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1. Introduction

The scope of this study is to analyse Pindar’s poetological vocabulary through the lens of Conceptual
Metaphor Theory (CMT), with particular focus on the frameworks of sound and movement, in order
to gain a deeper understanding of his lexical choices, and compare it with the data found in the
Rigveda. The aim is to provide a coherent set of metaphorical mappings for these two domains, by
describing the underlying conceptualization progresses and identifying the concrete images that
inform the expressions under examination. Furthermore, instances of conventionalization and
fossilization will be highlighted when possible.

This investigation builds on Meusel’s monumental 2019 study, which examines inherited Indo-
European (IE) collocations pertaining to fame and poetry in Pindar, many of which — with some
variation — are also attested in the Vedic tradition.

While Meusel’s emphasis lies on phraseology, specifically the presence or absence of similar
phraseological collocations in the Rigveda and their utility for reconstructing inherited PIE poetic
vocabulary, the present study takes a different approach. It aims to investigate what is behind Pindar’s
use of verbs and nouns related to poetry, celebration and singing. For instance, why is a word like
koumoc, which prior to Pindar is attested only in the sense of ‘clattering’, used metaphorically to
denote ‘song’ in Nemean 8.48-50? Or why does Pindar claim that song must be ‘awakened’ in
Olympian 9.47?7 The most straightforward answer would be to attribute such expressions to poetic
creativity.

However, Conceptual Metaphor Theory could offer a more coherent explanation by reconstructing
the metaphorical frameworks underlying these expressions. As will be explained, linguistic
metaphors are the surface realizations of cognitive processes rooted in human cognition. Moreover —
this is where the Rigveda becomes relevant — since languages close to each other often share similar
metaphors, investigating whether comparable metaphorical processes occur in two different
languages can be fruitful, because it may help trace the origins of these metaphorical patterns further
back in time. Therefore, after reconstructing the metaphorical framework behind certain poetological
terms in the Pindaric Odes, this study will compare the findings with a notably more archaic corpus,
the Rigveda, in order to explore whether Pindar’s conceptual metaphors can be traced to earlier stages
of Proto-Indo-European.

Before proceeding with the analysis, it is necessary to outline the major tenets of Conceptual
Metaphor Theory, in order to clarify why this approach could be fruitfully applied to a comparison
between Pindar and Rigveda.



1.1. Conceptual Metaphor Theory: a brief introduction

Before the cognitive approach was adopted in the study of metaphors, the predominant view regarded
them solely as a linguistic construct rather than a cognitive process. Consequently, metaphors were
interpreted as mere figures of speech (Johnson 1991:339). This perspective was taken to its extreme
by Davidson (1978:32), who argued that metaphors “mean what the words, in their most literal
interpretation, mean, and nothing more”.!

This perspective was radically challenged by Lakoff and Johnson in their seminal work Metaphors
We Live By (1980), which laid the foundations for Conceptual Metaphor Theory (CMT). Their central
claim is that metaphors fundamentally shape our cognitive processes and are not simply reflections
of language. Essentially, metaphors originate early in life through bodily or sensory experiences,
which become the basis for understanding abstract concepts (Johnson 1997:160).

The process begins from a bodily experience that co-occurs with an abstract feeling or perception.
In such instances, the so-called “primary metaphors” (Sullivan 2017:397) emerge, wherein both the
abstract and concrete elements coexist in real-life experiences. For instance, a child might associate
the feeling of anger with the sensation of heat, because these co-occur in real life. Therefore, if this
association is iterated, in children’s minds the concepts of FEELINGS and TEMPERATURE would become
conflated, not easily distinguishable. The recurring experiential correlation is called “primary scene”
(Grady 1997:23), and forms the foundation of primary metaphors.

Only later, in adulthood, do these merged experiences diverge into a concrete and abstract domain,
forming a metaphorical relationship. In this framework, TEMPERATURE functions as source domain,
while FEELINGS become the target domain (comprehensively called “metaphor input domains”). The
mapping is unidirectional: the TARGET DOMAIN is always understood via the SOURCE DOMAIN, but not
vice versa. This process — when a source domain is used to grasp a target domain — is called
“entailment” (Sullivan 2017:395). Therefore, linguistically a metaphor then possesses both a literal
and metaphorical meaning, termed respectively VEHICLE and TENOR (or "TOPIC" in some recent
literature; cf. Deignan 2005). The first is the meaning of a word in its SOURCE DOMAIN, and the second
the meaning of the word within the TARGET DOMAIN.

From the primary metaphor, for instance ANGER is HEAT, more complex mappings arise, known as
“secondary metaphors”. These kind of metaphors are formed by mappings that do not co-occur in

concrete experience, such as ANGER is a HEATED FLUID. From this it follows that if primary metaphors

! A recent survey on the differences between CT (Classical Theory) and CMT (Conceptual Metaphor Theory) with an

attempt to combine these two views has been made by Macha (2016).



are more likely to be universal, secondary metaphors most often are not, and vary based on culture,
language, and context.

The way the source domain gets mapped into a target domain depends on structures called “image
schemas”,? embodied, preconceptual structures (Hampe 2005:1-12) developed through early sensory
experience. Examples include PATH, CONTAINER/CONTAINMENT, SUPERIMPOSITION.?
Image schemas are schematic and continuous, serving as recurring cognitive patterns. They are also
relatively few, as the list laid out by Hampe (2005:2-3) shows. It follows that it is the source domain
that dictates the type of image schema that will create the mapping. In the metaphor ANGER is A
HEATED FLUID, for example, the image schema CONTAINER/CONTAINMENT underlies the HEATED
FLUID concept and is carried over into the target concept ANGER.

Lakoff (1990:39-74) showed that mappings are created basing on the so-called “Invariance
Principle”, namely the persistence of image schemas. In fact, an image schema, present in the source
domain, will be projected invariantly into the target domain: if the vehicle HEATED FLUID presupposes
the CONTAINER/CONTAINMENT schema, this will be transferred into the tenor ANGER.

While image schemas provide the structural backbone of metaphors, “frames” are sets of elements
that allow to create the mappings. Frames dissect a given situation into its constituent elements, which
are potentially the base of mappings. If we take the metaphor ANGER IS HEAT, for instance, the concept
of ANGER pertains to the Feeling frame, which will evoke an Experiencer, the agent of the action, and

the Emotion felt (https://framenet.icsi.berkeley.edu/framelndex, accessed 26/06/25). On the other

hand, HEAT evokes the Temperature frame, which entails an Attribute that specify it, an Entity that
perceives it, and also Circumstances in which it is perceived. However, several other frames are at
play in each metaphor.

For instance, in the secondary metaphor ANGER is A HEATED FLUID, also the Fluid_motion* and
Container frames are presupposed. The result is that metaphor input domains can be considered as
combinations of elements from multiple interrelated frames. Both domains and frames are based on
the same principle, that an element evokes a set of other correlate elements. Several frames have been

identified and catalogued into the online database FrameNet

2 A more complex description has been made by Mandler and Pagan Cénovas (2014), as they separate image schemas
from spatial primitives and schematic integrations, claiming that in the majority of studies these three tenets are just
conflated as image schemas.

3 Image-schemas will be written in uppercase, as in Hampe (2005:1-2) from now on in order to distinguish them from
Frames.

4 Frames will be indicated with the word starting with capital letters and the low dash _between words, as in the Framenet

website.


https://framenet.icsi.berkeley.edu/frameIndex

(https://framenet.icsi.berkeley.edu/lulndex, accessed 26/06/25), although this resource remains under

continuous development. Another aspect that has to be taken into consideration is that frames entail
elements that sometimes are not even expressed in the mappings. This happens because of the partial
nature of the mapping process (Roush 2018:20). In fact, not all the potential vehicles of a source
domain are mapped into tenors.

According to recent studies (Sullivan 2017:404) the Invariance Principle also applies to frames, a
notion referred to as the “Extended Invariance Principle.” In fact, in the mapping process, frames
evoked by the vehicle are transmitted to the tenor. For instance, if HEATED FLUID evokes the
Temperature, Fluid _motion and Container frames, these will be mapped into the tenor ANGER.

However, metonymy, which also features prominently in this study, defies these patterns. Long
acknowledged as a productive linguistic process (and recently reevaluated in cognitive terms; see
Deignan 2005:64-83), metonymy involves referencing an entity by one of its attributes or parts. A
common subtype, synecdoche, occurs when a part represents the whole. For instance, an element of
an action can represent the action as a whole: when Pindar, in Pythian 2.27, says that Hera “belonged
to the joyful beds of Zeus” (tdv A0 gvval Adyov moAvyadéeq), he uses an aspect of love — namely,
the bed — to refer to love as a whole. Therefore, unlike metaphors, which involve cross-domain
mappings, metonymy typically operates within a single domain. Some scholars (e.g., Deignan
2005:59-60) argue that many primary metaphors should be interpreted as metonymies. This line of
reasoning is, in some cases, extended further, for example, by suggesting that the well-known primary
metaphor KNOWING IS SEEING can also be understood as a metonymy, given that SENSORY PERCEPTION
is a component of MENTAL PERCEPTION (Feyaerts 2000:59-78). Although there is no consensus
regarding some of these positions on metonymy, it is evident that metaphor and metonymy frequently
overlap, while in other instances they remain clearly distinguishable. Expressions like BED FOR LOVE
clearly constitute metonymy, whereas LIFE is a JOURNEY is an unequivocal metaphor. Current
scholarship (Deignan 2005:69-71) views metaphor and metonymy as two poles on a continuum,
suggesting that the degree of metonymic influence should also be assessed when analysing
metaphorical expressions.’

Metaphors, then, are not merely poetic devices but foundational elements of everyday language,
shaped by cultural and linguistic context. When an association between a certain tenor and vehicle is
repeatedly attested, this indicates a process of “conventionalization” (Lakoff and Johnson 1980:211-

213). However, there are cases in which the tenor, over time, overlaps with the vehicle, causing the

5 There are also more extreme perspectives, for instance considering all conceptual metaphors as metonymies (Barcelona

2003).


https://framenet.icsi.berkeley.edu/luIndex

original concrete meaning of the term to be lost. In such cases, the result is a “dead” or “fossilized”
metaphor. Lakoff defines such cases as metaphors where the semantics and terminology of the
SOURCE DOMAIN have disappeared (Lakoff 1987:144-145). This distinction is vital, as earlier
scholarship often conflated all conventionalized metaphors with fossilised ones.

CMT has significantly influenced the study of poetic metaphors, beginning with Lakoff and
Turner’s More Than Cool Reason (1989), which reconstructed metaphor input domains underlying
poetic expressions. More recently, Antovi¢ and Pagdn Canovas (2016) have shown that key tenets of
cognitive grammar — such as the concept of construction — functionally overlap with well-established
phraseological notions, for instance the formula, suggesting that these two approaches can be
productively integrated. The significance of conceptual metaphors for oral poetry has also been
emphasised by Horn (2015). For example, the famous Homeric collocation &nea mtepdevta can be
interpreted as a fossilised metaphor whose abstract meaning had already been forgotten in Epic
poetry. More recently, Zanker (2019) has offered an extensive treatment of metaphors related to time,
speech, and thought in Homer. has In the case of Pindar, Eckerman (2019) has recently applied CMT
to explain problematic passages within the crown metaophoric framework.

Therefore, returning to the purpose of this contribution, applying the aforementioned tenets first
to the Pindaric odes and subsequently to the Rigveda will help better elucidate certain puzzling terms,
that the Classical Theory would dismiss as products of the poet’s creativity. In particular, the focus
will be on selected expressions that Pindar uses to describe his poetological process in a metaphorical
manner, whether consciously or unconsciously, specifically terms drawn from the domains of sound
and movement framework, since these have not yet been adequately addressed within Conceptual
Metaphor Theory (CMT). The reason for beginning with Pindar’s corpus is apparent: Pindar offers a
particularly fruitful case study for this metaphorical framework, given his frequent use of novel and
often unprecedented lexemes and expressions. Furthermore, while epic poetry features occasional
moments of poetic self-reference,® such instances occur more frequently, and often more centrally, in
choral lyric, making Pindar, its most prolific representative, an ideal corpus for this type of

investigation.

6 Cf. e.g. Theogony, 29-34: &c Epacav kodpat peyérov Adg dptiénetar, koi pot oxiimrpov &8ov dagvng Epniéog dlov
dpéyacat, oMoV évémvevcav o€ pot avdnv Béomy, tva kKheloyu @ T° éooopeva Tpd T° €6vTa, kai P’ EkéAove’ Duvelv
HOKAP@V YEVOG aigv £0vImV, 6Qdg 6’ avtag TpdTov Te Kal Hototov aigv deidewv. “So spoke great Zeus’ ready-speaking
daughters, and they plucked a staff, a branch of luxuriant laurel, a marvel, and gave it to me; and they breathed a divine
voice into me, so that I might glorify what will be and what was before, and they commanded me to sing of the race of

the blessed ones who always are, but always to sing of themselves first and last.”



Moreover, as Meusel (2019) and Watkins (2002:319) have argued, Pindar’s poetry is uniquely
suited to Indo-European comparative analysis, with Watkins even calling him “the most Indo-
European of all Greek poets,” thus rendering the comparison with the Rigveda particularly promising.

Therefore, fully aware of the complexities inherent in Pindar’s and Rigveda poetry, often rooted
in their distinctive poetic style, my aim is not to simplify their poetic choices, but rather to examine
why certain terms became metaphorically used, or to investigate the underlying motivations that may
have led to prefer one metaphorical framework over another. Furthermore, I seek to provide a
conceptual foundation, enhanced by a comparative perspective, for the interpretation of certain

passages.

1.2. Methodology and Corpora

The analysis is structured into chapters based on individual metaphors, since multiple lexemes may
often be linked to a single conceptual domain. The two main metaphorical frameworks will be words
pertaining to sound, and words pertaining to movement. The main goals of each chapter can be
described as such:

1. First of all, assessing both the literal and metaphorical usage of the terms within the corpora,
and also, when needed, clarifying their poetological value when it is not transparent;

2. ldentifying a coherent set of mappings that underlie the main metaphors, by pointing out the
primary metaphors that are implied, and also the image schemas and frames associated with
them. In some instances, possible proposals for primary scenes will be given, even though it
is not always feasible to trace the concrete experience from which mappings arise;

3. Strengthen the presumed solidity of the main metaphors by identifying possible secondary
mappings that emerge from them. Indeed, the more a metaphor proves productive, serving as
the backbone of other complex metaphors, the more deeply rooted it is within conceptual
processes.

4. Proposing the degree of conventionalization of the terms taken into consideration and, where
possible, identifying cases of fossilization;

5. Comparing the metaphorical processes found in Pindar with analogous cases found within the
Rigveda, pointing out their connections as well as their differences. The terms taken from the
Rigveda will be treated in the same way as the terms in Pindar, following the goals expressed
in points 1, 2, 3 and 4. In particular, given the high specificity associated with secondary
metaphors, the presence of comparable secondary mappings arising from the same main
metaphor would be significant, as it would reinforce the notion of the antiquity of the

metaphorical framework under consideration.



The initial step involved data collection from Epic Greek, Pindar, and the Rigveda. For Pindar, in
addition to direct consultation of the Loeb Classical Library editions (Race 1997a; 1997b), three key
resources were used: the online Thesaurus Linguae Graecae (TLG), which also represented the
source of Epic Greek comparanda, Slater’s Lexicon to Pindar (2012) — especially for selecting
poetologically relevant lexemes — and the thematic analysis by Pavese (1997). Vedic data were
obtained using the online version of Grassmann’s Worterbuch zum Rig Veda (1873) and Lubotsky’s
A digital concordance of the Rgveda (2024), also online.

After that, the material has been analyzed under the aforementioned tenets of conceptual metaphor.
More specifically, after assessing the metaphorical usage of these terms within the texts and
explaining their poetological value, the entailment from literal to metaphorical meaning will be
analyzed in the first place by assessing its underlying primary metaphors. Although the main mapping
that emerges from this entailment is not found in other CMT studies, since it represents a highly
specific and complex metaphor, the primary metaphors involved are well-established mappings
drawn from the works on CMT already referenced, as well as others. Following this, the mappings
will be connected to their plausible underlying image schemas and frames. The identification of these
underlying primary metaphors, image schemas, and frames is, for the most part, my own, except
where otherwise indicated. While some primary metaphors are regularly accompanied by particular
image schemas and frames, others have not been examined in such detail.

Subsequently, using the input provided by frames and image schemas, plausible examples of
secondary mappings will be identified. For each term, an analysis of its occurrences will serve to
determine the degree of conventionalization and, where applicable, of fossilization.

In doing so, it was necessary to start from solid and well-attested metaphor input domains, whose
main sources were Lakoff and Turner’s work More than Cool Reason (1989) and Grady’s
Foundations of meaning: primary metaphors and primary scenes (1997). Also the online catalogue

Conceptual Metaphor has been proven useful (https://www.lang.osaka-

u.ac.jp/~sugimoto/MasterMetaphorList/MetaphorHome.html). The most recent catalogue of image

schemas, as provided by Hampe (2005), was also consulted. Finally, FrameNet online, the most up-
to date resource for conceptual frames, has been used to find possible mappings.

In order to reconstruct the conceptualization process, of course it was fundamental to analyze the
etymological development of the terms. To do this, for Greek the primary etymological sources
include LSJ, Beekes (2010) and Chantraine (1968). For Vedic, apart from the aforementioned
Worterbuch zum Rig Veda, also the LIV? and Mayrhofer’s Etymologisches Worterbuch des
Altindoarischen (1986) were used.


https://www.lang.osaka-u.ac.jp/~sugimoto/MasterMetaphorList/MetaphorHome.html
https://www.lang.osaka-u.ac.jp/~sugimoto/MasterMetaphorList/MetaphorHome.html

The analyzed passages will always follow the same order: first the Epic Greek examples, then
Pindar’s ones. For Pindar’s Odes, the order will always be the following: Olympians, Pythians,
Nemeans, Isthmians, Fragments. The translation will mainly follow Race’s editions, nonetheless in
several instances it will be modified in order to be more adherent to the literal meaning of words. For

Rigveda, the translation will follow closely the one given by Jamison and Brereton (2014a).



2. SONG/PRAISE IS LOUD SOUND

2.1. SONG/PRAISE IS LOUD SOUND: conceptual description

Several nouns used by Pindar to describe the act of singing and praising are associated with loud or
powerful sounds, suggesting the presence of the metaphor SONG/PRAISE IS LOUD SOUND. This may not
seem unusual when song is likened to a shout, a human sound, but Pindar also employs a range of
terms that refer to sounds produced by natural forces or inanimate objects, which require further
explanation.

The tenor of these metaphors is sometimes difficult to determine, as praise, especially when
expressed by the poet or the chorus, always implies singing, even when not explicitly accompanied
by a verb or noun meaning ‘song.’ Nevertheless, this ambiguity does not undermine the fact that we
are dealing with metaphors, in which the tenor will be indicated as SONG/PRAISE for the sake of
precision.

Since the tenor SONG/PRAISE belongs to the domain of SOUND, with loud sound being an element
inherent to the act of singing or praising, we are dealing with a mapping within the same domain,
namely a metonymy. As will be demonstrated, more than one primary scene can be reconstructed
based on the analyzed terms. However, SONG/PRAISE IS LOUD SOUND may itself be considered a
primary metaphor, as it is possible to identify the concrete experiential basis from which the
association likely arose. Kovecses (2015:117) argues that context is fundamental in the development
of poetic metaphors. This principle is indeed applicable to Pindar: whereas epic poetry was probably
performed by a single rhapsode, Pindar’s odes were recited by a chorus, in which the layering of
voices, likely producing a loud sound, occurred simultaneously with the praise or song itself. This
observation is not of secondary importance, as it may explain why Pindar employs a distinctive range
of terms to describe his poetry, which is not directly comparable to that of Epic poetry.

Consequently, the mapping can also be attributed to the metaphorical input domains QUANTITY IS
VOLUME OR INTENSITY. As Grady (1997:291) explains, the term quantity may refer not only to
numerical extent but also to the intensity of an action or the duration required to perform it. This
metaphor interacts with another conceptual domain, IMPORTANCE IS VOLUME, since the mappings
suggest a relationship between the effectiveness of SONG/PRAISE and the intensity of the sound with
which it is expressed. Both metaphorical input domains presuppose the SCALE image schema, as
examined by Johnson (1987:121-124), which involves perceiving the world through a quantitative
(relating to volume) and/or qualitative (relating to intensity) scale. Accordingly, the intensity of praise

or song is conceptualized as being analogous to the volume of sound associated with it. Moreover,

10



the image-schema MERGING is also at play, since in the primary scene the two sounds initially
merged.

These two mappings are frequently attested in poetic descriptions, where, for instance, terms
involving sound are often juxtaposed to emphasize the magnitude of that sound. In /liad 9 (1), for
example, two semantically similar terms are used in a hendiadic expression to this effect.

1. 11.9.547: M 8" auo’ avtd Bijke moAdv kKELadOV Kol Ty [...]
“But the goddess set much clamor and shouting around it (a boar’s carcass)...”
However, the metaphor is also reflected in a coherent set of mappings, especially in Pindar, where, in
some cases, the conventionalization of these metaphors appear to be in a rather advanced state, as

will be analyzed in the following sections.

2.2. SONG/PRAISE IS LOUD SOUND: analysis of vehicles

In the metaphor SONG/PRAISE IS LOUD SOUND, the element of sound is reflected in Pindar through
various terms, which can be semantically categorized into three principal groups: words originally
meaning ‘shout’, such as a1 and fod; a word originally meaning ‘clattering’, namely ko6pumog; and
finally kéAadog, a term used to describe a general ‘loud sound’. This division arises from the distinct
conceptualization processes these groups exhibit. Therefore, the first category discussed comprised
nouns meaning ‘shout’, a human produced sound.

2. 013.98-100: dhobrg t€ pot &Eopkog Emécoetol £ENKOVTIOKL ON AUEOTEP®OEV
(0VYA®GG0G Bod KdpuKog EGAOD.

“And my true witness under oath shall be the shout of the noble sweet-tongued herald,
heard full sixty times from both those places.”

3. Fr.140b.11-17: éyo y[...] madpa per[t]lopev]...] [YAd]ocapyov aueénw[v épebdilopan
pog GVTA[V dAiov dehpivog DTOKPIGY, TOV HEV AKVDUOVOG &V TOVIOL TTEAGYEL OOADY
gxivne’ épatov péroc.

“Singing a few songs...Cherishing the garrulous...l am incited, in response to the
shout in a manner of a dolphin of the sea, which the lovely melody of pipes excited in
the expanse of a waveless deep.”
Before discussing the qualities expressed by these terms, it is necessary to assess their poetological
usage in the relevant passages, as it is not always clear. First, in Olympian 13 (2), the subject is a
herald, which would typically suggest interpreting fod as ‘shout’ rather than ‘song’ or ‘praise’.
However, Pindar frequently describes himself as a herald (cf. e.g. Nem. 4.74), and, moreover, at the
beginning of this ode he applies nearly the same words to himself. Given this, the herald functions

here in a way that parallels the role of the poet (Peri 2021:114; Meusel 2019:519).
11



Similarly, in the obscure fragment 140b (3), avtd[v likely reflects the concept of song itself. The
fragment begins with a reference to an anonymous Locrian poet, identified by a scholiast as
Xenocritus,” who is credited with innovating an Ionian song. The passage, according to Adorjani
(2017) and Henderson (1992), establishes a parallel between Xenocritus and Pindar. Xenocritus’s
work is likened to mules escorting a chariot, while Pindar’s poetry is compared to dolphins following
a ship. Pindar frequently compares his own work to both a chariot® and dolphins, so the analogy is
not unusual. However, in this instance, Pindar appears to emphasize a distinction between his poetry
and that of Xenocritus, likely in a competitive manner (Henderson 1992:154). The second half of the
fragment (vv. 11-17) explicitly shifts the focus to Pindar himself, as marked by the strongly positioned
pronoun £y®.” This suggests that Pindar seeks to contrast his own poetry with Xenocritus’s.

The juxtaposition is reinforced by the expression in vv. 13-14: épeBiCopon mpog dvté[v “T am
incited in response to the shout.” In this passage, Pindar appears to be inspired to sing upon hearing
Xenocritus’ abt), which should not be interpreted negatively (Henderson 1992:149). In the preceding
lines, Pindar explicitly praises Xenocritus’ poetic accomplishments, and the use of the chariot
metaphor to describe his poetry places him in direct comparison with Pindar himself, who frequently
employs this metaphor for his own art. It is therefore more plausible to interpret the passage as
expressing a genuine desire to surpass Xenocritus, without, however, disparaging his work. What
remains clear is the poetological function of the term in this context, which stands in contrast to péiog,
explicitly associated with Pindar’s own poetry.

With respect to their conceptualization, abtf] and Pod entail an increase in sound intensity,
consistent with their usage in Epic Greek, where both appear in martial contexts to denote shouting
or wailing. Therefore, a plausible primary scene may be identified in the choral recitation, where the
song coincides with the emission of a loud sound, confirming the primary metaphor IMPORTANCE IS
VOLUME at the base of the mapping SONG/PRAISE IS LOUD SOUND.

Regarding the conventionalization of these terms, although all occurrences of Bod within the
odes are present in a poetological context, the term continues to appear with its original meaning

‘shout’ in later texts. In the case of abt, its limited occurrence within the odes complicates any

7 Whose figure was thoroughly analyzed by Fileni (1987).

8 E.g., Pythian 10.64-66. See also Simpson (1969).

? Adorjani (2017:11) outlines the three main hypotheses concerning the first-person pronoun. Indeed, it can either refer to
the poet himself, to a part of the chorus (quydptov), or to the whole chorus. However, the use of éya at the beginning of
the sentence is fairly common in Pindar and typically refers to the poet himself, in opposition. This hypothesis is further
supported by the fact that the preceding section, vv. 1-9, refers to Pindar’s “rival,” the Locrian poet.
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assessment of its degree of conventionalization. Nonetheless, its original meaning ‘battle-cry’ is
attested in Nemean 9.35, which precludes the possibility of fossilization.
A different metaphoric process can be observed in the term k6pumog, whose original usage does not
pertain to human utterance.
4. N8.48-50: yaipw 6& TpOGPOPOV £V HEV EPY® KOOV i€is, Emaotdaic d” avip vadvvov
Kol TIG Kapotov Otikev:
“I am glad to cast a fitting vaunt upon your accomplishment, and a man has made even
an hard toil painless with healing songs.”
5. Fr.94b 13-16: ccipijvo 6& KOumov avAickmv VIO AOTIVOV WUNCOK  A01001G KEvov

[...]

“I shall imitate the siren’s loud song in my songs to the accompaniment of lotus pipe

[...]”
The term xoumog, likely of onomatopoeic origin (Chantraine 1984:561), is believed to mean
‘chattering noise’ (LSJ), specifically the sound of two objects clashing. In Homer, the noun appears
in a formulaic expression describing chattering teeth: vmai 6¢ te KOUTOG 0dOVT®V [...] “And around
the clattering of teeth...”, occurring twice (//. 11.417; 12.149). This interpretation is reinforced by the
verb kounéw, found only once in Epic, referring to bronze clashing (Z/. 12.151: kounet yaAkog, “the
bronze clashes”).

However, in Odyssey 8.380, it is used differently in the phrase moAvg 6" VO KOUTOC OpMPEL: “a
loud applause arose.” Here, the co-occurrence of praise and applause suggests the secondary
metaphor PRAISE IS APPLAUSE, ! wherein the sound is characterized by both intensity and volume, due
to its production by many individuals. Since in Pindar kdpunog never means ‘applause’ but ‘vaunt’ (4)
or ‘song’ (5), it seems to be in an advanced stage of conventionalization. Fossilization must be
excluded, however, as one secure instance shows the term retaining its original meaning, or something
closer to it: the compound Bapvxounoc, attested for the first time in Pindar:

6. P5.55-59: 6 Barttov o' €netan mokonog OAPoc Eumav Tt Kol Td VER®V, TOPYOS BOTEOG
dupa e oevvoTaTOV EEVOLOL. KETVOV Ye Kol Bapikopmor Aéovte mepi deipatt pouyov
YADOOoOV £NMEL GOV ATEVEIKEV VTTEPTOVTIOV
“The ancient prosperity of Battos goes on, nevertheless, distributing now this now that,
tower of the city and most splendid at the eye for the strangers. Even the deeply

resounding lions fled in fear of him, when he gave in return his tongue overseas.”

107 would like to thank my supervisor, Lucien van Beek, for the valuable suggestion.
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In this case, a literal translation as “deeply resounding” appears most plausible. Yet, a metaphorical
reading cannot be ruled out, as the “deeply resounding” lions could be interpreted as “deeply

boasting,”!!

contrasting with their cowardly retreat before Battos. Moreover, it is notable that Aéovteg
within the Odes is twice followed by the similar epithet épifpopocg (or épipepétng), meaning ‘loudly
roaring.”!? It is therefore notable that Bapvkoumor, the only certain instance in which the term «opmog
is not found in a metaphorical sense, is used in place of the more usual and literal compound
épippopog, which is never used metaphorically.
Finally, the noun xéhadog is particularly significant due to its advanced degree of
conventionalization:
7. P4.59-60: & paxop vig Iolvpvéotov, 68 § v 100T® Ady® YpNoudg dpdwoey
peAiooag AgApidog aOTOUAT® KEAAO®
“Oh, blessed son of Polymnastos, in this speech the oracle exalted you with the
spontaneous cry of the Delphic bee.”
8. Fr.35c: vopmv dkovovieg 0e6opatov kELadov.
“Hearing the divinely fashioned sound of melodies.”
The term kéhadog appears in Homer only four times, but clearly denotes a broadly resounding noise,
often in martial contexts (1). However, it appears to be originally linked with the roaring of water, as
showed in lliad 21.12-16: the passage is set on the river Xanthos, that Achilles’ men are forced to

cross, and the river is therefore described roaring while filled with men and horses. Additionally, the

! The adjective Bapig frequently appears as the first member of compounds, with a term denoting sound as the second
member, for example, Bapvydovmog in Olympian 8.44 or Bapdroyog in Pythian 2.55. Although these compounds are not
employed in a strictly poetological sense and are therefore not the central focus of the discussion, they nonetheless merit
brief consideration. Traditionally, such adjectives would be described as examples of synesthesia, namely, the
juxtaposition of two types of sensory perception. However, they can be more coherently interpreted through the lens of
CMT. In fact, they are typically used to convey highly resonant sounds, such as a lion’s roar, or a particularly significant
speech, such as Archilochus invectives in Pythian 2.55. Underlying these expressions is the metaphor IMPORTANCE IS
WEIGHT, which is grounded in the same primary metaphor as SOUND/PRAISE IS LOUD SOUND, namely IMPORTANCE IS
VOLUME. This metaphor is attested in several modern languages, including Modern English (Dancygier 2017:619), and
also in the Rigveda, particularly in the use of the adjective guri- ‘heavy’, which is derived from the same root as Bapdc,
*g"rhy-u- (Beekes 2010:202). For instance, in RV 1.147.4: y6 no agne drarivam aghavir arativi marcéyati dvayéna |
mdntro gurith punar astu so asmai “O Agni, the ungenerous one wishing us ill and full of hostility who harms us by his
duplicity, let this heavy spell be back at him...” The “heavy spell” refers to the ritual hymn performed in honor of Agni,
which the poet hopes will drive away enemies (Jamison and Brereton 2014a:323).
12 Olympian 11.20; Isthmian 4.46.
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form kehdowv, a relic participle of *keladw (Bechtel 1914:191), names a river in //. 7.133, and in /.
18.576, the participle keAdoovta is referred to a ToTaNOG.

These attestations, combined with passage from [liad 21, are significant, since they offer a
potential context for a primary scene in which the conceptualization of the term as ‘shout’ or ‘sound’
could have arisen. In fact, in the scene both the sound of water roaring and men’s clamour occur.
Given so, the first stage of the conceptualization may have been CLAMOR IS WATER FLOWING. Later,
the metaphor conventionalized and became the vehicle of another metaphor, SONG/PRAISE IS LOUD
SOUND. This primary scene is attested only once and in a highly specific context, which makes it
difficult to establish it as a primary scene. A term used in a similar context, which will be analyzed in
paragraph 2.4, will nevertheless reinforce the association between loud noise and flowing water.

In Pindar, kéAadog appears only twice, and its derivatives are similarly rare. In fr. 35¢ (8), the term
is used poetologically, though only a single verse is preserved. On the other hand, the context in
Pythian 4 (7) is clear. The "son of Polymnastos" refers to Battos, the winner’s ancestor, who received
an oracle from the peMocac Achidog, a kenning for 'Pythia'.!?

In this context, the noun kéAadog refers to the loud voice with which the prophetess dispensed her
oracles, and it has clear poetic connotation, since the Pythia traditionally prophesied in hexameters.

Having assessed that in both of its attestations the term displays a marked poetological value, it is
plausible to assume an advanced state of conventionalization, a hypothesis further supported by the

analysis of its cognate verbs and adjectives in the following paragraphs.

2.3. EFFECTIVE SONG/PRAISE IS LOUD
As noted by Kaimio (1977:146-162) adjectives denoting sound are frequent in Pindar, and only the
most relevant examples were chosen in this paragraph, namely the ones explictly connected to
instances of the tenor SONG. In particular, the frequent occurrence of terms denoting broadly resonant
sound, often cognate with those analyzed in section 2.2, supports the identification of a sub-mapping
EFFECTIVE SONG/PRAISE IS LOUD.

9. P2.14: gdayéo Paciredoy Duvov dmov’ apetdc.

“A well-sounding hymn for the kings as a recompense for excellence.”

13 Honey, and metonymically bees, are thought to have prophetic qualities (Waszink 1974:7-8). Pindar is familiar with
this imagery, as in Olympian 6.45-47, where he narrates the story of lamos: 600 8¢ YAavk®dreg aToOV dopdvov fovidicty
€0péyavto dpdarovteg apepneel i@ peloocdav kadopevol. “Two grey-eyed serpents tended him through the gods’ desires
and nourished him with the blameless venom of bees”. This interpretation aligns with Gentili’s explanation (1995:445),

according to whom the kenning “Delphic bee” refers to the Nymphs intoxicated by honey on Parnassus.
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10. P3.112-114: Néotopa kai AVKiov Zaprnddv’, avOpdrov atic, £ MV KELUIEVVAY,
TEKTOVEG 010l GOQPOT POV, YIVOCKOUEY"
“We know about Nestor and Sarpedon from Lycia, talk of men, from resounding
verses, as such wise craftsmen constructed.”
11. N11.18: koi pehydovmorot dadarfévta perilev dodaic.
“And to celebrate him adorned with sweet-resounding songs.”
12. 12.30-32: kai yap ok dy@dvieg DUiv &vii dopot obte KOP®V, ® OpacHfovd’, épatdv,
0UTE HEMKOUTOV (LOLOaV.
“And so, your family’s houses are not unfamiliar with delightful victory revels, O
Thrasybulus, nor with songs of honey-sweet acclaim.”
Beginning with Pythian 2 (9), the compound g0myn|g, first attested in this context, combines gv- ‘good’
with -ny-, derived from 7y (or Myoc) meaning ‘sound’ or ‘noise’ (LSJ), typically denoting a
reverberating or resounding noise. This is illustrated in l/liad 2.207-210, where the sound of the
Achaeans is compared to the crashing of waves against a cliff. 1 In several occurrences the term is
paralleled to darts shot on enemies (cf. e.g. Iliad 8.159). Thus, the term clearly represents a vehicle
of the mapping EFFECTIVE SONG/PRAISE IS LOUD.

In Pythian 3 (10) the derivative adjective keAadeivog comes from the aforementioned kéladoc.
The ode is dedicated to Hieron, who was gravely ill, and in an effort to console him, Pindar wants to
reassure him that his legacy will endure through the poets (Gentili 1995:75-82), called téxtovec copoi
similarly to the famous Nemean 3.4-5 pehyopoov téktoveg kKopmv “crafters of sweetly speaking
verses.”

Moving to Nemean 11 (11), the adjective peiiydovmog is a compound of peAr® and -ydovmog, epic
form of 6odmog, which means ‘heavy sound’ (LSJ), employed mostly in war-like contexts. Finally,
the compound pelikopmnog in example (12) attests the aforementioned kopumoc. These adjectives, all
applied for the first time in Pindar to poetic terms, affirm the mapping EFFECTIVE SONG/PRAISE is

LOUD.

2.4. TO SING/PRAISE IS TO RESOUND
Several verbs originally denoting loud sound, some of which are connected with the terms analyzed

in the previous paragraphs, acquire a poetic sense in Pindar, expressing praising or singing. It is

14 1. 2.207-210: 0i & &yoprv SeavTic EMEGGEVOVTO VEMY &m0 Koi KMGLamY Ny, B¢ 61e kDpo moAvgroicBoto Bardcong
atytoh®d peydlo Ppépetan, opapoyel 8¢ te movtog. “They hurried back to the place of assembly from their ships and huts

noisily, as when a wave of the loud-resounding sea thunders on the long beach, and the depths roar.”
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therefore possible to posit a mapping TO SING/PRAISE IS TO RESOUND, whose reflexes will be examined
in this section. The first two terms to be analyzed are the verbs Bpéuw and kehadéw, which will be
treated together, as they both point to the same underlying concrete image.
13. 11.2.207-210: 0i 8’ dyopnvde avtic neGGeVOVTO VeV 8o Koi KAMGLdmv fyh, O¢ dte
KOpo ToAvAoicPoto Baddoong aiylodd peyaio Bpépetar, opapayel O T€ TOVTOG.
“They hurried back to the place of assembly from their ships and huts noisily, as
when a wave of the loud-resounding sea roars on the long beach, and the depths
roar.”
14. 02.1-2: Avo&edpuryyec duvor, tiva 0edv, Tiv' fpma, Tiva & dvopo KELUONGOUEY;
“Hymns that rule the lyre, what god, what hero, what man shall we celebrate?”
15. N11.7: AOpa 6¢ opt Bpépetor kol aodd:
“The lyre and the song resound for them.”
Starting with Olympian 2 (14), the case of verb kehadéw is peculiar. Derived from kéAadoc, it appears
almost 20 times in Pindar, always in a poetological context, as observed by Meusel (2019:381) and
Slater (2012:275). In Epic Greek the verb either appears to describe water roaring, as explained
before, or human clamour in reaction to a leader’s words of incitement (cf. e.g. /I. 8.542). This aligns
with the notion that the river scene in the //iad may serve as a primary scene for the term’s
metaphorical development, also because in Pindar xeladéw appears highly conventionalized,
typically meaning ‘to praise’ or ‘to sing.’

In Nemean 11 (15), Bpéum (‘to roar’), likely onomatopoeic (Beekes 2010:237), is rare in Epic
Greek, with just three occurrences. The term is however significant, since its development mirrors
that of kehaodéw: in two Epic similes, such as example (13), it is found in a comparison between the
clamour of soldiers and the roaring of water, which poses as compatible an original meaning which
sees it as connected with waters. From this, the primary metaphor CLAMOUR IS WATER FLOWING, and
ultimately SONG/PRAISE IS LOUD SOUND, may have developed.

Having now examined the noun kéAadog alongside its cognate adjective and verb, a more precise
assessment of its degree of conventionalization is possible. In the case of the noun, examples (7) and
(8) support an advanced state of conventionalization, given the poetological context in which the
noun appears. Nonetheless, much of its original meaning ‘loud noise’ is still preserved. Similarly, the
adjective kehadevog in example (10) appears to denote the broad resonance of the song, thereby
closer to the literal meaning, despite the poetological setting. By contrast, the case of the verb

KkeAad€w 1s notable, since its meaning seems to have become fossilized as ‘to sing/to praise.’
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Finally, Pythian 10 (16) and 12 (17) attest the poetic usage of xounéw (from koépumog), and aiw
(cognate with &abtn), respectively. Their conceptualization parallels that of the derived nouns.
However, Pythian 12 (17) passage is contentious.

16. P10.4: 11 kopmé® mopd Kopodv;

“Why shall I vaunt inappropriately?”

17. P12.9-12: ov mapBeviolg vmd T° dnddrolg ogimv kepalais die AelPopevov dvomeviél
oLV Kapat®, [epoehc 0ndte Tpitov ducey kKactyntdv HéEPog Evvaria Zepipo Aooiot te
poipav dywv.

“She (Athena) hears it (the dirge) from the heads of snakes of the unapproachable

maidens in the grievous toil, when Perseus cried out a triumph as he carried the third

of the sisters, bringing doom to wave-washed Seriphus and its people.”
As Massetti (2024:58-59) recently revisited, two principal alternatives for the verb are dvvcev ‘he
killed’ — proposed by Gentili (1995:674) and based on Boeckh’s conjecture dvucoe — and duoev
(‘he/she shouted’), the manuscript reading. The conjecture dvvoce was introduced based on two
scholia (Pavese 1991:73-97), both of which support the reading dvce(v). Another point of contention
is the subject of the verb, which could refer to either Perseus or Medusa. The first scholiast (19a)
interprets it as the cry of pain produced by Medusa, with Perseus as the subject of due. If this
interpretation is correct, it would be particularly significant, as Athena would be depicted as creating
the dirge by “weaving” together the wailing of the Gorgons and the triumph of Perseus — or,
alternatively, Medusa’s shout (Massetti 2024:51). In this case, the poetological value of the verb

would be indisputable, but editors are still in disagreement on what should be the most correct form.

2.5. Negative mappings and the question of ‘soft’ song

As Kaimio (1977:150) observed, descriptions of sound as ‘soft’ occur only five times, with the
adjectives poiaxdc and porBokog, likely because a ‘gentle’ or ‘soft” song would undermine the
grandiose celebration of victory. This may be further explained by CMT: since the choral mode of
recitation led to the conceptualization SONG/PRAISE IS LOUD SOUND, positive associations with
‘softness’ are hardly compatible, at least not with elements from the SOUND domain. Neither adjective
pertains originally to sound but rather to grass damped by water (LSJ). Moreover, this might help
account for the scarcity of the adjective Atyvg, also noted by Kaimio (1977:151), which will be
discussed in more detail in Chapter 3, paragraph 3.5. The adjective, in fact, denotes a shrill sound, a

description that does not align with the mappings examined in the previous paragraphs.
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Finally, the near-total absence of more gentle descriptions of sound in the Pindaric lexicon can be
explained by two metaphorical mappings, both of which conceptualize silence or murmuring in a
negative light:

18. 12.44-45: unt’ dpetdv TOTE OLYATM TATPMAV, UNOE TOVGD DUVOVS
“Let the son never keep silent his father’s excellence, nor these hymns.”
19. Fr.52£.7-11: ¥dott yop €mi yodkomOAw woeov diwv Kactoliog opeavov avopdv
yopevGiloc B0V Etaig dpayaviay d[A]éEmvicoiow uaic te T[alic:
“Having heard, by the water of the bronze gates, the murmur of Kastalia, devoid of
men’s dancing, I came to ward off helplessness from your kinsmen and from my own
honours.”
The first, well attested, is silence as the absence of praise or song, mapped as ABSENCE OF
SONG/PRAISE IS SILENCE. This is especially clear in Isthmian 2 (18), where it is the verb crydw (‘to be
silent’) to function as the vehicle.

The second appears in fr.52f (19), the sole occurrence of yoé@og (‘murmur’) in Pindar. Although
the context is unclear, the term appears negatively charged: as Olsen (2020:338) notes, the well is
opeavov (‘deprived’) of choreutes, who would otherwise bring sound, leaving only a murmur. This
supports the mapping INEFFECTIVE SONG/PRAISE IS MURMUR. The fact that two possible negative
mappings have been found strengthen the idea of a coherent domain pertaining the metaphor
SONG/PRAISE IS LOUD SOUND, since it demonstrates that the mapping became productive.

In conclusion, CMT allowed to reconstruct the process that likely brought several nouns involving
inhuman sound to be used in a poetological meaning, offering an explanation for the more frequent

use of certain terms over others.

2.6. SONG IS LOUD SOUND in Rigveda

The metaphors analyzed in the previous chapter are not without precedent. In fact, in the Rigveda,
several roots pertaining to inhuman sounds exhibit metaphorical usage comparable to the Greek terms
previously examined, being likewise employed to describe poetological processes or praise. The
contexts in which these mappings arise are sometimes different from their Greek counterparts. This
is to be expected, as complex metaphors are highly culture-specific. Nevertheless, as will be
demonstrated, the mappings identified in the Pindaric odes are analogous, along with their associated
image schemas and frames.

20. RV 5.45.08 sam yad gobhir angiraso ndvanta |

“When all the Angirases roared along with the cows there...”
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21. RV 8.96.5 i ydd vajram bahvér indra dhdtse madacyvitam dhaye hantava u | pra
pdrvata dnavanta prd gavah
“When, o Indra, in your two arms you took the mace stirred by exhilaration, to smite
the serpent, the mountains bellowed forth, and forth the cows.”
22. RV 10.68.12 iddm akarma ndmo abhriyaya ydh pirvir dnv anénaviti |
“This act of reverence here we have performed for the one belonging to the storm cloud,
who keeps bellowing after the many (cows?)”
23. RV 10.71.03 tam saptd rebhi abhi sam navante ||
“The seven husky-voiced singers together cry her (Vac) out.”
The examples above illustrate cases of the mapping TO SING/PRAISE IS TO RESOUND, namely the
metaphorical development from the root nav, which is rooted in a concrete experience unprecedented
for Pindaric metaphors, This verb means ‘to bellow’ (Mayrhofer 1986 11:23-24), and is typically
applied to inhuman entities. Although it is used to denote various types of sounds, from mountains
(21) to storms (22), its most common literal usage appears to be the bellowing of cows (21), to such
an extent that even when cows are not the subject, they are often paralleled with or involved in the
sound’s production. Moreover, in almost all cases it is used to describe a sound produced by multiple
entities, often cattle.

When used metaphorically in the sense of ‘to sing/to praise,’ the verb still retains some of its literal
semantic features. Indeed, in almost all cases, it is found expressing song produced by plural entities.
Notably, in most occurrences, it refers to two groups of priests appointed to perform songs during
rites: the Hotars and the Angirases. For instance, in (23), the “seven husky-voiced singers” are likely
the Hotars (Jamison and Brereton 2014a:1496). In (20), the reference to the Angirases is explicit and,
as will be shown, provides further insight into the degree of lexicalization of this metaphor.

The mapping of song to a cow’s bellow, falling within the domain of LOUD SOUND, is in this
instance supported by the two primary metaphors QUANTITY IS VOLUME OR INTENSITY and
IMPORTANCE IS VOLUME, as the intensity and effectiveness of praise are linked to loudness. Indeed,
when used poetologically, the verb never bears a negative connotation; rather, it consistently conveys
the notion of a successful recitation. A plausible primary scene may have originated in ritual settings,
where both singers and cows would have been present. In such a case, the mapping may be
interpreted, similarly to the case of Pindar, as a metonymy. The associated image schema is that of
SCALE, along with MERGING, since the two sound sources presumably converged in ritual
contexts. The principal underlying frame is, of course, Sound, wherein a sound response (nav) is

evoked by a source (gobhir angiraso, parvata gavah, rebha).
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Significantly, the metaphorical use of this term may have influenced a version of the Vala myth,
in which the Angirases’ songs open for Indra the cave of Vala, the womb of the cows (Oberlies
2023:169-175; Jamison and Brereton 2014a:181-182). In three instances, priests are described as
singing together with the cattle, as in (20).!° Oldenberg further suggests that the act of singing in
certain rites may have been linked to the Vala myth (1988:217). It is also notable that the Angirases
are never portrayed as individuals but always as a collective of priests. This image closely recalls that
of the Greek chorus, in which the convergence of multiple voices produces a broadly resonant sound,
which in turn becomes linked to the object of the utterance — namely, the song or the act of praise.

The concrete experience underlying the metaphor thus differs from that in Pindar. This divergence
is readily explained by the unique significance of cows in Vedic religion (Oldenberg 1988:190-191,
217), a feature not paralleled in Ancient Greek culture. This case illustrates how the same metaphor
TO SING IS TO RESOUND can give rise to different complex metaphors, emerging from distinct cultural
contexts, yet employing analogous metaphorical mechanisms.

Further evidence for the conventionalization of the term can be found in the derived noun nava-:

24. RV 9.45.05 sam 7 sakhayo asvaran véane krilantam dtyavim | indum nava aniisata ||

“His comrades cried out in unison to him as he was playing in the wood(en vessel),

beyond the sheep [=fleece]. The roars have roared to the drop (of Soma).”
The noun does not retain a direct connection to bovine bellowing, and it generally refers to a ‘roar’,
or, as interpreted by Grassmann (1873:726), ‘song, praise’. Thus, (24) exemplifies the mapping
SONG/PRAISE IS A LOUD SOUND, as the term possesses clear poetological connotations: the navah
‘roars’ are most likely the songs of the poets — the sakhayah (Jamison and Brereton 2014b:47). Its
grade of conventionalization is therefore notably high, to the point that a case of fossilization might
be posited.

A similar mapping can be observed with the noun rdva- ‘roar’, derived from the root rav ‘to roar’
(Mayrhofer 1986 11:439):

25. RV 4.56.01 ruvdd dhoksa paprathanébhir évaih ||
“The bull bellows to them along the ways that spread broadly.”
26. RV 71.33.04 ydc chakvarisu brhatd rdvena indre sismam ddadhdta vasisthah ||
“Since with a lofty cry in Sakvari [=martial] (meter) you established impetuous force

in Indra, o Vasisthas.”

IS Cf. RV 4.3.11 sam dngiraso navanta gébhih “The Angirases sang together with the cattle.” Another mention of the

scene in RV 1.62.3 sam usriyabhir vavasanta narah “The heroes sang together with the cattle.”
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The corresponding verb is never used metaphorically, always indicating inhuman sounds, often the
cries of bulls or steers, as in (25). However, while rdva- often designates a literal roar, it is also used
metaphorically, as in (26), where it functions as a vehicle for SONG. Here, the ‘lofty cry’ clearly refers
to Vasistha’s singing (Jamison and Brereton 2014a:923).1¢

A comparable metaphorical use can be observed with the root krand, meaning ‘to roar, resound’
(Mayrhofer 1986 1:408-409):

27. RV 1.173.03 krdandad dsvo nayamano ruvad gaur
“The horse neighs while being led; the cow bellows...”
28. RV 7.20.09 esd stomo acikradad v¥sa te uta stamur maghavann akrapista |
“This praise has bellowed (like) a bull to you, and (like) a thieving [?] (monkey?) has
screeched, o bounteous one.”
The verb krand is frequently used to describe the cries of bulls or the neighing of horses (LI}?
2001:369; Grassmann 1873:355), as attested in (27) similarly to nav or rav. It appears with
metaphorical connotations, serving as a vehicle in the mapping TO SING/PRAISE IS TO RESOUND, in
(28), the verb bears an explicit poetological meaning, as the poet refers to his own composition
(Jamison and Brereton 2014a:907). Thus, stomah refers not merely to a simple praise, but to song
itself. In this instance, the literal meaning of the word remains prominent, as indicated by the explicit
reference to visan- “(like) a bull.”

The verbs examined until now share with Pindar the metaphors and the choral context. However,
the concrete experience of nav, rav, krand — namely, animal verses — is different. By contrast the verb
svar, meaning both ‘to roar’ and ‘to sing’ (Mayrhofer 1986 11:792-793), not only exhibits broader
conventionalization, but also displays metaphorical processes more comparable to those observed in
Pindar.

29. RV 5.54.02 svdranty dpo 'vind parijrayah ||
“The waters resound, swirling in their streambed.”

30. RV 9.97.03 abhi svara dhanva piiyamanah
“Cry out, run, as you (Soma) are being purified...”

31. RV 9.63.21 visanam dhibhir aptiram sémam ytisya dhdrayda | mati viprah sam
asvaran)|
“To the water-crossing bull, Soma, in a stream of truth have the inspired poets cried
out in unison with their insights, their thought.”

32. RV 9.67.9 hinvdnti siiram visrayah pavamanam madhusciitam | abhi gird sam asvaran)|

16 Considered the ancestor of the priestly clan of the Vasisthas (Oberlies 2023:39).
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“The rosy (fingers) impel the sun; to the self-purifying one, dripping with honey, they
cry out in unison with a song.”
According to LIV? (2001:613), the semantic development moved from a general sound to a more
specific human utterance. This is supported by its usage in the Rigveda, where it appears in both literal
and metaphorical senses. It is often associated with Soma or flowing waters, as in (29) and (30).

Even in metaphorical usage, the connection with Soma is often maintained. In (32), the “self-
purifying one” is Soma Pavamana (Jamison and Brereton 2014a:1295). Even more striking is (31),
where both poets and Soma are present, the latter being the recipient of praise conveyed through svar.
Here, SONG/PRAISE is mapped onto the streams or the sound of Soma. This metaphorical process
closely parallels that of Greek kéAadog, where the same complex metaphor song is water flowing is
found. The primary scene, in the case of Soma, may plausibly be located in ritual contexts where both
the sound of Soma and praise coexisted.

In summary, several examples in the Rigveda support the mappings SONG/PRAISE IS LOUD SOUND
and TO SING IS TO RESOUND, through processes that are comparable to those found in Pindaric odes.
Even when the primary scenes differ due to cultural contexts, as in the case of nav, the underlying
mappings and metaphorical frameworks (image schemas and frames) remain analogous.

From the two principal mappings — SONG/PRAISE IS LOUD SOUND and TO SING/PRAISE IS TO
RESOUND, as seen in Pindaric odes — secondary mappings also emerge. One such mapping is the
association of effective praise or sound with loudness, in the mapping EFFECTIVE SONG IS LOUD.

33. RV 7.005.05 tvam agne harito vavasandh girah sacante dhiinayo ghytacih |
“Resounding ghee-rich songs — bellowing tawny mares — follow you, Agni, the lord
of settlements, the charioteer of riches, Vaisvanara.”

34. RV 10.89.05 apantamanyus typalaprabharma dhiinih Simivai charuman pjisi | sémo
visvany atasd vanani narvag indram pratimandani debhuh ||
“He who provides battle fury in his drink, whose first impression is sharp, the
boisterous, vehement one with his arrows, who possesses the silvery drink — Soma!
All the bushes and trees have not deceived Indra as near-equivalents.”

35. RV 10.177.02 tam dyStamanam svaryam manisam ytisya padé kavdyo ni panti ||
“The sage poets protect the flashing, reverberating inspired thought in the footprint
of truth.”

In (33), the adjective dhuni- ‘roaring’ functions as a vehicle for LOUD, modifying girah ‘songs’.
Derived from the root dhvan ‘to produce sound, to roar’ (Mayrhofer 1986 1:801), the adjective is
rarely used poetologically. In its literal sense, it usually describes the sound of Soma flowing

(Grassmann 1873:687), as in (34).
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Example (35) also demonstrates another instance of the mapping, where loudness is conveyed by
the adjective svarya-, derived from svar. Here, manisam “thought” must be interpreted poetologically
as the inspiration preceding song, since the entire sitkta is dedicated to poetic inspiration (Jamison

and Brereton 2014a:1653-1654).

2.7. Negative mappings in Rigveda
The productivity of these main mappings is evidenced by the emergence of potential negative
metaphors, analogous to Greek cases.
36. RV 8.48.14 trataro deva adhi vocata no ma no nidrda iSata métd jalpih | vaydam sémasya
visvaha priyasah suvirdso vidatham d vadema ||
“Protector Gods, speak on our behalf. Let sleep not master us, nor mumbling. May we,
always dear to Soma, possessed of good heroes, announce the ceremonial honor.”
37. RV 2.43.03 avddams tvam Sakune bhadram a vada tﬁ.sm"m asinah sumatim cikiddhi
nah |
“When you are speaking, omen-bird, speak auspiciously; when you are sitting silently,
take note of our good thought.”
First, plausible occurrence of a mapping INEFFECTIVE SONG/PRAISE is MURMUR is found in (36). The
sitkta focuses on Soma’s effects on the drinker (Jamison and Brereton 2014a:1128), and in fact the
stanza negatively refers to “sleep” — since Soma was probably energizing — and “mumbling”, likely
referring to a poet’s diminished ability to sing. The adjective jalpi-, from jalp ‘to murmur’ (Mayrhofer
1986 1:580), appears in opposition to the verb vadema “may we announce.” The verb vad'- with strong
poetological associations, means both ‘to sing/proclaim’ and ‘to resound’.!” This suggests an
opposition between the mumbling of jalpi- and the clarity in recitation implied by vad'-, thus
supporting the mapping INEFFECTIVE SONG/PRAISE is MURMUR, as it is found in Pindaric Odes.
Finally, in (42), the subject is the omen bird, which in this sitkta is paralleled to a class of priests
(Jamison and Brereton 2014a:462). This suggests a poetological interpretation, reinforced using the
verb vad'- (avddams, vada). In this context, a likely opposition arises between the verb vad'- and the
adverb tisnim “silently”: even in silence, the bird (and thus the priest) must keep the sacred function

in mind. Accordingly, one may posit the mapping ABSENCE OF SONG/PRAISE IS SILENCE — paralleling

17 This verb, despite its both literal and metaphorical usage, will not be treated due to the difficulty of reconstructing its
original meaning (L/}? 2001:286). Indeed, it is unclear whether the original meaning was ‘to resound’, later developing
into ‘to proclaim/to sing’, or vice versa. Since the latter case would not be pertinent to the discussion, I prefer to set it

aside.
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the metaphor detected in the Pindaric corpus and contrasting with the metaphorical association of

SONG/PRAISE with loudness.
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3. SONG IS MOVEMENT OF AN ENTITY

Movement expressions deeply permeate Pindar’s poetic language. They constitute a vast
metaphorical framework, which necessarily entails a selective approach to the types of movement
analyzed. This chapter focuses on three concrete image-types: travel, spreading, and flowing. These
categories were selected not only because they correspond to similar metaphorical patterns attested
in the Rigveda, but also due to the extensive scholarly attention certain metaphors have received. '
From the main mappings grounded in these three movement types, secondary mappings are derived
and examined. Each is analyzed in terms of its constituent metaphors and the image schemas involved
— particularly relevant in this chapter for distinguishing the nuances of each image. When relevant,
degrees of conventionalization and lexicalization will be noted.

Although the conceptual features of these metaphors vary, they share some systematic properties.
In the first place, all movement metaphors discussed may be considered Event-Structure Metaphors
(ESM; Roush 2018:5-7), entailing commonly recurring sub-mappings such as EVENTS ARE ACTIONS.
These will not be treated in detail, due to their repetitive presence across metaphor types. In addition,
each type of movement is associated with a specific image schema, all ultimately deriving from the
overarching MOTION schema (Mandler 1992:591-602). The FORCE schema is also consistently
implied, as motion is typically initiated by an agent (Roush 2018:28-30). These two schemas, given
their universality, will not be restated in the discussion of each metaphor.

A final clarification is in order. Each image schema is embedded in a particular Frame: for instance,
SELF-MOTION presupposes the Body Movement frame, while CAUSED MOTION corresponds to
the Caused Motion frame. However, since these frames align closely with their respective schemas
and play a marginal role in identifying secondary metaphorical structures, they will not be included

in the analyses that follow.

3.1. SONG IS MOVEMENT OF AN ENTITY

In this section, occurrences in which song functions as the subject of movement expressions will be
analyzed, divided into three categories based on their concrete experiential basis: travel, expansion,
and flowing.

Beginning with the image of travel, Meusel (2019:480-483) has already proposed a phraseological

connection between song and movement verbs, reconstructing on the basis of the Rigveda and Greek

18 Simpson (1969), for instance, examines the frameworks of the chariot and the bow, the latter of which has also been

discussed in terms of CMT by Horn (2015), with focus on Homer.
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a possible formula: [SONGagent; subject)] — [*/17€i-]. He does not cite specific passages from Pindar, as
there are no instances in the odes where the verb eijt occurs with a poetic term as subject.'’

However, there are other instances in which different verbs are used to convey the idea of
movement, with the concept SONG as the subject.

38. N1.4-6: 6£0cv advenng Dpvog dppatan 0éuey aivov derhonddwv péyay inmov [...]
“From you (Ortygia) a sweetly worded hymn issues forth to pose a great praise to
the storm-footed horses...”
The example (38) is at the beginning of Nemean 1, where Huvog (song) is the subject of the verb
Oopudw. This verb is a generic term for movement and, before Pindar, is most frequently used to
describe people rushing (cf. e.g. //. 3.142). The concrete experience underlying this use is likely that
of travel: the song is said to move from the land of the victor to spread news of his triumph (Cannata
Fera 2020:266).

It remains unclear, however, what kind of travel is being described. Cannata Fera (2020:266)
suggests an unspecified means of travel, 2’ and therefore a personification of the song itself, as a singer
that announce the deeds of the winner. By contrast, Carey (1981:106) interprets the expression as
identifying the song with a chariot, a metaphorical framework well established in Pindar’s poetry.?!
The first interpretation may be supported by the fact that oppdw typically takes a human subject,
while the second may be justified by the context, as the addressee of the ode won a chariot race. Each
of these interpretations also influences the image schema of the expression. In the second case, for
instance, the movement could be understood as an example of a CAUSED-MOTION image schema.

One element in the verses immediately following may prove decisive. In fact, the chariot image is
made explicitin v. 7: dppo 6” dtpovel Xpopiov Nepéot™ Epypacty vikaedpolg Eykmpov (edéot PéAOG.
“And the chariot of Chromius and Nemea urge me to yoke a song of celebration for victorious deeds.”
It would seem more plausible to separate the two scenes: on the one hand, the song is personified as
a singer, and on the other, the victor’s chariot urges the poet to sing. This distinction avoids the
redundancy of repeating the same image, namely, the chariot.

In this passage, the SOURCE-PATH-GOAL image schema is clearly at work. The SOURCE,
expressed through cé0ev, refers to the island of Ortygia near Syracuse, the victor’s homeland; the

GOAL is articulated in the final infinitive 0éuev aivov “to set forth a praise”. More specifically, this

19 An example of this verb with the poet as subject is found in Pythian 2.79-80: éte yap Evvédiov movov éyoicag Baddv
oKevic £Tépag, ARAmTIoTOC gL PEAAOC B VTEp Epkog Blpag. “When the other side of the tackle has its toil in the deep
of the sea, I go undipped as cork over the surface of the brine.”

20 Similarly, Niinlist includes this example in the section on traveling by foot (1998:251).

21 Cf. e.g. Olympian 6.22-25.
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formulation describes the beginning of the song, which also implies the conceptual mapping: TO
BEGIN SINGING IS TO START MOVING. In this case, it may be possible to identify an underlying SELF-
MOTION schema (Mandler 1992:593) since the song is depicted as moving autonomously.

From this metaphor, particularly considering the passage in Nemean 1, another possible

conceptualization may emerge. Consider the following excerpt from Nemean 5 (39):
39. N5.19-21: €1 6’ dABov 7j xepdv PBiav §j cdapitav Emaivijcot TOLELOV dEGOKNTAL, LOKPA
pot avto0ev GANOO” VTOCKATTOL TIS™ EY® YOVAT®V OPRAV EAAQPAV: Kol TEPAY TOVTOLO
TAAAOVT aieTol.
“But if it is decided to praise happiness, strength of hands, or steel-clad war, let
someone dig for me a jumping pit far from this point, for I have a light spring in my
knees, and eagles leap even beyond the sea.”
In the preceding lines, Pindar invites the song to go forth from Aegina to spread the winner’s glory
(40) and declares his intention not to recount the shameful acts of Pelops and Telamon. He then claims
that a great leap is required to bypass this myth, but that he has the right "spring" (6pun) in his knees
to achieve it. As Pfeijffer (1999:131) explains, opun functions as a metaphor for poetic skill. Thus, it
is plausible to reconstruct the conceptual mapping POETIC SKILL IS SPRING.

Two further examples attest to a different type of image schema. Before turning to them, the
poetological significance of the relevant passages, particularly that of Isthmian 4 (41), requires
clarification.

40. N5.2-3: AL émi maoag OAKAd0G &v T AKAT®, YAUKEL @owdd, otely’ on’ Alyivog
dwyyéAlooa [...]

“Rather, on board every ship and in every boat, sweet song, go forth from Aegina,
spreading the news...”

41. 14.37-42: 4AL" "Ounpog tot tetipakey ot avOpodmwv, 6¢ ahtod Tacav dpBmcatg dpeTav
Katd pafoov Eppacev Beonesiov Enéwv Aomoic aBvpewv. Todto Yap ABdvaTOV PwVAEV
gpme, €1 Tic €0 inn T kod mhykapmov £mi xOovo kai S wovTov PEPaxey EpyHaTov
GKTiG KOA®DV doPeotog aiel.

“But Homer, to be sure, has made him (Ajax) honored among mankind, who set straight
this entire achievement and declared it with his staff of divine verses for future men to
enjoy. For that thing goes forth with immortal voice if someone says it well, and over
the all-fruitful earth and through the sea has gone the radiance of noble deeds forever
undimmed.”

In Nemean 5 (40), the hymn is likened to a messenger or a singer who boards a boat (0Akdc and

dcatoc) and proclaims the victory of the ode’s addressee (dwayyéhdoisa). As in (38), the underlying
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image is that of travel; however, in this instance, the goal is unspecified, an aspect that is justified by
the different type of movement being represented, as will be explained below.

In Isthmian 4 (41), the demonstrative pronoun tovto (Privitera 1982:180) carries clear poetological
value, referring back to the preceding lines: Ajax ruined his glorious life by dying in dishonour (cf.
vv. 35-36: “Surely you know of Ajax’s bloodstained valour, which he pierced late at night on his own
sword”). In contrast, Homer “set upright” (6pfmcaig) his deeds — an expression whose poetological
implications will be discussed in paragraph 3.4. — by rendering his worth visible and proclaiming it
through the “staff of verses,” a kenning for song.?? Pindar thus asserts that a song (todto), when well
composed by the poet, literally “goes forth” (€pmet), as it has the power to remedy a hero’s faults and
restore his rightful glory. The verb &pmw, which in early Greek typically denotes crawling (especially
of animate beings), is used by Pindar to describe general movement (Slater 2012:198).%3

The type of movement described in both examples does not involve a specific destination, but
rather an expansive dynamic. In Nemean 5 (40), the song is invited to spread by sea in all directions
to disseminate the victor’s fame. In Isthmian 4 (41), several textual elements support the conceptual
identification of song (closely associated here with praise) as a source of light.?* Indeed, in v. 36,
Ajax’s suicide is explicitly situated “in the night” (év vukri), and he is subsequently blamed by his
companions (vv. 35-36b: poppav &xet maidesow). Homer’s verses, however, restore his dignity, and
thus the song (tod10) spreads the radiance of fame (£pypdrov dktic KaADV).

This type of motion invokes a primary metaphor analogous to IMPORTANCE IS VOLUME, previously
identified in relation to sound, but here reformulated as IMPORTANCE IS EXTENSION, which underlies
a distinct image schema, namely EXPANSION (Turner 1991:171). In the case of Isthmian 4 (41), the
mapping TO SING IS TO SHED LIGHT also activates several primary metaphors: the contrast between
Homer’s account, associated with radiance (dktic), and the darkness of Ajax’s death invokes the
metaphorical domains MORALITY IS VISIBILITY. More significantly, light is mapped onto SONG/PRAISE,
while darkness is associated with BLAME, suggesting the broader conceptual structure EVALUATION IS
VISIBILITY.

A final group of examples exhibits yet another metaphorical structure. Although these instances
still involve the SOURCE-PATH-GOAL image schema, the underlying imagery differs.

42. N7.11-12: &l 0¢ tOhym 115 Epdwv, pedippov’ aitiov poaict Mowsdv évéPaie.

22 Traditionally, rhapsodes leaned on their staffs while reciting (Privitera 1982:180). The conceptualization of song as the
rhapsode’s staff may also underlie Nemean 4.15: 1®de péret kKMbeic, “leaning on this song.”.

23 As in Doric, where it means ‘to go’ (Beekes 2010:463).

24 For the imagery of light in Isthmian 4, see Spelman (2018:45-62). The motif of light also appears in Isthmian 6.62.
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“If someone succeeds in an effort, he casts a honey-minded cause into the Muses’
streams.”
43. N7.62: Hdatog d1e poag eidov € dvop’ dymv KAE0G ETTLHOV AiVECH'
“Like leading water streams to my friend, I will praise him with authentic glory.”
44.17.18-19: dauvauoveg d¢ Ppotoi 6 T1 un coeiag dwtov dkpov KATOIC ETémv poaioty

g&tknton Quyév:

“Because mortals forget what does not reach the highest point of wisdom, yoked on

glorious streams of verses.”
In all three passages, song is represented as a river whose currents carry the deeds of the hero. This
may reflect the conceptual metaphor SONG IS WATER FLOWING, which presupposes the primary
metaphor PROCESSES ARE NATURAL FORCES. In this context, water functions as the medium through
which heroic deeds reach their destination. The image conforms to a Conduit metaphor (Lakoff and
Johnson 1980:10-11), where the WATER/SONG transmits glory to its final goal. In Nemean 7 (43), the
destination is the victor himself, as Pindar explicitly states that the rivers led to him. In the other two
cases, the goal appears to be the efficacy of the poetic work itself. In Nemean 7 (42), the pronoun T1¢
refers to the victor himself (Cannata Fera 2020:438), who therefore casts his deeds into the current
like a stone. In Isthmian 7 (44), the stream of verses leads to the copiag dmtov dxpov, “the highest
peak of wisdom,” where the term co@ia clearly suggests a poetological reading. As Privitera
(1982:218) notes, copia in this context refers specifically to poetic artistry. The streams of song are
therefore conceived as channels guiding the poem toward its most refined and effective form.

While the presence of the water-flowing metaphor is clearly discernible in these passages, the
experiential basis for this association is not immediately evident. In the first example, as noted, the
concrete image involves a stone thrown into a river. In the remaining cases, a likely analogy is the
well-established metaphorical parallel between song and ships in Pindar’s poetic language.?® In
example (43), however, an alternative and potentially significant comparison can be drawn with /liad
21.257-258: ®g & 8T avnp OxeTNYOS GO KPNVNG LEAOVOIPOL AL UTA Kol K\Tovg Hoatt pdov |[...]
“As a man who guides its flow leads from a dusky spring a stream of water among his plants and
garden plots...” The figure of the dyetnydc, the individual responsible for building irrigation channels
to guide water across cultivated fields, may be evoked using the verb &yw in (43), thus situating the

metaphor within an agricultural context.?®

3 Cf. e.g. Pythian 2.67-68.

26 | am grateful to my supervisor, Lucien van Beek, for drawing my attention to this point.
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In this instance of the SOURCE-PATH-GOAL schema, the song clearly represents the path, while
the goal corresponds to poetic success or effectiveness. The source, in turn, may be identified with
the poet himself. One passage suggests a conceptual shift from the natural origin of a watercourse
(i.e., a spring) to the source of poetic composition.

45. P4.298-299: xoi ke pudniood’, omoiov, Apkecila, e0pe maydv auppociov émémv,
npocpoTov ONpa Eevmbels.
“And he would tell, Arcesilas, what a spring of ambrosial verses he found, when he
was recently a guest at Thebes.”
The metaphor MAKER OF SONG IS A WELL had already been identified in this passage, albeit outside
the framework of CMT, by Gentili (1995:510).

In conclusion, three types of metaphorical motion involving song as subject have been identified
in this section: travel and flowing, both associated with the SOURCE-PATH-GOAL schema, and
spreading motion, which corresponds to the EXPANSION schema. The following three sections will

examine the secondary metaphors that emerge from the personification of song as a moving entity.

3.2. Sub-mappings from SONG IS MOVEMENT OF AN ENTITY

This section analyzes the presence of negative mappings, namely metaphors in which the absence of
movement is associated with the ineffectiveness of song, stemming from the secondary metaphor
SONG IS MOVEMENT OF AN ENTITY.
46. N5.1-2: Ovk avdplavtomoldg ip’, dot’ éhvoosovto. pydlecBot dydipat én’ avtdg
Babuidog ¢oTadT
“I am not a sculptor, so as to fashion stationary statues that stand on their same base.”
Two elements in the opening of Nemean 5 (46) are particularly relevant: the description of statues
using the verb élvbm ‘to be stationary’ and the use of the perfect form of iotnut (¢ota0ta). These
elements may be fruitfully compared with other passages in which the same verbs appear in a clearly
poetological context.
47. N5.16-18: otdcopar ob ot dmaca Kepdiwv gaivolca TPOSOTOV AAGOEL ATPEKNC” Kol
10 o1ydv TOALAKIG £6TL GOPOTATOV AVOPOTY VoTjcat.
“I will halt, for not every exact truth is better when it shows its face, and silence is
often the wisest thing for a man to observe.”
In example (47), shortly after the verses cited in example (46), Pindar prepares to recount the fratricide
committed by Peleus and Telamon, an episode that led to their exile from Aegina. Given that such a
narrative would have been inappropriate in an ode celebrating an Aeginetan victor, the poet chooses

to halt the narration by employing the future form of {otapon "to stand still, to halt". In this case, the
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cessation of motion is mapped onto the interruption of poetic narration, producing the metaphor TO
SHUT UP IS TO HALT.?” This mapping becomes especially striking when contrasted with the
immediately preceding image in which the poet invites the song to “go forth” (yAvkel’ dowdd, otely’
arn’ Aiyivag, “Sweet song, go forth from Aegina”) in example (40).
The association between the absence of praise and the absence of movement also emerges in
Isthmian 2 (48).
48.12.44-46: unt’ dpetdv mote oydte maTpdov, punde tovcd’ Vuvovg €mel Tor ovK
EMVOG0OVTOG 0DTOVG EPYUCALLOV.
“Let the son never keep silent his father’s excellence nor these hymns, for I did not
fashion them to be still.”
There, Pindar once again employs the verb éAvoo, that otherwise only occurs in (46). The correlation
is therefore evident: the imagery in both passages casts ineffective songs as immobile statues,

supporting the metaphor INEFFECTIVE SONG IS STILL.

3.3. TO BEGIN SINGING IS TO AWAKEN
From the personification of song as a moving entity, it follows that the beginning of the movement —
that is, the moment when the entity is awakened — is metaphorically mapped onto the initiation of the
song. This gives rise to a conceptual mapping TO BEGIN SINGING IS TO AWAKEN. Occurrences of this
metaphorical pattern have been noted by Meusel (2019: 619-624), Jackson (2006), and Niinlist
(1998:295-299), though not within an explicit CMT framework.
49. 09.47: Eyelp’ émémv 6o oipov Ayov [...]
“Awaken for them a clear-sounding path of words...”
50. 14.19-23: 6 xwvnTiyp 6 yag Oyynotov oikémv kol yépupav movtiada tpod Kopivhou
TeE€V, TOVOE TOP®V Yeved Bavpaotov Duvov €k Agyéov avayelr eapav maiordy
eOKAEV Epyv: &V VITVE YOp TEGEV.
“The shaker of the earth who dwells in Onchestus and at the sea bridge in front of the
walls of Corinth, having provided this glorious hymn to the family, wakes up the
ancient fame of glorious deeds from its bed; indeed, it fell asleep”
51.18.1-4: Khedvdpo Tig dhxig 16 AvTpov e030E0V, @ VEOL, KAUATOV TTOTPOS GyAOV

Tehecapyov mapd TpoBupov iV dveyerlpéTm KOpov |...]

27 A comparable passage, though based on a different conceptualization, appears in Olympian 1.52, where Pindar also
begins the myth of Pelops but abruptly breaks off with dgictapo ‘to stand back’: €potl 8’ dmopa yaotpipapyov pakdpov

T ginelv: agiotapor “But for my part, I cannot call any of the blessed gods a glutton — I stand back.”

32



“In honor of youthful Cleandrus, let one of you go, O young men, to the splendid portal
of his father Telesarchus to awaken the revel as a glorious requital...”
Analyzed from a CMT perspective, the mapping appears to instantiate the primary metaphor ACTIVITY
IS WAKEFULNESS (Grady 1997:289), though in this case it is more narrowly defined, as it specifically
pertains to the onset of poetic performance. In fact, as in (38) paragraph 3.1, the metaphor also
presupposes TO BEGIN SINGING IS TO START MOVING.

This pattern is particularly evident in Isthmian 8 (51), where the expression occurs at the beginning
of the ode: Pindar invites one of the young boys to initiate a festive choir in honour of Cleander (Carey
1981:185). A similar metaphorical structure is found in Olympian 9 (49), where the verb &ysipe
“awake” is used at a pivotal moment: the transition to the myth of Deucalion and Pyrrha. Although
not situated at the opening of the hymn, the imperative marks the beginning of a new narrative section.
Notably, the subject of the verb is Pindar’s own otopa ‘mouth’, placed in emphatic hyperbaton, which
may be understood as a metonymy for the poet himself.

The same conceptual relationship between awakening and poetic activation also appears in
Isthmian 4 (50), where Poseidon is called xivnmp, ‘mover’ derived from xivéw ‘to move’. Poseidon
is said to awaken fame, a term with clear poetological implications, especially given the preceding
phrase mopdv Duvov "providing the hymn". Moreover, as Meusel (2019:620) argues, ‘fame” here acts
as a phraseological substitute for song. In CMT terms, this can be interpreted as a metonymy, since
being renowned often presupposes being the subject of poetic praise.

Significantly, this passage also attests a negative mapping: in verse 23, FAME/SONG, before being
awakened by Poseidon and so becoming effective, is described as év Hnve ‘asleep’.?® A comparable
opposition between awakening and dormancy is also attested in the Rigveda, as will be explored in
subsequent sections.

Underlying these passages is the image schema of CAUSED MOTION (Mandler 1992:595),
where the initiation of movement — here, poetic activity — is brought about by an external agent (a

boy, Poseidon, the poet’s own mouth), who awakens or sets the song in motion.

3.4. TO CELEBRATE IS TO SET UPRIGHT

The metaphors analyzed so far presuppose horizontal motion. However, this section examines a
different kind of bodily movement, namely, TO CELEBRATE IS TO SET UPRIGHT. In several cases, the

act of praising someone in song is compared to the act of setting that person upright.

28 In several passages, for example, Pythian 1.6-10, Pindar presents sleep in a positive light, as a beneficial effect of song.

This aligns with the generally favourable connotation of sleep in early Greek thought and literature (Holton 2022:20-26).
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52.P4.59-60: & péxop vig Tolvpvdotov, 6& & &v To0TE Ady®m YPNOoNdS HGPOmcey
neAiccag AeApidoc aVTORATO KEALO®
“Oh, blessed son of Polymnastos, it was you the oracle lifted with the spontaneous
cry of the Delphic bee.”
53.14.37-39: AL Ounpog tot tetipokey ot avOpdnwv, 0¢ avTod Tacav 0pOMCULS
apetav Kot pafoov Eppacev Beonesinv Enéwv Aouroig afvpety.
“But Homer, to be sure, has made him honoured among mankind, who set straight his
entire achievement and declared it with his staff of divine verses for future men to
enjoy.”
In both passages cited above, the verb 0p06éw appears. It implies upward movement and means ‘to
raise’ or ‘to set upright’ (LSJ). For example, in Iliad 7.271-272, it describes the lifting of a person: 0
8’ Brtiog é€etavicOn [...] Tov & aly’ dpdmcey AmdAdwv. “He lay stretched on his back... but Apollo
soon set him upright.”

A distinction is necessary here, since the same verb also applies to architectural metaphors
common in Pindar,?’ where it means ‘to erect’. For instance, in Olympian 3.3, as Verdenius has noted
(1987:7-8), the passage appears to point in this direction: @fpwvog Oivpmovikav Huvov 0pOdcalg
[...] “After having raised up an Olympic victory hymn for Theron.”

By contrast, this architectural sense is less likely in Pythian 4 (52), where Gentili (1995:445)
argues in favour of the interpretation involving the lifting of a person. The poetological value of this
passage is clear, while the previous example still merits brief discussion. The word keAddp ‘cry’*°
refers to the prophecy uttered by the Pythia, also known as the “Delphic bee.” Since these oracles
were delivered in hexameters, the passage has a clear poetic significance.

Similarly, in Isthmian 4 (53, already discussed in paragraph 3.1, example 41), the imagery seems to
evoke a rhapsode setting himself upright with his staff before beginning to sing (Privitera 1982:180).

In both passages, the metaphorical structure is parallel: the singer (Homer or the Pythia) lifts
(6pB6) the addressee (¢, adtod Tacav dpetav) through the medium of song (keAdd®, katd PAPdOV).
This lifting celebrates and affirms the deeds of the addressee — either past or, in the case of prophecy,
future.

Within the framework of CMT, this yields the mapping TO CELEBRATE IS TO SET UPRIGHT, which

builds on Grady’s (1997:282) primary metaphor FUNCTIONALITY IS ERECTNESS. Vertical orientation

29 See Niinlist (1998:83-125); Meusel (2019:601-608).
30 The poetological significance of kéhadog and its interpretation within CMT have been discussed in Chapter 2,

paragraphs 2.2-2.4.
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here signifies the proper functioning or success of an action, in this case, praise. Like the mapping TO
BEGIN SINGING IS TO AWAKEN, this metaphor relies on the CAUSED MOTION schema.

The act of lifting appears to refer to the performance of poetry rather than its composition. This
interpretation aligns with the roles attributed to rhapsodes and the Pythia, as poetic performance, not
composition, is typically associated with both figures.?! Further confirmation of this reading comes
from Olympian 6 (54):

54. 06.90: éooi yap @yyehog 6p06g, MuKOL®V oKLTAAN MOotody |...]
“For you (Aeneas) are a true messenger, a message stick of the fair-haired Muses...”
The dyyehog 0p0dc, literally ‘upright messenger,” is Aeneas, the trainer of the chorus
(xopodidaokarog). This figure was responsible for preparing the chorus for recitation and was
therefore not involved in the composition of the song itself — especially when, as in this case, he is a
figure distinct from the poet.>? Pindar, therefore, describes him positively as ‘upright’, in the sense
that he appropriately conveys the song composed by the poet. This may suggest a sub-mapping

EFFECTIVE POET IS ERECT, in which the poet’s effectiveness is associated with an upright posture.

3.5. SONG IS PATH

A different metaphorical process can be detected when the song is not paralleled to an entity in motion
but to the path on which an entity moves, in the mapping SONG 1S PATH. Within the SOURCE-PATH-
GOAL schema, the song represents the PATH, that is, the medium through which the words reach
their destination. The poetological value of such expressions has been previously discussed, albeit
without recourse to CMT, by Becker (1937), Durante (1968), and Jackson (2006).

A primary metaphor analogous to FUNCTIONALITY IS ERECTNESS may be operative here; however,
instead of implying verticality, the notion of the path presupposes a horizontal dimension. In this
framework, the metaphor aligns more closely with A PROCESS IS MOVING ON A PATH, as the act of
singing or composing is conceptualized as progression along a trajectory. Within this context, one of
the most frequently employed terms to convey the SONG/PATH metaphor in Pindar is oipoc. Given
both the evident poetological significance of the expressions that incorporate this word and its high
degree of conventionalization, the present section will be dedicated to an analysis of this term.

55. 09.47: ¥yalp’ Eméodv o otpov Aryvv [...]

31 A comparable passage, though not poetological in meaning, occurs in Nemean 1.14-15: xatévevcév 1€ ol yaitoig
aprotedolsoy evkdpmov ¥Bovog XikeAiav migpov dpbdcey Kopveaic Todimv dpveaic “With a nod of his locks, (Zeus)
assured her (Persephone) that he would exalt fertile Sicily to be the best of the fruitful earth with her lofty and
prosperous cities.”

32 As the poet may also assume the role of yopodiddcrarog (Pape 1959:1366).
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“Awaken for them a clear-sounding path of words...”
56. P2.93-96: pépev 8° happdc Emavyéviov Aapovta {uyov apryel moti kEvIpov 0€ Tot
Loxtilépey tedé0el 6lodnpog oipog ad6vTa & £in pe ToiC dyadoig OpIAETv.
“It helps to bear lightly the yoke one has taken upon one’s neck, and kicking against
the goad, you know, becomes a slippery path. May it be mine to find favor with the
good and keep their company.”
57.P4.247-248: poxpd pot veioOor kot  apaditév dpo yop cvvamter kai Tvo oipov
oo Bpayvv: moAloiol 8™ dynuot Goeiog ETEPOIC.
“But it is too far for me to go in the carriage road; the right time is near, and I only
know a short tract, and I guide many others to the art.”
The term appears five times in Pindar’s Odes, three of which carry poetological significance. In
Olympian 9 (55, already noted as 49 in paragraph 3.3), it is part of a kenning for ‘song’ (Gerber
2002:44). In Pythian 2 (56), the metaphor intertwines with the chariot image:** just as an animal
under a yoke should not rebel excessively but yield to power, so should men accomplish the will of
the god, and so too the poet (Gentili 1995:405). Therefore, the ‘slippery paths,’ from a poetological
perspective, represent an incorrect way of practising poetry, because they are not legitimated by the
divinity. Finally, in Pythian 4 (57), since the subject of icaut is Pindar himself, the oipov Ppaydv
clearly possesses poetological value, standing for Pindar’s poetic craft. In conclusion, the term can
be interpreted either as ‘song’ or as the poet’s way of composing.

Having assessed the poetological significance of the term, the hypothesis of its conventionalization
may now be examined. In Homer, the word appears only once (//. 11.24), with the concrete meaning
‘band’:** 10D &’ fjror Séxa oipor Ecav péhavog kudvoto [...] “On it (on the breastplate) were ten bands
of dark cyanus.” According to Kirk (1993:218-219), these were strips of unspecified material attached
to the breastplate. The word appears only once with the meaning ‘path’ as it is found in Pindar, namely
in vv. 289-291 of Hesiod’s Works and Days: tfic 8" Apetiig idpdta Beoi mpombpoifev EOnkav
a0avotor pakpdg 8¢ kol dplog oipog £¢ odTHviol TpOC 1O TpdTov “But in front of Excellence the
immortal gods have set sweat, and the path to her is long and steep, and rough at first.” Its
metaphorical usage as ‘path of song’ is already attested in the Homeric Hymn to Hermes, v. 451:
dyhaog oipog aowdfc “splendid course of song”. Given the root from which it derives, *sehz/ sh:-

meaning ‘to bind” (Mayrhofer 1986 11:724-725),% it has been supposed (Jackson 2006:129) that the

33 On the complexities and issues in the concluding part of Pythian 2, see Oates (1963) and Steiner (2011).
3% A recent proposal (Valenti 2018:14) links the same root *seh»-/shz- “to bind” to the noun Zeipfjv “siren,” thereby
reinforcing its association with poetry.

35 The cognate word ofun, also derived from the same root and more frequent in Greek literature, is absent in Pindar.
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meaning ‘song’, fully developed in Sanskrit (s@man-), is secondary, derived from the original
meaning ‘path’. In this case, Pindar would be employing the term in an advanced state of
conventionalization, since in nearly all instances the word is used with a poetological sense.

In Olympian 9 (55), the term oipoc is followed by two notable elements: the verb &ysipom and the
adjective Ay¥g, the latter of which has already been mentioned in Chapter 2, paragraph 2.5. due to its
rarity in poetological contexts within Pindar’s Odes. While the association of ‘to awaken’ and ‘path’
will be examined in relation to Rigveda in paragraph 3.9, the juxtaposition of ‘clear’ with ‘path’
remains intriguing, particularly given the infrequent use of this adjective in poetic discourse. This
combination may be better understood if the adjective is analysed through the lens of CMT. As
explored in Chapter 2, the use of certain adjectives in specific contexts may be partially shaped by
the metaphorical frameworks underpinning them. In particular, adjectives denoting loud sound tend
to appear in connection with the chorus, whose presence produces a naturally expansive sonic effect.
A similar mechanism may be at work in the present case. The activation of the path framework could
have prompted a lexical choice distinct from that typically associated with the sound framework.

In CMT, music is frequently mapped onto a path in various modern languages (Johnson, Larson
2003:67), and this mapping, MUSIC IS PATH, can be aligned with SONG IS PATH, allowing for a
comparison of their respective sub-mappings. Within the MUSIC/PATH framework, pitch is often
conceptualised spatially, especially along horizontal or vertical dimensions (Rusconi, Kwan,
Giordano, Umilta, Butterworth 2005:196-197). More specifically, recent studies have demonstrated
that high-pitched sounds tend to be synesthetically associated with smallness, a phenomenon known
as the pitch-magnitude correspondence effect (Vainio, Myllyld, Wikstrom, Vainio 2024:2; Bien, ten
Oever, Goebel, Sack 2012:670).

The adjective Ayvg appears frequently in pre-Pindaric usage to denote a high-pitched or shrill
sound (Kaimio 1977:232), but it also occurs metaphorically in contexts that may be explained by the
CMT association with smallness. This may account for Homeric instances where it describes the
ayopntng, or ‘speaker,” in ways that suggest clarity and conciseness rather than loudness or amplitude.
For example in Iliad 3.213-215: 1} To1 pév Mevéraog Emtpoyadnv ayodpeve, modpo Hév, GAAL LaAol
Myémg, émel 00 moAVHVOOG 0™ dpapaptoens [...] “Menelaus to be sure spoke fluently, with few
words, but very clearly, since he was not a man of lengthy speech nor rambling.”

In this light, it is plausible that the use of Aty0¢ in combination with oipog indicates a positive
evaluation of the SONG/PATH as concise yet clear. This reading finds further support in Pythian 4 (62),
where the poet’s composition is described as a oipov Bpaydv, or ‘short road’, in contrast to the
apoa&itov, the ‘carriage road’. The designation of Pindar’s poetry as a ‘short road’ does not suggest

diminishment, but rather, as Gentili suggests (1995:494-495), underscores the poet’s skill in
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condensing an extensive narrative, namely the expedition of the Argonauts, into a compact poetic
form, thereby affirming the value of measure in mythological digression.

This may help explain the appearance of this adjective in the present context, as well as in its other
secure attestation, Olympian 6.82-83: 80&av &xm Tv' €Ml YA®GGQ Ayvpdg dxovag, & p é0élovia
npocépmel KaAlpoarot mvoaic. “Upon my tongue I have the sensation of a clear-sounding whetstone,
which I welcome as it comes over me with lovely streams of breath.” Also in this case, the adjective
functions synesthetically, describing the sharpness of the whetstone and suggesting conciseness and
clarity.

As in examples (38), (42), (43), (44), whose metaphors involved the SOURCE-PATH-GOAL
schema, the question of the destination must be raised. A hint may be given in Pythian 4 (58), from
the same passage of example (57) when Pindar affirms that he will lead others ‘to the art’ (cogiag),
and notably not to the addressee of the song. This would point towards the identification with
effectiveness of song as the direction, analogously to the other metaphors sharing this schema.

Therefore, if within this framework the song is represented as a path, the poet becomes the one
who walks upon it, in the metaphor TO COMPOSE IS TO PROCEED ON A PATH.

58. P4.247-248: xai tvo. olpov Toopu Ppoydv: moAloict 8 Gynuan cogiag tépoic.
“And I only know a short tract, and I guide many others to the art.”
It is more plausible to assume that proceeding along the path refers not to the performance of the
poetry but rather to its composition. This is confirmed by the context of example (58): the passage
occurs just after Pindar begins to describe the slaying of the serpent by Jason and then states that he

does not have time to elaborate further, as the treatment must remain brief (Segal 1986:5-6).

3.6. Sub-mappings of SONG IS PATH

From the mapping SONG IS PATH, additional conceptual mappings derive, each characterizing the road
in a specific way. Particularly relevant in terms of CMT are those examples that associate the
SONG/PATH with adjectives drawn from the movement framework. One of the most significant sub-
mappings consists in an opposition, wherein a straight path has a positive connotation, while a
crooked path has a negative one. Both appear in the following example:
59. P2.83-86: ¢ilov €in @uAeiv: moti 6 £xOpov dt” €x0pdg Edv Avkoto dikav vobedoopat,
GAL" dALoTE TOTEMV 0001C OKOAAIG. £V TTAVTA O€ VOOV EDOVYAMGG0G AVilp TPOPEPEL
[...]
“Let me befriend a friend, but against an enemy, I shall, as his enemy, run him down as
a wolf does, stalking now here, now there, on twisting paths. And under every regime

the straight-talking man excels...”
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The passage in Pythian 2 (59) includes multiple poetological references. The compound adjective
€000y Amccoc must be attributed to the poet, as explained by Most (1985:118): Pindar emphasizes his
own pre-eminence as a poet within the Hellenic world, grounded in his capacity to be acclaimed in
any land regardless of its political constitution. Furthermore, and central to the present analysis, the
opposition between g00¢ and oxoAdc holds explicit poetological significance.

Both adjectives have long been conventionalized as expressions of 'right' and 'wrong' modes of
thinking or moral attitudes, a usage traceable since Epic Greek.*® However, originally, they both imply
a relation to movement, constituting a derivation of the secondary metaphor SONG IS PATH. Notably,
the adjective e000¢, unattested outside of Greek, although its etymology remains debated,*’ appears
originally to describe linear movement (van Beek 2017:133-141). This includes movement along a
path, whether of a chariot, javelin, or arrow.

The oppositional relationship between these adjectives in Pindar’s Odes has already been noted by
Hubbard (1985:98-100), albeit outside of a CMT framework. He connects their usage to Pindar’s
stance toward the subjects of his poetry: gentle in reference to friends, and harsh toward enemies.
This is a critical observation, also emphasized by Most: Pindar’s characterization of his poetic manner
as okoMog does not undermine his skill. Instead, it signals his orientation toward his addressees. The
victor is praised positively, therefore, in a straight manner, while enemies are described unfavourably,
hence the poetic paths become crooked.

In this light, a conceptual contrast emerges with a passage from Pythian 11 (60):

60. P11.38-40: 1p’, @ ¢i)ol, kat’ apevcimopov Tpiodov £3vadny, 6pOav kélevov iov
10 Tpiv’
“Friends, maybe I got lost in a forkroad where the roads crossed, after having gone
before on a straight road?
Pindar has just alluded to mythological episodes of questionable moral content, and he states that he
has lost the 0pBav kéhevBov “the straight path” and that he now stands at a crossroads. In this context,

the contrast does not involve a crooked path but rather a forked one (tpiodov), namely the presence

36 For g000c, see e.g. I1. 13.135: 0i §” i00¢ ppoveov, péuocov 8¢ pdyesOor. “And their minds swerved not, but they were
eager to fight.” For oxoMdg see e.g. 11. 16.387: oi Bin €iv dyopij oxoldg kKpivoot 0éuiotag [...] “(men) who by violence
give crooked judgments in the place of assembly...”
37 For a recent overview of current etymological proposals, see van Beek (2017:143-146). Willi (2001), for instance,
derives the term from *Hieud"-, the same root as Latin iubére.
38 Conceptualized within a juridical context together with 8ikn to express a just verdict (van Beek 2017:133-141). The
role of dikn in poetry is of no secondary importance, as attested in Aeschylus’ Agamemnon, where it is stated that
inappropriate praise offends ik (cf. vv. 782-789).
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of multiple routes. The implication is a choice between alternative poetological directions, rather than
a moral or structural deviation.
Finally, it is possible to apply a well-known primary metaphor, in which difficulties in life are
conceptualized as obstacles (Grady 1997:103), here within a poetological context.
61. N7.66-67: 0Oy vrepPfolov, Biora mavt’ £k T0d0g Epvoars
“Not being excessive, having removed everything forced on my path.”
A few lines earlier (43), he affirms: “Like leading water streams to my friend, I will praise him with
authentic glory.” Thus, in example (61) Pindar reassures the addressee that the praise will be
appropriately measured.

The adjective Bioia has received multiple interpretations. Race (1997b:81) understands it as
reinforcing the expression ovy VvmepPaidv “not having exaggerated” > avoiding a laud that would
seem far-fetched or unnatural. By contrast, Most (1985:189) suggests that Pioia may refer to
reproachful or inappropriate language that could diminish the effectiveness of praise. According to
this view, the participle épOoaic is juxtaposed — but not directly opposed — to ovy VmepPardv.

While scholarly consensus on the interpretation of Bioia remains elusive, the participle épdoaic,
in conjunction with the expression £k mod0¢, unambiguously suggests the removal of an object from
one's path. This evokes a concrete image of displacing an obstacle on land, leading to the plausible
conclusion that a conceptual mapping DIFFICULTIES TO THE SONG ARE OBSTACLES ON A PATH underlies

this passage.

3.7. SONG IS MOVEMENT OF AN ENTITY in the Rigveda

In the Rigveda, though with some differences, several of the secondary metaphors identified in Pindar
are also attested. To begin with, the three main types of movement involving song as subject will be
examined: travel, spreading, and flowing.

Beginning with travel, the connection between movement and song in the Rigveda has already
been noted by Meusel (2019:481-483), as previously discussed in paragraph 3.1. As the comparison
within the CMT framework will demonstrate, several elements align with the travel imagery found
in Pindar.

62. RV 3.54.14: visnum stomasah purudasmam arkah bhagasyeva karino yamani gman |
“The recitations, the chants have gone to Visnu of many wonders as singers on the

road of Bhaga.”

3 The verb dVmepPdiiom itself functions as a conceptual metaphor, originally denoting the act of throwing a spear or arrow

beyond the mark in battle or contests (LSJ; cf. e.g. Il. 23.637), and from there developing the meaning ‘to exaggerate.’
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The example (62) shares several key features with the travel imagery found in Pindar (examples 38,
40). Firstly, the underlying image of travel is made explicit by yamani ‘on the road.” The same term
testifies the underlying SOURCE-PATH-GOAL image schema, as in examples (38), (42), (43), (44)
in Pindar’s odes. A notable difference, however, lies in the metaphorical destination: whereas in
Pindar the goal of the poetic path is poetic effectiveness, in the Rigveda it is clearly a deity, in this
case Visnu (visnum).

Also the metaphoric process at play is parallel to Pindar: in fact, the phrase iva karinah “as singers”
implies that the metaphor SONG IS MOVEMENT OF AN ENTITY entails a case of personification, whereby
the song is used to refer to the singer who performs it, corresponding to the metonymy SONG FOR
SINGER.

The EXPANSION image schema, already identified in Pindar’s odes, is likewise active in the
Rigveda. More than that, it appears to derive from the same concrete experience. The association
between the spreading of light and that of poetry is, in the Rigvedic corpus, more explicit, more
consistently developed, and in a significantly more advanced state of conventionalization. Particular
attention should be given to the terms that exhibit the highest degree of this conventionalization,
namely arc and its derivative arkd-.

63. RV 1.009.10 suté-sute nyokase brhad brhata éd arih | indraya Siisam arcati ||
“To him who is at home at every soma-pressing, to the lofty one, the stranger himself
chants a lofty, lusty (chant) to Indra.”
64. RV 3.54.02 mahi mahé divé arca pythivyai
“I will recite a great (hymn) to great Heaven and to Earth...”
The verb arc originally means ‘to shine’ yet its metaphorical meaning ‘to sing’ is widely attested. So
entrenched is this metaphorical use that in instances where the verb means ‘to sing,” the connection
to the original meaning of light is no longer evident, to the point that two separate verbs have been
posed (Mayrhofer 1986 1:114-115). However, within the framework of CMT, it is plausible to posit
the existence of a single form, which has been thoroughly conventionalized through processes
comparable to those found in Pindar’s odes. The two meanings, in fact, can be connected via the
mapping TO SING IS TO SHED LIGHT, which presupposes the primary metaphor IMPORTANCE IS
EXTENSION and, inherently, the EXPANSION image schema.

This connection between the two meanings is proved by the fact that, even when the presence of
light is not explicit in the above-mentioned passages, the verb arc often denotes a sound that spatially
expands and resonates. In both of the cited instances, a polyptoton of two adjectives, brhat and mahi,
denoting largeness either vertically or horizontally, simultaneously refers to the addressee (brhata

indraya, mahé divé prthivyai) and qualifies the verb arc adverbially (brhad, mahi). This strong spatial
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connotation, emphasizing broadness, may be influenced by the conceptual shift from ‘to shine’ to ‘to
sing’ in the semantic development of arc. Nevertheless, since the original meaning ‘to shine’ is still
active in several contexts,*’ the possibility of full lexicalization could be excluded.

Furthermore, this high degree of conventionalization is also evident in the derivative noun arkd-,
which appeared in example (62). Although it can still mean ‘gleam,’*! when it appears metaphorically
with the meaning ‘song,’ as in example (62), it can also occur in contexts not tied to the original image
of spreading light.

Finally, the secondary mapping SONG IS WATER FLOWING is also found in Rigveda:

65. RV 8.44.25 dgne dhytavrataya te samudriyeva sindhavah | giro vasrisa irate |

“Agni, like rivers to the sea, to you of steadfast commandments do our hymns go

forth bellowing.”
The verb ar means ‘to set in motion, to stir’ (Mayrhofer 1986 1:105-106), and its usage spans a variety
of contexts, including the motion of liquids, the actions of singers, and the movement of prayers
(Grassmann 1873:233-234). In RV 8.44.25 (65), however, the underlying concrete experience is
unmistakably that of water flowing. Despite the scattered content of the hymn (Jamison and Brereton
2014a:1116), the expression iva sindhavah “like rivers” explicitly parallels the songs (giro) to flowing
water. This implies the metaphor PROCESSES ARE NATURAL FORCES, as also found in Pindar. The
underlying image is again that of the SOURCE-PATH-GOAL schema, in which the concrete
destination is the sea (samudrdya), and the metaphorical target is a deity, in this case Agni (dgne...
te).

From this secondary metaphor, the same sub-mapping also attested in Pindar can be observed,
namely, MAKER OF SONG IS A WELL.

66. RV 8.49.6: udriva vajrinn avaté nd siiicaté ksdarantindra dhitdyah ||
“Like a wellspring full of water for the one who pours it out, the poetic thoughts
flow (for you), Indra, bearer of the mace.”
In this instance, the poet is directly likened to a well filled with water (udriva...avaté), from which
poetic thoughts (dhitayah) flow (ksaranti, from ksar, ‘to flow’). As in Pindar, this suggests the
presence of a conduit metaphor (Lakoff and Johnson 1980:10-13): the SINGER/WELL functions as a

vessel through which the POETIC THOUGHTS/WATER are conveyed.

40 Cf. e.g. RV 3.44.02.
41 Cf. e.g. RV 3.26.07.
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3.8. DIFFICULTIES FOR THE POET ARE OBSTACLES ON A PATH in the Rigveda

The sub-mapping DIFFICULTIES FOR THE POET ARE OBSTACLES ON A PATH has been identified in Pindar
(example 61 of paragraph 3.6). The underlying concrete experience appears to involve movement
along a land path, as suggested by the expression £k m0d0¢. A comparable sub-mapping is also attested
in the Rigveda, though the underlying image may differ, as it is potentially associated with the
secondary metaphor SONG IS WATER FLOWING.
67. RV 1.53.06: té tva mada amadan tani visnya té sémaso vrtrahdtyesu satpate | ydt

kardve ddsa vrtrany aprati barhismate ni sahdsrani barhdayah ||

“These exhilarating drinks exhilarated you (Indra) and your bullish powers - these soma

juices at the smashing of obstacles, o lord of settlements when you laid low ten

unopposable obstacles for the bard, a thousand for the man who spreads the

ritual grass.”

68. RV 6.44.15: pdta sutam indro astu sémam hanta vrtram véjrena mandasandh | gantd

yajiiam paravatas cid acha vasur dhinam avitd karadhayah ||

“Let Indra be the one who drinks the pressed soma, who smashes the obstacle [/Vrrd]

with his mace in his exhilaration, who goes to the sacrifice, even from far away, who

is the good helper of insights, providing nourishment to the bard.”
In both Rigvedic passages under consideration, the notion of obstacle is conveyed through the same
term, vytrd-. In the plural, the word clearly signifies ‘obstacles, as in (67). However, when used in the
singular, its meaning becomes ambiguous due to the personification of the obstacle in Vedic
mythology as the serpent Vy#rd. This is the case in (68), where vrtrdm could be interpreted either as a
specific obstruction or as a reference to the mythological serpent slain by Indra. This ambiguity is
significant for determining the image underlying the metaphor.

In both Rigvedic cases, the obstacle affects the poet, referred to by the term karui. Unlike in Pindar,
where the poet is the agent who removes the obstacle, in the Rigveda it is Indra who performs this
role. Notably, sitkta 1.53 repeatedly emphasizes the intimate relationship between Indra and the
singers (Jamison and Brereton 2014a:168): the god is both dependent on their praise and reciprocates
with benefits proportionate to their devotion.

The term vytra, whether referring to the mythological serpent or to a generic obstruction, maintains
a close association with water. In the myth of Vytra, the slaying of the serpent, represented at once as
a concrete barrier and as a divine adversary,* results in the release of the waters he had confined

(Oberlies 2023:167-169).

2 Cf. e.g. RV 1.32.5-8.
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Accordingly, since in both Rigvedic examples it is Indra who liberates the bards from the vrrad-,
and potentially from Vytra itself in (68), and since the term is used for both physical and mythic
obstructions, the underlying image may echo that of the myth: an obstacle blocks the singer, perhaps
hindering the reception of benefits from their songs, and Indra is the agent who removes this
hindrance, allowing the SONG/WATER to flow freely.

Additionally, the concept of vrtra-, in this case clearly meaning ‘obstacle’, as a blockage to the
passage of liquids appears in another poetic context, this time in relation to a different divine figure,
Soma, who, like Indra, is described as a “smasher of obstacles.” This is exemplified in RV 9.17 (69):

69. RV 9.17.1. pra nimnéneva sindhavo ghndnto vrtrani bhiirnayah | séma asrgram

asavah||

“Like rivers along a downward slope, smashing obstacles, turbulent, the swift soma

juices have been sent surging.”

(3) atyiirmir matsaro madah somah pavitre arsati | vighnan raksamsi devayuh ||

“The exhilarating drink of exhilaration, the soma, rushes into the filter beyond

the waves, smashing aside the demons, seeking the gods.”

(6) abhi vipra aniisata miirdhan yajiidsya kardvah |

“The inspired poets, the bards, have roared to him at the head of the sacrifice.”

(7) tam u tva vajinam naro dhibhir vipra avasydavah | mrjanti devatataye ||

“The men, the inspired poets, seeking help, groom you, the prizewinning horse, with

their insights, for the divine conclave.”
In this sitkta, Soma’s journey through the filter, which involves overcoming “obstacles”, in this case
the filter used in the preparation (Jamison and Brereton 2014a:1251), culminates in the granting of
poetic inspiration, as stated in pada 5. This inspiration is then transmitted to the poets who call upon
his aid (avasydvah). Here, the function of poetry is twofold: poets reinforce the power of Soma (or
Indra), and in turn, the songs, once released from obstacles, confer benefits upon the singers.

It is worth noting that the release of water is, primarily, associated with the regenerative power of
Indra’s actions. The slaying of Vytra and the subsequent liberation of the waters ensures nourishment
for both the worshippers and the land. Nevertheless, this does not exclude the possibility that the same
imagery is also employed in a poetological context, particularly given the number of poetic elements

present in the passages discussed above.

3.9. TO BEGIN SINGING IS TO AWAKEN and SONG IS PATH in the Rigveda
As in Pindar, the Rigveda also attests the metaphorical mapping from wakefulness to the beginning

of song, as demonstrated extensively by Meusel (2019:621-624) and previously by Jackson (2006).
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However, comparison with the Rigveda makes it possible to identify the concrete experience
underlying this mapping more securely, particularly through the association with the metaphor SONG
IS PATH.

70. RV 7.10.01 vi'sa hdrih Sicir @ bhati bhasa dhiyo hinvand usafir ajigah ||

“The bull, the blazing fallow bay, radiates with his radiance. Urging on our eager

insights, he has awakened them.”
This example constitutes the first pada of the sitkta. As in the case of Pindar, the awakening of song
coincides with its beginning, following the mapping TO BEGIN SINGING IS TO START MOVING. The agent
responsible for this awakening, is Indra, represented as a bull, which stimulates the dhiyah or poetic
thoughts of the singers, in a role comparable to that of Poseidon in Pindar (50). The concept of song
is conveyed through the term dhiyah, which functions metonymically. The poetic thoughts stand for
the poet, according to the mapping THOUGHTS FOR SINGER.

This passage also permits an inference about the concrete experience underlying the metaphor TO
BEGIN SINGING IS TO AWAKEN. Indra awakens the songs or singers through his radiance, implying the
agency of light within the metaphor, as emphasized by Meusel (2019:623) and Jackson (2006:127),
and expressed in the figura etymologica bhati bhasa. The image is clear: Indra acts as the sun, whose
light awakens living beings, and thus their poetic thoughts, initiating the song.

Light also plays a significant role in another passage, in which the awakening metaphor is
interwoven with the path metaphor:

71. RV 7.75.01: dpa drihas tama davar ajustam angirastama pathiya ajigah ||

“She (Dawn) has uncovered the deceits, the disagreeable darkness; best of the

Angirases, she has awakened the paths.”
As in the previous case, the pada opens the hymn and reflects the mapping TO BEGIN SINGING IS TO
START MOVING. Again, the role of light is explicit and forms the basis of the image of the awakening
Dawn, who brings light to mortals. In this case, however, the object is the pathyah, or paths. The same
combination is found in Pindar, in (49), discussed in paragraph 3.3. Here, the image is clarified: the
verb ‘to awaken’ is grounded in the concrete experience of living beings roused by sunlight.

Jackson (2006:130) explains the co-occurrence of these two metaphors by stressing the ritual
function of “paths” in Vedic tradition: poets are often described as “pathfinders,” a role also present
in mythological narratives, such as the Vala myth, in which the Angirases (whose poetic function is
noted in Chapter 2, paragraph 2.6.) are praised for discovering the path of the imprisoned cows.

Within this framework, poetic “paths” often evoke the ritual as a whole.
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From the perspective of CMT, this is unsurprising given the presence of another primary metaphor
associated with AWAKE/ASLEEP: ACTIVITY IS WAKEFULNESS (Grady 1997:289). The awakening of
paths is thus mapped onto their activation, when singers begin to use them.

From the mapping TO BEGIN SINGING IS TO AWAKEN, the sub-mapping ABSENCE OF SONG IS
SLEEPING is also attested, as in Pindar:

72. RV 1.53.01 ny i sii vicam prd mahé bharamahe gira indraya sadane vivdsvatah | nii
cid dhi rétnam sasatiam ivavidat né dustutir dravinodésu sasyate ||
“Let us bring forward our speech for the great one, our songs for Indra, at the seat of
Vivasvant. For never has anyone found a treasure among those who are, as it were,
asleep. A poor praise hymn is not acclaimed among the givers of wealth.”
The subject of the verb bharamahe “let us bring” is the group of singers (Jamison and Brereton
2014a:168), who, throughout the sitkta, as shown in paragraph 3.8 in relation to (67), emphasize the
close link between the quality of their song and its effectiveness in attracting Indra’s favour. Thus,
the participle sasatam “among those who are asleep” possesses clear poetological value, designating

poets who will never receive Indra’s gifts (rdtnam).

3.10. EFFECTIVE POET IS ERECT in the Rigveda
In paragraph 3.4. it has been examined how, in Pindar’s odes, verticality expresses the effectiveness
of the singer as a man lifted up, in the sub-mapping EFFECTIVE POET IS ERECT. This secondary mapping
is also attested in the Rigveda:
73. RV 10.115.09 iti tvagne vrstihdvyasya putrah- upastutdsa fsayo vocan | tams ca pahi
grnatas ca siirin vasad vasal ity ardhviso anaksan ndmo ndma ity ardhviso anaksan||
“So have the sons of Vrstihavya, the Upastutas, seers, proclaimed you, o Agni. Protect
them - both singers and patrons. Saying “Vasat, vasat,” (standing) upright they have
reached (you); saying “Homage, homage,” (standing) upright they have
reached (you)”
In this passage, both singers and patrons are described with the adjective #rdhva, meaning “upright’
or ‘erect’ (Mayrhofer 1986 1:244). Their characterization as “upright” appears central to their correct
ritual performance and pausibly to their prayers. This suggests the same metaphor identified in Pindar,
EFFECTIVE POET IS ERECT, which rests on the primary metaphor FUNCTIONALITY IS ERECTNESS. The
description of the singer as “upright” recalls the dyyshoc 0p06¢ of (54). The adjectives are moreover

cognates, both deriving from the root *Asrd"uo-.
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The context is that of ritual, specifically the moment of sacrifice involving the vasat call,*
pronounced just before the offerings are placed into the fire (Oberlies 2023:229). This may help
explain the choice of the adjective @rdhva: the offerings, in order to be effective, must be thrown into
the fire, which plausibly rises. Thus, the movement of the singers might be paralleled with that of the
fire. The adjective is indeed frequently applied to Agni, or fire in general (Grassmann 1873:274).

43 The form is traditionally interpreted as “May [Agni] convey [the sacrifice],” from vah (Mayrhofer 1986 11:535-536).
However, the interpretation remains uncertain (Oberlies 2023:229).
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4. Conclusion

The present study has explored the poetological vocabulary of Pindar with the tenets of Conceptual
Metaphor Theory (CMT), with a primary focus on metaphors related to sound and movement. Its
main aim has been to uncover the underlying conceptual structures that inform Pindar’s lexical
choices, and to examine whether these patterns can be traced back to earlier Indo-European
conceptual frameworks through comparison with the Rigveda.

The central claim of this thesis is that behind the creative use of language in Pindar’s odes, deeply
rooted metaphorical structures can be reconstructed, grounded in embodied experience. From the two
main mappings identified, SONG/PRAISE IS LOUD SOUND, and SONG IS MOVEMENT OF AN ENTITY, a
coherent set of sub-mappings emerged, revealing the broad influence of the two metaphoric
frameworks analyzed. Furthermore, the occurrence of comparable secondary mappings in the
Rigveda supports the view that these conceptual associations can be traced back to an earlier stage of
the Indo-European language.

In Chapter 2, the analysis of the mapping SONG/PRAISE IS LOUD SOUND led to the identification of
the chorus as the most plausible reason for the prominence of metaphors denoting loud sound in
Pindar’s poetry. In these expressions, the association between song and loudness is conceptually
grounded in the primary metaphors IMPORTANCE IS VOLUME and QUANTITY IS VOLUME/INTENSITY. The
analysis of the metaphorical vehicles revealed an advanced state of conventionalization for several
terms, such as kéumnog and kéAadoc. Furthermore, the comparison with the Rigveda revealed similar
metaphorical processes, and sub-mappings, which notably are often linked to contexts involving
collective recitation. Particularly significant is, within the Vedic terms analyzed, the case of nav, since
it reached an advanced state of conventionalization, to the extent that its derived name, nava-, may
be considered a fossilized metaphor.

Within the domain of movement metaphors, previous studies (Becker 1937; Durante 1968) have
demonstrated a clear connection between expression denoting movement in poetological context in
both Pindar and the Rigveda. Through the tenets of CMT, these earlier observations have been further
supported by identifying the conceptual elements and the images underlying these associations.
Moreover, the presence of highly specific sub-mappings — such as maker of song is a well —reinforces
the conceptual link between Pindar’s odes and the Rigveda. As noted in Chapter 1, secondary
metaphors tend to be language-specific; thus, their recurrence in both corpora strengthens the idea of

a shared foundation of language and thought.
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Instances of advanced conventionalization have also been identified within this framework within
this framework. However, the frequent use of movement-related terms in their literal meaning tends
to hinder the progression toward full conventionalization. A particularly noteworthy example is arc,
whose metaphorical sense ‘to sing” became so widespread in Rigveda that scholars have proposed the
existence of two different roots. From the perspective of CMT, however, the hypothesis of a single,
highly conventionalized root appears more plausible.

CMT has also proven valuable in explaining combinations of metaphorical frameworks that might
otherwise appear to be merely creative. A paradigmatic case is the association, discussed in Chapter
3 paragraph 3.5, of the noun oipog ‘path’ with the adjective Aty0g ‘shrill’. It has been suggested that
this pairing may stem, at least in part, from an unconscious association between small objects — in
this case, a short path — and high-pitched sounds. Such a connection would support the interpretation,
given by scholars in non CMT terms, that Aty0g here convey conciseness. This interpretation is further
reinforced by the rarity of the adjective in Pindar’s odes: as shown in Chapter 2, Aytg is difficult to
reconcile with the need to evoke broadly resonant sound. Rather, it appears within a different
metaphorical framework, namely the mapping SONG IS PATH.

This work does not aim to compete with monumental and abundant scolarship on metaphor in
Pindar and Rigveda —most notably, beyond the studies previously cited, the contributions of Meusel
(2019) and, before him, Niinlist (1998). Rather, it seeks to approach metaphor from a different
perspective, one that in some cases has served to reinforce earlier hypotheses, and in others, to depart
from them. Naturally, much work remains to be done. This thesis has focused on two conceptual
domains — sound and movement — chosen for their subtle yet pervasive presence within poetological
vocabulary both in Pindar and Rigveda. Other metaphorical frameworks, such as building metaphors,
deserve further investigation. Additionally, other Indo-European traditions — such as Avestan, or
Hittite — could yield additional insights into the persistence and variation of conceptual metaphors
across time and space.

In conclusion, the application of Conceptual Metaphor Theory to Pindar’s poetry, supported by the
comparative evidence from the Rigveda, has proven to be a productive approach for uncovering the
conceptual foundations of ancient poetic expression. It suggests new perspectives on Pindar’s lexical
choices, reconsidering earlier views of poetic innovation, and draws attention to metaphorical
structures that link Pindar’s odes with the Rigveda. In this way, the study hopes to contribute to a

deeper understanding of how ancient poets operated through interplay of word, sound, and motion.

49



50



5. Bibliography

Adorjéni, Zsolt. 2017. Bemerkungen zu Pindar fr. 140b. Zeitschrift fiir Papyrologie und Epigraphik
204. 10-15.

Antovi¢, Mihailo, and Cristobal Pagan Canovas. 2016. Oral Poetics and Cognitive Science. Berlin:
De Gruyter.

Barcelona, Antonio. 2003. On the plausibility of claiming a metonymic motivation for conceptual
metaphor. In Antonio Barcelona (ed.), Metaphor and Metonymy at the Crossroads: A
Cognitive Perspective, 31-58. Berlin and Boston: Mouton De Gruyter.

Bechtel, Friedrich. 1914. Lexilogus zu Homer: Etymologie und Stammbildung homerischer Worter.
Halle a. d. S.: Niemeyer.

Becker, Otfrid. 1937. Das Bild des Weges und verwandte Vorstellungen im friihgriechischen Denken.
Berlin: Weidmannsche Verlagsbuchhandlung.

van Beek, Lucien. 2017. Die Bildersprache des Rechts im Indogermanischen: Griechisch i6gio dikn
und diknv PAdmtew. In Harald Bichlmeier and Andreas Opfermann (eds.), Das Menschenbild
bei den Indogermanen, 129-150. Hamburg: Baar-Verlag.

Beekes 2010 = Beekes, Robert S. P. and Lucien van Beek. 2010. Etymological Dictionary of Greek.
Leiden: Brill.

Bien, Nina, Sanne ten Oever, Rainer Goebel and Alexander T. Sack. 2012. The sound of size:
Crossmodal binding in pitch-size synesthesia: A combined TMS, EEG and psychophysics
study. Neurolmage 59(1). 663-672.

Cannata Fera, Maria. 2020. Le Nemee. Milano: Fondazione Lorenzo Valla.

Carey, Christopher. 1981. A commentary on Five Odes of Pindar: Pythian 2, Pythian 9, Nemean I,
Nemean 7, Isthmian 8. Salem, N.H: Ayer Company.

Chantraine, Pierre. 1968. Dictionnaire étymologique de la langue grecque: Histoire des mots. Vol. 1,
A—A. Paris: Klincksieck.

Chantraine, Pierre. 1984. Dictionnaire étymologique de la langue grecque: Histoire des mots. Vol. 2,
L—Q. Nouv. tirage. Paris: Klincksieck.

Dancygier, Barbara. 2017. Cognitive Linguistics and the Study of Textual Meaning. In Barbara
Dancygier (ed.), The Cambridge Handbook of Cognitive Linguistics, 607-622. Cambridge:
Cambridge University Press.

Davidson, Donald. 1978. What Metaphors Mean. Critical Inquiry 5(1). 31-47.

Deignan, Alice. 2005. Metaphor and Corpus Linguistics. Philadelphia: J. Benjamins Pub.

51



Durante, Marcello. 1968. EITEA IITEPOENTA. Die Rede als 'Weg' in griechischen und vedischen
Bildern. In Riidiger Schmitt (ed.), Indogermanische Dichtersprache, 242-260. Darmstadt:
Wissenschaftliche Buchgesellschaft.

Eckerman, Chris. 2019. I WEAVE A VARIEGATED HEADBAND: Metaphors for Song and
Communication in Pindar’s Odes. Harvard Studies in Classical Philology 110. 59-96.
Feyaerts, Jasper. 2000. Refining the Inheritance Hypothesis: Interaction between metaphoric and
metonymic hierarchies. In Antonio Barcelona (ed.), Metaphor and Metonymy at the

Crossroads: A Cognitive Perspective, 59-77. Berlin and New York: Mouton de Gruyter.

Fileni, Maria G. 1987. Senocrito di Locri e Pindaro. Roma: Edizioni dell’ Ateneo.

Gentili, Bruno. 1995. Le Pitiche. Milano: Fondazione Lorenzo Valla.

Gentili, Bruno. 2013. Le Olimpiche. Milano: Fondazione Lorenzo Valla.

Gerber, Douglas E. 2002. 4 Commentary on Pindar Olympian Nine. Stuttgart: Steiner.

Grady, Joseph. 1997. Foundations of meaning: Primary metaphors and primary scenes. PhD diss.,
University of California, Berkeley.

Grassmann, Hermann G. 1873. Wérterbuch zum Rig-Veda. Wiesbaden: Otto Harrassowitz.

Hampe, Beate. 2005. From Perception to Meaning: Image Schemas in Cognitive Linguistics. Berlin
and New York: Mouton De Gruyter.

Henderson, John W. 1992. Pindar fr. 140B Snell-Macehler: The Chariot and the Dolphin. Hermes
120(2). 148-58.

Hesiod. 2018. Theogony. Works and Days. Testimonia. Ed. and trans. Glenn W. Most. Cambridge,
MA: Harvard University Press.

Holton, Stephanie. 2022. Sleep and Dreams in Early Greek Thought: Presocratic and Hippocratic
Approaches. London: Routledge.

Homer. 1924. lliad, Volume I: Books 1-12. Trans. Augustus T. Murray, rev. William F. Wyatt.
Cambridge, MA: Harvard University Press.

Homer. 1925. lliad, Volume II: Books 13-24. Trans. Augustus T. Murray, rev. William F. Wyatt.
Cambridge, MA: Harvard University Press.

Homer. 1919. Odyssey, Volume I: Books 1-12. Trans. Augustus T. Murray, rev. George E. Dimock.
Cambridge, MA: Harvard University Press.

Homer. 1919. Odyssey, Volume II: Books 13-24. Trans. Augustus T. Murray, rev. George E. Dimock.
Cambridge, MA: Harvard University Press.

Horn, Fabian. 2015. "Enea ntepdevta Again: A Cognitive Linguistic View on Homer’s ‘Winged

Words.” Hermathena 198. 5-34.

52



Hubbard, Thomas K. 1985. The Pindaric Mind: A Study of Logical Structure in Early Greek Poetry.
Leiden: Brill.

Jackson, Peter. 2006. The Poetics of Myth in Pindar’s Olympian 9.47-49. In Georges-Jean Pinault and
Daniel Petit (eds.), La langue poétique indo-européenne: actes du Colloque de travail de la
Société des Etudes Indo-Européennes (Indogermanische Gesellschaft/Society for Indo-
European Studies), Paris, 22-24 octobre 2003, 125-32. Leuven: Peeters.

Jamison and Brereton 2014a = Jamison, Stephanie W., and Joel P. Brereton. 2014. The Rigveda: The
Earliest Religious Poetry of India. New York: Oxford University Press.

Jamison and Brereton 2014b = Jamison, Stephanie W., and Joel P. Brereton. 2014. Rigveda

Translation: Commentary. http://Rigvedacommentary.alc.ucla.edu/ (accessed 26/06/25).

Johnson, Christopher. 1997. Metaphor vs. conflation in the acquisition of polysemy: The case of see.
In Masako K. Hiraga, Chris Sinha, and Sherman Wilcox (eds.), Cultural, Typological and
Psychological Perspectives in Cognitive Linguistics, 155-170. Amsterdam: John Benjamins.

Johnson, Edward D. 1991. The Handbook of Good English. Rev. and updated. New York: Facts on
File.

Johnson, Mark. 1987. The Body in the Mind: The Bodily Basis of Meaning, Imagination, and Reason.
Chicago: University of Chicago Press.

Johnson, Mark L., and Steve Larson. 2003. Something in the Way She Moves — Metaphors of Musical
Motion. Metaphor and Symbol 18 (2). 63-84.

Kaimio, Maarit. 1977. Characterization of Sound in Early Greek Literature. Helsinki: Societas
Scientiarum Fennica.

Kirk, Geoftrey S. 1993. The lliad: A Commentary. Ed. Bryan Hainsworth. Cambridge: Cambridge
University Press.

Kovecses, Zoltan. 2015. Where Metaphors Come From: Reconsidering Context in Metaphor. Oxford:
Oxford University Press.

Lakoff, George. 1987. Metametaphorical Issues: The Death of Dead Metaphor. Metaphor and
Symbolic Activity. 2. 143-47.

Lakoft, George. 1990. The Invariance Hypothesis: Is Abstract Reason Based on Image Schemas?
Cognitive Linguistics 1(1). 39-74.

Lakoff and Johnson 1980 = Lakoff, George, and Mark Johnson. 1980. Metaphors We Live By.
Chicago: University of Chicago Press.

Lakoff and Turner 1989 = Lakoft, George, and Mark Turner. 1989. More than Cool Reason: A Field
Guide to Poetic Metaphor. Chicago: University of Chicago Press.

53


http://rigvedacommentary.alc.ucla.edu/

LIV?2001 = Rix, Helmut, and Martin Kiimmel. 2001. LIV: Lexikon der indogermanischen Verben:
die Wurzeln und ihre Primdrstammbildungen. 2. Wiesbaden: Reichert.

Lubotsky, Alexander. 2024. 4 digital concordance of the Rgveda. Leiden University Centre for
Linguistics. https://hdl.handle.net/1887/3762427 (accessed 26/6/25).

Mécha, Jakub. 2016. Conceptual Metaphor Theory and Classical Theory: Affinities Rather than

Divergences. In Piotr Stalmaszczyk (ed.), From Philosophy of Fiction to Cognitive Poetics,
93-115. Frankfurt am Main: Peter Lang Edition.

Mandler, Jean M. 1992. How to Build a Baby: II. Conceptual Primitives. Psychological Review 99.
587-604.

Mandler and Pagan Cénovas 2014 = Mandler, Jean M., and Cristobal Pagan Canovas. 2014. On
Defining Image Schemas. Language and Cognition 6(4). 510-532.

Massetti, Laura. 2024. Pindar s Pythian Twelve: A Linguistic Commentary and a Comparative Study.
Leiden: Brill.

Mayrhofer, Manfred. 1986. Etymologisches Worterbuch des Altindoarischen. Heidelberg: Winter.

Meusel, Eduard. 2019. Pindarus Indogermanicus: Untersuchungen zum Erbe dichtersprachlicher
Phraseologie bei Pindar. Berlin and Boston: De Gruyter.

Monier-Williams, Monier and Ernst Leumann. 1899. 4 Sanskrit-English dictionary: Etymologically
and philologically arranged with special reference to cognate Indo-European languages.
New ed. Oxford: Clarendon Press.

Most, Glenn W. 1985. The Measures of Praise: Structure and Function in Pindar’s Second Pythian
and Seventh Nemean Odes. Gottingen: Vandenhoeck & Ruprecht.

Niinlist, René. 1998. Poetologische Bildersprache in der friihgriechischen Dichtung. Stuttgart: B. G.
Teubner.

Oates, John F. 1963. Pindar’s Second Pythian Ode. American Journal of Philology 84(4). 377-89.

Oberlies, Thomas. 2023. The Religion of the Rgveda. Oxford: Oxford University Press.

Oldenberg 1988 = Oldenberg, Hermann, and Shridhar B. Shrotri. 1988. The Religion of the Veda.
Delhi: Motilal Banarsidass.

Olsen, Sarah. 2020. Pindar, Paean 6: Genre as Embodied Cultural Knowledge. In Margaret Foster,
Leslie Kurke, and Naomi Weiss (eds.), Genre in Archaic and Classical Greek Poetry: Theories
and Models: Studies in Archaic and Classical Greek Song, vol. 4, 325-46. Leiden: Brill.

Pape 1959 = Pape, Wilhelm, and Gustav Eduard Benseler. 1959. Worterbuch der griechischen
Eigennamen. Graz: Akad. Druck- und Verlagsanstalt.

Pavese, Carlo O. 1991. Adw 3° 10 Enpaive: un nuovo verbo nella Pitica XII di Pindaro, in Simonide

e in Alcmane. Lexis 7-8.73-97.

54


https://hdl.handle.net/1887/3762427

Pavese, Carlo O. 1997. I temi e i motivi della lirica corale ellenica: introduzione, analisi e indice
semantematici, Alcmane, Simonide, Pindaro, Bacchilide. Pisa: Istituti Editoriali e Poligrafici
Internazionali.

Peri, Annamaria. 2021. L’Olimpica XIII di Pindaro: introduzione, commento e analisi metrica.
Stuttgart: Franz Steiner Verlag.

Pfeijffer, [lja L. 1999. Three Aeginetan Odes of Pindar: A Commentary on Nemean V, Nemean 11l &
Pythian VIII. Leiden: Brill.

Privitera, Giuseppe A. 1982. Le Istmiche. Milano: Fondazione Lorenzo Valla.

Race 1997a = Pindar. 1997. Olympian Odes,; Pythian Odes. Ed. and trans. William H. Race.
Cambridge, MA: Harvard University Press.

Race 1997b = Pindar. 1997. Nemean Odes, Isthmian Odes,; Fragments. Ed. and trans. William H.
Race. Cambridge, MA: Harvard University Press.

Roush, Daniel R. 2018. Event Structure Metaphors through the Body: Translation from English to
American Sign Language. Amsterdam: John Benjamins Publishing Company.

Rusconi, Elena, Bonnie Kwan, Bruno Giordano, Carlo Umilta, and Brian Butterworth. 2005. The
Mental Space of Pitch Height®. Annals of the New York Academy of Sciences 1060 (1). 195-
97.

Segal, Charles. 1986. Pindars Mythmaking: The Fourth Pythian Ode. Princeton, NJ: Princeton
University Press.

Simpson, Michael. 1969. The Chariot and the Bow as Metaphors for Poetry in Pindar’s Odes.
Transactions and Proceedings of the American Philological Association 100: 437-73.

Slater, William J. 2012. Lexicon to Pindar. Berlin: De Gruyter.

Spelman, Henry L. 2018. Pindar and the Poetics of Permanence. Oxford: Oxford University Press.

Steiner, Deborah. 2011. Pindar’s Bestiary: The ‘Coda’ of Pythian 2. Phoenix (Toronto) 65 (3/4). 238-
67.

Sullivan, Karen. 2017. Conceptual Metaphor. In Barbara Dancygier (ed.), The Cambridge Handbook
of Cognitive Linguistics, 385-406. Cambridge: Cambridge University Press.

Turner, Mark. 1991. Reading Minds: The Study of English in the Age of Cognitive Science.
Princeton, NJ: Princeton University Press.

Vainio, Lari, Ida-Lotta Myllyld, Alexandra Wikstrom, and Martti Vainio. 2024. High-Pitched Sound
Is Open and Low-Pitched Sound Is Closed: Representing the Spatial Meaning of Pitch
Height. Cognitive Science 48(8). e13486-n/a.

55



Valenti, Veronica A. 2018. IL CANTO DELLE SIRENE E IL CANTO DI NESA. SEMANTICA
DELL’UNIRE E SFERA VERBALE NEL MONDO INDOEUROPEO. Studi classici e
orientali 64. 1-30.

Verdenius, Willem J. 1987. Commentaries on Pindar. Leiden: E.J. Brill.

Waszink, Jan H. 1974. Biene und Honig als Symbol des Dichters und der Dichtung in der griechisch-
romischen Antike. Opladen: Westdeutscher Verlag.

Watkins, Calvert. 2002. EITEQN ®EXIX. Poetic Grammar: Word Order and Metrical Structure in the
Odes of Pindar. In Heinrich Hettrich and Kim Jeong-Soo (eds.), Indogermanische Syntax.
Fragen und Perspektiven. Wiesbaden: Ludwig Reichert Verlag.

West, Martin L., ed. and trans. 2003. Homeric Hymns. Homeric Apocrypha. Lives of Homer.
Cambridge, MA: Harvard University Press.

Willi, Andreas. 2001. Lateinisch iubére, griechisch ¢60v¢ und ein indogermanisches Rechtskonzept.
Historische Sprachforschung 114 (1). 117-46.

Zanker, Andreas T. 2019. Metaphor in Homer: Time, Speech, and Thought. Cambridge: Cambridge

University Press.

56



