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Abstract

The chapter centres on the figure of Orpheus and the Vedic Rbhus.
After recapitulating the phraseological data which support the etymo-
logical connection between these two names and Hittite harpp-"' ‘to
ally with, to join’, I examine a prerogative that Orpheus and the Rbhus
seem to have in common: the capacity of constructing special objects
that have a “ritual” relevance and/or fashion immortality.

1. Greek Opeevg and Vedic Rbhii-

In Greek sources of the Archaic and Classical Ages ‘Opeetg is the
name of a poet, who is identified as the son of Apollo or Oeagrus.*

* This chapter was written within the framework of MSCA_oooo083-project
LORACOLA, financed through NEXT Generation EU, funds NRRP M4C2 (CUP
C61B22002760001). A special thank-you goes to the anonymous reviewers of the
volume for their remarks, and to John Perchard for reviewing my English. The
standard disclaimers apply. I print the Rig Veda in van Nooten & Holland’s (1994)
edition. The provided translation is taken from Jamison & Brereton (2014).

" Both traditions are exemplified in £ in Ap. Rhod. 1.23 (= Asclepiades FGrH 1II 8)
elvout 08 ‘Oppéa, kot pev AakAnmiadyv, Amédwvog kol Kodiémyg, kate & Eviovg
Oidrypov kel ITohvpving “According to Asclepiades, Orpheus is the son of Apollo and
Calliope, according to others of Oeagrus and Polymnia.” Ancient commentators
disagreed on whether Pind. Pyth. 4.176-177 follows a tradition according to which
Orpheus is the son of Apollo (as per Chaeris apud X in Pind. Pyth. 4.313a) or
whether &£ + genitive refers to @oppxtdc ‘phorminx player’ (as argued by Ammonius
apud X in Pind. Pyth. 4.313a). Giannini 1995 [2012°]: 475 argues that &£ + genitive
may indicate “sent from Apollo”. In the Argonautica of Apollonius Rhodius, taking
part in the Argonauts’ expedition seems not to be Orpheus’ own idea; according to
Apollonius, Orpheus participates following Chiron’s advice (Ap. Rhod. 1.33 Xeipwvog
gpnpogtvyat mbrgag). According to Pind. fr. 128c.11-12 SM, Orpheus is the son of
Ocagrus (viov Oidypov <3¢> |l Opeéa).
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As far as we know, his name first occurs in a fragment of the Greek
choral lyric poet Ibycus (6th century BCE), who calls him ‘name-
famed’ (ovopdxdvtov Ope#v, Ib. fr. toa PMG).> However, paradox-
ically, we know very little of his fame from texts dated to Ibycus’
time and before. From the Late Archaic to Early Classical Age, the
situation changes notably. Now, Orpheus’ famous name seems to
have acquired some kind of authority. Indeed, he is credited with var-
ious inventions. According to Pindar, he “fathers” the aoidai (1.1);
Aristophanes ascribes him the invention of ‘ritualistic practices of ini-
tiations’ (teletai, 1.2); Timotheus attributes him the invention of the
lyre (1.3) and the fourth-century BCE sophist Alcidamas the invention
of the letters of the alphabet (grammata, 1.4).

1.1 Pind. Pyth. 4.176-177
g€ ATéAAwvog 08 QOPIMKTAS BOOGY TTorTY|p
Epolev, edaivirog, Opepeds

From Apollo came the well-praised phorminx-player Orpheus father of the
songs.

1.2 Aristoph. Frogs 1035 (= Orphica 547 | T Bernabé)

Opepede u&v yop Teletds 6 NI kortédet&e povawy T améyeadou

Indeed, Orpheus showed us the ritual practices of initiations and to refrain
from murdering.

1.3 Timotheus PMG 15.222—223
TP&TOG TOIKIAOpoVTog Op-

eDG <XEA>VV ETEXVROTEY

Orpheus honer of poetic thoughts was the first to father the lyre.

1.4 Alcidamas Odysseus against the Treachery of Palamedes 24
Ypopporto. ey 0¥ mpidtog Opepeds e&Vveyxe, Topd Movadv pabwy

> Orpheus is probably represented on a marble relief from Delphi dated to
§70—560 BCE (identified as the metope of the frieze of the Siphnian Treasury).
The figure leading Argo is inscribed with <OP®AL>; cf. LIMC s.v. Orpheus 6.
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Orpheus was the first to invent the alphabet, having learned it from the
Muses.?

Furthermore, Orpheus seems to have a special tie with the underworld
and/or immortality. He is eponymous of the Orphic cult and Orphic
corpus, a group of texts dealing with (1) mythological traditions that
differ from those of ‘official’ Greek religion, for example the Orphic
Hymns and the Orphic Theogony, and (2) rituals concerned with the
destiny of the human soul after death.4 It is unclear whether Orpheus’
association with the afterlife relies on his poetic skills. In this chapter,
however, I argue in favour of such a hypothesis. As noted by Bernabé &
Jiménez San Cristobal (2z011: 71), we are told that other heroes or per-
sons descended into the underworld (Theseus, Heracles, Pythagoras),
but what they all do zot have in common with Orpheus is being poets
and/or being acknowledged as the source of information for poems
about the afterlife. Conversely, Orpheus’ katabasis came to be mythol-
ogized in a way that seems to be conditioned by the role of poetry
within the episode of “Orpheus aux Enfers” itself.

According to several ancient sources, Orpheus travelled into the
underworld to retrieve his beloved Eurydike. He managed to persuade
Persephone to give him his spouse back thanks to his musical skills
(e.g., 1.5). However, he ultimately lost Eurydike because he disregarded
Persephone’s instructions. Significantly, Orpheus non omnis moritur:
according to a tradition attested in literary and iconographic sources
dated to the sth century BCE, after his body was torn to pieces by the
maenads at the instigation of Dionysus,’ Orpheus’ head kept on singing
and giving oracles.®

5 Cf. Linforth 1931 on the text. The tradition might be connected with what we
read in Plato’s Republic (364¢): charlatans refer to bybla, which they attribute to the
Muses or Orpheus (B{Awv 3¢ Spadov mapéyovtar Movaaiov kal ‘Opeéwg). A connection
between Orpheus and writing may be further recovered from the inspection of a
sth-century BCE red-figure cup by the Painter of Ruvo from Cambridge (ARV? 1401):

a man is writing down what seems to be dictated by Orpheus’ head.

+ Some of the texts belonging to the so-called Orphic corpus seem to have nothing
to do with Orpheus. Indeed, “the one thing which we can be certain of is that some
long-ago Orpheus was not the author [sc. of the Orphical; rather some other author
from a historical period has borrowed the name of Orpheus for his work (or has had
it attached by another)” (Edmonds 2013: 3—4).

5 This is the subject of Aeschylus’ Bassarids (TrGF, 138-139 Radt = Eratosthenes
Catasterismi 24 = Orphica 536 T and 1033 T Bernabé).

¢ LIMC s.v. Orpheus 68—70. On Orpheus as founder of the Muses’ oracle in Lesbos
see Graf 1988: 92—95; Faraone 2004; Watson 2013.
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1.5 Eur. Alc. 357-359
£l 0" Opeéng pol YAGTTa Kol Lo TTapijv,
GaT’ 1) kY AvpyTpog 7] Kelvyg ToTLY
Ppvolot kMjoavta o’ €€ "Adov Aafelv

If T had the tongue and the song of Orpheus, so that I could lead you
out of Hades, enchanting the daughter of Demeter or her husband
with hymns...

It has long been pointed out that Greek Opgpedg may be etymologically
related to Vedic Rbhi-.7 In the Rig Veda, Rbhdvas, plural of Rbhii-,
applies to a group of three priest-poets (called Vaja, Vibhvan and Rbhu
or Rbhuksan) who achieve immortality thanks to their miraculous
creations (1.6),* namely the multiplication of one cup that belonged to
the carver-god Tvastar (1.7), the milking (?) of a cow (1.8), the building
of the chariot of the Asvins, the creation of Indra’s fallow bay horses,
and the rejuvenation of their parents (1.9).

1.6 RV 4.36.4c¢

atha devésu amytatvam anasa

So then you attained immortality among the gods.

1.7RV 4.33.5

jyesthd aha camasa dva karéti
kdniyan trin kynavaméti aha
kanisthd aha caturas karéti

tvdsta rbhavas tat panayad vico vab

The eldest said, “I will make two cups [from one].” The younger said, “We
will make three.” The youngest said, “I will make four.” O Rbhus, Tvastar
wondered at that speech of yours.

7 The proposal can be traced back to Lassen 1840. It was later reprised by Estell
1999 and Jackson [Rova] 2014, 2016, 2023. The etymological connection between
Vedic Rbhii- and ON dlfr, OF @lf as derivatives of *hyelb”- ‘to be white’, proposed by
Haudry (1987) and further supported by Kazanas (2015), can be now rejected in the
light of a new, more convincing etymology of ON dlfr as a derivative of IE *h,elg*"-
‘to bring in, earn, fetch’ proposed by Ginevra (forthcoming a).

8 On the Rbhus in the Rig Veda cf. Ryder 1901; Chakravarty 1990;

Brereton 2012.
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1.8 RV 1.110.8a

nis carmana rbhavo gam apimsata

O Rbhus, you carved out a cow from a hide.

1.9RV1.111.1

taksan ratham suvitam vidmanapasas
taksan bdri indravaha visanvasi
taksan pitfbhyam rbhdvo yhwvad vdyas
taksan vatsaya matdaram sacabbiivam

They fashioned the smooth-rolling chariot, working with their know-
how; they fashioned the two fallow bays that convey Indra and bring
bullish goods. They fashioned — the Rbhus — for their parents youthful
vigor; they fashioned for the calf a mother to stay by it.

From a purely formal point of view, Greek Opget¢ and Vedic Rbhii-
can be connected: ‘Opgetc is a secondary -éu-stem to *6rp’os, i.e. a
thematic derivative of the IE root *hserb’- ‘to turn, change sides’ (as
per Weiss 2006), which also underlies Hittite harp(p)-" ‘to become an
ally or a collaborator (of someone)’; Rbhii- is a -u-stem derived from
the same root.® As I pointed out in a previous paper (Massetti 2017),
phraseological analysis allows us to recover (1) a link between Greek
Opepevg and Vedic Rbhii-, on the one hand, and (2) a link between
Greek Opgete, Vedic Rbhi- and Hittite harp(p)-", on the other. In
what follows, I shortly recapitulate my hypothesis, accompanied by
selected examples (Sections 2 and 3); then, building on Jackson Rova’s
hypothesis on the “eschatology of glory-through-poetry”,™ I speculate
on how the speaking names Opgelg and Rbbii- reflect a connection
between the mythological figures of poets-primi inventores and the
afterlife (Sections 4 and §)."

> How the semantics of the names reflect a tie with IE *hserb" ‘to turn, change
sides’ is debated: Jackson Rova (2023) proposes that Opget¢ and Rbhii- reflect the
condition of client (‘ally, someone who is by one’s side’), which is peculiar to poets in
several Indo-European traditions of old attestation.

© See now Jackson Rova 2023: 33-76.

™ Jackson [Rova] 2016.
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2. Orpheus and the Rbhus as fashioners

Both Orpheus and the Rbhus are associated with poetic activity as well
as with IE roots, which belong to the semantic field of ‘creation” and
‘carving’. Just like Orpheus (see above, Section 1), the Rbhus are said to
be poets, i.e., ‘fashioners of words/sacred formulations’ (2.1).

2.1 RV 10.80.7a

agndye brahma ybhdvas tataksub
For Agni did the Rbhus fashion their formulation.

Vedic taks ... brdbman-, a collocation resembling Ved. taks ... vdcas-
(matching Av. wvacastasti- ‘strophe’, Pind. Pyth. 3.113 éméwv
TéXTOVEG)'* contains the root taks, which often applies to the work of
the Rbhus (cf. 1.9) and can be traced back to the IE root *tetk- ‘to fash-
ion’. Although Greek derivatives of the same root (such as textaivopou
‘to build’, téxtwv ‘craftsman’) do not seem to describe the activities
of Orpheus in the Greek sources in our possession, we may be able to
recover a distant link between Orpheus and the semantic field of crea-
tion. As already touched upon (1.3 above = 2.2 below), Timotheus tells
us that Orpheus fathers (Greek texvéw) the lyre.

2.2 Timotheus PMG 15.222—223

TP&TOG TOIKIAGpOVTog Op-
pELG <YEN>VV ETERVWTEY

Orpheus honer of poetic thoughts was the first to father the lyre.

The verb texvéw ‘to beget, father’ is remotely related to Vedic taks,
since Indo-European *tetk- ‘to fashion’ may reflect a reduplicated root
ultimately based on *tek- ‘to give birth’ (Bendahman 1993; cf. also
LIV*: 638-639). The semantic link between *tek- and *tetk-, as well as
the overlap between the notions of first fashioner/inventor and father
(which intuitively and idiomatically overlap),’s can be further sup-
ported by making reference to the literary model of Timotheus’ verses,

> On which cf. Darmesteter 1878; Schmitt 1967: 297-298.

5 Derivatives of *fetk- apply to the semantic field of parenthood in Greek; cf.
Ronzitti 1998. On Orpheus as the ‘father of songs’ see above, example 1.1. Inventors
are the fathers of their invention, e.g. (Mercurium) curvae lyrae parentem “(Mercury)
father of the hollow lyre” (Hor. Carm. 1.10.6).
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the Homeric Hymn to Hermes. In this text, the lyre is said to be an
invention of the god Hermes, but his skill is described by means of
Greek textaivopat (cf. Vedic taks)."

Significantly, in Timotheus’ passage, Orpheus is said to be
molkiAépovaog (freely translated by me as ‘honer of poetic thoughts’).
This compound displays a first member related to the Indo-European
root *peik-, which underlies Greek mowxfAw ‘to decorate’ and a second
member related to the IE root *men- ‘to think’.’s Indeed, as clearly
shown by Calvert Watkins (1997: 248), IE *men- underlies Greek
Mobea. In this connection, it is significant that the Rbhus’ work is also
denoted by means of Ved. pes ‘to carve’, a cognate of wowxiA\w and
mowihog ‘decorated, variegated, wrought in various colours’ (2.3).¢

2.3RV 3.60.2ab
yabhib Sdcibhis camasari dpimsata
ydya dhiya gam drinita cdrmanah

By the powers with which you have prepared the cups, by the insight with
which you have driven the cow out of the hide.

From this short survey, it is possible to observe that creativity at a poetic
and non-poetic level is connected with Orpheus and the Rbhus: indeed,
they are both associated to several creations. Moreover, their creativity
is occasionally described by means of lexemes that are etymologically
related. The list of common traits, however, does not end here but fur-
ther extends to the effects of their constructions in the world of men.

3. Making things move, making things that move

Orpheus is usually described as capable of displacing things, making
immoveable things move (together) or producing things that move.
In several literary passages, he is said to make natural elements and
animals move in time to his music (3.1-3.2). According to Apollonius
Rhodius, Orpheus had led a group of wild oaks from the Pieria to the

4 Hom. Hymn Herm. 25 "Eppijg Tol TpwTota XAy TexTiivat’ doidéy “Hermes was
the first to make the khélus [= turtle and lyre] a singer.”

s For meta-poetic metaphors in which derivatives of this root occur cf. Jackson
[Rova] 2002. For other derivatives of this root underlying speaking names of
mythological characters with a cosmological relevance cf. Ginevra 2019.

¢ This common phraseological trait and the comparison between Orpheus and the
Rbhus is analyzed in extenso in McDonald 2014.
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coast of Zone, where they had later remained as a memento of his
poATy (3.3). His kinetic capacity extends to the feelings of his listen-
ers: when he arrives in the underworld, Orpheus manages to move the
‘innerly motionless’ souls of the dead (3.4)."”

3.1 Simon. fr. 274 Poltera (567 PMG)
Tod Kol amelpéaTiol
TWTAVT Gpwibeg DTEP KEQPUAAS,
ava O ixBdeg opbol xvarvéov £
Bdatog GAAOVTO KOAE TVV oD

An innumerable flock of birds circled above his head. Fish jumped straight
up out of the dark water in time to the beautiful voice.™

3.2 Eur. Ba. 561-562

&vba o’ Opeedg kibapilwy advoryev
dévdpea podaaig,
alvoryev Bijpag aypwrtog

Where once Orpheus, playing the kithara, led together all the trees, led
together all the wild animals around him with beautiful sounds.

3.3 Ap.Rhod. 1.28-31
@Yol O aypiddes, KelVg ETL TNPATR JOATTG,
axtiic Opyiking Zwvyg ém tiAeBowaau
gkelng aTiydwawy émyTpuol, Gig 6y Emimpd
Oelyopévag oppryyr xotryorye Tliepindev.

That song even today is attested by the wild oaks that on the coast of
Zone, in Thrace, flourish, arranged by serried rows in order: they are the
oaks that with the enchantment of his phorminx the poet made move and
descend down from Pieria.

3.4 Verg. Georg. 4.471-472

at cantu commotae Erebi de sedibus imis
umbrae ibant tenues.

17 As Claude Calame (2001: 20) clarifies, pokny] designates the union of dance
and song.
 We know that this fragment refers to Orpheus from Tzetz. Chil. 1.311-318.
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But, stirred by his song, airy shadows floated in from the deepest depths of
Erebus.

One can also imagine that Orpheus’ capacity of ‘putting other beings
in motion’ or ‘making them change place’ is further reflected through
his attempt at making Eurydike’s soul come back to life. Remarkably,
this aspect of his mytho-biography is comparable to the destiny of the
Rbhus. As suggested by Miyakawa,™ the Rbhus were ultimately able ‘to
change sides’ by achieving immortality (cf. 1.6 above and 3.5 below).

3.5RV 4.33.4d

tabhib samibhir amytatvam dsub
They attained immortality by these labors.

At the same time, the miracles by means of which they ‘attained immor-
tality” seem to be represented as the creation of things that move or
turn. In Rig Veda 8.75, the Vedic sacrificer asks the fire-god Agni to
bow his head for the sacrifice, as ‘the Rbhus do with the wheel-felly’
(3.6). As an inner-Vedic phraseological analysis makes evident, the verb
nam (3.6) and its compounds d-nam, ni-nam may denote the submission
and consent of a participant in ritual. The verb ni-nam has this value
in Rig Veda 3.33.9ff. (3.7). In this hymn, the poet-priest (Vedic karii-)
Visvamitra asks the rivers to bend down so as to allow the Bharatas to
cross the water-stream.*

3.6 RV 8.75.5
tdm nemim rbhdvo yathd
d namasva sabiitibbih
nédiyo yajidm angirah
As craftsmen [/Rbhus] bend the felly, bend here, closer to the sacrifice, with
the shared invocations, o Angiras [= Agni].

3.7 RV 3.33.9-10
0 s svasarab kardve srnota
yaydu vo ditrad dnasa rathena
ni su namadhvam bhdvata supara

9 In Melchert 2010 and Jackson [Rova] 2016: 189.
2 On the Rigvedic hymn cf. Kwella 1973.
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adhoaksab sindhavah sroti yabhib
a te karo Synavama vacamsi
yayatha dirad dnasa rdthena

ni te namsai pipi yanéva yosa
mdryayeva kani ya sasvacdi te

[Visvamitra:] Listen well to the bard, sisters. He has driven to you from
afar with his wagon and chariot. Bow down; become easy to cross, staying
below his axle(s) with your currents, you rivers.

[Rivers:] We will listen to your words, bard. You have driven from afar
with wagon and chariot. I [= one river] will bow down to you like a young
woman swollen [with milk, to her infant], [while] I [= other river] will bow
to you like a maiden to her cavalier.

By bowing down or in one direction (Vedic nila-nam), the ritual partici-
pant allies/collaborates with the poet-priest, since (s)he is persuaded by the
poet-priest’s powerful word. Significantly, Hittite harp(p)-" (‘to change
sides, to join someone’, as per Melchert 2010), another linguistic cog-
nate of Greek Op@edg and Vedic Rbhii-, expresses a similar notion within
Hittite rituals. In the Neo-Hittite “Ritual of Iriya for the Purification of a
City” (CTH 400, 3.8; cf. also the “Ritual for the Purification of a City”,
CTH 4o1), rivers and mountains harp(p)-, that is, ally/collaborate, with
the ritual-performer (3.8), after he asks them to ‘side with him’.

3.8 KUB 30.35 + KUB 60.75, Rs. iii (= G) §12, 59—64 (CTH 400)

PU.H* GAL.GAL PU.#* TUR.TU[R] kuwat uwanun
kuit dariyanu[n]

[...] nu=mu=3ssan | | Sumess=a hara|pten)
wete[nlante|s kisan daranzi?|

le=tta nabi

[uies=ta harpuw(eni)|

[He goes to the water and at the spring says thus:| (1 1) — Fountains great and
small [Do you know| why I have come? [Do you know| why I have laboured?
[...] and you also be on my side [lit. join me|! And the waters [thus say]: — Do
not fe[ar] for yourself: we will be on your (side) [lit. join you].>®

The use of Hittite harp(p)-"" in 3.8 is comparable to that of nam in
Rig Veda 8.75 and 3.33 (3.6—3.7): this lexical juxtaposition provides
us with an important piece of combinatory evidence for the semantics

21 ] print the text as per Thesaurus Linguarum Hethaeorum digitalis, Melzer & Gorke
(eds), hethiter.net/: CTH go00.1 (Expl. --, 20.04.2017, last accessed 04/12/2024).
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of Indo-European *hzerb”- and its Greek and Indic nominal deriva-
tives: ‘Oppedg and Rbhii-. Both Orpheus and the Rbhus are the ones
who are capable of making natural elements side with them (cf. Hittite
harp(p)-"), through ‘internal’ or ‘external’ motions.

As already pointed out, the Rbhus are said to have created objects
or beings that are capable of moving, such as the chariot of the Asvins,
the fallow bay horses of Indra (1.9, above). In this connection, it may be
worth noting that the rejuvenation of the Rbhus’ parents is also described
as the restoration of the capacity of moving (Ved. cardthaya, 3.9).

3.9RV 4.36.3cd
jivri ydt santa pitdra sandjird
puinar yuvana carvdthdya tiksatha

[Tt will be proclaimed] that you fashion your parents as youths for them to
keep going, even though they were enfeebled, worn out by age.

The ability of the Rbhus to produce real and metaphorical vehicles may
be compared to one of Orpheus’ creations. According to Apollonius
Rhodius, Orpheus performs an gbtpédyadog &old] to save his compan-
ions from the Sirens (3.10).* Greek gbtpdyadog, ‘well-running’, ‘run-
ning on good wheels’ or ‘well rounded’, consists of €0° ‘good’ and a
second compound member to Tpéxw ‘to run’, possibly tpdyog ‘run’ or
tpoy6s ‘wheel’. The use of the adjective in Apollonius’ Argonautica may
actually point to a tie between °tpdycidog and Ttpoyds ‘wheel’. Indeed,
the epithet also applies to wheeled vehicles (potx, 1.845, 2.46, amiwy,
3.889) or round objects (i.e., the ‘well-rounded ball’, ceaipa, 3.1375).
The idea of a song that ‘runs well’ or ‘goes on good wheels/is well
rounded’ can be considered a common poetic topos, that of the ‘song’
as a moving vehicle, for which several parallels can be identified in
other Indo-European poetic traditions.>

3.10 Ap. Rhod. 4.903-909
ol 0" &mo Vo
1o melopat’ Epelov e’ oveaat Baréaba,

22 As Calame 2014: 166 points out, Orpheus rescuing the Argo’s crew from the
Sirens (cf. Ap. Rhod. 4.901-909) may be represented on an early 6th-century BCE
black-figure vase in Heidelberg.

> Ninlist 1998: 83-125 on the Greek evidence; Massetti 2019: T91—202 on the
comparative evidence (Greek and Old Indic).
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el W) &p’ Oldypoto mug Opyixiog Oppeie
Biotovinv évi yepatv xig @oppryyn Tavioaag
KPOUTVOY EVTPOYBEAOLO LENOS KOVETTEV BoldTG,
8op’ Buvdic KAovéovTog EmBpopéwvTal dixoval
KPEYPS

Already they were about to cast the cables from their ship onto the beach,
had not Thracian Orpheus, Oeagrus’ son, strung his Bistonian lyre in his
hands and rung out the rapid beat of a well-rounded [Race ‘lively’] song,
so that at the same time the men’s ears might ring with the sound of his
strumming. (transl. Race 2009, modified by the author)

To sum up: Greek Opgelg can be traced back to Indo-European
*hzerb"- ‘to turn, change sides’, together with Vedic Rbhii- and Hittite
harp(p)-". According to the proposed interpretation, Orpheus bears
a speaking name, which ultimately reflects the capacity of moving
(things/people) and/or making (things/people) join a side. This power
of his is comparable to that of poets/seers/ritual performers of ancient
India and Anatolia. Finally, both Orpheus and the Rbhus are credited
with the creation of things that move.

So far, I have focused on the creative and kinetic capacities of
Orpheus and the Rbhus and my analysis has shown that these figures
are associated with the creation of material things. I will now turn to
their connection with the building of immaterial things as well as to the
relevance of these creations to the attainment of immortality.

4. Fashioning glory in the Orphic gold tables

As pointed out by Jackson Rova (2016, 2023), Indo-Iranian poetic and
ritual texts (Rigvedic hymns and Avestan Gathas) and Greek lyric texts
of the Late Archaic to Early Classical Age, especially Pindar’s epinicia
and thrénoi, allow us to recover a system of interconnected values con-
cerning what I call here the ‘eschatology of the (poetic) glory’ (Vedic
Srdvas-, Greek ¥\éoc): immortality is achieved through song in Greece
and India (4.1—4.2), while the Gathas repeatedly mention the “House
of Praise” (garo domana-, 4.3),>** “not just as a house in (or of) which
one sings, but ultimately as a dwelling forged by the poet’s song itself”
(Jackson [Rova] 2016: 180).

>+ Schwartz 2023 and Schwartz’s (forthcoming) contribution in this volume,
focusing on the audiovisual architectonic of Yasna 45.3.
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4.1 Pind. Pyth. 3.111-115
EATIO” Exw kAéog ebpéadot kev VYMAGY TpdTw.
Néortopa kot Avxiov Zapmndov’, avlpwmwy eaTic,
€& éméwv KeEMDEWVVAY, TERTOVES ola Topol
BPROTAY, YIVWIKOWEY" & O RPETA KAEWXIG Goldnis
xpovic TeA£BeL.

I hope that I may win lofty fame hereafter. We know of Nestor and Lycian
Sarpedon, still the talk of men, from such echoing verses as wise fashioners
joined together. Excellence endures in glorious songs for a long time.

4.2 RV 1.164.23

ydd gayatré ddbi gayatram abitam
traistubbad va traistubbam nirdtaksata
ydd va jagaj jagaty ahitam paddim

vd it tdd vidiis té amytatvdm dnasub

How the gayatri [track] [= gayatri line] is based upon a gayatri [hymn]
or how a tristubh [track] [= tristubh line] was fashioned out of a tristubh
[hymn], or how the jagat track [= jagati line] is based on the jagat [= jagati]
[hymn] — only those who know this have reached immortality.

4.3Y.50.4
x$a¥raca ya 156 stanhat a paidi
aka aradrang domané garo saraosané

And with the power by which [one truthful] puts refreshments on the path
toward the efficient ones, I wish to be heard in the house of praise.

In addition, the centrality of glory during men’s lives and afterwards
allows us to explain some crucial aspects of the ‘Orphic Gold Tablets’.
These are poetic texts engraved on golden lamellae mostly found in
Magna Graecia and dated between the sth and 3rd centuries BCE,
which, like other “instructions/gifts for/to (or from) the afterlife”, were
ascribed to Orpheus. In some of the Gold Tablets (e.g. 4.4), the ritual
adepts are invited to drink fresh water from the Lake of Memory.>s
Only after drinking will they be able to tread the holy path (iepdv [sc.
606v]) in glory (xAeetvoi).

> On the Afterlife landscape featuring the “Lake of Memory” cf. Lincoln 1982.
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4.4 Gold Tablet from Hipponion (4th century sce) II. 11-162¢
St & el adog kol dméMAVpon: GA<A>0 30T QKo
Yuxpov Bwp méval Tig Mvypocivyg dmo Alp<v>.
kol 07 oL Epéovaty {IjbmoyBovimt Baghei<ou>
kol {07 Tot} Swaovat mely Thg Mvapooivag dm[o] Mpvos
Kol 07 kol oD TRV 600V EpYE<L> Gy TE Kol KANOL
pooTon kol Béyol iepay oreiyovat kAe<e>tvol.

“I am parched with thirst and am perishing, but quickly grant me cold
water from the Lake of Memory to drink.” And they will announce you
to the Chthonian Queen, and they will grant you to drink from the Lake
of Memory. And you, too, having drunk, will go along the sacred road on
which other initiates and bacchoi tread in glory.

Asnoted by Faraone (2002), the phraseology of some of the Gold Tablets,
like the one quoted above (4.4), is reminiscent of that found in the final
verses of Pindar’s Isthmian Six (4.5), in which the poet declares that he
will drink the water of Mnemosyne’s daughters. Elsewhere, the perform-
ers of songs are imagined as pouring out their voice (4.6)*” or, directly, as
fashioning poetic drinks (4.7). In addition, Pindaric images concerning
the fashioning of poetic glory (4.1 above) may be echoed by Orphic ref-
erences to the glorious path (atetyoval khe<e>tvot), which Orphic adepts
tread once they drink the water of Mnemosyne. Furthermore, not only
does the poet say that he will drink the water of Mnemosyne’s daugh-
ters but he also affirms that he will offer poured nectar, i.e. a drink of
immortality (4.8), to his laudandus. In other words, the poet, who pos-
sesses the gift of memory, fashions, in the guise of a choral performance,
a metaphorical drink of immortality to his laudandus. We may conclude
that the poet is a fashioner of words and of poetic drinks.**

4.5 Pind. Isth. 6.74-75
miow oee Alpkag &yvev H-
Swp, T0 Babilwvor xképou
YpuoomémAov Mvapoahvog dvétet-
Aoy mop” edTeryéay Kadpov mohaug

*¢ T print the text as according to Bernabé & Jiménez San Crist6bal’s (2008) edition.
The provided translation is my own.

7 On the phraseology [to POUR-WORDs/PRAYERS] cf. Kurke 1989; Dardano 2018.

8 All these metaphors have Indo-European comparanda. Cf. Massetti 2024;
Ginevra 2020: 73ff.
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I will drink the holy water of the Dirke, which the deep-girded daughters of

the gold-clad Mnemosyne have sent up at the well-walled gates of Cadmus
[= in Thebes].

4.6 Pind. Pyth. 10.55-59
E\mopon 0" "Eupaiiayv
ér’ apel Inveiov yAvkelow TpoXedvTwy Uiy
Tov Trmoxdéay €Tt kol paddov abv &olduig
Exott oTEPAVWY BonTov €V dMEL Bnaépey év kol TohaiTEpOLG,
véauaiv te Topbévolat wéEATpo

And I hope that, while the Ephyreans pour forth my sweet voice beside the
Peneius, with my songs I will make Hippocleas even more admired for his
garlands by boys his age and by his elders, and T will make the girls think
of him.

4.7 Pind. Nem. 3.4-7
Révovt’ e’ Acwmin peAyopdwy TEKTOVEG
KOPY Veavio, aébev dma poudpevol
onpij O¢ Tpiyog BAA0 pEV &AAOD,
aeblovikior 08 PAATT Goldoy QUAET

For by the Asopian water are waiting the fashioners of honey-voiced revels,
young men who seek your voice. Different deeds thirst for different things,
but victory in the games loves song most of all.

4.8 Pind. Ol. 7.7-8

v \ ! 14 ~ I3 k3 I3
Kol €Y@ VEXTOP YVTOV, Mooy déawv, aesblopopolg
VOIPATLY TEPTWY, YAVKDY KOPTIOV QPEVES

So, I also send poured nectar, the gift of the Muses, to the men who carry
off the prize [the gift of the Muses], a sweet fruit of the spirit.

Certainly, the anonymous ritual adepts of the so-called ‘Orphic Gold
Tablets’ are not Pindar’s wealthy and powerful laudandi. They did not
become objects of the ‘speech of men’ because a poet like Pindar cele-
brated them in front of an audience. However, thanks to the ritual and
poetic legacy of Orpheus, the grandson of Mnemosyne and poet par
excellence, they partake in poetic memory, so as to proceed along the
holy path of glory. Once again, Orpheus is given credit for making his
ritual adepts ‘change sides’, as he makes their condition change for the
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better: instead of being innerly motionless and anonymous shadows,
they achieve poetic glory and become glorious, like celebrated heroes.*
In the light of all this, Orphic ritual texts may be considered as texts of
a cult in which the teletai achieve immortality with the aid of poetry:
the verses that instructed the adepts on how to drink from the lake of
Mnemosyne were believed to have been fashioned by Orpheus. At the
same time, the texts are poetic in nature, most of them consisting of
hexameters: as the adepts pronounce the poetic instruction, they fash-
ion glory for themselves in the afterlife, just like poets do for themselves
and their patrons. For all these reasons, the fabrication of verses, which
are occasionally identified as a liquid substance, features as a funda-
mental means to fashion glory in life and in the afterlife.

5. What did the I}bhus fashion?

Images of poetic drinks linked to the Orphic cult and to Pindar’s
encomiastic poetry can be further connected with the main creations of
the Rbhus. Indeed, as Joel Brereton (2012) showed, the Rbhus’ mira-
cles seem to “encode the acts of the soma ritual, and, more especially,
the acts of the third soma pressing”, which the gods are said to “have
made with their good labor” (cf. 5.1). In particular, the four cups cre-
ated by the Rbhus correspond to the four main soma recipients in the
third pressing; the fabrication of the chariot may hint at the shaping
of the sacrifice, as sacrifice is often compared to a chariot in the Rig
Veda (Sparreboom 1985: 13); the fashioning of Indra’s horses may be
connected to the yajiiapuccha (‘tail of the sacrifice’), at the opening of
which Indra’s horses are invoked to leave the ground; the cow-miracle
might allude to the image of milk, a substance that soma resembles; the
rejuvenation of the Rbhus’ parents may be associated with the Asvins
or to the fertilization of the sacrificer and his wife by means of the
third pressing.

5.1 RV 4.35.9ab

ydt trttyam savanam ratnadhéyam
dkrnudbvam svapasya subastah

» On the phraseology making reference to the initiated as ‘hero’ in Tablets L2-L3,
see Bernabé & Jiménez San Cristébal 2008: 20. On the ‘social life’ of heroes as
opposed to that of the dead cf. Ginevra’s (forthcoming b) chapter in this volume.
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The Third Pressing, the conferring of treasure, which you made by your
good labor, o you of skillful hands.

In this regard, it may be significant that a passage from the Young
Avestan Hom Yast, Yasna 10, a ritual text celebrating the haoma (the
exhilarating substance of Zoroastrian ritual), may provide the missing
link between ‘fashioning’ and the fabrication of the inebriating ritual
drink. Within the exaltation of haoma, haoma is said to have been
fashioned (YAw. zas = Ved. taks) by a good-worker (5.2), YAv. huuapah-
is a word built with the same lexical material as Vedic svapas-ya-
(cf. 5.1, above). The passage seems to be in a complementary relationship
to the Vedic passages about the Rbhus and thus indirectly confirms the
hypothesis that the Rbhus played an important role in one of the soma
pressings. Yasna 1o.10 thus allows us to project the theme of the ‘fash-
ioner of the ritual drink’ at an Indo-Iranian level. More specifically,
in the Rig Veda the Rbhus’ work is constantly described by means of
Vedic taks, which may hint at the construction of the different ‘compo-
nents’ of the Third Pressing (cf., e.g. 1.9, above). However, the shaping
of the sacrifice or the soma, all together, is not commonly described by
means of taks (cf., e.g. 5.1). Conversely, Yasna 1o.10 does not mention
the Rbhu(s) as the inventors of the haoma. Even so, the creation of the
haoma is described by means of Avestan zas, i.e. the Young Avestan
counterpart of what is the Rbhus’ ‘favourite verb’ in Vedic.

5.2Y 10.10

auruuantom 9Pa damidatom
bayo tatasat huuapa

The Good-labourer fashioned you [sc. haomal, the hero constructed by the
creator.

To sum up: it is likely that the Rbhus were fashioners of ritual drinks
and ritual formulations, which allow poet-priests and patrons to
achieve prosperity and, possibly, immortality. It is through the produc-
tion of this ritual that the Rbhus achieved immortality and came to be
mythologized as divine fashioners of things: objects (chariot, horses;
cf. 1.9, above), abstract things (‘youthful vigour’; see 5.4 below) and
formulations (see 2.1 above). The fashioning of ‘ritual actions’ overlaps
with the fashioning of ‘words’ because words are concomitant to ritual
actions. As a matter of fact, the thirst for soma and the need of praise
are said to be satisfied simultaneously (5.3).
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5.3 RV 4.34.11ab

napabhiita nd vo atitysama
anibsasta ybhavo yajiié asmin

You have not kept away. We have not let you be thirsty, O Rbhus, nor
are you unpraised in this sacrifice.

It is, therefore, by fashioning ritual drinks and ritual formulations that
the Rbhus ‘changed sides’ and moved from mortality to immortality.
When the poet-priest fashions a hymn for them, he, together with his
patron, has the chance to ‘change sides’ by achieving poetic glory and
prosperity in this life and the one hereafter. Remarkably, the Rbhus are
explicitly invoked to fashion immaterial objects for the sacrificers: fresh
energy, prosperity and fame. The construction of these very immaterial
things can be identified as one of the leitmotifs of Rig Veda 4.36, a
hymn to the Rbhus, the text of which is presented below (5.4).

5.4 RV 4.36

1 anasvo jato anabhisiir ukthyo, rdthas tricakrdb pdri vartate rdjab

mabhat tad vo devyasya pravacanam, dyam rbhavah prthivim ydc ca piisyatha
2 rdtham yé cakrith suvitam sucétaso, dvibvarantam mdnasas pdri dhydya
tar it n,; asyd sdvanasya pitdya, d vo vaja rbhavo vedayamasi

3 tdd vo vaja rbhavab supravacandm, devésu vibhvo abhavan mahitvandm
jivri ydt santa pitdra sandjird, punar ynvand cardthdaya taksatha

4 ékam vi cakra camasdm caturvayam, nis cirmano gam arinita dbitibhih
dtha devésu amrtatvam anasa, srusti vaja rbhavas tad va ukthyam

5 rbhuté rayib pmthamds’mvastamo, vajasrutdso yam djijanan nirah
wbhuatasto viddthesu pravacyo, yam devaso dvatha sd vicarsanih

6 sd vaji drvd sd fsir Uacasyaya sd Siiro asta prtandsu dustdrab

sd rayds posam sd suviryam dadhe, yim vajo vibhvar ybhdvo yam avisub
7 Sréstham vab péso ddhi dhayi darsatim, stomo vdja rbhavas tam jujustana
dhiraso hi stha kavdyo vipascitas, tan va end brabmana vedayamasi

8 yirydm asmdabhyam dbisanabhyas pdri, vidvamso visva ndryani bhéjana
dywmdntam vajam visasusmam uttamdam,  no rayim rbhavas taksatd viyab
9 ihd prajam ihd rayim rdrana, ibd sravo virdvat taksatd nab

yéna vaydm citdyemati anyan, tdm vajam citrdm rbhavo dada nab

1. Produced without horse and rein, the praiseworthy chariot with its three
wheels rolls through the airy space. This is the great proclamation of your
divinity: that you prosper heaven and earth, o Rbhus.

2. The very perceptive ones who made from mind by insight the smooth-
running chariot, which never overturns — [to you,] o Vajas, o Rbhus, we
now dedicate [the soma] of this pressing for you to drink.
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3. Your greatness became well proclaimed among the gods, O Vajas, Rbhus,
and Vibhs: that you fashion your parents as youths for them to keep going,

even though they were enfeebled, worn out by age.

4. You divided the single cup into four; out of a cowhide you made a cow
to flow [milk] by your insights. So then you attained immortality among
the gods by your obedience, o Vajas, Rbhus: that is your praiseworthy
[attainment].

5. From the Rbhus comes wealth that best brings the foremost fame, which
the men famed as Vajas have produced, that is fashioned by the Vibhvan,
that is to be proclaimed at the ritual distributions. Whom you help, o gods,
he has wide boundaries.

6. He is a prizewinning charger; he a seer through his verbal artfulness; he a
champion, an archer, who is difficult to overcome in battles; he has received
an increase of his wealth and he an abundance of good heroes — he, whom
Vaja and Vibhvan, whom the Rbhus have helped.

7. An excellent, beautiful robe has been placed upon you: [this] song of
praise, o Vajas, Rbhus. Take pleasure in it! Because you are insightful poets
perceiving inspired words, we dedicate [it] to you with this formulation.

8. You who know all the things that nourish men, for us [fashion] from the
Holy Places [= the ritual ground] the highest heavenly prize that brings
the explosiveness of a bull; fashion for us wealth and vitality, o Rbhus.

9. Giving offspring here and wealth here, fashion here for us the fame that
heroes accompany. The bright prize by which we would be brilliant beyond
others, o Rbhus, have you given to us.

The hymn is programmatically defined as the “great proclamation of the
divinity” of the gods (1c¢); their “greatness became well proclaimed among
the gods” (3ab); and the Rbhus are said to have “attained immortality
among the gods” (4¢). All in all, the first part of the text (stanzas 1—4)
emphasizes the divine status of the Rbhus, which they earned through
their labours.

At the same time, the proclamation of the Rbhus’ divine power con-
sists in a celebration of their main skill: fashioning. The repetitions of
the Vedic root taks are combined in a circular structure, we may call
a ‘taks-composition’ (a ring composition consisting in the repetitions
of the root taks): the Rbhus fashioned (taks) their parents into youths
‘to keep going’ (3d); fame-bringing (srdvas-) wealth (rayi-) is said to be
fashioned (taks) by Vibhvan, one of the three Rbhus (5ac), and, in the
two last stanzas of the hymn, the Rbhus are invoked to fashion (taks)
wealth, fresh energy and glory (rayi-, vdyas- and srdvas-, 8—9).3°

o Besides echoing Pindar’s closing words in Pythian Three, in which éméwv [...]
téxtoves (Pind. Pyth. 3.113) are surrounded by references to ‘glory’ (EAmid” éxw
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Since they are fashioners of ritual drinks and of holy formulations
as well as fame, which provides immortality, we can conclude that the
Rbhus resemble Orpheus.

6. Conclusions: to the afterlife, through poetic drinks

In this chapter I have tried to highlight common traits between Greek
Opgpevg and Vedic Rbhii-. 1 hope to have managed to show that the
similarities which one can identify between these figures go beyond
the level of pure linguistic reconstruction. In particular:

e T argue for considering Greek ‘Opoedg and Vedic Rbhii- as
speaking names (or appellatives) that can be traced back to PIE
*hserb- ‘to join, ally, change sides, side with’.

e The capacity ‘to join, ally, change sides, side with’ is expressed
in Hittite by means of another *hzerb”- derivative, which, in
ritual texts, applies to the power of the poet-priest, who makes
the natural elements side with him.

e At the same time, Orpheus and the Rbhus share some mytho-
biographical achievements and qualities: they are associated
with the creation of material things and poetic words.

e Moreover, they are capable of displacing things, making things
move, or creating movable objects.

*  On the other hand, Orpheus and the Rbhus are the ones,
who, par excellence changed sides: the Rbhus are said to have
achieved immortality thanks to their creations. The same
may apply to Orpheus, who happens to be the only hero who
travelled into the underworld and is a poet. Furthermore, his
head survives Dionysiac dismemberment. It is probably thanks
to his poetic skills that Orpheus’ poetic and ritual legacy
survives within the Greek tradition and Orpheus emerges as
fame-named (évopdxAvtog).

e Finally, I propose that the inventions that allowed Orpheus and
Rbhus to achieve immortality and are provided to the ritual
adepts (namely, the Orphic adepts and the sacrificers of the

®Aéog ebpéabat kev LYMAGV mpdow “T hope that I may win lofty fame hereafter”,

Pind. Pyth. 3.1115 & O’ dipetae xAetvais dowduis Il ypovio tehéBet “excellence endures

in glorious songs for a long time”, Pind. Pyth. 3.114-115), the collocation [to
FASHION-FAME] has a Greek perfect match: the man’s name Kheotéxtwv (IG II” 6014,
3rd century BCE); cf. Massetti forthcoming.
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Vedic ritual) are connected with (1) the fashioning of poetic
glory, which grants immortality to the poet and the ritual
adept, and (2) the fashioning of a ritual in which metaphoric
and/or concrete drinking plays a significant role.

I hope to have contributed, through my chapter, towards shedding
light on some important figures of the Greek and Vedic traditions,
who are tightly connected with the technology and the eschatology of
glory-through-poetry.
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