtog {r}auhi€€o eopuonko TEUTeLs.) —

knAnBJuod kardxove @[p]aciv YAvkLY H[Upvov £0gpav-

nacw & a]vBponotoy Emebéyyec{c}bon dv[wya, 25
rog dMu]ot kdv evmoOAEL®L Kol vovoty, rotofv Kp]

Govo €n’ &]vBpwmolg Bovotnedpog £yyv[Bev O]

1ro¢ Kol €n]i mpoPdrtolg kol €ml € vouot Bpot[elaig.

64 See Faraone (1985); Garvie (1986) on Cho. 819—24; Griffith (1995) 101 n. 26; McClure (1996), (1999) 80—92; Curti
(2012); Medda (2017) on Ag. 360-1 (navokédtov, attested in magical papyri), 699—700 (teAecciepav, attested in
magical papyri), 958—72, 1020-1, 1409-10, 1417-18, 1601—2. See esp. Ag. 1019—21 0 & €ml YGv TECOV Gmol
Bovéowov | mpémap Gvdpog péhav odpa Tig &v | méAw dykoAéoout €roeidwv; ‘But once the black blood of
death | has fallen on the earth in front of a man, | who by any incantation can summon it back again? (tr.
Sommerstein (2008)); cf. Eum. 649.

65 Translation from Sommerstein (2008).

66 Cf. Raeburn and Thomas (2011) on Aesch. Ag. 104-59; Medda (2017) 1.47—9 and 1.71, 77-8, including the linguistic
and metrical comment on Ag. 1045 (epic influence); Fraenkel (1918) 321-3 = (1964) 1.202-3; D’Alessio (2009) 142—3
(kitharodic influence).
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10Ut 81 ¢]0éyye{cloBou &v £Depdvmt N8E ko’ [uap,

xpnouo]v éymv réclov {olov} otopotog Bu[pétpotoly €v ool 30
“Bértiov €]o{c}t moAEL T YOp OpxTg EoTv GproTal’.

Mooy, ov 8] navtdo’ dxec{c}pdpog ool kol £60[AoG.

[Paeon] — you send protecting drugs yourself —

[Kindly] hear in your mind the incantation’s sweet song.

[I bid you] intone [it] for [all of the] people, 25
As in [folk] good at war and in ships, when [some doom]

[Comes suddenly] nigh bringing men to their deaths,

[As too both] for flocks and for mortal men’s crafts,

Utter [what follows] by night and by day,

Keeping holy your [oracle in] the doors of your mouth: 30
‘[Better] so for the city: for order is best.’

[Paeon] — to every place you bring cures and are good.

Many supplements are uncertain, but the general sense seem to be well captured by Janko’s
text as presented above. An important point for the following discussion is the text of GH 31.
Different supplements can be proposed. Kotansky suggests [ypriowo v’ €]ott noier and
Furley Adov &]ott m6re.” One can think e.g. of [Bédtior’ &]oom model, [kéAMoT €]ooTt
noeL, [eV 168e ¥’ €)oot morel, [eD vu 148’ €)oot morel, [eD vt £]ooTt mOAeL. Janko
is in any case probably right to suppose that GH 31 is a direct speech, which must be
‘spoken night and day’ (29) by human beings who must pronounce or keep something
‘holy’ in their ‘mouth’ (30). Janko provides some modern comparisons for this type of
repeated statement,*® but we will see that the Oresteia offers ancient parallels.

In the parodos of the Agamemnon we find again a crisis that threatens the survival of the
community (in this case, the army) that is at war (cf. GH 26 dMu]mt kév evmoréumt: the text
is uncertain but the mention of war is not). The army suffers from hunger (Ag. 188, 194), and
the winds destroy ships and cables (Ag. 195 va@v <te> kol melopdtmv dpedels; cf. GH 26
vavoty). This crisis is announced earlier in the parodos, when the chorus mentions the
omen (the pregnant hare killed by the two eagles: Ag. 109—20) and intones the famous
refrain (Ag. 121 =139 =159):

67 See Kotansky (2016) and Furley (2019) 60.

68 Janko (2013) 35. Lucarini (2018) 28 rightly asks for ancient parallels. Lucarini (2018) 27-8 suggests that the object of
¢B¢yyecBan in GH 29 is lost in the preceding lacuna and that we should read (note the quotation marks in the
Greek text printed by Lucarini): [“Tlonov”] ¢6€yyeccbon ‘cantare il peana’. However, IToufwv is nominative,
where we would expect a metrically impossible accusative; the insertion of quotation marks is unhelpful for a
text that was meant to performed orally, and Lucarini fails to indicate parallels for this syntax (a single word in
the nominative as ‘citation form’). Lucarini (2018) 27-9 also suggests reading to. yop opyn €otv apiotov
‘queste cose infatti sono principio di cose ottime’ at the end of GH 31 but a conjecture introducing the hiatus
apyn €otv (without the common epic shortening of eta) is not especially likely.
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oilvov ofdvov ging, 10 & D vikdtm

Cry sorrow, sorrow, but may good prevail!®

This refrain again recalls the hexameter (five dactyls, with the first eight syllables corresponding
to the first part of the hexameter until the ‘feminine’ caesura in the third foot). The refrain thus
frames, as in the Getty Hexameters, narrative sections that contain both the description of evils
threatening a community, and possible remedies. The text also recalls GH 31 [BéAtiov €]o{c}mt
noAeL ‘[better] so for the city’. In fact, in the first section the prophet Calchas explains that
‘destiny’ is threatening the Trojan community and its animals (Ag. 128-30 mévto 8¢ mVPywV
| kthvn mpdobe 1o SnuoninBéa | Moipa AomdEel mpog 10 Blowov ‘in front of their walls
| Destiny will violently plunder | all the mass of livestock the community possesses’). The
loss of livestock (Ag. 129 xtvn; cf. GH 28 mpofdtowg) is of course disastrous for ancient
societies, and we will see it mentioned again in the Oedipus Tyrannus (see below, section 6),
in a context that also recalls the invocation to Paean of the Getty Hexameters. The prophet
explains that the expedition on Troy is at risk because of the wrath of Artemis, a threat of
famine and destruction to the Greek community (Ag. 134-7, 194). After the second
occurrence of the refrain (139), the speech of the prophet resumes. Note that the Getty
Hexameters too are structured as one or possibly two direct speeches of Paean, interrupted by
addresses to Paean himself (above, section 3). The refrain ‘may good prevail!’ is a protective
charm (repeated three times) for the Greek army, and the prophet stresses that the divinity
that might help is Paean himself (Ag. 147-51), again in a passage that recalls the hexameter
(seven dactyls in lines 148—9 and 150-1):7°

inov &M xoréw Tondvo 147
un Tvog AvTimvooug Aavaolg xpoviog £xevidog dmiolog 148—9
1ev€n, onevdouévo Busiov £tépav, Gvoudv Tv’, ddortov 150-1

So I call on the healer Paean:
Let her not cause any persistent adverse winds that hold back the Danaan ships
From sailing, bent on another sacrificial slaughter, one without music of feasting.

The phrase of line 147 follows a pattern that we find in lines C-D of the Phalasarna tablet
(one of the magical texts that partly overlap with the Getty Hexameters):”*

69 Here and below, text and translation of the Oresteia are taken from Sommerstein (2008), with occasional
adaptations. The commentaries by Fraenkel (1950), Denniston and Page (1957) and Medda (2017) offer detailed
discussion of the textual and interpretive problems of these passages, with ample bibliography. It is
impossible to discuss these problems here. On embedded speeches in the parodos of the Agamemnon see the
perceptive remarks of Uhlig (2019), who stresses how the choral voice blends with that of Calchas in the
second and third repetition of the ritual refrain.

70 The metre is: iamb choriamb baccheus || 7dactyls | 7dactyls |. See West (1990b) 483; Medda (2017) 1.388, 1.73. On
protective magic see Edmonds (2019) 11648, esp. 143—4 on the Getty Hexameters.

71 See Jordan (1992) 194, whose text and translation I print. For the overlap see GH 33—42, and Janko (2015).
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Zijvo, T dAefixokov xoi HpokAéo nrolinopOov,
Tatpov korém kol Niknv kol AToAlm[va]

I call on Zeus the averter of ills, Herakles the sacker of cities, Iatros, Nike, Apollon.

The pattern ‘I call on X’ is often attested as a formula of invocation in classical Greek
literature.”® It clearly recalls the cultic setting that we find in the Phalasarna tablet.

Calchas echoes incantatory and magical language (‘linguistic intimation’); but his
invocation fails to avert disaster completely. The Danaan ships do manage to sail, after
all, but only at the cost of an unholy/unmusical sacrifice (Bvciov €tépav, dvoudv wv’,
Gdotov).

Both the Getty Hexameters and the prophet in the Agamemnon call on Paean to save the
community from a crisis; and in both cases the crisis involves Hecate/Artemis. The
goddess that is threatening the Greek community in the Agamemnon is Artemis and she is
identified with Hecate in a probable interpretation. Alan Sommerstein and Enrico Medda
print the text transmitted by the manuscripts TF (Ag. 140-1):73

000V TEP VPPV O KO
8pooo1g GENTOIG LOAEPDYV AEGVTOV

So very kindly disposed is the Fair One
To the unfledged seed of fiery lions.

& koo TF: koA MV: ‘Exéro Badham

Martin West prints Charles Badham’s bold (and attractive) conjecture ‘so very kindly
disposed is Hecate’.”* Even scholars who do not print the correction accept that
plausibility of the connection between Artemis and Hecate here.”> Aeschylus (Supp. 677)
and Euripides (Pho. 109-10) gave Artemis the epithet Hecate.”” Already Stesichorus
identified Iphigenia with Hecate (F 178 Finglass). The Catalogue of Women from the

72 See Aesch. (?) PV g1 10V movéntnv kOklov fiiov kok®d, Soph. Phil. 1324 dpmg 8¢ Aéw- Zijva 8 dpriov kadd, OC
1389-92 101007 GpdHOL, Kod KoA® T0D Taptépov | oTuyvov 10 mpdtov €pefos, (g o dmoikion, |KoAd 3¢ tdode
dodpovas, KoA® 8 Apn| 10V cedv 10 devov picog eupeBinkota, Eur. Hel. 969 & véptep’ Adn, Koi 6& cVppoyov
KoA®, Or. 1225-6 @ dduo voiov Nuktog dpevaiog nétep, | koAd o’ ‘Opéomg moig 60g £mtkoupov HOAELY,
Sophron fr. 41 Kassel-Austin £¢ ‘Eotiog dpyouevog kKoAé® Alo ThvTov dpyoyEToy.

73 See Sommerstein (2008) and Medda (2017) ad loc.

74 See West (1990b) ad loc. and (199oa) 177-8.

75 See Medda (2017) ad loc. See also Friis Johansen and Whittle (1980) on Aesch. Supp. 676; Mastronarde (1994) on
Eur. Pho. 109-10. These commentators quote fifth-century epigraphic evidence for the epithet ‘Artemis Hecate’ (e.
g. IG xm.8.359, from Thasos). As one of the readers points out, however, arguing against Badham’s conjecture, ‘the
specific context here is relation to young animals/humans, and this is much more Artemis’ concern than
Hecate’s’.

76 On the many connections between Hecate and Iphigenia, Hecate and Artemis, Artemis and Iphigeneia see the
excellent and detailed discussion in Finglass and Davies (2014) on F 178 Finglass.
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Hesiodic corpus calls Agamemnon’s daughter ‘Iphimede’ and states that after her sacrifice
she was made immortal and transformed into Artemis ‘of the roads’ (an epithet that is
typical of Hecate: see above, section 4).”” The connections between Hecate and the
sacrifice of Iphigenia are very strong.

In the Agamemnon we thus find Hecate and Paean, as well as a refrain that imitates the
auspice of GH 31 ‘[better] so for the city’: the chorus of the Agamemnon, in the context of
Calchas’ invocation to Paean, express their hope that ‘good may prevail’ (10 & €0
vikdtw). The refrain is taken up again by Agamemnon himself later in the parodos. The
monologue in which he expresses his decision to sacrifice his daughter ends with the
sentence (217) €0 yop £in ‘May all be well.” Agamemnon echoes the refrain of the chorus,
but the wish that ‘good may prevail’ is shown to be obviously void at this moment of
crisis (202—4). This echo retrospectively calls into question the efficacy of Calchas’ initial
appeal to Paean. The chorus voice their disapproval of Agamemnon’s decision in the
strongest possible terms (218—27). Not only that: the sacrifice of Iphigenia substitutes and
represses the Paean that the prophet invoked at 147. Agamemnon, in a situation that
inverts the pattern of purity of utterance described in GH 30 (ypnouo]v €xwov roctov
{cwov} otopatog Bu[pétpotov €v otolg ‘keeping holy your [oracle in] the doors of your
mouth’) and the invocation to Paean in GH 32 (ITouqawv, ob 8]e novtds’ dxecs{c}tpdpog
€ool kol €00[Adg ‘[Paeon] — to every place you bring cures and are good’), has his
helpers gag his daughter, who used to sing a paean in her house. Compare Ag. 235-7:

OTOUOTOG T€ KOAMTPOIPOL
PUAOKOLKOTOOYELY
@BOyYOV dpaiov oikorg.

And by putting a guard
On her fair face and lips to restrain
Speech that might lay a curse on his house.

Iphigenia is threatening to issue a ‘curse’ from her ‘mouth’, the very opposite of the ‘pure’
oracle that the ‘mouth’ mentioned in GH 30 must observe. The chorus then explicitly
comment on the fact that Iphigenia used to sing a paean in her father’s halls (Ag. 243—7):

€nel ToALAKIG
TaTPOG KT Gvdpdvog evtpamnelong
uelyev, ayval & dtobpwtog orddaiL TaTPOG 245
@ilov tprtdéomovéov eVNOTUOV
Todvo eiIlmg Etiiol.

77 See Aptepy €ivodi[ny in fr. 23a.26 Merkelbach and West (1967) =19.26 Most (2007) 70-1 =15.26 Hirschberger
(2004) 96, 213-14, with Hirschberger’s comments ad loc.
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Because often
At the rich banquets in her father’s dining-chambers
She had sung, a pure virgin with pure voice,
Duly and lovingly performing her father’s
paean for good fortune to accompany the third libation.

Iphigenia’s suppressed paean thus substitutes Calchas’ invocation to Paean at 147: Paean is
evoked by the prophet but not sung and remains inefficacious. The chorus does not sing a
paean but a refrain to avert evils — but they strongly condemn as evil the sacrifice.
Agamemnon echoes the refrain of the chorus when he decides to sacrifice his daughter.
The sacrifice stops Iphigenia from performing an incantation against the house (¢6dyyov
apaiov oikoig). The sacrifice evokes the paean sung by Iphigenia in the past and cancels
the possibility of a paean by her. This sacrifice suggests the impossibility of singing a
paean and of averting evil in the circumstances.

The Getty Hexameters offer ritual and linguistic parallels: the refrain invoking Paean as an
incantation against evil (6, 23, 32, 49), the purity of the tongue (30) and the wish that ‘this is
better for the city’ (31; cf. Ag. 121 =139 =159 ‘may good prevail’, 217 ‘may all be well’). The
parodos is thus structured as an incantation that succeeds and fails at the same time: it
manages to solve the crisis caused by adverse weather conditions but fails to achieve the
prevalence of good that its incantatory refrain was aiming to achieve. The allusion to
rituals for Paean and Hecate will not bring ‘good’ to Agamemnon: his echo of Calchas’
prayer is a self-defeating one.

It is impossible to indicate textual signs that prove a direct allusion in the text of the
Agamemnon to a specific passage in the Getty Hexameters (‘textual allusion’). However, the
linguistic, structural and cultic similarities (refrains, appeal to Paean, curses, Hecate/
Artemis) suggest not simply a ‘genre intimation’ and ‘linguistic intimation’ but also an
allusion to a magic text that had a very similar structure to the Getty Hexameters.

5.2 The Choephori

The chorus of the second play of the trilogy take up that wish, in another passage that
explicitly mentions magic and the welfare of city. In the second stasimon, the chorus
imagine that Hermes will help Orestes kill Aegisthus and Clytemnestra and become king
of Argos. This is what the chorus imagine they will do after Orestes’ victory (Cho. 819—26)

kol 10T 1idn KAvTtov

doudtov Avthplov 820
6fAuv ovploctdtoy

Touod kpektovi yontwv vouov
uebncouey- “ndrel T4 V-

€U0V €U0V k€pdog ovéeton 108, A-
o 8 dmoototel eikwv.” 825
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And then at last, for the voyage

That will set the house free,

We will utter feminine strains to set the wind fair, the strains that are sung

By charmers to <shrill> accompaniment: ‘it is good for the city!

My gain, my gain is swelling here,

And destruction stands far from my friends.’ (text and translation Sommerstein
(2008), adapted)”®

Note how close the sentence at 823 moAer 168’ €0 is to GH 31 [BéAtiov €]o{c}m ndLer (or [0
névt €)oot more or other similar supplements).”® The chorus is explicitly saying that the
words they are going to pronounce are those of ‘charmers’, ‘magicians’, people who make
incantations (yofitev vopov).®° Their incantation-song sets a fair wind (oOprootétay ‘steady
and prosperous’; cf. oUprog ‘with a fair wind’), i.e. the goal of the invocation to Paean in the
parodos of the Agamemnon: the fair wind is produced by means of an incantation, as indeed
in Empedocles and other magical rituals.® This appears to be a direct echo of the
incantation language attested in the Getty Hexameters. We have an explicit reference (not an
‘intimation’ or allusion) to the language and words used by ‘magicians’, ‘charmers’, and,
at that very moment, a sentence that is very close in wording and content to a sentence
found in the Getty Hexameters. This is as close to a textual allusion as it gets; of course, it
is possible that the sentence used in the Getty Hexameters (the ‘exemplar-model’) was also
used in other, unknown, magic texts, and that the allusion is not to this specific text.

78 Sommerstein prints kAvtov (Bamberger) in 819 (' tAdov Sier, Sommerstein). For the text of 825 see the following
note.

79 The manuscript text of the line is pe@noopev- noAer 168’ €0 2ia. This text is printed by Wilamowitz-Moellendorff
(1914) and Page (1972); it requires the addition of a syllable in the corresponding line of the antistrophe: 835
Topyodg Avypag <toic> (Blomfield) €vdoBev. Sier (1988), West (199ob), Sommerstein (2008) and Brown (2018)
leave the antistrophe unchanged and print Kirchhoff's conjecture mAel in the strophe, which yields ue@nocopev-
mAel 168’ €0 ‘It’s smooth sailing’ (in Sommerstein’s translation) ia cr. This is not impossible in terms of metre
and language/imagery, but the MS reading’s emphasis on the polis is welcome: see 302, 431 and esp. 864,
where the chorus say that Orestes will hold dpydg ... mohocovopoug ‘the governing rulership of the city’, and
1046 where they claim that Nlevbépwcog nacoy Apyeiov oty ‘you [Orestes] have liberated the entire city of
Argos’. Objections against the addition of toig in 835 are weak. Garvie (1986) on Cho. 833—6 claims that ‘the
Medusa story applies essentially to Clytaemnestra, and the point is weakened by the generalising plural, if at
any rate it includes Aegisthus’. However, the plural may well refer to Clytemnestra alone, as in 419 t@®v
texopévav (lit. ‘parents’), and in its vagueness softens a direct mention of matricide. For generic plurals, in
reference to a single individual, see Garvie (1986) on Cho. 51—4, 215, 382—5, 418-19, 689.

80 Some interpreters eliminate yontov ‘charmers’ from the text, because many read yont@v, genitive from yontg,
‘wailer’ (see e.g. Page (1972): ‘aegre iubilantibus congruit’). It is not clear why Garvie (1986) ad loc. claims that
a ‘melody of sorcerers’ does not carry conviction. yowtwv is printed, among others, by Wilamowitz-
Moellendorff (1914) and West (199ob). Mention of charmers is perfectly appropriate in a wish for the future,
and especially so in connection with Avtiplov: see Burkert (1962) 50 n. 71=(2000) 185 n. 72; Sier (1988);
Brown (2018) ad loc.

81 On winds and magic see Od. 10.19—27, Empedocles 31 A 1 DK = P16 in Laks and Most (2016) 340-1 = Diog. Laert.
8.60, Empedocles 31 B 111.3-5 DK = D43.3—5 in Laks and Most (2016) 388—9; Kingsley (1995) 217-32; Faraone (1999)
39; Collins (2008) 57.
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The chorus of the Choephori contains another striking echo of the language (‘linguistic
intimation’) of the Getty Hexameters. During the lament for Agamemnon, the chorus
express the following wish (Cho. 368-71):

Tépog &’ ol KTOVOVTEG Vv 0UT™G doyiivar,

<X -> Bovortnedpov oicoy

TPOG® TVOL TUVOAVESOOL 370
TOVOE TOVOV AmEPOV.

But rather should his killers have been slain so,
<So that> someone far away

Would have learned of their deadly fate 370
Without experiencing these present troubles ...

This echoes the phrase found in GH 26—7 +6ta[v x7p] | devm €’ &]vOpdrolg Bovotngdpog
€yy0[0ev €A0n1] ‘when [some doom] | [comes suddenly] nigh bringing men to their
deaths’. xnp is a virtually certain supplement by Burkert (no other suitable word would
fill the lacuna so well).2> As we will see (below, sections 6 and 7), the adjective
Bovotneopog is very rare in classical, especially poetic, texts: it occurs in a series of
passages that seem to allude to the same context as the Getty Hexameters. Another passage
in the Choephori that recalls the language of the Getty Hexameters occurs in the first
stasimon. The Getty Hexameters state that, thanks to their incantatory powers (GH 4-5),

00 Vil TNUOVEOLGLY HOGOL TPEPEL EVPETDL YOOV,
008’ (+)dc0o TOVTIOL BOcKEL AydoTOVOG Apgitpitn-

No creature that the broad earth rears shall cause him harm,
No creature in the sea that roaring Amphitrite feeds at sea.

This of course echoes epic language (e.g. Il. 11.741 1} 10660 Papuao HdN doa TPEpeL EVpeTaL
x0dv, Hom. Hymn Ven. 5 fuév 60’ fiteipog moAAd tpépel N8’ oo tovtog) but is very close to
Cho. 585—92:

TOAAOL LEV YO TPEPEL

dewa depdtwv aym.

movTod T dykdhon

KVO3GAmY dvtoimv

Bpvovot: PAdmTOLGt KOl TESOUiYLIOL

82 The supplement is strengthened by comparison with the scholion 8.70a in Erbse (1969—88), which glosses the §vo
kfipe Tovnieyéog Bovaroto ‘the two fates of woe-bringing (?) death’ of Il. 8.70 as 1dg Bavartnedpovg poipog ‘the
Moirai that bring death’ (the scholion then refers to Aeschylus’ Psychostasia: see Taplin (1977) 431-3; West (2000)
3457 = (2013) 347-50; Radt (2009) 375; Davies (2016) 25-31, with further references to modern discussions).

https://doi.org/10.1017/51750270522000021 Published online by Cambridge University Press

19


https://doi.org/10.1017/S1750270522000021

20 LUIGI BATTEZZATO

Aopnddeg meddopot, 590
ntovd e Kol TedoBdovor KAVENOEVT OV
atyidwv epdooig KOTov.

The earth breeds many beings

That cause terrible, fearful suffering,

And the bosom of the deep

Teems with hostile monsters;

Torches flaming on high,

Between sky and earth, do injury

To winged and footed creatures, and one might also speak
Of the windy wrath of hurricanes.

Note also the chorus’ mention of ‘torches flaming on high’ (590 Aounddeg neddopoy; cf. GH
13 [AJounddog, Hecate’s torches), and the similarity between 591 medofdpova ‘footed
creatures’ and GH 10 tetpofnuovo (the ‘four-footed’ goat lead by the mysterious ‘child’).

These parallels show the pervasive presence of incantatory language (‘linguistic
intimation’) in the Oresteia.

5.3 Incantatory language and the Oresteia

These parallels do not prove that the parodos of Agamemnon alludes to the Getty Hexameters
specifically (‘textual allusion’). They however suggest that the Oresteia alludes (‘linguistic
intimation’) to some phrases from this magical tradition, and to the ritual practices that
accompanied them (cf. Ag. 121=139 =159 10 & €0 vikdtw and 217 10 & €0 vikdro with
GH 31 [BéAtiov €)oo}t model, Ag. 147 iov 8¢ xorém IMoudver with Phalasarna lines
C-D Ziva 7T dhebikokov kxoi ‘HpoxAéo mtorimopBov, | Totpdv xoAéw, Cho. 369
Bavatngopov oicav with GH 26—7 [kip] | ... Bavatnedpog, Cho. 823 morer 168’ €0 with
GH 31 [Béltov €]o{c}tt moret). Not only that: the parodos of the Agamemnon alludes to a
magical/ritual text with paeanic refrains (in the tradition of the Getty Hexameters) (‘genre
intimation’). In the Agamemnon, however, this paeanic incantation/prayer fails and is
substituted by a sacrifice (in which the paean is suppressed). The Choephori specifically
mentions the ‘song of people who make incantations’ (822 yontwv vépov) and seems to
allude to a phrase of that is present in the Getty Hexameters (possibly a ‘textual allusion’).
The tradition of incantation that was found in the Getty Hexameters thus allows us to see
the poetic and magic-religious background of some crucial moments in the trilogy, and
the actual use in incantatory texts of the language employed by Aeschylus.

6. The Oedipus Tyrannus of Sophocles

Another striking similarity with the Getty Hexameters is found in the Oedipus Tyrannus of
Sophocles. The prologue explained that ‘the city [...] is grievously tossed by storms’
(223 WOMG ... Gyov | idn corever) since (OT 25-7)
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eBivovoo pev kdAvéy €ykapnotg xBovog,
eBivovoo & dyéhaig Pouvopols, Koot e
AyOVOLg YUVOULK®DV

a blight is on the buds that enclose the fruit, a blight is on the flocks of grazing cattle
and on the women giving birth, killing their offspring.

In the parodos, the chorus describe the effects of the blight that affects the city: sickness,
agricultural crisis, deaths. We already examined (section 5.1) the passage in the Getty
Hexameters that envisages a similar crisis: ‘a doom that brings death’ threatens human
beings and flocks (25-8); the city repeats ‘night and day’ (29) a prayer or incantation (31);
the sequence ends with an invocation to Paean at GH 32. The chorus, in the second
antistrophe of the parodos, call on Paean (OT 179-88):%3

Qv moOMG avapBpog SAAvTOL

VNAEa € yEveBlo mpog TEdML 180

Bovotopdpor KETTOL AVOlKTOG:

€v & dhoyot molwod T €Mt pHOTEPEG

aKTOV TopaL Boptov GAAoBevV G

AVYPOV TOVOV IKETNPEG EMGTEVAYOVGL. 185
IMouav 8¢ Aoumel 6TovOEGSA T€ YTPLG OULOVAOG:

v Yrep, ® ypuoto Buyotep Ao,

00N TEUYOV OAKOLY.

Countless are their deaths, and the city is perishing, unpitied her children lie on the
ground, carried off by death, with none to lament; and by the row of altars wives and
white-haired mothers on this side and on that groan as suppliants on account of their
sad troubles. Loud rings out the hymn to the Healer and the sound of lamentation
with it! For these things, golden daughter of Zeus, send the bright face of protection!

Not only is the situation similar (death threatens humans and animals, and the city as a
whole). The chorus speaks of a (180-1) yévebla ... Bovortogpdpo ‘children ... carried off
by death’: cf. the ‘doom that brings death’ of GH 26-7, x1p | ... Bovoatngdpoc. In both
texts this is followed by an invocation to Paean (for Soph. OT 186 TToudv 8¢ Adumet cf.
GH 32 [[Toev]). As Patrick Finglass points out, the ‘focus on Apollo, coupled with the
paeanic refrain (153—5n.) and the explicit reference to the paean (187), suggests that the
song should itself be characterised as a paean, a type of song with prominently
apotropaic associations (4-5n.)’.%* The two texts are also connected by metrical
similarities. The parodos is predominantly in dactylic metres: the first strophic pair starts

83 Text and translation from Lloyd-Jones (1994) (here and in the quotation of OT 179-88 that follows in the main text).
84 Finglass (2018) 208, on Soph. OT 151-215.
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and ends with hexameters,® and the dactylic rhythm is present in the second strophic pair
as well, mixed with iambs.®® In particular, line 181 Govortoedpo keitou dvoiktng
corresponds to the second part of a hexameter after the caesura at the third longum.

The word Oavamedpog is not very common in classical and archaic Greek.®” It occurs in
poetry only in the Getty Hexameters and in the two passages of tragedy quoted above (Aesch.
Cho. 369; Soph. OT 181), passages which have strong verbal and content similarities to the
passage in the Getty Hexameters. It is not surprising that both Aeschylus and Sophocles,
when describing a crisis that affects a whole community, both alluded to ritual practices
that were in actual use in the Greek world. We have here in the Oedipus Tyrannus a strong
‘linguistic intimation’, accompanied by references to very similar ritual and religious
practices.

7. Plato’s Republic

Plato seems to echo the language of incantation (‘linguistic intimation’) in his myth of Er.
When the souls of the dead emerge from the cycle of purification, they encounter a prophet
of Lachesis who proclaims (Resp. 617d6—e3):

Avaykng Buyortpog kopng Aax€oewg Aoyos. Puyol Epnuepot, opyn GAAng teptddov
Bvntod yévoug Bovatnedpov. [617e] ovy Vuds doinwmv AnEeton, GAL VUETS daipovo
oipioecBe. mpdTog & O Aodv TP@TOg oipeichm Plov G cuvéston &€ dvdrying.

The word of Lachesis, virgin daughter of Necessity! Transient souls, the start of
another mortal cycle of the human race! A daimon will not be allotted to you, but
you will choose a daimon. The one who draws the first lot is to make the first
choice of a life, to which he will be bound by necessity. (tr. Halliwell (1988))

Necessity, as Proclus noted, speaks in a solemn and impressive style (note the absence of
articles and verbs).®® The similarities in content and language with the Getty Hexameters are

85 Finglass (2018) 209, ‘Metrical analysis’, interprets it as follows: 6da || 2ia 6da || - D - 4da 6da 6da |||. Finglass quotes
with approval Haldane (1963) 55, who notes that the dactylic runs are ‘a favourite [metre] of the paean’. On dactyls
in paeans see also Kippel (1992) 77, Lucarini (2018) 33 and n. 17, and the extensive discussion of Faraone (2011),
who compares inscriptional paeans in dactyls, including Sophocles’ Paean PMG 737 (b) i.1 (@) ®Aeyvo] xovpo
nepiodvupe potep dregud[vlo[o] Beod (on which see Kippel (1992) 366—7 (Paian 32); Furley and Bremer
(2001) 1.261—2, m.219—21; Rutherford (2001) 39), with the dactylic parodos of the Oedipus Tyrannus. Furley and
Bremer (2001) 1.280—9 offer a detailed discussion of the paeanic features of the parodos.

86 For the metrical analysis see Finglass (2018) 209: 2ia 2 ia an an” || 4da xD*- ia an an”|| ia 4da 4da ia ial||.

87 These are the number of occurrences (checked on the TLG website): x 1 in Aeschylus, x 1 in Sophocles, x 1 in
Plato, x1 in Xenophon (Hell. 2.3.32, in the speech of Critias against Theramenes: €ici pev 8finov maoon
petaporol modrte®dv Bovotngopor), X 1 in the Aristotelian corpus ([Pr.] 865a9: ¢dppoka ... Bavomeodpa), X 10
in Theophrastus in reference to @dppoxa and snakes; often in Aelianus and later writers in this connection.

88 Procl. in Resp. vol. 1 p. 269 lines 9—14 in Kroll (1899—1901); the rest the commentary on this passage (until 273 line 5
Kroll) is also full of useful stylistic and philosophical observations.
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notable, not simply for the use of the word Bavotngopoc. Both texts describe the afterlife,
and both mention Ananke, ‘Necessity’. The Getty Hexameters speak of Persephone’s garden
(surely the world after death) and Ananke in the same line: ®epoepdvng €y knimov dyet
npog auoryov avdykn[t (‘a child leads out of Persephone’s garden by necessity for
milking’, g). Plato obviously knows well the language of incantations and magic.%® He
here uses words that recall language used in actual magical texts.”° Already Plutarch
(Quaest. conv. 715¢) noticed the connection between this passage of Plato and Empedocles’
mention of Necessity in connection with reincarnation;** Empedocles’ Sicilian origin, and
his interest in magic, are obvious points of contact with the Getty Hexameters.

8. The Hecuba of Euripides and Carcinus

A passage from the Getty Hexameters presents many similarities with a passage from the
Hecuba of Euripides. This is the text of lines 8-14:

Trooool kot okiep®dv OpEwv HEACVOUYET XhpoL

Depoepdvng €y KNTov Gyel TpoOg GUoAyov dvéykn[i

™mv TeTpaPnuove Tods rayinv Anuntpog {r}oandov, 10
oly’ drcopovtopdo. voouod Bokepolo YOAOKTOG

BpiBopevn<v>- réneton (8€) Oeaic meniBoboo poevails

aounddog: [Elivodiof{t} 8 <>Exdte{l} epicmdel povij
LBéupPBopov €kkAdovon Bed Be®dl tyEROVEDLEL )

T...T the child, from the shadowy mountains in the black-lit place,
Leads from Persephone’s garden by force to its milking

The four-footed attendant of holy Demeter, 10
The goat that weighs heavy with rich milk’s tireless flow.

She follows, obeying goddesses with torches ablaze.

Hecate of the crossroads, screaming obscurely

In hair-raising voice, a goddess, leads the god.

Bremmer focused on the similarity with Hec. 151—2, but in fact the whole sequence starting at
141 is of importance (Hec. 141-52):

fig&el 8 "Odvoeng Goov 0vK 1dN
TOAOV QPELEMV GOV GO HOOTAV

89 See Faraone (2010), with further references.

9o For speculations about possible cosmological links between Plato’s text (esp. Resp. 10) and the Getty Hexameters see
Kotansky (2016) n. 33.

91 See 116 DK = D23 in Laks and Most (2016) 374—5; cf. also Brxi5 DK = D1o-Dir in Laks and Most (2016) 366—9. For a
discussion of these passages see esp. Trépanier (2017), with further references. See also Empedocles’ mention of a
‘joyless place’ in connection with a ‘meadow’: 121 DK = D24 in Laks and Most (2016) 374-5.
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£k 1€ YEPOUAG XEPOG OPUNCWV.

GAL” 101 vaog, 101 Tpog Bmpove,

[ Ayopéuvovog ikétig yovdtmy,] 145
Knpuooe Beolg T0Ug T ovpavidag

100G 0° V1o yoiog. §| Yép o Artol
SlokwAdoovs” dpeavoy eivorn

nondog peréog 1 8el o” €mdely

TOUPOL TPOTETH POVIGGOUEVIV 150
ofpott TopBEvov €k xpuooedpov

de1pfic vooudL LEAOVOVYET.

145 del. Heimsoeth 147 yoiog Porson: yoiov mss. 150 TOuft recc.: toppov veteres®*

Odysseus will come almost at once to pull the filly away from your breast and hurry
her from your aged embrace. Come, go to the temples, go to the altars, [sit as
suppliant at Agamemnon’s knees,] loudly invoke both the gods of heaven and
those beneath the earth: for either prayers shall prevent your being orphaned of
your child or you must live to see the maiden thrown forward on the tomb,
crimsoned with the blood welling dark and gleaming from her gold-decked throat.
(tr. Collard (1991) adapted)

Both Janko and Bremmer noted the verbal similarities but did not explore the importance
of the context. There are several points of contact. Polyxena is compared to an animal lead
away from the breast of the mother, a rather incongruous image if one thinks of the age of
Hecuba. This is very similar to the image of the goat who has copious milk and is lead
away from the garden; it also recalls the ‘goat rushing to the milk’ in the so-called
Orphic Golden tablets.?® Both the Hecuba passage and the Getty Hexameters envisage the
necessity of prayers to avert evil and death. The adjective pelovovyel ‘“dark-shining”
is a vivid description of the gleaming of a dark liquid, imitating the epic phrases
pélav oiuo (536-7n.), oiuo kedowvov (Il 1.303), oipo kelouvepés (Il 4.140)°.9% As
Janko notes:

The non-traditional word peilovouvyng is first attested in Euripides’ Hecuba 152,
vooudt perovovyet. It is very striking indeed that vaoudg occurs here in the very
next line, as if its composer knew this passage of Euripides (the word does indeed
seem like one of the latter’s creations) — unless of course Euripides is creating a

92 Text and apparatus from Battezzato (2018), slightly adapted.

93 See F 485.3-5 with Bernabé (2005) 46—9 ad loc., with extensive bibliography; 486.3—5, 487.4, 488.10; Ferrari (2004)
98-102 = (2007) 146—50.

94 Battezzato (2018) ad loc.
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tragic variation on the phrasing of this very poem, a stream of blood instead of a
stream of milk; for pelovovyng seems more obviously applicable to a place in the
underworld than to blood.%®

This works much better if it is Euripides who is offering a variation on the passage present in
the Getty Hexameters. Blood alludes to death and the afterlife, and the ‘stream’ of blood recalls
the filly/breast image of Hec. 142, and the milk of the goat in GH 11.

In fact, Euripides uses similar oxymoronic images already in the Alcestis, in another
passage which recalls the language of the Getty Hexameters (Alc. 259—62):

dyel W AGyet TG, dyel pué g (ovy,
opaiG;) vekvov €g LAY,

VT dEPUGTL KVOVOUYEGL

BréEnmv TTEp®TOG AdoC.

Someone is taking, is taking me (don’t you see him?) away to the court of the dead. It
is winged Hades, glowering from beneath his dark brows. (tr. Kovacs (1994))

The adjective kvovovyéot (‘dark gleaming’), which describes the eyebrows of Hades, is a
variation on pelovouyéi (‘dark gleaming’) used in Hec. 152 in reference to the afterlife.%®
The form xvoavovyéou transfers to the eyebrows the gleaming of Hades’ eyes. The
repetition of &yetv and the mention of the ‘hall of the dead’ recall the ‘garden of
Persephone’ and the verb éyet of GH 9. The oxymoron for the description of Hades is
frequent in tragic language: see Soph. Aj. 3942—5 'Id | oxdt0g, €uov edog, | “EpeBog &
eoevvotatov ‘lo darkness, my light, o Erebus, most bright for me’®” and Eur. Hel. 518-19
perapeasc . . . £pefoc.® The ‘light’ of Erebos is in fact darkness.®® As mentioned at the
beginning of the article (above, section 1), the fourth-century BC tragic poet Carcinus
alludes to this traditional language in his description of Persephone’s journey to the
Netherworld when he talks of yaiog ... ueloppaeic puyovs ‘earth’s depths, whose light
is darkness’ (70 F 5.3 TrGF; tr. Oldfather (1939)).

The occurrence of so many similar phrases in reference to the oxymoronic ‘dark light’ of
Hades or Erebos makes it likely that the adjective pelovovyng, like pelopeong and
Kvovowyng, was created in reference to Hades/Erebos, possibly in cultic poetry, and that
the phrase in GH 8 pelovouyél ympat uses it in the original context.

95 Janko (2013) 47.
96 Lucarini (2018) 30 n. 5 rightly notes that adjectives ending in -owyng are often extemporary creations by poets.
Lucarini does not discuss kvavovyng nor the Alcestis passage.

97 Translation from Finglass (2011).

98 Kannicht (1969) ad Eur. Hel. 518—22 inclines towards an interpretation of the second part of these compound
adjectives ‘simply as a suffix to a colour term’ (Dover on Ar. Ran. 1331 "Q Nuk1t0g Kehavogang Speva).

99 Erebos is of course ‘dark’: Od. 20.356 "EpeBoode 0mo {o¢pov. Aristophanes, in his ‘Orphic theogony’ in Av. 693,
calls it péhav ‘black’: Xdog v kol NOE "EpeBog 1€ pédov mpdtov kod Tépropog 0pvg (and cf. Hes. Th. 123).
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As Scott Scullion notes (personal communication), Euripides uses these adjectives in a
pointed oxymoronic way, whereas the Getty Hexameters seem to use peiovouy€i in the
straightforward meaning ‘black’, in contrast with the light of the ‘bright goddesses’ (GH
12 Beaig nemBodoa gaewais) and their ‘torches’ (13 (Mopnddog). This would point to
Euripidean effective manipulation of traditional magic and cultic language.

Polyxena, in the same scene, is compared to a ‘whelp’ (Hec. 205 okvuvov) and to a ‘heifer
reared in the mountains’ (205-6 ovpBpéntov | pdoyov), which will be killed and go to
Hades."® This again recalls the goat coming ‘down from the mountains’ for milking
mentioned in GH 8. Later in the play, the sacrifice of Polyxena is described in terms that
clearly allude to the narration of the sacrifice of Iphigenia in the Agamemnon.*** No ritual
perspective is open for the chorus of Hecuba in the time frame of the play, which is set in
a place where no divine cult is performed. For chronological and poetic reasons, it is
unlikely that the Getty Hexameters reworked phrases from Euripides (and they definitely do
not allude to Euripides). In Euripides the ‘linguistic intimation’ of texts on the afterlife is
stronger in the Alcestis than in the Hecuba. On the other hand, Carcinus is clearly alluding
to the language of mystery cults (‘linguistic intimation’) and possibly to the very phrase
used in the Getty Hexameters (and other similar early texts?) (‘textual allusion’).

9. The Chaldaean Oracles, Synesius and Iamblichus

The phrase had a long and successful life in late antiquity. The adjective ‘dark-lit’, Bremmer
notes, ‘occurs otherwise only in the Chaldean Oracles (fr. 163 des Places: with thanks to
Radcliffe Edmonds) and the Orphic Argonautica (513)’."°* Bremmer does not explore the
relation between these texts and the Getty Hexameters, but it is easy to observe that these
occurrences prove that the text of the Getty Hexameters was read and imitated in the
Imperial age. We know for certain from an Egyptian papyrus, K, that the lines about the
‘dark-lit place’ were still copied in the second or even third century AD.**® Several late
antique passages appear to be clear textual allusions to the phrase found in the Getty
Hexameters (and in other texts). The phrase about the ‘dark-lit place’ from the magic
tradition is an exemplar-model for the Chaldaean Oracles, and that in turn (and in

100 On the text of lines 205-10 see the discussion in Battezzato (2018) ad loc.

101 See Battezzato (2018) on 526, 544-5, 558-61.

102 Bremmer (2013) 25.

103 Kis the siglum used in Janko (2015). For more detailed information see Jordan (1988) (who dates the document to
the third—fourth century AD); Daniel and Maltomini (1990) 193-204, no. 49, lines 65—73 (dated to the second—third
century AD). Cf. fr. 830 a in Bernabé (2005) 351-3. On its provenance see Bernabé (2013) 28 n. 9. A conjecture by
Hermann introduced a similar phrase, uehopupognv t€ BepéBpwv (‘and of the dark-gleaming pits’), in the text of a
hymn for Isis, dating to the first century BC or first century AD, and found in Andros (IG xu.5.739; the phrase
occurs in line 43). This phrase would refer to Hades. However, Peek (1930) 45 defends the transmitted text
uerdppoapdv e (linked to another word in the text); Peek’s text is reproduced without detailed textual
discussion by Totti (1985) 6 and Bricault (2005) 363 and 366.
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combination with the phrase from the magic tradition) is an exemplar-model for passages in
Synesius and Iamblichus.
Fragment 163.1-3 from the Chaldaean Oracles runs as follows:

Mnde kdto vevonig €ig TOV HEAVOLYED KOGUOV
M PuBo¢ oiev Guopeog tmésTpwton Koi deldhg,
AUPIKVEPNG PLTOWY EIBWAOY PTG GLVONTOG

Do not stoop below into the dark-gleaming world beneath which an abyss is spread,
forever formless and invisible, dark all around, foul, delighting in images, without
reason.’®*

We should keep in mind the fact that the speaker of at least some Chaldaean Oracles is the
goddess Hecate.’ The Chaldaean Oracles are normally dated to the second century AD;™® this
fragment is transmitted by Synesius, On Dreams 7.5, as well as by Psellus, Damascius and
Proclus.”® The ‘dark-gleaming world’ is the sublunar world, from which the souls should be
able to detach themselves, and the ‘abyss’ is Tartarus.”® The adjective implicitly compares
the sensible world with the afterlife. The Platonic image of the cave also contributes to the
idea that the world is a ‘dark-lit place’, and that light only shines in the ideal world of the Forms.

Synesius comments on fr. 163 in the context of a discussion of the afterlife. He claims
that ‘the oracles’ (i.e. the Chaldaean Oracles) tell that dreams are comparable to the images
seen in the afterlife (7.2); he quotes Plato’s Laws 653a and Heraclitus (7.3), and discusses
the separation of soul and body at death and the importance of mystery cults for the soul
(7-4)- He then quotes the ‘sacred logoi’ (i.e. the Chaldaean Oracles again) and discusses
Lethe and the descent of the soul towards the material world. He quotes again the
Chaldaean ‘logos’ in chapter g, this time in a form that clearly recalls that found in the
magical tradition of the Getty Hexameters (Synesius, De insomniis 9.1):

peydiong LEV KOT® Yoy iig, EAeyeV 0 AdYog OTL €BopuvOn e Kol £8v, PEYPLG EYKUpOTL
O LEAOVOVYET KOL OUPIKVEPET Y DPOL

when the soul descends, the logos says that it becomes heavy and plunges down, until
it reaches the dark-shining and all-around-dark place.

104 Translation from Majercik (1989) 111 (Majercik (2013), presented as a ‘second edition’, is in fact a reprint of the
first edition). See Des Places (1971) 106; Lewy (1978) 294-300.

105 See Des Places (1971) 10; Majercik (1989) 1, 4; Johnston (1990) 14, esp. 1 n. 2 (fir. 38, 53, 58, 72, 146-8, certainly
spoken by Hecate); Johnston (2007) 188. On Hecate in the religious and philosophical world of the Chaldaean Oracles
see Lewy (1978) 83-98.

106 See Des Places (1971) 7; Majercik (1989) 1-3; Johnston (2007) 188.

107 See Des Places (1971) 106.

108 See Lewy (1978) 294—300. Majercik (1989) 201-2 identifies both the kosmos of line 2 and the bathos which lies under
the cosmos with ‘matter’; Des Places (1971) 106 n. 1 identifies the bathos with ‘matter’.
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Synesius seems to have known the phrase as attested in the Getty Hexameters. He imitates the
Chaldaean Oracles (not the Getty Hexameters) in his first Hymn, lines 297—301:

Yoyl T aKAviG
Kol KAtvouévol
£¢ LEAOVOVYETG
xBoviovg dykoug

Both the soul that is not inclined (towards the material world) and the soul that is
inclined towards the dark-gleaming earthly material substance (sing the praise of
the Lord).

Here Synesius glosses the phrase with the adjective y8oviovg ‘earthly’, so as to make sure
that the adjective is understood (as the riddling text of the Chaldaean Oracles implies) to
refer to the world we live in, not the afterlife (as in the magical tradition).

One last Neoplatonic/Neopythagorean imitation of the phrase is found in Iamblichus, On
the Pythagorean Life. lamblichus claims that Pythagoras presented himself as a divine man and
that other human beings, being unable to look directly at the gods, should look at him to
understand the nature of the divine. Similarly (67),

when people cannot look directly at the sun, because of the brilliance of its rays, we
find ways to show them an eclipse, with a deep container of water or a film of pitch or
a black-backed mirror (1} kot St teTNKLICG TiGONG T} KOTOTTPOL TVOG LEAOVOLYODG),
sparing their weak eyesight. (tr. Clark (1989))

Pythagoras himself is the ‘black-shining’ mirror that allows humans to see the gods.*® This
passage clearly alludes to Plato’s cave myth (humans cannot look at reality), to Plato’s
comparing imitation with mirrors (Resp. 596d—e) and to the myth of Er (Pythagoras
himself descended from heaven).”® Pythagoras thus can provide humans with access to
the divine, and help them avoid descending into base types of life.

These passages show how the phrase describing the ‘black-shining places’ survived for a
long time in poetry and prose that discussed the fate of the soul and mystery cults. It is likely
that both the author of Chaldaean Oracles fr. 163 Des Places and Synesius knew the version of
the text attested in the Getty Hexameters and in papyrus K.

109 A lacunose passage from Euripides’ Hypsipyle (fr. 752f3—4 dg évontpov | [kehouv]ogodi Ty’ odydv) mentions the
‘[...]-shining gleam of a mirror’; the adjective is lost in the lacuna and could be [ketouv]ogod (cf. Ar. Ran. 1331
and the Getty Hexameters), but other supplements are possible: nAektp]o- (cf. Hipp. 741), powik]o- (cf. Ion 162),
yhavk]o-, xpuc]o- Aevk]o-, kehawv]o- (see Diggle (1994) 350; Collard et al. (2004) and Kannicht (2004) ad
loc.). On mirrors in Neoplatonism and the connection of the motif of mirrors with Pl. Ti. y1a—d (the liver as
mirror) see Sheppard (2003).

110 On imitation and mirrors see Halliwell (2002) 118—47; Cain (2012).
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10. Conclusions

The complex allusions of tragedy to magic texts (‘linguistic intimations’) suggest that some
linguistic elements that surface in the Getty Hexameters (esp. GH 8 pelovavy€i xopot, 26—7
roto[v knp] | [Geve € &]vOpdrolg Bovatnedpos yyo[Bev EOn, 31 [Bértov €]o{c}tt
noiel) where known and imitated in Greek tragedy and by Plato.

The Getty Hexameters, though, are not (as far as we know) an authoritative, stable text, nor
were they attributed to a real (Pythagoras)™
Sections of the texts that surface in the Getty Hexameters were being used and adapted in

or fictional (Orpheus? Musaeus?) author.

various forms in the classical age. Some tragic and philosophical texts allude to the (until
recently unknown) sub-genre to which the Getty Hexameters belong (incantation-paean in
hexameters) (‘genre intimation’) and to specific phrases (‘linguistic intimation’ and,
possibly, in one case, ‘textual allusion’) used in this sub-genre. The tragic performance
presents itself as reperforming (or attempting to reperform) on stage the incantation
rituals that it alludes to. It is in the nature of the tragic text to englobe discourses and
speech-genres belonging to different traditions; it is also in its nature to stress the ritual
failures of chorus and characters.” It is unlikely that the ‘short story’ about the goat of
GH 8-14 alludes to/depends on the text of the Hecuba (no ‘textual allusion’ here). The
similarities in language probably derive from a phrase used of Hades/Erebos in the Getty
Hexameters, a phrase which was known to Euripides, and that was going to be in
continuous use from (at least) the fifth century BC to the fourth century AD, resurfacing
in authors who discussed the afterlife and mystery cults. This new antecedent of tragic
texts shows how dense the web of allusions (‘genre intimations’, ‘linguistic intimations’,
‘textual allusions’) in the works of the tragic authors is, and how much richer the
interpretation becomes whenever we acquire new material that expands our knowledge of
genres, ritual practices and language in classical antiquity.
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