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To

Gosta and Marie-Louise Saflund



Perhaps in this way we shall attain the high philosophical

goal of perceiving how the divine life in man is joined in

all innocence with animal life.

—GOETHE
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PREFACE

T H E T I M E for a definitive history of the religions of Europe (and of
the descendants of Europeans on other continents) has not yet come.
Our picture of the religions—especially the older religions—of our cul-
tural sphere, of their transformations and influence, is still provisional.
The enrichment of this over-all picture is a matter of concern not only
to scholars but to all those who wish to gain greater awareness of the
experience that is the content of a culture. The religious history of the
European cultural sphere, even in its remote beginnings, is our religious
history. It belongs to the history of our culture quite independently of
how we as individuals may interpret it in the light of a religious denomi-
nation or philosophical conviction. No more than history in general can
the history of religions be corrected in retrospect; and, unlike the tenets
of a faith, it cannot be rejected. Even the rejection of a religion is an
act that takes its place in the history of religions and adds to the sum
of experience within our cultural sphere. A history of Western religion
that took no account of Nietzsche or of atheism in general would meet
the requirements neither of a modern science of religion nor of a com-
prehensive cultural history.

Nietzsche was a radical atheist, but at the same time he opposed a
Greek god to Christ. In posing the alternatives "Dionysos or Christ," he
selected—whether correctly or incorrectly—the god who struck him as
compatible with his radical atheism. How did he come to do so? Though
strange, his idea cannot have been totally unfounded. And once the
"idea" made its appearance, it must be counted among the experiences
that make up our culture. Regardless of whether it originated with
Nietzsche or with the adepts of an ancient, unphilosophical Dionysian
religion, it is a human experience. But what was behind the word
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"Dionysos" when it was still the name of a god of an authentic his-
torical religion? What light can be thrown on this question by the
methods of cultural and religious history? In the "Self-Critique" with
which Nietzsche prefaced his 1886 edition of The Birth of Tragedy,
he wrote: "Even today virtually everything in this field [of the Dio-
nysian] still remains to be discovered and dug up by philologists. Above
all, the problem that there is a problem here—and that the Greeks, as
long as we lack an answer to the question 'What is Dionysian?' remain
as totally uncomprehended and unimaginable as ever."1 This observa-
tion remains valid to this day, although we are obliged to transpose it.
The Greeks themselves and their precursors on Crete will help us to
understand that element in their culture which, once it is understood,
will make the culture itself understandable. What Nietzsche said about
the Greeks seems to find confirmation especially in regard to Minoan
culture, which cannot be comprehended unless its Dionysian character
is grasped.

No other god of the Greeks is as widely present in the monuments
and nature of Greece and Italy, in the "sensuous" tradition of antiquity,
as Dionysos.2 We may almost say that the Dionysian element is omni-
present. The two characteristic products of Greek architecture of which
we possess the greatest number of ruins or vestiges are the temple and
the theater.3 One of these, the theater, belonged to the domain of
Dionysos. And of all the cultivated plants of antiquity, it is the vine
that has survived most abundantly: it too was sacred to Dionysos and

1 "Attempt at a Self-Criticism," section 3; see Basic Writings of Nietzsche,
p. 20. / For detailed information on footnote references, see the List of Works
Cited.

2 Concerning the sensuous tradition, see the study "Unsinnliche und
sinnliche Tradition" in Kerenyi, Apollon, pp. 72-89.

3 See H. Kahler, Der griechische Tempel, p. 5.



Preface xxv

bore witness to his presence. I first had this impression in 1931, the
year in which the idea for this book was born. At that time it came
to me that any account of the Dionysian religion must put the main
accent not on intoxication but on the quiet, powerful, vegetative ele-
ment which ultimately engulfed even the ancient theaters, as at Cumae.
The image of that theater became for me a guiding symbol; another
such symbol was the atmosphere of the vine, as elusive as the scent
of its blossom.

With his Dionysos: Mythos und Kultus, Walter Friedrich Otto4 an-
ticipated my plan, which in any case was still far from maturity. In
his monograph, Otto treated the material from a high spiritual point
of view, primarily on the basis of the literary tradition, and attempted
to appraise the experience expressed in that material. He did not por-
tray the god as the bestower of a passing intoxication. Thus far
Nietzsche had been followed by his friend Erwin Rohde and by most
classical scholars and historians of religion. In Dionysos, Otto saw
"creative madness," the irrational ground of the world. In this Otto
was doubly influenced by Nietzsche: by his "Dionysian philosophy"
and by his tragic fate, which however should have taught him that
madness always calls for an exact diagnosis. Otto never gained the
perspective on "Nietzsche" that would have enabled him to recognize
the symptoms of Nietzsche's pathological state, his strange obsession
with Ariadne,5 for example. Nor did Otto ever gain awareness of the

4 W. F. Otto, Dionysos: Mythos und Kultus (Frankfurt, 1933) is referred
to hereinafter in the English translation by R. B. Palmer.

5 See ch. IV at note 13. As to Nietzsche's illness, which may have been
released by infection, but in which hereditary predisposition and archetypal
components played the dominant role, see Kerenyi, Nietzsche an der Schopfung
seines Romans, pp. I O O - I I I ; see also Kerenyi, "Nietzsche zwischen Literatur-
und Religionsgeschichte."
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limited character of his own reaction to the ancient phenomenon: to
the erotic feature of the Dionysian element he remained closed.

His book gave rise in 1935 to publication of my first thoughts about
Dionysos,6 which had come to me in a vineyard in southern Pannonia
and on the Dalmatian island of Korcula. Otto's book, which accom-
panied me on my travels, was counterbalanced by observations of my
own in the course of visits to a number of southern wine countries,
and not last to Crete, but his book never lost its importance for me.
The deciphering of the second Cretan linear script (Linear B) by
Michael Ventris brought to light Dionysian names, including—in Pylos
in the southern Peloponnese—the name of the god himself.7 This con-
firmed Otto's view of the age of the cult in Greece. Dionysos must have
been at home in Greek culture by the end of the second millennium
B.C. at the latest.8 As early as 1930, Charles Picard, the French archae-
ologist, took it for granted that Dionysos was one of the Greek gods of
Cretan-Mycenaean origin.9 Thus, there was an opportunity to begin
the investigation of Dionysos' identity with the study of Minoan art.

I took this opportunity in my studies Die Herkunft der Dionysos-
religion, "Dionysos le Cretois," and Der friihe Dionysos. These were the

6 "Gedanken iiber Dionysos." My first works on the subject, though not the
beginning of my work in this field, were: "Satire und Satura" (1933); "Die
orphische Seele" (first version, 1933; see now the essay "Pythagoras und Or-
pheus" in Werke, I, 37-46); Dionysos und das Tragische in der Antigone, a lec-
ture delivered June 22, 1934, on the occasion of Walter F. Otto's sixtieth birth-
day. See also Kerenyi, Preface to Antigone (1966).

7 Pylos Xa 102, confirmed as the name of the wine god by the context of an
inscription (Pylos Xb 1419) discovered later; see in ch. HI, the section on
"Dionysian Names."

8 See Otto, Dionysos: Myth and Cult, p. 58.
9 See C. Picard, "Les Origines du polytheisme hellenique," pp. 94-97.
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first steps toward the present book, which embodies the idea I had con-
ceived in 1931. I have, however, been able to write it only by taking
a dual view: that of a historian of religions who has devoted close atten-
tion to the traditional myths, cult actions, and festivals of the ancient
world, and that of a historian of Greek and Minoan culture who has
chosen to work on a particular sphere of life. I chose a sphere in which
an essential element of the characteristic social existence that I under-
stand by "culture" found its pure and adequate expression in religion.
From the Mycenaean Age onward this was assuredly not the case in
all religion, but only in that oldest stratum which was dominated by
the archetypal image of that particular element: indestructible life. In
relation to human existence, whose archetypal image I dealt with in
Prometheus,10 this is the proteron, the logically and chronologically
earlier.

My point of view is that of a historian, and at the same time that
of a rigorous thinker. By this I mean differentiated thinking about the
concrete realities of human life. The summary thinking that has be-
come dominant (under the influence of Sir James Frazer) in the study
of the peoples of antiquity and in the study of Greek religion (especially
under the influence of Martin P. Nilsson and Ludwig Deubner) can-
not take these realities into account. True, when we consider them in
all their concreteness, we are forced to admit that today the destruction
of all life has become conceivable. Yes, conceivable, but not from the
standpoint of life, only from that of history which, as we now know

10 Prometheus: Das griechische Mythologem von der menschlichen Exis-
tenz (1946); amplified editions: Prometheus: Die menschliche Existenz in grie-
chischer Deutung (1959 and 1962), and Prometheus: Archetypal Image of Hu-
man Existence (1963 ).
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on the strength of our own historical experience, may lead to universal
destruction. According to the minimal definition of life current today,
"assimilation and heredity (and their consequences: growth, repro-
duction, and evolution) . . . distinguish living from dead matter."11 Be-
cause life includes heredity—otherwise it would not be life—it tran-
scends the limits of the individual, mortal, living creature and proves
in every individual case, regardless of whether or not the heredity is
actually realized, indestructible. Life presupposes heredity and so
possesses the seed of temporal infinity. The seed is present even if
nothing springs from it. Thus, we are justified in speaking of "inde-
structible life," in finding its archetypal image in the monuments of
religion, and in pointing to its value for religious man as a historical
experience.

The distinction between infinite life and limited life is made in the
Greek language by the two different words zo'e and bios. Such a dis-
tinction was possible in Greece without the intervention of philosophy
or even of reflection because language is the direct expression of ex-
perience. The present book deals with an experience still deeper than
that of human existence, the subject of my Prometheus. A brief in-
vestigation of the meaning of the two Greek words for "life" may help
to introduce the reader—whether or not he knows Greek—to this ex-
perience.

I should like to conclude this foreword with the final sentences of
my "Gedanken iiber Dionysos" (1935): "Did the Greeks ever have such
ideas about Dionysos as Otto's or these? They had it easier. For in
myth and image, in visionary experience and ritual representation,

I1 R. Schwyzer, "Facetten der Molekularbiologie," p. 5.
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they possessed a complete expression of the essence of Dionysos. They
had no need, as we do, to look for an intellectual formulation, which
must always remain incomplete."

C.K.
Rome

October i, 1967

The author wrote the foregoing preface upon the completion of
Part One of his text. He finished writing Part Two and the notes in
February 1969, and subsequently he read and approved the present
translation. Professor Kerenyi died in 1973.

Editor





INTRODUCTION

Finite and Infinite Life in the Greek Language

T H E INTERDEPENDENCE of thought and speech makes it clear that
languages are not so much means of expressing truth that has already
been established as means of discovering truth that was previously un-
known. Their diversity is a diversity not of sounds and signs but of ways
of looking at the world.1

Human experience does not always give rise immediately to ideas.
It can be reflected in images or words without the mediation of ideas.
Man reacted inwardly to his experience before he became a thinker.
Prephilosophical insights and reactions to experience are taken over
and further developed by thought, and this process is reflected in lan-
guage. Thus there is a natural interdependence between thought and
speech, which, if we disregard the world of science, still prevails in
every living language and literature. Characteristically, the relationship
between thought and speech is manifested in language and not in the
ideas that subject and dominate language. Language itself can be wise
and draw distinctions through which experience is raised to conscious-
ness and made into a prephilosophical wisdom common to all those
who speak that language.

A wide range of meaning is bound up with the Latin word vita and
its. Romance descendants, and with life, or German Leben and Scandi-
navian liv as well. In their everyday language the Greeks possessed
two different words that have the same root as vita but present very
different phonetic forms: bios (/ftos) and zo'e (far)). While the Greek

i W. von Humboldt, "Uber das vergleichende Sprachstudium," p. 27.



Introduction xxxii

language was "in the making," these forms were produced by a pho-
netic development whose laws can be formulated with precision.2 Both
words have maintained themselves, a phenomenon made possible by
an insight, a distinction of the kind referred to above. This insight and
distinction are reflected in the Greek language, which we shall consult
for an understanding of them before we enter the realm of images
and visions.

Zoe, in Greek, has a different resonance from bios. Originally this
difference did not spring from the phonetic form of the word zoe, and
indeed we take the word "resonance" in a broad sense that goes beyond
the acoustic. The words of a language carry certain overtones, cor-
responding to possible variations of the basic meaning, which sound
in the ears of those who know the language intimately. The word zoe
took on this resonance in an early period in the history of the Greek
language: it "resounds" with the life of all living creatures. These are
known in Greek as zoon (plural, zoa). The significance of zoe is life in
general, without further characterization. When the word bios is ut-
tered, something else resounds: the contours, as it were, the charac-
teristic traits of a specified life, the outlines that distinguish one living
thing from another. Bios carries the ring of "characterized life." Cor-
respondingly, bios is in Greek the original word for "biography." This
usage is its most characteristic application, but not an early one. Bios
is attributed also to animals when their mode of existence is to be dis-
tinguished from that of the plants. To the plants the Greeks attributed
only physis3—except when a mode of living was to be characterized,

2 F. O. Lindemann, "Grec PEIOIJEV epicov," pp. 99 ff.; see also the first version
of this formulation in Kerenyi, "Leben und Tod nach griechischer Auffassung,"
pp. 12 ff., which Lindemann had not seen.

3 Epikrates, the writer of comedies, fr. 11, line 14 (in Edmonds, The Frag-
ments of Attic Comedy, II, 354).
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and then they spoke of phytou bios, the "life of a plant."4 "A cowardly
man lives the bios of a hare."5 The Greek who uttered these words
looked upon the life of an animal—the hare—as a characteristic life,
one of cowardice.

Once we become aware of the difference in meaning between zo'e
and bios, we discern it in the usage of so early a writer as Homer, but
this should not be taken to mean that such usage was wholly con-
scious. In the present and imperfect tenses, which signify the un-
limited course of life, zen is employed rather than bioun. In Homer the
imperative bioto ("let him live," in opposition to "let the other die")
or the second aorist bionai (also in contrast to "to die")6 is used as an
intensive, attaching special weight to life as the limited life of one
man. Zoein, the uncharacterized and not particularly emphasized state
of enduring life, is often employed in Homer in parallel constructions
signifying the minimum of life: "to live and see the sunlight," "to live
and keep one's eyes open on earth," "to live and to be."7 For the gods it
is easy to endure in life; accordingly, they are known as the rheia zo-
ontes, "those who live easily." But when one of them (Poseidon in the
Iliad)8 wishes to assert his own mode of life in opposition to that of
Zeus, he does so with the verb beomai, which is more closely related
to bios.

The "life" with which modern biology concerns itself cannot be re-
lated to bios. The word biologos meant to the Greeks a mime who imi-
tated the characteristic life of an individual and by his imitation made
it appear still more characteristic. Bios does not stand in such a con-

4 Aristotle, De generatione animalium 736B 13, in Ross, ed., vol. V.
5 Demosthenes XVIII (De corona), 263.
6 Iliad VIII 429, X 174, XV 511.
7 Iliad XXIV 558,1 88; Odyssey XXIV 263.
8 Iliad XV 194.
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trast to thanatos, "death/' as to exclude it. On the contrary, to a charac-
teristic life belongs a characteristic death. This life is indeed character-
ized by the manner of its ceasing to be. A Greek locution expresses this
in all succinctness: one who has died a characteristic death has "ended
life with his own death."9 It is zoe that presents an exclusive contrast
to thanatos. From the Greek point of view modern biology should be
called "zoology/' Zoe is life considered without any further characteri-
zation and experienced without limitations. For the present-day student
of the phenomenon "life," the fact that zoe is experienced without limi-
tation is only one of its aspects, not the whole. Here again we cannot
speak of a thoroughgoing identity, for, as we have said, zoe is the
minimum of life with which biology first begins.

Zoe seldom if ever has contours, but it does contrast sharply with
thanatos. What resounds surely and clearly in zoe is "non-death." It
is something that does not even let death approach it. For this reason
the possibility of equating psyche with zoe, the "soul" with "life/' and
of saying psyche for zoe, as is done in Homer,10 was represented in
Plato's Phaedo as a proof of the immortality of the soul.11 A Greek defi-
nition of zoe is chronos tou einai,12 "time of being," but not in the sense
of an empty time into which the living creature enters and in which
it remains until it dies. No, this "time of being" is to be taken as a
continuous being which is framed in a bios as long as this bios en-
dures—then it is termed "zoe of bios"1*—or from which bios is removed
like a part and assigned to one being or another. The part may be
called "bios of zoe."14

9 Diodorus Siculus XXXIX l 8 : i6icoi daTe(3ico GocvdTGot.
10 Iliad XXII 161. n Phaedo 105 DE.
12 Hesychios s.v. Zcon. 13 Plato, Timaeits 44 c.
14 Plutarch, Moralia 114 D.
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Plotinos called zoe the "time of the soul," during which the soul,
in the course of its rebirths, moves on from one bios to another.15 He
was able to speak in this way because in the Greek language the words
zoe and bios, each with its own special resonance, were already pres-
ent: the one for not-characterized life—which, unless we wish to join
the Greeks in calling it "time of being," we can only define as "not a
non-life"—the other for characterized life. If I may employ an image
for the relationship between them, which was formulated by language
and not by philosophy, zoe is the thread upon which every individual
bios is strung like a bead, and which, in contrast to bios, can be con-
ceived of only as endless. Anyone wishing to speak in Greek of a
"future life" could say bios.ie Anyone who like Plutarch wished to
express thoughts about the eternal life of a god17 or to proclaim an
"eternal life" had to employ zoe, as the Christians did with their
aionios zoe.18

The Greek language clung to a not-characterized "life" that underlies
every bios and stands in a very different relationship to death than does
a "life" that includes death among its characteristics. The fact that zoe
and bios do not have the same "resonance," and that "bios of zoe" and
"zoe of bios" are not tautologies, is the linguistic expression of a very
definite experience. This experience differs from the sum of experiences
that constitute the bios, the content of each individual man's written or
unwritten biography. The experience of life without characterization—
of precisely that life which "resounded" for the Greeks in the word zoe
—is, on the other hand, indescribable. It is not a product of abstractions

15 Plotinos, Enneades III 7 11, 43. 16 Diodorus Siculus VIII 151.
17 De hide et Osiride 351 E.
18 See, for example, Matthew 19:16, Mark 10:17, Luke 18:18, John 3:36.

For Jesus concerning himself, see John 11:25, 14:6.
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at which we might arrive only by a logical exercise of thinking away
all possible characterizations.

Actually we experience zoe, life without attributes, whether we con-
duct such an exercise or not. It is our simplest, most intimate and self-
evident experience. When our life is threatened, the irreconcilable op-
position between life and death is experienced in our fear and anguish.
The limitation of life as bios can be experienced; its weakness as zoe
can be experienced; and even the desire to cease to be can be experi-
enced.19 We might like to be without the experience of our actual bios,
which is given to us with all its characteristics, or to be without ex-
perience in general. In the first case, we wish zoe to continue in another
bios. In the second case, something would occur that has never been
experienced. Being without experience, a cessation of experience, is
no longer experience. Zoe is the very first experience; its beginning was
probably very similar to the renewal of experience after a fainting spell.
When we return from a state of non-experience, we cannot even re-
member an end that we might call our last experience.

Zoe does not admit of the experience of its own destruction: it is
experienced without end, as infinite life. Herein it differs from all other
experiences that come to us in bios, in finite life. This difference be-
tween life as zoe and life as bios can find a religious or a philosophical
expression. Men even expect religion and philosophy to do away with
this discrepancy between the experience of bios and the refusal of zoe
to admit of its own destruction. The Greek language stops at the mere
distinction between zoe and bios, but the distinction is clear and pre-
supposes the experience of infinite life. As always, the Greek religion

19 See the epilogue to Kerenyi, The Religion of the Greeks and Romans,
pp. 261-79. The religious idea of non-existence is based on the experience of
death, which is not canceled out by the experience of never-ending life.
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points to figures and images that bring the secret close to man. Ele-
ments that in everyday speech, related to everyday events and needs,
stand side by side and are often intermingled, are transposed into a
pure time—festive time—and a pure place: the scene of events that
are enacted not in the dimensions of space, but in a dimension of their
own, an amplification of man, in which divine epiphanies are expected
and striven for.





DIONYSOS:

Archetypal Image of Indestructible Life





Part O n e The Cretan Prelude





I . MINOAN V I S I O N S

The Spirit of Minoan Art

A N Y O N E who enters the Archaeological Museum of Heraklion in
Crete encounters an abundance of the purest elements of a great pre-
lude .- the prelude to the history of religion in Europe. For a time these
treasures remained mute, for they were seen only as astonishing works
of art. They bore witness to the rich life of a people who were endowed
with high artistic gifts but whose writing no one could read. It was
long believed that even if we were able to decipher the written char-
acters, the language would still be incomprehensible. The one thing
which students felt certain of was that the men who had created and
maintained this art were not Greeks and that they were separated
from the Greeks by a downfall similar to if not even more catastrophic
than that which separated pagan Rome from the Christianized Latin
and Germanic peoples.

It was assumed that the Cretans, like the Romans, had left a cul-
tural heritage and that those who came after did not fail to make use
of it. But apart from the visible and tangible works that came to light
after 1900 when Sir Arthur Evans began his excavations at Knossos,
everything that was said of these pre-Greeks—they were termed "Mi-
noans" after the mythical king of Crete—was mere hypothesis, abstract
and indemonstrable. The works, however, provided a highly character-
istic over-all picture which would have been intelligible even without
words and has more important things to tell us about the Minoans than
the meager account of the texts that have since been deciphered.
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An outstanding authority, Nikolaos Platon, a Cretan who spent the

greater part of his life in daily contact with these objects, has charac-

terized them and the people who created them as follows. The Mino-

ans "created a civilization whose characteristics were the love of life

and nature, and an art strongly imbued with charm and elegance. Their

objects of art were miniatures, worked with care and love; they chose

carefully the material which they used and succeeded in creating mas-

terpieces with it. They had a special inclination towards the picturesque

and to painting, and even their miniature plastic work is elaborated

in styles derived from painting. Motion is its ruling characteristic; the

figures move with lovely grace, the decorative designs whirl and turn,

and even the architectural composition is allied to the incessant move-

ment becoming multiform and complex. The art is ruled by conven-

tions, and yet it looks equally naturalistic. The secret life of nature is

outspread in man's creation, which imbues it with a special charm

and grace. A hymn to Nature as a Goddess seems to be heard from

everywhere, a hymn of joy and life."1

The wisdom of this account resides in the fact that it concentrates

on the most characteristic factor and is not subject to the modifications

in matters of detail that are always possible in archaeology.2 Platon

starts from a concrete, but at the same time spiritual, element that

lends Minoan art a specific atmosphere which is to be found nowhere

else and which differs from the atmosphere characteristic of Greek

art after the Geometric style became prevalent. The word "life" occurs

1 N. Platon, A Guide to the Archaeological Museum of Heraclion, pp. 27 f.
2 "We are assisting today in the radical transformation of all theories, even

of the principles themselves, of the exact sciences: how could archaeology,
which is the youngest—and, let us say frankly, the least objective—among the
sciences remain immovable and untouchable?" D. Levi, "The Italian Excavations
in Crete and the Earliest European Civilisation," p. 10.
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three times in the short passage I have quoted. The word used in the
original Greek text would have to be zoe, which lends itself to juxtapo-
sition with physis, "nature," in the sense of plant life. "Love of life
and nature" suggests not only the common element in these works of
art, but also their manifest content—a content which can find direct
expression only in art and which is evident in all these objects, what-
ever their immediate purpose. In calling this manifest content, per-
ceptible to every viewer, the "spirit of Minoan art," I am not speaking
of something abstract and have no need to prove that it is present.
"Spirit" is openness and expansion of vision, a primordial experience
of man. Openness and expansion arise naturally from a gift peculiar
to man. They can take a definite direction; this we call a spiritual or
cultural trend. On the strength of an evident direction, we can de-
termine a characteristic spirit, in this case a spirit oriented toward life
and nature, stressing them, bringing them out, and setting them before
the eye.

In the passage cited above, Platon connected the very marked spirit
of Minoan art with a particular deity, the only deity who, it was safe
to assume, was a very special object of worship to the Minoans: the
Great Goddess. A reliable portrait of her on the peak of a mountain ap-
pears on a seal from Knossos [i].3 In the background we discern a
mountain sanctuary; and facing the goddess is a male figure looking
up at her and greeting her. The mountain is flanked by two lions. It
has not been possible to discover a Minoan name for the goddess, un-
less the Greek name already occurred among the Minoans. Her rela-

3 Fragmentary prints of this seal were preserved in the great palace under
the remains of the "small Columnar Shrine," an edifice which, according to
Evans' reconstruction, had a column in the middle (Palace of Minos, II, 804-10).
In view of its situation it may be regarded as the central shrine of the entire
palace.
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tionship to wild nature was, however, as evident as that of a cor-
responding goddess in Greek mythology: Rhea, the Great Mother of
the gods. The Great Goddess did not possess a significant cult site of
her own on the Greek continent. At Knossos the foundations of her
temple were shown to travelers in the Greek period.4 These remains
demonstrate that this divine figure lived on among the Greeks.

The correspondence between the worship of this goddess and the
spirit of Minoan art provides Platon's characterization with its central
idea, which Platon himself wished to express with a certain restraint.
He did not wish to say openly—though under the impact of his over-all
view he came very close to it—that the art of the Minoans bore witness
to the omnipotence in Crete of a single deity, a Great Goddess, who is
manifested with varying attributes in the monuments. For, though
undeniable, this correspondence does not justify us in identifying the
characteristic spirit of this art exclusively with a mother religion, with
the cult of a single ruling goddess. From no ancient monuments is it
possible to draw inferences that would exclude the presence of some-
thing that is not represented. "The struggle with death, a familiar
theme in prehistoric cultures, is not here discernible," says Platon.5

The struggle with death was represented on Mycenaean tombs, and it
may be mere chance that tombstones with similar representations have
not been found in the Minoan sphere. But ancient art was never unre-
stricted in its choice of subject matter. It is not possible to draw a
dividing line between religious awe and artistic taste: the principle of
selection may have been determined by both at once and not by re-
ligion alone.

4 Diodorus Siculus V 66 i; identified by Evans (Palace of Minos, II, 6-7)
with the foundations of a Greek temple between the propylaia and the central
courtyard of the palace of Knossos.

5 A Guide, p. 28.
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Even if this art did not express everything, it was all expression •.

the expression of a characteristic relation to the world, which runs

unchanging through the manifestations of Minoan art and religion.

The Minoan artist saw the world primarily in its plant and animal

aspects—and very differently from the Christian artist, or from the

Greek artist of the Geometric period and on. The attention of the Chris-

tians and Greeks was focused on anthropomorphic, spiritual gods.

Small wonder that the Cretan eye saw other gods; these gods were, in

a manner of speaking, the spirits, or the divine spirit, of the world of

plants and animals. The sea roundabout adorned the wonderful Mi-

noan vases not with Nereids but with polyps and nautili, and the

murals with dolphins and flying fishes. It is possible that the Minoans

looked upon two giant polyps—a male and a female—as the epiphanies

of the divine rulers of the watery depths. Their marriage may have

been the precursor of the marriage between Poseidon and Amphitrite.6

Votive offerings at the shrine of a goddess found near the present-day

village of Piskokephalo in eastern Crete7 show that a scarablike dusk

beetle, Rhinoceros oryctes, announced and accompanied a divine

parousia, the presence of a goddess.

The Minoan artists bring us to a world of plants and animals, in

which gods, coming from the sky, appear on mountain tops, beneath

flowers. What was their view of man?

6 J. Wiesner, "Die Hochzeit des Polypus," pp. 35-51.
7 S. Alexiou, Guide to the Archaeological Museum of Heraclion, p. 80

(case 123).
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The Minoan Gesture

ONCE AGAIN let us consult a modern, objective observer, a woman
who studied the art monuments of Greece and those of the Near East
with like dedication and was open to their special language-the lan-
guage of art. "Cretan civilization is unhistorical not only in the sense
that the modern historian happens to be unable to write an articulate
account of its past, a record in which events and personalities have
name and character, but because it lacked the desire for monumental
statement, pictorial or otherwise. We find no interest in single human
achievement, no need to emphasize, to rescue its significance."8 Still
more important is the following observation: "Cretan art ignored the
terrifying distance between the human and the transcendent which
may tempt man to seek a refuge in abstraction and to create a form
for the significant remote from space and time; it equally ignored the
glory and futility of single human acts, time-bound, space-bound. In
Crete artists did not give substance to the world of the dead through
an abstract of the world of the living, nor did they immortalize proud
deeds or state a humble claim for divine attention in the temples of the
gods. Here and here alone [in contrast to Egypt and the Near East]
the human bid for timelessness was disregarded in the most complete
acceptance of the grace of life the world has ever known. For life
means movement and the beauty of movement was woven in the in-
tricate web of living forms which we call 'scenes of nature'; was re-
vealed in human-bodies acting their serious games, inspired by a

8 H. A. Groenewegen-Frankfort, Arrest and Movement, p. 186.
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transcendent presence, acting in freedom and restraint, unpurposeful
as cyclic time itself."9

Minoan art fully justifies this negative characterization—negative
from the standpoint of man as the center, as the vehicle of his own
historical and non-historical glory, but not from the standpoint of the
deity, whose presence it demands and requires. Man is always on the
edge of this epiphany of the spirit—the spirit or spirits of life and na-
ture—if not face to face with it. In this view an intimation of the god-
head could be manifested not only in a swarm of insects, in birds, or
in the beasts of the sea, but also in a human gesture, and it could in
turn determine man's gestures.

For in Minoan art man is never without gesture, although figures
standing or sitting gestureless are known to us in the art of the ancient
Orient and Greece. There are cult gestures everywhere, but it is some-
thing else again when gesture becomes an essential element, a char-
acteristic, of the general view communicated by art. Here I am speak-
ing not of cult gestures side by side with other equally characteristic
gestures of simple human existence, but of the gesture which time and
time again, in different forms of movement, represents the identical
situation of man: his non-central position which demands an "op-
posite" and can be understood only as an "opposite."

This non-central position of man was confirmed by the deciphering
of the Cretan writing. Even among the Mycenaeans, writing did not
serve for self-perpetuation, for they too, for all their monumental
edifices, scorned to put inscriptions on their tombs.10 If, as the Myce-
naeans most probably did,11 the Minoans possessed an epic poetry that

9 Ibid., p. 216.
10 See Kerenyi, The Heroes of the Greeks, pp. 8 f.
11 See Kerenyi, "Im Nestor-palast von Pylos," Werke, II, 265.
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complemented the statement of their art, it would not invalidate the
testimony of the Minoan gesture that reveals man in a wholly religious
situation: not oriented solely toward himself and his fellow men, but
determined by something other, something outside himself, caught up
in an atmosphere of festival as in an enchanted world.

The most dangerous of all Minoan gestures is to be seen in the
bull game as represented in paintings and sculptured figures. Here
the body is shown in free acrobatic movement. The player seizes the
horns, lets himself be thrown upward by the bull, turns one or more
somersaults in the air, and lands behind the animal which is running
away [2].12 The gesture grows out of the game, but game and body are
a single indivisible gesture, free and at the same time controlled, which
can well be said to have been "inspired by a transcendent presence."
The bull game was a repetition of the original capture of the wild bull
before the days of domestication [3A/3B].13 From it developed the acro-
batic art of the Minoan toreros. Such repetition and art require a re-
ligious inspiration, without which a festive game cannot come into
being. For the Minoan bull game was clearly a festive game. In honor
of whom? The Great Goddess of nature and life? Nikolaos Platon drew
this inference from his interpretation of Minoan art.14 In his view, the
goddess was the divine onlooker, the "opposite," though this does not
exclude the possibility of a divine presence in the game itself, especially

12 In this fresco from the small courtyard of the east wing of the palace
of Knossos, three movements in the game are represented by three players, two
girls and a young man, who execute the movements successively. An ivory figure
reproduced in Marinatos and Hirmer, Crete and Mycenae, pi. 97, also shows
the movement.

13 The scene appears on the ivory box published by S. Alexiou in 'Ycnxpo-
fiivcoiKoi Toc<t>oi Aiiievoq Kvcbaou, figs. 3 0 — 3 3 .

14 N. Platon, "Sir Arthur Evans and the Creto-Mycenaean Bullfights/' p. 93.
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in the bull, an exemplary manifestation of the deity in Crete. Not only
the human onlookers but also the Minoan toreros, who risked their
lives with an art never equaled by their Spanish successors, are mere
marginal figures in the drama they are performing.

It is somewhat different with the dance, the most universal gesture,
in which man is all gesture. On a Minoan cup from the oldest palace
of Phaistos, two girls are seen dancing around a goddess who ap-
proaches a flower springing up from the ground [4];15 in another, three
women are dancing, the one in the middle being perhaps a goddess [5].
Other figures—all women—are visible on the rim or on the disk that
forms the base of the vessel. They are probably not divine beings, but
since those on the rim are bowing low, it cannot be doubted that this
vessel too was used in the cult; it presupposes a "transcendent pres-
ence" in the dance itself. Inspired gesture raises man to the sphere
of the gods and the dance does still more. In the dance, gods can be
made present; the greatest deity can be drawn into the midst of the
dancers. The two women of the first vase, standing on either side of
the snake goddess, raising their hands in circular movements, and
admiring the flower, are no less goddesses than the central figure. The
dance figure unites gods and men on the same level.

In such dances, the distance between "opposites" is annulled. But
elsewhere it is present: plainly so on the Knossos seal showing the
Great Goddess on a mountain top, bare-bosomed and holding out her
staff like a shepherd's crook over the heads of the lions which flank
her [1]. The man who holds his hand before his forehead—to judge by
his size he is a superhuman being—is greeting her. Here the distance is
manifest: on one side is the epiphany, and on the other, the beholder.

15 See the explanation in Kerenyi, Eleusis, pp. xix f.; and "Die Blume der
Persephone," pp. 29 f.
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This is the situation of a vision such as assuredly occurred in the world
surrounding Minoan art. Such visions constituted a dimension above
the visible dimensions of nature. The "Minoan gesture"—an element as
characteristic of Minoan culture as the spirit of Minoan art—points to
such a dimension.

Visionary Crete

IN ACCOUNTS of ancient religions too little attention has been paid
to the visionary faculty.16 Visionary power does not seem to have been
equally distributed among men; it was more abundant in ancient times
and has steadily become rarer. Historians of religion have as a rule
tended to ignore it unless their attention was called to it by explicit
testimony. We find such testimony in the statements of the mystics
of all times. But since mystics are exceptions in all religions and since
historians of religion have no visions, our thinking in this matter ordi-
narily revolves around these two extremes: the positive experience
of the mystics and the negative experience of the historians of religion

16 F. Matz, in "Gottererscheinungen und Kultbild im minoischen Kreta,"
has devoted a thorough archaeological investigation to this phenomenon of the
Minoan religion. His findings, which are in every way positive, are rendered
unclear by his unfortunate choice of the term Epiphanienglaube ("epiphanic
faith"). Visionary capacity produces not "epiphanic faith," but epiphanies, nor
does it necessarily involve ecstasy. Matz exaggerates the importance in the Mi-
noan religion of ecstasy, for which the monuments do not provide adequate
support. According to him, "essential elements of the Dionysos religion are pres-
ent in prehistoric Crete," but from the name "Dionysos" he draws inferences only
for the Mycenaean Greeks and not for the Minoan culture. He did not succeed
in clarifying the relationships. We arrived at our largely similar conclusions in-
dependently of one another.
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and all present-day non-mystics. We find little explicit testimony con-
cerning what lies between the two extremes, although without such
intermediate phenomena—the light, hovering visions of persons of
moderate visionary endowment—a religion possessed of a living mythol-
ogy would be unthinkable.

An indication that men in general are capable of such visions is
supplied, for example, by the Indian coming-of-age ritual, which re-
quired all youths to fast and remain in the woods until they saw vi-
sions. We may seem to have drawn on a source remote from our sub-
ject, but all cultures have the same human nature as their basis though
all cultures do not take the same attitude toward the capacity for vi-
sions. In the accounts of the religions of the forest Indians of North
America, we find detailed indications of the type of visions that were
demanded. They were waking dreams, which were expected to be
sharper, more intense, and more striking than the dreams of sleep.
An authority on the American Indians writes: "Visions are held to be
'real'; they represent actual contact with the superhuman, whereas
dreams do not necessarily do so." And he quotes a saying of the In-
dians : "In visions there is something sacred, less so in dreams."17

Homer may perfectly well have been thinking of visions of this kind
when in the Odyssey he described the epiphanies of Artemis on high
mountains: "She looked like Artemis, when bow in hand she comes
down from the mountains, over lofty Taygetos or Erymanthos, to hunt
the boars and fleet-footed deer: round about her the nymphs make
sport, those daughters of Zeus who frequent her countryside; and her
mother is proud indeed, for she lifts head and brow above all the troop,
and she is pre-eminent where all are beautiful. So shone the fresh

17 W. Miiller, Die Religionen der Waldlandindianer Nordamerikas, p. 57,
citing Wm. Whitman, The Oto, p. 85.
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young maiden among her girls."18 The myth of the gods is divine
epiphany in the medium of language. It is not localized in the same
way as visions. It can be related wherever its language is spoken. A
vision always has as its setting a definite place, the place where it oc-
curred. Its explicit localization bears witness to the visionary char-
acter of the myth cited above. This localization is a heritage of vision
in myth and in all the tales that embody it, that is, in mythology.

Vision and myth, epiphany and mythology, influenced and engen-
dered one another and gave rise to cult images. But in man's relation
to the gods, epiphany has a priority grounded in the immediacy of every
true vision. Visions and language are equally fundamental, and both
are presuppositions of the mythological tale. In Crete visions are espe-
cially important. Cretan mythology has not come down to us in its
own language. What we know of it through the Greeks is very meager,
although there were numerous small shrines in Minoan Crete. How
numerous has become known only recently, and we are not yet able
to establish sure correspondences between the few old Cretan names
preserved by Greek mythology and the figures known to us from art.
According to Greek mythology, the snake goddess and the two dancing
girls around the flower on the Phaistos cup [4] can only be Persephone
and two companions.19 The exact correspondence, however, is a sur-
prising novelty, which perhaps for that exact reason was not immedi-
ately noticed. For whom are we to take the man looking across at the
goddess on the mountain top on the Knossos gem? He is experiencing
an epiphany.

This is not, however, the only indication that the large island was
especially conducive to visions. The ridges and peaks of the high Cretan

18 Odyssey VI 102-9 (W. H. D. Rouse translation, p. 71).
19 See note 15, above, and [1].
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mountains, situated between the Aegean and Libyan seas, were an
ideal scene for epiphanies: a world of light and a Minoan cult scene.
The subterranean world, the world of caves, was also a place of the
Minoan cult, which seems to have been practiced more on the heights
and in the depths than in the great palaces. These palaces appear in
certain respects to be the forerunners of the Greek temples, especially
of those that exceeded the modest proportions of small sanctuaries.
The palaces were characteristic of the style of Minoan culture and
probably were sacred in their totality, though only certain rooms were
employed in the cult and these were not always distinguished by a
central or otherwise prominent position. With their complex structure
and several stories, the palaces—this is evident at least at Knossos—
seem to reproduce the Cretan cosmos, the true scene of the Minoan
cult. On the upper floors we find several rooms each with a single
round column in the center, a column broadening toward the top, as—
to cite a simple example—in the so-called temple tomb near the palace of
Knossos. The religious implications of this column cannot be doubted,
and indeed it presents an obvious analogy to a mythical view of the
heavens.20 Such cult rooms both in the palace and in the tomb cor-
respond to other cult rooms with posts in the middle; the column above
is, as it were, a continuation of the post. The dividing line can be
drawn between the upper and lower rooms, between column and pil-
lar, corresponding to the imaginary line that divides the cosmos of
the Cretans into a higher and lower cult world.

We must also look into the inside of Cretan nature, into some of the
many limestone caves that make up the lower world. They seem to

20 Kerenyi and Sichtermann, "Zeitlose Schieferbauten der Insel Andros,"
pp. 33 f.; Kerenyi, "Die andriotische Saule," Werke, III. According to Evans (note
3, above), the small central shrine of the palace of Knossos shows the same type.
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be innumerable. More than three hundred have already been explored21

in addition to those cult grottoes that have become famous. It is certain
that the accidental human forms of the stalactites and stalagmites
not only aroused the imagination of the ancients as they do of modern
archaeologists, but also inspired visions that transformed the stalactite
formations into divine figures. It cannot be established with certainty
what those who visited Eileithyia in her cave near Amnisos, the harbor
of Knossos, thought they saw there; but whatever they saw, they re-
peated the vision that had made the stalagmites into objects of the
goddess' cult.

By the name Eileithyia, which the Odyssey mentions in connection
with this grotto, the Greeks designated a goddess who presided over
births and who presumably governed everything connected with the
life of women even more in Minoan than in Greek times. A cult site
of this goddess was a place dedicated to the origin of life. Two round
enclosures are built into the cave. In front of them a very low stalagmite
shaped like a navel might be regarded as a kind of altar. In the first
enclosure stands a stalagmite suggesting two goddesses joined at the
back [6].22 The archaic art of Crete also bears witness to a dual Ei-
leithyia.23 In the second, inner, and more important enclosure there

21 See P. Faure, Fonctions des cavernes cretoises.
11 [6] is after Faure, Fonctions, pi. VII 5. / I speak from firsthand observa-

tion, supported by S. Marinatos' report of his excavation, "To aueoq Tfiq EiAeiSuiaq,"
pp. 100 f. Other "interpretations" are those of N. Platon, "fkpl -rite iv Kprj-rrii AccTpeiaq
TWV QTaXaKTiTcov," pp. 164 ff.; and Faure, Fonctions, p. 84. They are utterly free—
as though there had been no myth to guide and determine the artist's imagina-
tion.

23 See, for example, the ivory relief in the Cretan style of the seventh cen-
tury, in New York, published by G. Richter, "An Ivory Relief in the Metropolitan
Museum of Art," pp. 261 ff. F. Matz came closest to the right interpretation in
"Arge und Opis," pp. 1 ff. One of the two women is "released" and therefore
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rises a solitary stalagmite. Phalli do not appear in Minoan works of
high artistry. Here is one provided by nature. A masculine cult object
is unmistakably present in the midst of this feminine sanctuary. Such
emphasis on a natural phenomenon suggests insight and recognition
among the visitors, whose visionary power no doubt helped to make the
cave into a cult site. Statuettes—now in the Archaeological Museum
of Heraklion—of mating couples from the cave sanctuary of Inatos on
the southern coast of Crete leave no doubt as to the extreme concrete-
ness of the Cretan view of the origin of life.

The heights, which stimulated the visionary power in a different
way and in a still higher degree, also had their numerous sanctuaries,
which we must include in our view of Cretan nature if we wish to
form a conception of the island in the Minoan period. Before the erec-
tion of buildings, these sites of vision and worship were probably un-
marked or marked only with stones. The list of mountain sites where
traces of sanctuaries have been found has grown impressively.24 It will
grow still longer when the almost inaccessible mountain country of
western Crete has been explored. Shrines that were built in such
places are visible in works of art. The Knossos seal [1] showing the
epiphany of the Great Goddess on the mountain top has a simplified
picture of a temple corresponding to the human figure looking upward
on the same plane. Thus, we know of these mountain shrines not only
from the vestiges that have been preserved but from naturalistic rep-

"releasing"; the other is "bound" and therefore "binding." They represent the
two aspects of the goddess of childbearing. This reliably identifies the two
figures as Eileithyia. Matz and others give her wrong names.

24 According to the compendious report of P. Faure, "Cavernes et sites aux
deux extremites de la Crete," pp. 493 ff.; and N. Platon, To 'kpov Ma<d KCCI T&
pivcoiKa ' lepd Kopu<t>nq," p p . 1 1 9 fF.
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reservations in works of art. On a Minoan vase [j]25 a man sets a basket
with sacrificial offerings down on a round rock in front of a shrine.
To what unbelievable heights these offerings had to be carried is
clearly shown. The woods are on the slopes below. The holy site hovers
amid the crags above the tree line. The most perfect representation
[8]26 of such a shrine shows how, in the absence of people, it is occupied
by the agrimi, the wild mountain goats of Crete, and by birds of prey.

Transcendence in Nature

THE MINOAN gesture presupposes the possibility of epiphanies pro-
duced and made credible by a visionary capacity. The gesture brings
transcendence into nature. Cretan nature itself promoted the visionary
capacity, and assuredly not only on the heights and in the depths. It
would be a mistake to suppose that country sanctuaries existed only
on mountain peaks. The visionary capacity was also stimulated and
satisfied by Minoan art, which provoked a preliminary state, followed
by another in which transcendence was induced by more violent means.

How a gesture can open up the dimension of vision as an addi-
tional dimension of nature is shown by a drawing on a small amphora
from the oldest palace of Phaistos [g].27 Two figures with upraised hands
appear among crocuses. They are characterized only by this gesture.
We may justifiably call them male gesture figures; to us they are noth-
ing else. This gesture is well known to us from ancient Oriental art as

25 Published by S. Alexiou, Necc TrapdoTcccnq Acrrpdaq eiri (IIVCO'IKOG dvayXuipou
dyyeiou, pp. 346 if.

26 Published by N. Platon, "Kato Zakros," p. 174, fig. 187.
27 Published by D. Levi, "Attivita della Scuola Archeologica Italiana di

Atene nell'anno 1955," p. 254, fig. 33.
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a gesture of worship.28 Who is being worshiped? What god has ap-
peared to these figures? Or are the gesture figures themselves gods?
An epiphany is enacted in a field of crocuses which to us evokes no
name. For the Minoans it was a very different matter: to them this
epiphany was familiar. They recognized it, either in the gesture figures
or in some larger figure, whose worshipers or perhaps companions
were these little male beings.

A true gesture is always an excerpt; its representation is an instant
view of a movement. Minoan art succeeded in combining hints of tran-
scendence with the utmost naturalness in representing scenes whose
character is unmistakable. The seal disk of a golden ring from Isopata
near Knossos shows a scene full of musical movement [10]. The move-
ment starts from above, from the dimension of divine epiphanies. An
epiphany occurs among flowers. Two snakes strangely animate the back-
ground; they are situated so high up that conceivably they belong to
the divine world. A single great eye, somewhat lower down than the
snakes—the eye of an observer from another, more likely lower than
upper, world—lends the whole image a special depth. Someone is look-
ing on. Two of the four large female figures are epiphanies of god-
desses. A small, fifth, female figure, hovering in the air behind the four
larger ones, indicates that they come from an upper region. She raises
one hand, while the goddess striding before her, as though descending
in a spiral, raises both hands. This is the gesture of epiphany. It is an-
swered by the upraised hands of the remaining two large female
figures. It would be inadequate to call this a gesture of worship. Their
gesture is an answer not only to the epiphany, but to the gesture of
epiphany.

Unlike the gestures of ritual, from which original vision is absent,

2 8 S. Alex iou, 'H (iivcoiKXi 8ed \xtQ' uipcopevcov yeipcov, pp. 2 5 0 ff.
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the gestures in the visionary experience of an epiphany are authentic,
not repeated gestures. In the representations they are not always quite
the same, and their meaning is not always quite clear. On a gold ring
from Knossos29 a woman with her hand half-open greets a small male
apparition which floats down from a country sanctuary [ii].30 On
another ring two female figures greet each other with upraised hands
[12]. One figure is nude, half-kneeling before a column indicating the
sanctuary; the other, clothed, is arriving. Perhaps this latter figure with
her dog or baboon is appearing to the other. If both women were god-
desses, the epiphany gesture of the one and the responding gesture of
the other were gestures of mutual greeting, and Cretan mythology has
preserved the gestures. To us it is a mythology of images that speak for
themselves. Thus, the faience statuettes from the palace of Knossos—
female figures with bare breasts and outstretched or half-raised out-
spread hands bearing snakes, which in some cases are coiled around
an arm [13, 14]—leave no room for doubt. It is uncertain only whether
they represent a priestess or a goddess. By the gesture we recognize not
the representative but the divinity. "Thus do I appear," says the gesture.

Artificially Induced Transcendence

THE F E M A L E idols of the Late Minoan period are rigid, but with their
upraised hands they say the same thing as the statuettes from Knossos.
They bear witness to the fact that vision and epiphany, an additional
dimension amplifying the world of nature, were still a need of the

29 From the subterranean treasure rooms which may have contained
the objects from the main chapel of the palace of Knossos.

30 [11] is after V. E. G. Kenna, Cretan Seals, pi. X 250.
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Cretans at a time when not only their artistic ability but also their vi-
sionary capacity had dwindled. The human nature in which this need
was rooted cannot have changed very appreciably. The artistic deca-
dence revealed by clay statues of this type is unmistakable. They are
busts of extremely primitive workmanship on bell-shaped bases. Five
such statuettes were found in a country sanctuary near the village of
Gazi west of Heraklion.31 On their heads they bear various attributes
showing what goddess was intended.

The largest of these five female idols with epiphany gestures bears
three poppy heads as head ornament and attribute. The stems are in-
serted behind her diadem [15].32 The clay tablets that have been de-
ciphered testify to the fact that poppies were widely cultivated both
on Crete and in Pylos in the Late Minoan period. The use of the poppy
head as an ideogram in these account books leaves no room for doubt.
The yield of poppies mentioned is so enormous that students long
suspected that the figures referred to grain rather than poppies.33 Here
we must take note of a little-known feature of Minoan culture, at least
in its late period.

For the Greeks Demeter was still a poppy goddess,
Bearing sheaves and poppies in both hands.3*

If in the Linear B script her name signified "poppy fields," conclusions
must be drawn regarding the food of the Cretans. Poppy seed with
honey is highly nutritious and not narcotic. In ancient as in modern
Greece, poppy-seed cakes were baked on festive occasions.35 Poppy

3 1 S. A l e x i O U , 'H nivcoiKf) 6e& peS' UIJKO|JEVGOV XE'P&V, p p . 1 8 8 ff.

32 The height of the statuette is 77.5 cm.
33 Ventris and Chadwick, Documents in Mycenaean Greek, p. 35.
34 Theokritos VII157.
35 Athenaios XIV 648 A; K. I. Kakoure, Death and Resurrection, p. 31.
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heads appear among the symbols pointing to the Eleusinian Mysteries36

or at least to the preparations for them. The ears of grain which in ab-
breviated form expressed the attained goal of the Mysteries are just
as much in evidence. Nothing in the tradition suggests that the poppy
had held as profound a significance in Eleusis as the grain. Still, the
poppy may have performed a similar function, for example, that of
evoking the image of the queen of the underworld. Nor is its use in
the Eleusinian cakes, if not in the Eleusinian potion, the kykeon, to be
excluded. This is uncertain. It seems probable that the Great Mother
Goddess, who bore the names Rhea and Demeter, brought the poppy
with her from her Cretan cult to Eleusis, and it is certain that in the
Cretan cult sphere, opium was prepared from poppies.

The making of opium from poppies requires a special procedure. A
pharmacobotanist discovered that the poppies on the bead of the god-
dess figurine found in Gazi [15] reveal incisions which the artist col-
ored more deeply than the rest of the flower to make them plainly
visible.37 This is a most significant discovery, because opium is ob-
tained through such incisions. The coloring of the incisions was a way
of displaying one of the goddess' gifts to her worshipers. They were
reminded of experiences that they owed to her. This is concrete evi-
dence that should not be blurred by vague reference to "medicines"
(•pharmaka) or to an unspecified ecstasy connected with the gifts of
this goddess. What she bestowed through opium cannot have been
essentially different in the Late Minoan period from today. What was it?

Here we find ourselves in the realm of pharmacological experience,
and a large body of literature to which this specific experience has

36 See Kerenyi, Eleusis, pp. 55, 74 f., 142 f., 184.
37 P. G. Kritikos and S. P. Papadaki, "The History of the Poppy and of

Opium," p. 23.
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given rise in recent times is at our disposal. This literature is far from
unequivocal. The dosage, the mixture, and the form in which opium
is taken can vary exceedingly, as can the mental states of those who
have taken it, the reliability of their accounts, and the value of reports
by outside observers. Nevertheless, some of these accounts seem sig-
nificant in view of the archaeological observations disclosing a vision-
ary element in the monuments of the Minoan religion. Opium induces
much more than just sleep and dreams. The Greeks related that the
Cretan Epimenides slept in a cave for fifty-seven years and thereby
became a philosopher. They looked upon his wisdom as a miracle, not
as an artificially induced state.38 If this legend preserves a memory of
the Late Minoan consumption of opium, it also shows that the knowl-
edge of the actual effect of the pharmakon vanished with the Minoan
culture. The Odyssey (IV 220) speaks of an Egyptian pharmakon
against suffering and anger. Its effect seems comparable to the great
euphoria that is an initial effect of opium; there is no mention of sleep.

Thus, we may turn to the modern classics on opium, from which
I shall cite a few of the passages least conditioned by our own culture
and closest to the atmosphere of Minoan art. "The ocean with its eternal
breathing, on which however a great stillness brooded, symbolized my
mind and the mood that then governed i t . . . a festive peace. Here . . .
all unrest gave way to a halcyon serenity."39 These are De Quincey's
words, quoted by Baudelaire. Baudelaire himself, in "Le Poison" (Les
Fleurs de Mai), speaks of extending, not shattering, the limits of
nature:

38 Diogenes Laertius 1109.
39 C. Baudelaire, Les Paradis artificiels, pp. 119-20: "I/Ocean, avec sa re-

spiration eternelle, mais couve par un vaste calme, personnifiait mon esprit et
rinfluence qui le gouvernait alors . . . un repos ferie . . . et cependant toutes
les inquietudes etaient aplanies par un calme alcyonien."
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Opium enlarges the boundless,
Extends the unlimited,

Gives greater depth to time .. .40

Others, however, have spoken of a "world in which 'one can hear the
walk of an insect on the ground, the bruising of a flower/ "41 According
to Cocteau, "opium is the only vegetable substance that communicates
the vegetable state to us."42

It may be presumed that toward the end of the Late Minoan period,
opium stimulated the visionary faculty and aroused visions which had
earlier been obtained without opium. For a time, an artificially induced
experience of transcendence in nature was able to replace the original
experience. In the history of religions, periods of "strong medicine"
usually occur when the simpler methods no longer suffice.43 This de-
velopment may be observed among the North American Indians. Origi-
nally mere fasting sufficed to induce visions. It was only in the decadent
period of Indian culture that recourse was taken to peyotl, or mescalin.
Earlier it was unnecessary.44 This powerful drug had not always been
an element in the style of Indian life, but it helped to maintain this
style.

The same was true of opium in the Late Minoan period. It was

40 Baudelaire, Les Fleurs du Mai, XLIX, 6-8 (Oeuvres completes, I, 80).
41 See E. Schneider, Coleridge, Opium and Kubla Khan, pp. 41 and 312-

13, note 27, citing M. H. Abrams, The Milk of Paradise (pp. 4, 63).
42 J. Cocteau, "L'Opium," Oeuvres completes, X, 113: "L'opium est la

seule substance vegetale qui nous communique l'etat vegetal"—or at least what
the French poet understands by "vegetable state."

43 Kerenyi, "Mescalin-Perioden der Religionsgeschichte," pp. 201-203.
44 See C. Mellen, "Reflections of a Peyote Eater," p. 65: "At the very mo-

ment when the entire traditional fabric of the tribe was rendered useless [after
defeat by the United States in the Indian Wars of the 1870's] peyote was first
used."
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consonant with the style of Minoan culture and helped to preserve it.
When Minoan culture came to an end, the use of opium died out. This
culture was characterized by an atmosphere which in the end required
such "strong medicine." The style of Minoan bios is discernible in what
I have called the "spirit" of Minoan art. This spirit is perfectly con-
ceivable without opium.

In his Handbuch der Archdologie der Kunst, Karl Otfried Miiller
(a classical philologist and mythologist whose methodic work in the
first half of the nineteenth century also influenced archaeology) char-
acterized the atmosphere of the Dionysian creations of Greek art in
terms that call to mind the mural paintings in Cretan palaces, whose
existence he could not have suspected: "Nature overpowering the mind
and hurrying it out of a clear self-consciousness (whose most perfect
symbol is wine) lies at the basis of all Dionysian creations. The cycle
of Dionysian forms, which constitutes as it were a peculiar and distinct
Olympus, represents this nature-life with its effects on the human
mind, conceived in different stages, sometimes in nobler, sometimes in
less noble shapes; in Dionysos himself the purest blossom is unfolded,
combined with an afflatus which arouses the soul without destroying
the tranquil play of feelings."45

In dealing with the Dionysian phenomenon, we must from the very
start take a position that makes possible a truly comprehensive view.
Otherwise—as has almost always been the case up to now—our picture
will be restricted to certain forms of Dionysian ecstasy that were fa-
vored in Greek art from the second half of the sixth century on.46

45 Leitch translation, p. 488, of K. O. Miiller, Handbuch der Archdologie
der Kunst (see there p. 594).

46 See M. W. Edwards, "Representation of Maenads on Archaic Red-Figure
Vases," pp. 78 if.
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Minoan art as a whole was characterized as follows by Bernhard
Schweitzer in 1926: "It is a form of world-experience, one of those
great fundamental forms of man's confrontation with the things that
we call 'mystical' and whose specific nature can only be characterized
by the catchword 'Dionysian.'"

Even then Schweitzer raised the question: "Do the roots of what
has been termed Dionysian in the temperament of the Greeks reach
back to ancient Crete?"47 The resemblance between the atmosphere of
the general picture drawn by Karl Otfried Miiller and that of Minoan
art as characterized by Bernhard Schweitzer is striking enough. A
perspective is opening with unmistakable lines; it would be tempting
to follow them even if the name of the god had not emerged in Pylos,
in the same cultural sphere, toward the end of the second millennium
B.C, and even if we had become aware of the Dionysian atmosphere
only in the art of Minoan Crete.

47 B. Schweitzer, "Altkretische Kunst," pp. 311 f.
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Flaming New Year
o

A s T u D Y of the Dionysian atmosphere becomes more concrete when
we are able to attach it to the calendar. Feast days have always had an
atmosphere of their own, an element that is hard to frame in words.
They possessed such an atmosphere before art took it up, appropriated
it, as it were, and preserved it in its more sublimated form. Dionysian
art did this with the Dionysian atmosphere. But what has come down
to us of the Minoan calendar of feast days? We must content ourselves
with the little that we know from the Greek tradition.

It seems strange to us that of the four cardinal points of the solar
year—the two solstices and two equinoxes—the summer solstice should
have been chosen as the beginning of the year. With it begins the hot-
test period of the year. The days begin to grow shorter, the nights,
longer. Men yearn for the night. A year beginning at this time seems
understandable in Egypt alone of all Mediterranean countries.1 After
falling to its low point in May, the Nile begins to rise visibly in June.
This would be a fresh beginning for the earth even if the skies re-
vealed nothing new. For nine centuries the first rising of the Nile
coincided with the rise of Sirius at dawn. Until far into the first mil-
lennium B.C., this took place on July 19th of the Julian calendar. Ac-
cording to the observations of a Greek astronomer of the second cen-
tury B.C.,2 Sirius rose at dawn, at the latitude of Rhodes, some thirty
days after the summer solstice.

1 E. Meyer, Geschichte des Altertums, 1:2, 107.
2 Hipparchos, Hipparchi in Arati et Eudoxi Phaenomena commentarii II 1

18.
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Leading religious and political sites in Greece, such as Olympia,3

Delphi, Athens, and Epidauros,4 chose the month of the early rising
of Sirius as the first month of the year. This calendar would be ex-
ceedingly strange if the Greeks had not inherited it from an earlier
culture that possessed closer ties with Egypt than did Greece in the
historical period. The connecting link could only have been the Minoan
culture. Careful calculation has shown that the orientation of the pal-
aces on Crete was determined by Sirius.5 Sirius also determined an
annual rite reported from the Greek period of the island. The rite's
mythological interpretation, which must be later than the rite itself,
is an evident example of old Cretan tradition.6 The core of the story
can be traced back to earlier times, but our record of it comes from
the Roman Imperial Age.7 This record is to be found in a story entitled
"Thieves" in a collection of miraculous tales based on a prior, but not
very ancient, work on the "origin of the birds." To quote the story: "In
Crete, it is said, there is a cave of bees. There, according to the myth,
Rhea gave birth to Zeus, and a religious commandment [hosion] de-
crees that no one, neither god nor man, may enter. At a certain time
each year a great fiery glow is seen emerging from the cave. According
to the myth, this occurs when the blood remaining from the birth of
Zeus runs over. The cave is inhabited by sacred bees, the nurses of
Zeus." It is further related that four foolhardy men wished to gather
the honey of these bees. They put on bronze armor, scooped up some
of the honey, and saw the "swaddling clothes of Zeus." Thereupon
their armor cracked and fell from their bodies. Zeus was angry and

3 L. Weniger, "Das Hochfest des Zeus in Olympia," pp. 14 ff.
4 E. Bischoff, "Kalender," col. 1569.
5 S. Marinatos, "Zur Orientierung der minoischen Architektur," pp. 197 ff.
6 M. P. Nilsson, Geschichte der griechischen Religion, I, 321.
7 Antoninus Liberalis, MeTccnopcpcoaeuv cruvaycoyri XIX.
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raised his thunderbolt against them, but the goddess of fate and
Themis, goddess of the rule of nature, restrained Zeus. For it would
have been contrary to the hosion if anyone had died in this cave. The
four honey thieves were transformed into birds.

The antiquity of the core of this tale is attested by a vase painting
from the sixth century B.C. [16].8 It shows nude men attacked by enor-
mous bees. There are four men as in the story, and their armor must
have fallen off, for it is inconceivable that they would have approached
the bees naked. The other side of the vessel, an amphora, shows two
enthroned maenads with satyrs [17]. This scene belongs to the Diony-
sian sphere; consequently the punishment of the honey thieves must
have occurred not far from the realm of Dionysos. He was said to have
invented honey,9 and the ground on which his handmaidens, the mae-
nads, danced was said to have flowed with milk, wine, and the "nectar
of bees."10 It was also said that honey dripped from the thyrsos staffs
that the maenads carried.11 Before the feeding of the infant Dionysos,
a privilege of his non-animal, sacred nurses, his lips were sprinkled
with honey.12

Before they were domesticated, bees had often been found in caves.
With their sweet food they were the most natural nurses for a Divine
Child who was born and then kept hidden in a cave. The archetypal
situation that nature offered was taken into the Greek myth of Zeus.
The bees offered men the essential sweetness of pure existence—the
existence of infants in the womb. However, the true place of the flar-

8 See the Catalogue of the Greek and Etruscan Vases in the British Mu-
seum, II, pp. 123 ff., no. B 177; A. B. Cook, Zeus, II, pi. XLII.

9 Ovid, Fasti III 736.
10 Euripides, Bacchae 142; see also H. Usener, Kleine Schriften, IV, 398 ff.
11 Euripides, Bacchae 711.
12 Apollonius Rhodius, Argonautica IV 1136.
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ing up or "lighting up" of the great celestial god of the Greeks was
the sky. "Zeus" means "lighting up" and only later came to mean "he
who illumines."13 Where the story of his birth was told on the Greek
mainland—and this was the case on Mt. Lykaion in Arcadia—the event
was not associated with a cave or any place belonging to Eileithyia, the
goddess of human birth.14 He was born under the open sky, in a thicket,
says the poet Kallimachos, who observes that this place was forbidden
to child-bearing human and animal mothers. If a living creature, hu-
man or animal, set foot there, he ceased to cast a shadow.15 If anyone
went there by mistake, he did not die, any more than the honey thieves
died, but he was permitted to live no more than one more year.16 He
was stoned or "looked upon as a deer," which probably meant that he
incurred the fate of hunted game.17 This place was one of absolute
light, and it was certainly not the sacred precinct excavated on Mt.
Lykaion. Here sacrifices were offered. Worthy of Zeus was another
site, a place of supernatural existence that could only be experienced
in visions. It is no more possible to doubt that the Greeks had this ex-
perience than that other Mediterranean peoples had the related experi-
ence of timeless being and beatitude.18

"Zeus" was the Greek interpretation of the Divine Child whose
birth was related on Crete. For the Cretans the divine birth flared up

13 H. Zimmermann, "Das urspriingliche Geschlecht von dies" pp. 79 ff.;
P. Kretschmer, "Dyaus, Zeuq, Diespiter und die Abstrakta im Indogermanischen,"
pp. 101 ff., in conjunction with Kerenyi, Griechische Grundbegriffe, pp. 25 ff.
Also see Kerenyi, Zeus and Hera: Archetypal Image of Father, Husband, and
Wife, ch. I.

14 Kallimachos, Hymni I 10-14.
15 Scholium on Kallimachos, Hymni I 12-13.
16 Pausanias VIII 38 6.
17 Plutarch, Quaestiones Graecae 300 c.
18 See Kerenyi, Niobe, pp. 185 ff.
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from dark depths. It was more the bursting forth of life than the flaring
up of a more spiritual, pure light. The story of the birth of Zeus was
adduced to explain the event underlying the story of the honey thieves.
A point of contact was supplied by the assonance between ekzein ("to
overflow") and the name "Zeus," but it is highly unlikely that the whole
incident—the overflowing of the blood in the cave—was invented purely
for the sake of a pun (zein-Zeus). Before the myth of Zeus could be
adduced to interpret it, the event must have occurred.

The words of the story, "at a certain time" and "each year," form
an incomplete indication of the date. It is not necessary to specify
which of the known Cretan cult-grottoes was intended as the cave in
which Zeus was born. A mysterylike cult was long preserved in the
Idaean Cave,19 and the term for a secret cult—aporrhetos thysia—has
come down to us in connection with the Dictaean Cave.20 Only chosen
persons had access to a secret rite. The text of the "Thieves" story ex-
presses this by saying that a "religious commandment" (hosion) barred
access to the cave.21 Those who enacted the ceremonies were the only
exception. The secrecy went so far that the very existence of any ex-
ception was denied. Only what could not be denied—the great fiery
glow emerging from the cave—was openly avowed, indeed, recorded
on the calendar. In a purely formal sense the situation is the same
as in the Mysteries of Eleusis;22 there too the fire could not be kept
secret. In Crete a mythological explanation, consecrated in the calen-
dar, was given for the cult fire, whose glow emerged from the cave:
namely, that at exactly that time the blood that had been preserved

19 Euripides, fr. 472 in Nauck, TGF.
20 See Agothokles of Babylon, in Athenaios III 378 A.
21 "Neither man nor god" is a universal expression of totality.
22 See Kerenyi, Eleusis, p. 82.
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in the cave after the birth of Zeus "overflowed" or "attained the high
point of fermentation." This latter translation is provided by the fact
that zein also means to ferment.

Thus, we must ask what the cave contained that could "overflow"
or "attain the high point of fermentation." The "divine blood" in the
story clearly refers to the honey, the abundance of which attracted the
thieves to the cave. The importance of honey in the Minoan cult is at-
tested by texts written in the Linear B script. It was considered a pos-
session of the gods, theft of which exposed the thieves to punishment.
The light bursting forth from the cave and the honey were not neces-
sarily inventions of the storyteller. More likely they were the traditional,
concrete foundation of the miraculous tale of the punished honey
thieves. According to Homer, no ordinary blood flowed in the veins of
the gods, but ichor.23 Ichor is not red blood but a paler liquid resem-
bling buttermilk or whey or the watery component of the body fluids.
Greek physicians use the word in their writings,24 as does Aristotle in
describing the amniotic fluid.25 Through the story of the "blood" left
over after the birth of Zeus, the honey—whose presence in the cave
could have been perfectly natural—was, not unnaturally, interpreted
as divine amniotic fluid.

But how are we to understand the movement, the "overflowing," of
the honey, and with what time of year is this occurrence to be related?
Honey does not ferment in the comb. It ferments when mixed with
water and exposed to heat, and in antiquity this occurred most often
at the time of the early rising of Sirius. The fiery glow erupting from

2 3 Iliad V 3 4 0 : ix"P/ °"0<; ^ P T £ P£EI |iaKdpe<7cri 6eoTaiv.

24 According to Liddell and Scott, A Greek-English Lexicon, the word was
serum.

25 Historia animalium 586b 32.
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the cave signified a festive rite, in which an intoxicating beverage—not
yet wine, but mead—played a part.

The Preparation of Mead

HONEY HAS served mankind as food since the Old Stone Age. A dark-
red rock painting in the cave of Arafia near Bicorp in Spain shows the
precursors of the "honey thieves" climbing tall trees in order to rob the
bees.26 The different methods of obtaining honey: directly from flow-
ers,27 from wild bees, and by the domestication of bees, would provide
a special system of dating, varying with the region and people. The
common—archetypal and biologically grounded—factor is that in addi-
tion to nourishment (it seems unlikely that men have ever lived on
honey alone) zoe seeks sweetness and finds an intensification in it.
A further intensification was provided by the making of an intoxicating
drink from honey; though it is more correct to speak of euphoria than
of intoxication, for it is hard to say where drunkenness sets in and
can be recognized as a special state, distinct from euphoria. The bees
were the first source of what men later obtained from the vine.

This sequence is reflected in Greek mythology. Dionysos obtained
his place in the genealogy of the gods after Kronos and Zeus. Accord-
ing to Orphic doctrine, wine was among his last gifts.28 The Orphists

26 M. Ebert, ed., Reallexikon der Vorgeschichte, VII, pi. 113; see also H. M.
Ransome, The Sacred Bee in Ancient Times and Folklore, pp. 19 ff.

27 See Strabo XVI 4 17, concerning the Troglodytes, the cave dwellers of
southern Arabia, who made mead for their chiefs. "The use of honey is familiar
to savages, even when they do not obtain it from bees," writes Frazer in reference
to Ovid, Fasti III 736. Citing B. Spencer and F. J. Gillen, The Arunta, I, 23,
159-62, Frazer relates how honey is derived from ants in Australia.

28 O. Kern, ed., Orphicorum fragmenta, fr. 116.
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favored archaic versions of the stories of the gods,29 and they preserved
a tale about the cruel guile of Zeus who surprised his father Kronos,
when he was drunk on the honey of wild bees, and castrated him.30

This tale indicates the Orphic poet's incomplete knowledge of the ar-
chaic reality, for otherwise Kronos would first have invented mead
and then gotten drunk on it. But honey in itself possessed a mytho-
logical significance: it was the drink of the Golden Age and the food
of the gods.31 Ovid, who wrote that "Bacchus invented honey,"32 was
not as careful as the Orphic poets and the Greek cult before them in
distinguishing the different stages in the history of human food.

The original Greek words for "to be drunk" and "to make drunk"
are methyein and methyskein. Rarer and later is oinoun (from oinos,
"wine") meaning "to intoxicate with wine." Echoes of methy signify
"honey" not only in a number of Indo-European languages, but also in
a common Indo-European-Finno-Ugric stratum; for example, Finnish
mesi, metinen, and Hungarian mez. German Met and English "mead"
signify "honey beer," and these words have exact parallels in the Norse
languages. In Greek, methy remained "intoxicating drink" and was
used even for the beer of the Egyptians.33 The claim that the mead
made in Phrygia was the most celebrated in antiquity indicates that
Phrygia had learned the art of winegrowing relatively late:34 later than
Greece, where no region boasted of producing an especially good hydro-
meli.

29 See Kerenyi, "Die Schichten der Mythologie und ihre Erforschung," pp.
637 ff.; and "Miti sul concepimento di Dioniso," pp. 1 ff.

30 O. Kern, ed., Orphicorum fragmenta, fr. 154.
31 See Kerenyi, Niobe, p. 197, and "Die Herein des Labyrinthes," Werke, II,

266 ff.
32 Ovid, Fasti III 736.
33 Aischylos, The Suppliant Women 953: EK KPI8«V JIEGU.
34 Pliny, Natural History XIV 113: "nusquam laudatius quam in Phrygia."
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In the Greek cult, however, mead retained its precedence over wine
for a long time. The chronological order is reflected in the instructions
in the Odyssey for the sacrifice to the dead: "First with melikratos, then
with sweet wine/'35 Melikratos means not only a mixture of honey and
milk,36 but also, as Hippokrates and Aristotle bear witness, the beverage
later known as hydromeli.37 Aristotle combated the superstitious but
originally no doubt religious opinion that the role of the figures three to
three in the mixture contributed to making the drink more healthful,
arguing that its healthfulness increased with its water content. A recipe
recorded by Pliny the Elder38 also mentions the sacred number three
and in addition takes account of the time element. "Heavenly water/'
as Pliny calls rain water,39 should be kept until the fifth year and mixed
with honey. This long lapse of time corresponds to the pentaeteris, or
five-year cycle, governing the great Greek festivals, including the Olym-
pic Games. It would be difficult to find a reason for this five-year period
other than the traditional cycle on which the calendar of Greek feast
days had probably been based since the Mycenaean Age.40

"The wiser people," Pliny continues, "boil the water down to two-
thirds, add one-third of old honey, and let the mixture stand in the sun
for forty days at the time of the early rising of Sirius [canis ortu in sole
habent]" On one point Pliny is assuredly either inaccurate or incom-
plete. In the extreme heat of that season, the mixture could not possibly
have been exposed to the sun in an open vessel. It would have evapo-

3 5 O d y s s e y X 5 1 9 : TrpcoToc liEAiKprp-coi, PETETTEITCX 6e r|6ei otvcot.

36 This is expressly pointed out, as in Euripides, Orestes: iieXiKponrov yd-
AOCKTOC;.

37 Hippokrates, Aphorisms V 41; Aristotle, Metaphysics XIV 1092b.
38 Natural History XIV 113.
39 Ibid., XXXI 69: "ex imbre puro."
40 G. Thomson, "The Greek Calendar," pp. 63 ff.
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rated. Pliny does not name the type of vessel, probably because it was
self-evident to his contemporaries. The only possible type was a kind of
askos, a sack of animal hide that could be tied at the neck. Such sacks
were watertight, but not airtight, and offered room for the "movement,"
the fermentation, of the liquid. Pliny adds that some people plugged
(obturant) the vessel on the tenth day when the overflow (diffusa) set
in. The learned Roman was not familiar with the relation of mead-mak-
ing to the pentaeteris and to the occurrences in the heavens. He at-
tached no religious, but only a practical, significance to his recipe.
Nevertheless he speaks of brewing at a particular time of year, the
period of the greatest heat, as though it were a fixed tradition. It is
clear that the fermentation process was to culminate on a definite
date, which is expressly given as the first day of the year of Sirius
(canis ortus).

The Awakening of the Bees

IN LATE antiquity a strange, mythical formula or recipe was associ-
ated with this formerly very significant date of the first day of the Sir-
ius year. It would seem to have been another way of lending a mythical
significance to mead. The equation of honey with divine blood was an
accommodation to the mythology of the Greek god of heaven, the myth
of the "lighting up" expressed in the name of Zeus. In this case, how-
ever, it was not only by accommodation but also directly that a natural
phenomenon inspired a myth of zoe, a statement concerning life which
shows its indestructibility in fermentation, that is, even in decay. A
link seems to have been perceived between fermentation and decay.
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This myth's claim to truth was so great that it provided the basis for
a practical formula.

This formula was said to have first been devised by Aristaios, who
has been characterized as "a figure in Greek religious history, con-
cerning whom we have only a fragmentary and dispersed tradition.
From this tradition, however, the former importance of this god, who
belonged to a very old and original stage of development, can be gath-
ered."41 His place in the history of culture is determined by his relation
to honey. He was said to have imparted the use of the beehive to man42

and was looked upon as the inventor of the mixture of honey and
wine.43 Thus, he belongs to a period of Mediterranean culture which
was marked by the domestication of bees, rather than the exploitation
of wild bees, and a period in which the vine was already cultivated.
According to a tradition of the island of Keos, Aristaios was related in
two ways to the season of the greatest heat. He had allegedly decreed
that the early rising of Sirius be greeted both "with weapons" and
with a sacrifice, but at the same time he had caused the etesiai, the
trade winds, to blow, in order to attenuate the destructive power of
the dangerous star.44 In the later, Olympian religion, this sacrifice was
also rendered to Zeus Ikmaios, the god of moisture, who sent the winds.
Aristaios preceded that religion, and it was he who, after his bees died,
used a peculiar method to awaken them.

The learned authors on agriculture and apiculture, such as Varro
and Columella among the Romans, did not wish to discuss the practi-
cability of this method—evidently because that would have been to call
the myth into doubt. Varro refers to an epigram by the Greek poet Ar-

41 F. Hiller von Gaertringen, "Aristaios," col. 852.
42 Diodorus Siculus IV 81 2. 43 Pliny, Natural History XIV 5.
44 Apollonius Rhodius, Argonautica II 520—27 with scholium.
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chelaos and to an old poem entitled Bougonia, "Birth from a Heifer."45

Columella invokes the authority of Demokritos and of the Carthaginian
Mago.46 He also cites Virgil, who in the fourth book of his Georgics re-
lates the mythical occurrence.47 According to Columella, Demokritos,
Mago, and Virgil concurred in mentioning the early rising of Sirius.
This was a time in which not only the heady fermented mead but also
bees could be made. At least one bovine had to be sacrificed for the
purpose. A text by Cassianus Bassus, a late author on the same sub-
ject, shows that the bovine had to be transformed into a sealed skin.48

Even apart from its relation to the calendar, the process shows a cos-
mic orientation, which reveals its origin in an ancient rite.

According to Virgil, Aristaios sacrificed four bulls and four cows.
He let the bodies lie for nine days; then bees swarmed from the en-
trails which had become liquid.4" Here the number four surely has a
cosmic significance. It corresponds to the four cardinal points. Cas-
sianus Bassus mentions it in the same connection. According to his
instructions—which constitute the first description of an ancient Medi-
terranean cube-shaped house—a cubical structure should be built with
a door and three windows, each turned toward one of the four cardinal
points. In this house a thirty-month-old bovine must be killed with a
club, so that no blood flows and the entrails grow soft. All the openings
of the body must be sealed. The animal is transformed into a sack

45 Varro, De re rustica III 164.
46 Columella, De re rustica IX 146.
47 Virgil, Georgics IV 538-58; for indication of the time, see IV 425-28.
48 Geoponica sive Cassii Bassi scholasticia de re rustica eclogae XV 2 22-

29.
49 In his edition of The Fasti of Ovid (II, 158), Frazer attempts to explain

the belief in such a miracle by analogy with the natural appearance of "drone-
flies" in the corpses of animals. In this case a natural phenomenon provided the
basis for a myth of zoe.
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containing its own fluids. After four weeks and ten days—roughly forty
days, as in the traditional brewing of mead—grapelike clusters of bees
fill the hut. All that remains of the bovine is the horns, the bones, and
the skin. The natural phenomenon ushering in a great festival for the
early rising of Sirius, an ancient New Year's festival, was raised to the
level of a myth of zoe: an awakening of bees from a dead animal.

The Birth of Orion

RELATED to this tale is a version of the story of the birth of Orion,
both the constellation still known by that name and at the same time
an ancient mythical figure for whom it was not hard to find a place in
the mythology of the Greeks. In the season that for the Greeks began
with the early rising of Sirius, Orion, the great hunter, had already
been visible in the heavens for months. Sirius was his dog. (In Chapter
III we shall have more to say concerning this situation in the heavens.)
In this variant of the story of his birth, as well as in a version of his
removal to the heavens, Orion is related to Crete. Here again we run
into puns, as is common among late mythographers when they try
to explain old myths. And here again there is no reason to suppose that
the stories were invented for the sake of the puns. The contrary is true.
The Cretan story of Orion's birth was explained by the assonance be-
tween Oarion, a form of "Orion," and oaristes, "interlocutor." In Homer,
Minos was an "interlocutor of the great Zeus."50 Orion was said to be
a son of Poseidon and Euryale, a daughter of Minos,51 who to judge by

50 Odyssey XIX 179; Eustathius, Commentarii ad Homeri Odysseam 1535.
51 Eratosthenes, Catasterismorum reliquiae XXXII.
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her name must have been a goddess of the "wide sea" (eureia hals).52

Thus, the hunter in the sky arose from the sea, as befits a constellation.
The other, exceedingly ancient link between Orion and Crete rested
in the story that his death and removal to the sky had been caused by
the bite of a scorpion.53 The link with the scorpion is also an ancient
star legend suggested by the positions of the constellations: the as-
cendancy of the sign of Scorpio during the setting of Orion.54 This myth
is presupposed in a black-figure vase of Nikosthenes [18].55 The paint-
ing shows a hare hunt that must be related to Orion the hunter, because
under the net, between two snakes, is a giant scorpion.

In a second version of the story of Orion's birth, he was born from
the seed of the gods in a sack made from a bull's hide, and a pun is
employed to explain how divine seed could be gathered in such a sack.56

This version is connected with the village of Hyria near Tanagra in
Boeotia and with its hero Hyrieus. Hyrieus was childless, and the gods,
who had stopped at his house for the night, promised him a son who
would be born in a sack. To this end they let their seed flow into the
sack: ourein and "Orion" are thus connected in a pun. Originally, how-
ever, it was honey that played the role of the life substance in an ani-
mal hide. The name "Hyria" is connected with bees and with Crete.
According to Hesychios, hyron was a Cretan word for "swarm of bees"

52 See Kerenyi, The Gods of the Greeks, p. 49 (Pelican edn., p. 43).
53 Eratosthenes, Catasterismorum reliquiae XXXII. According to another

version, the scorpion sting occurred on Chios: Aratos, Phaenomena 637—44.
54 Aratos, Phaenomena 636 with scholium.
55 See the Catalogue of the Greek and Etruscan Vases in the British Mu-

seum, II, p. 298, no. B 678; Archdologische Zeitung, XXXIX (1881), pi. 5; and
also Kerenyi, "II dio cacciatore," pp. 7 ff.

56 Scholium A on Iliad XVIII 489; Ovid, Fasti 499-500; Servius' com-
mentary on Aeneid I 535; scholium on Nicander, Theriaca 15; see also Kerenyi,
The Gods of the Greeks, p. 202 (Pelican edn., p. 178).
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and "beehive." "Hyria" means "place of apiculture." It is a frequent
place name. According to Herodotos, a "Hyria/' also called "Ouria,"
was founded by Cretans in Apulia.57 The place outside of Crete where
Orion was born from a sealed animal skin is connected with Crete by
its name, and the story becomes comprehensible only through the
significance of this Cretan name.

A common inference can be drawn from the three traditions dis-
cussed in this chapter: the instructions for the brewing of mead at
the time of the early rising of Sirius, the formula for awakening bees
from a bovine transformed into a sack, and the story of the birth of
Orion from a sack of animal hide. The three strange traditions all are
explained by the ritual brewing of mead at the time of the early rising
of Sirius, which in a large area marked the beginning of the year.
Egypt, important localities in Greece, and Minoan Crete were included
in this area. Such a ceremony accounts for the report that on a certain
night of the year light burst forth from a Cretan grotto and that at the
same time the mead overflowed. This was probably the night preced-
ing New Year's Day, and the light was probably the torchlight of a
mystery rite performed in the cave. In the non-Cretan documents cited,
the episode is not linked with a cave, but there were many other places
where such a connection also existed. Localities bearing the name
"Korykos" or derivatives of korykos provide a kind of fossil evidence
pointing to such a ceremony in a grotto. According to Hesychios,
korykos means a "leather sack."58

57 Herodotos VII 170; see also Strabo VI 3 6, and Pliny, Natural History
IV 54. On Hyria near Tanagra, see Strabo IX 2 12; on Hyria by Mt. Korykos, see
Stephen of Byzantium s.v. 'Ypta.

5 8 H e s y c h i o s S.V. KcopuKoq: GUAOCKIOV. £cm 8e 6ep|idTivov dyyeTov ojioiov daKcbi.
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Mythology of the Leather Sack

IN PERFORMING their sacrilegious deed, the honey thieves caught
sight of the "swaddling clothes of Zeus."5a Thereupon the bronze of their
armor burst. The forbidden vision completed their offense against the
hosion. The notion that swaddling clothes were kept in the cave fits
in with the conceptions of Greek mythology. We know that in Greece
tainiai, or narrow bands, were used to adorn sacred persons and ob-
jects, while in Minoan Crete broader bands knotted into bows indi-
cated a high degree of holiness. Such emblems of the holiness of the
place may well have been interpreted as swaddling clothes. They were,
however, mere trappings. In Greek mythology we find frequent men-
tion of the object to which they probably belonged: the liknon, a win-
now-shaped basket, in which divine as well as mortal babies were
kept. According to the Homeric Hymn to Hermes, the infant Hermes
lay in his swaddling clothes in the Kyllenian grotto.60 In his Hymn to
Zeus, Kallimachos combines several Cretan traditions: the goddess
Adrasteia lays the infant Zeus in a golden liknon, her goat suckles him,
and in lieu of milk he is given honey.61 A third example is that of Diony-
sos. As Liknites—"he in the liknon'—he was "awakened" by the Diony-
sian women in a cave on Mt. Parnassos, high over Delphi.62 The awak-
ening took the form of a mysterious ceremony: only the designation
of the god as "Liknites" shows that the liknon was his "container." A

59 Antoninus Liberalis XIX 2 : T& TOO Aioq etSov cnrdpYOcva.
60 The Homeric Hymn to Hermes 150-51.
61 Kallimachos, Hymnus in Jovem 40-41.
62 Plutarch, De hide et Osiride 365 A. See also in ch. V, below, the section

on "Dionysos in Delphi."
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larger "container," the cave that housed the liknon, was said "to gleam
with a golden radiance at certain times"63—evidently the torchlight of
the nocturnal rite of Dionysos. A Delphic hymn speaks of this festival.64

The name of the grotto, however, carries no intimation of a liknon,
which in the Greek view would have been a fit receptacle for a Divine
Child. The cave was called Korykion antron, "cave of the leather sack"
—the most famous of all those places in and outside the Greek world
that were named after the korykos, the container for liquids used in
fermenting honey and, as we have seen, associated with a Cretan cave
of Zeus.

"Korykos" was the name of the extreme western promontory on
the north coast of Crete.65 It could be reached from Kydonia, a city pos-
sessing an attested Dionysos cult and standing in a special relationship
to Teos,66 a Dionysian city in Asia Minor where periodic wine miracles
were performed.07 Across from Teos there was a high mountain also
called "Korykos."68 Nothing further is recorded concerning either these
promontories or a seaport by the same name in Lykia, situated near
a mountain and city of Olympos.69 But much is told of the Cilician
Korykos, a mountain, a seaport, and a cave.70 Ancient geographers and

63 Antigonus Carystius, Historiae mirabiles CXXVII 141 (in Westermann,
ed.,p. 91).

64 Aristonous Corinthius, Hymnus in Apollinem I B 37 (in Diehl, Anth. lyr.
[1st edn., II, 300]).

65 StraboVIIIs 1.
66 M. Guarducci, Inscriptiones Creticae II, X 2.
67 Diodorus Siculus III 66.
68 The Homeric Hymn to Apollo 39; Hekataios, fr. 231, in Jacoby, FGrHist,

I. Livy XXXVII12 10 refers to it as "Corycus Pelorus."
69 Strabo XIV 3 8.
70 Ibid., 5 5; Pomponius Mela, De chorographia I 13 71-76. For a descrip-

tion drawn from the accounts of modern travelers, see J. G. Frazer, The Golden
Bough,IV: 1,1538.
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modern travelers have admired two large grottoes in the vicinity of
this seaport, which in Turkish bears the name of "Korgos."71 These
grottoes seem to be crater-shaped fissures like the Pozzo di Santulla,
the "well of Italy" near Collepardo in the mountains of the Hernici.
Pomponius Mela, the Roman geographer, clearly brings out the Diony-
sian character of one of the caves: anyone entering the inner grottoes,
he relates, hears the cymbals, Bacchic instruments, of an invisible
divine procession. In Mela's time, the first century A.D., the other,
darker fissure was associated with the story of a leather sack brought
there by Typhon, the adversary of Zeus.72 This distinction between the
caves has little significance for the myth, which had its home in a far
larger area than the caves of Korgos. The story reaches across the sea
to Syria, bearing witness to a period in which the two coasts had gods
and myths in common. The oldest variations of the mythological theme
involving a leather sack are to be found among the Hittites, in whose
empire a "Greater Cilicia" (a name which in a later day only the nar-
row coastal strip retained) probably played a leading role.73

According to the Greek source, the battle between the dragon
Typhon, or Typhoeus, and Zeus took place on the Cilician coast of Asia
Minor and on the slopes of Mt. Kasion near Ugarit, whose culture has
come to light on the hill of Ras Shamra in Syria.74 The Hittites told a
similar story about a fight between Illuyankas, a snakelike monster,
and their weather god. In the very fragmentary Hittite variants, there
is no express mention of a leather sack, but only of the organs that
were torn off the vanquished weather god, hidden, and finally given

71 F. Beaufort, Karamania, p. 238.
72 Pomponius Mela 113 76.
73 See J. Garstang, The Hittite Empire, p. 167.
74 See Kerenyi, The Gods of the Greeks, p. 27 (Pelican edn., p. 23).
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back to him. Illuyankas took away the god's heart and eyes.75 The fight
in which this monster defeated the weather god does not necessarily
require the use of a leather sack, nor does the sacred happening—the
preservation and awakening, in which a container such as a leather
sack does figure—necessarily involve a battle. This battle was a separate
theme, which in Cilicia and Syria and probably among the Hittites as
well was connected with the other, more sacred theme. A striking fea-
ture of the later version of the Hittite myth is that the heart and eyes of
the weather god were recovered only in the second generation through
the marriage of the weather god's son to the daughter of Illuyankas.

"The weather god," so the story runs, "instructs his son: 'When
you go to the house of your wife, demand of them [my] heart and [my]
eyes.' When he went there and demanded the heart of them, they gave
it to him. Afterward he also demanded the eyes. When he had been
restored to his previous form, he went out to the sea to do battle." This
time the weather god defeated the dragon. But the Hittite text—perhaps
by chance, or perhaps by design—does not tell us where Illuyankas and
his daughter had hidden the heart and eyes. We do, however, learn this
from the Cilician version, transmitted by a Greek author, in which
Zeus replaces the Oriental god of sky and weather.76 Here he fights the
dragon first with his lightning bolts, then in close combat with a sickle-
shaped sword, a divine weapon native to that region.77

On Mt. Kasion the tide of battle turns. The dragon wrests the sickle
from Zeus and severs the tendons—neura—of his hands and feet. Then
he carries him on his shoulders across the sea to Cilicia. "Arrived there,"

75 G. Furlani, La Religione degli Hittiti, p. 88; see also A. Goetze, Klein-
asien, p. 140, from which quotations are taken.

76 Apollodoros, Bibliotheca I 6 3.
77 W. Staudacher, "Die Trennung von Himmel und Erde," p. 69.
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the story goes, "he left him in the Korykion antron; he did the same
with the tendons, which he hid in a bearskin." Thus, he had not only
"severed" the tendons, as the Greek narrator supposed or wished to
suppose, but from the defeated god's body removed something that was
kept in a bearskin, i.e. a leather sack. Neuron in Greek—like nervus in
Latin—can signify the male sex organ despite the plural, which here
may be employed as a veil. That in this case the sack is a bearskin is
not only a rare archaic feature, but also a partial revelation of the con-
tainer's purpose. All people living among bears (which was the case in
certain regions of Asia Minor as long as they remained wooded; later
the bears withdrew to the Caucasus) were bound to know of the close
relationship between bears and honey. The bear is the "honey-eating
animal," par excellence. So he is termed in the Slavic languages with
a composite word78 which in Hungarian takes the form medve and
means only "bear."

In the Cilician version the dragoness Delphyne guards Zeus and
his severed "tendons." Hermes and Aigipan, the "goat Pan," steal the
"tendons" and reunite them with Zeus; thus he is made whole again
and defeats the dragon. In connection with Delphi, a tradition was
preserved to the effect that a son of the Delphic dragon, called Python
in this instance, was named "Aix," or "goat."79 This name, like "Aigi-
pan," suggests a member of the Python family. But another name for
the Delphic dragon was "Typhon," and both a male and a female drag-
on are mentioned in the stories. There was enmity between the drag-
oness Delphyne and Apollo.80 In the Delphic fight with the dragon, the
god is not defeated but appears only as a victor. At Delphi the only

78 Old Church Slavic medvedi.
79 Plutarch, Quaestiones Graecae 295 c.
80 See Kerenyi, The Gods of the Greeks, p. 136 (Pelican edn., p. 121).
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temporarily defeated god could be Dionysos, since his tomb was shown
in the innermost sanctuary, near the "golden Apollo."81 Parts of him
allegedly rested here, and his heart probably was thought to be in the
cauldron from which the oracle issued. Holy men, the Hosioi, performed
a secret sacrifice in the temple, while the holy women, the Thyiades,
were awakening Liknites in the cave.82 There seems to be a connection
between the fight motif and the action in the Korykion antron, the vic-
tory of the one god and the awakening of the other. It is striking enough
that the Delphic dragon possessed a family and that this feature was
also present among the Hittites. Originally, the two actions no doubt
were part of one and the same fight with the dragon. What happened
in the Korykion antron proved that a god had only temporarily lost his
powers and was therefore unconquerable. In Delphi as elsewhere, Di-
onysos took the place of an older vision of indestructible life, which
in a sense he already was, although in relation to honey rather than
wine. In the same context, the Homeric Hymn to Hermes speaks of
three aged prophetic women, from whom Apollo learned the art of
prophesy, as three bees,83 and it calls the Pythia, the Apollonian proph-
etess herself, the "Delphic bee."84

We must assume that north of Crete, from Syria and Cilicia to Del-
phi, and especially on Crete itself, there were cult grottoes in which
an intoxicating drink was prepared from honey on a particular festive

81 Philochoros, fr. 7, in Jacoby, FGrHist, III, B, p. 100, and the commen-
tary in III, B (Supplement), ii, pp. 189-90; cf. Pausanias X 24 4-5. It was as-
sumed that the tomb of Dionysos was a (3d0pov—a base or step—under the tripod.
(See also in ch. V, below, the section on "Dionysos in Delphi.")

82 Plutarch, De hide et Osiride 365 c. Plutarch mentions T& TOU Aiovuaou
Aeiipava in 365 A.

83 The Homeric Hymn to Hermes 552-59.
84 Pindar, Pythia IV 60.
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occasion. To judge by Pliny's instructions for the making of mead
and by the mythological formula for the making of bees, it would
seem likely that this rite was performed over a period of forty days
ending with a New Year's festival at the time of the early rising of
Sirius. The relative chronology of honey and wine argues that the festi-
val was older than viticulture in Crete, Greece, and Asia Minor.

Crete would seem to have chronological priority over the northern
countries by reason of its geographic position and its early ties with
Egypt. Only the time of year, and not the localization of the rite in a
cave, can be traced back to Lower Egypt, the region with the earliest
commercial ties to Crete. The question as to whether or not the rite
was held at the same time of year in Asia Minor and Syria must remain
open. It appears that the connection between the two themes—the fight
with the dragon and the rite in which the leather sack figured—was
made in Asia Minor and that this amplified "mythology of the leather
sack" reached Delphi from the east. This does not exclude the possi-
bility that the rite itself came to Delphi from Crete: the tradition that
Cretan priests took part in the Delphic cult still survives in the Homeric
Hymn to Apollo.85 But it is also possible that the rite came to Crete
from the surrounding regions, perhaps as early as the third millennium
B.C., before the onset of the Middle Minoan period when the Minoan
high culture with its palaces came into being.

Our inquiry up to now has been a kind of excavation. Where we
found traces of Dionysos, they did not belong to the deepest stratum.
The secret of life suggested by honey and its fermentation possessed
religious forms that passed into the religion of Dionysos but were
also temporarily taken into the religion of Zeus. The difference resides

85 The Homeric Hymn to Apollo 388-96, 516-23.
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in the fact that the dividing line between the religion of Zeus and that
older religion is more distinct and more relevant to the character of the
god than is the dividing line between the Dionysos religion and the
older cults and myths of indestructible life: often in the latter case
only a chronological sequence can be established. When we say "in
the third millennium" or "in the second millennium," we have no more
than a relative chronology in mind. The most tangible feature of this
chronology is that the palace culture of Crete was already related to
viticulture. A kind of symbolic transformation in cultural and religious
history is expressed in the fact that grape seeds, the seeds of the iritis
vinifera Mediterranea, were found in the excavation of the oldest pal-
ace of Phaistos.80

86 D. Levi, "The Italian Excavations in Crete and the Earliest European
Civilisation"; on the chronology, see his The Recent Excavations at Phaistos,
p. 14.



III. THE CRETAN CORE

OF THE DIONYSOS MYTH

Bull, Snake, Ivy, and Wine

T H E DIONYSOS religion ushered in the cult of life under the signs
of "vision" and "honey," but not only under these signs, nor any more
exclusively under the third, "wine." The presence of the Dionysian
religion is to be recognized by the concurrence of several signs. Thus,
its characteristic atmosphere is concretized, but not in any one festival.
Such signs are the elements of a differentiated myth, which could be
embodied in several festivals. The over-all Dionysian impression made
by Minoan art can be broken down into concrete elements which are
present in the same combination only in the Dionysian religion of
known, historic times. To the Greeks, Dionysos was pre-eminently a
wine god, a bull god, and a god of women. A fourth element, the snake,
was borne by the bacchantes, as it was by less agitated goddesses or
priestesses in the Minoan culture. Wine and bull, women and snakes
even form special, lesser "syndromes"—to employ a medical expression
deriving from the Greek physicians.1 They are the symptoms, as it were,
of an acute Dionysian state which zoe created for itself. For Greek cul-
ture, this was the Dionysos myth; for the Minoan culture, before the
arrival of the Greeks, it was the myth of a god called by another name,
but assuredly a more comprehensive and less clearly denned god than
the one recognized in the fermenting mead. To this the rich drinking
and libation vessels ornamented with bull's heads bear witness.

i See Galen, Ad Glauconem de medendi methodo I (in Kiihn, ed., XI, 59).
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For a long time our understanding of the Minoan culture as a
whole was obstructed by the assumption of its discoverer that the
"chief drink" of the Minoans was beer. With this a dividing line was
drawn between the Greeks and the Minoans; the Minoans were thus
moved closer to the Philistines who assuredly possessed vessels for
beer brewing.2 In 1900 Sir Arthur Evans, excavating near the palace
of Knossos, unearthed vessels adorned with ears of barley in relief. He
inferred that a kind of beer had preceded wine on Crete.3 The small
size of the vessels on which this view was based argues rather that they
were used for that other barley drink—consumption of which was a
requirement for participation in the Mysteries of Eleusis4—in cere-
monies which allegedly were performed without secrecy at Knossos.5

In certain palaces, however, magnificent wine vessels were manufac-
tured and used,6 especially enormous rhyta, artificial drinking horns,
which presuppose great wine ceremonies. One example, borne in a
procession, was as tall as the entire torso of the youth who carried
it [19].

A special type of rhyton takes the form of a whole bull's head [20]7.

2 See Ventris and Chadwick, Documents in Mycenaean Greek, p. 131.
3 A. Evans, Palace of Minos, I, 415; IV, 637 f.
4 See Kerenyi, Eleusis, pp. 177-80.
5 Diodorus Siculus V 77 3.
6 Many more of these were found in the course of N. Platon's excavations

at Kato Zakros in 1961. See his To epyov 1963, pp. 167 ff.
7 The silver and gold rhyton shown in [20] is the best preserved example.

There are also several of this type in the Heraklion Museum, among them the
fine piece from Knossos shown in Marinatos and Hirmer, Crete and Mycenae,
pi. 98. A still more beautiful piece was found at Kato Zakros; see N. Platon,
T6 epyov 1963, p. 175, fig. 188. Fragments of a piece with a spotted bull's head
(a rosettelike spot near the eye) from the oldest palace of Phaistos have been
published by D. Levi, "Attivita della Scuola Archeologica Italiana di Atene nell'an-
no 1955," pi. Ill D.
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It is inconceivable that these vessels served other than ritual purposes.
When the wine poured from the little round hole of the rhyton as from
the mouth of a bull, something happened which to the Minoans seemed
particularly appropriate. They used the heads of various animals as
wine vessels, but in certain ritual moments, it seems, the animal be-
stowing the wine had to be a bull. It was no doubt appropriate in the
same sense when the Minoans gave a bull the name of "Oinops," wo-
no-qo-so, "wine-colored," as is twice attested along with other names for
bulls on tablets from Knossos.8 This epithet for a bull also occurs twice
in Homer, for whom undoubtedly it was already a set traditional formu-
la.9 For it is not so very natural that bulls should be "wine-colored."

It is quite possible, however, that these animals, to whom the name
"Oinops" was given, had been selected for the wine god on the strength
of certain special characteristics and had been reared with special care.
On the Late Minoan painted sarcophagus from Hagia Triada we see
two spotted calves, of different colors, borne in the arms as gifts for
the dead [21A]. On the other side of the sarcophagus a bull is being
prepared for sacrifice [21B]. The large, motley animal lies bound on the
sacrificial altar. One and a half millennia later, it was related how in
the Arcadian village of Kynaithai, at the winter festival of Dionysos,
the men carried a bull—which they had chosen through divine inspira-
tion—in their arms to the sanctuary.10 On the island of Tenedos a cow
with calf was cared for like a pregnant woman and then like a woman
in childbed, for the benefit of Dionysos, who was known there as the

8 L. A. Stella, La civiltd micenea nei documenti contemporanei, p. 166;
Ventris and Chadwick, Documents, p. 130.

9 Iliad XIII 703, Odyssey XIII 32. It appears also as the name of the father
of a righteous onlooker at the sacrifice, in Odyssey XXI 144; and as an epithet
for Dionysos himself, in Anthologia Palatina VI 44 5.

10 Pausanias VIII192.
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"god who crushes men."11 When the calf was born, hunting boots such
as the god often wore were put on it, and it was then sacrificed in place
of a child, who was none other than the child Dionysos. The identity of
the god with the calf and the bull is demonstrated in Greece by epithets
such as Bougenes, "cow's son," and "worthy bull," who was expected to
come to the Dionysian women "with riotous bull's foot."12

Homer knew of the ecstatic cult that the women devoted to Diony-
sos, and when he makes Zeus himself say that the son of Semele had
been born for the joy of man, he was surely thinking of wine.13 But
Homer also knew of the ambivalent power of wine,14 and with his clear
vision of the Olympian gods he was bound to be a reticent witness in
the Dionysian sphere, where animals, plants, and wine appear in ma-
terial identity with the god. The Minoan expression of this identity is
the use of a bull's head as a wine vessel. There is no sharp dividing line
between the Minoan expression of this sphere and what we learn of
the archaic Dionysos cult from Greek testimonies: in Crete another
god was worshiped in a complicated ritual characterized by the role
of the bull; in Greece it was Dionysos! The Minoan monuments and
the Greek texts are mutually complementary. The picture that unfolds
before us comprises elements which appear in Minoan art and others
which are found in the tradition of continental Greece. When we com-
bine them, they form a meaningful whole.

The Minoan palaces had their vineyards. The unifying line in this

11 For this epithet, see Aelian, De natura animalium XII 34, and below,
ch. V, note 4.

12 Plutarch, Quaestiones Graecae 299 B. See also below, in ch. IV, the sec-
tion on "The Arrival in Athens," and ch. V at notes 3, 4.

13 Iliad VI 132-35, 389, XXII 461, and XIV 325; see also W. F. Otto, Diony-
sos: Myth and Cult, pp. 53 ff.

14 Iliad VI 265.
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picture, the Dionysian element in the art monuments, was made ap-
parent by the excavation of a Minoan vineyard dating from the apogee
of Minoan culture.15 It is situated in the region of Vathypetro, some
three miles south of the since-discovered palace of Archanes. The ex-
cavations at Kato Zakros in 1961 soon brought to light a villa rustica
for wine.16 The character of Minoan Crete as a great wine country was
fully revealed in these years. It seems more than likely that viticulture
came to Greece from Crete.17 Though it is hard to draw a horizontal
dividing line between the Minoan cult characterized by the bull and
wine, on the one hand, and the Greek Dionysos religion on the other,
it is equally difficult to draw a vertical dividing line setting off the
migration of viticulture from that of the Dionysos cult.

Still a limitation and differentiation are necessary. For it is by no
means certain that viticulture came to Greece only from Crete or by
only one route. It should also be asked, What kind of viticulture came
from Crete? The Minoan hieroglyph for wine, an ideogram in Linear
B, is similar to the Egyptian hieroglyph with the same meaning, and
the latter bears witness to a very highly developed viticulture.18 It re-
calls that form of grape arbor which is represented on a picture of the
wine harvest at the time of the Eighteenth Dynasty (1580-1314 B.C.).19

Clay seals bearing the inscription "Vineyard of the royal palace" have
been found in the tombs of the kings of the First and Second Dynasties

15 S. Marinatos, 'Avacri<a<t>ai iv Ba8uTreTpcoi Kprp-nq, p. 592. See also other ac-
counts in the same periodical, Praktika, from 1949 on (1951, pp. 100 ff.). For
a general view of the site in its present state, see Marinatos and Hirmer, p. 53,
pi. XXI.

16 N. Platon, To epyov 1961, pp. 221 ff.
17 Stella, La civiltd micenea, p. 173.
18 Ventris and Chadwick, Documents, pp. 35, 130.
19 A. Erman, Aegypten und aegyptisches Leben im Altertum, p. 227, fig. 72.
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(3000-2778 B.C.).20 Libyan wine jugs in the tombs of the First Dynasty
seem to indicate that this type of viticulture originated in western
North Africa, perhaps in the region investigated by Henri Lhote.21 The
vine had traveled a long way since the discovery of the wild grape as
a source of joy!

It is possible that this itinerary through Egypt was not the only
one, and that there also was a shorter route from the wild grapevine
to the vineyards of the Minoan palaces. Among the Greeks the grape-
vine was called hemeris, the "tame,"22 because they knew how grapes
grew in the woods. There the plant could develop into a thick tree.
From such a tree the Argonauts allegedly carved the cult image of the
Great Goddess Rhea on Mt. Dindymon in Asia Minor.23 The Dionysian
epic of Nonnos, written toward the end of pagan antiquity, narrates
an ancient myth about the invention of viticulture, unrelated to the
rest of the story and indeed in contradiction to it. In the myth, the
wild grapevine and the snake play a part, and at the same time the
connection with Rhea is stressed. In response to an oracle of the god-
dess, Dionysos learned the use of grapes from a snake. Thereupon he
invented the most primitive method of making wine: by trampling
the grapes in a hollow rock. This took place at a time when the Great

20 Ibid., p. 228.
21 A. Herrmann, "Nysa," col. 1655; H. Lhote, The Search for the Tassili

Frescoes.
22 Odyssey V 69.
23 Apollonius Rhodius, Argonautica I n 16-39. A statue of Jupiter in Popu-

lonia-it may, however, be presumed to have represented an archaic Fufluns
(Dionysos) as city deity—is mentioned by Pliny, Natural History XIV 1, who
tells us that it was carved "from a single vine." He speaks also of other uses, not
exclusively "Dionysian," to which giant vine plants were put. / Here we are
speaking of "syndromes" that may have a significance, never suggesting an
exclusive interpretation.
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Mother was rearing the child Dionysos in her Cybelean cave. The
story Nonnos relates may very well be Asia Minor's myth of the origin
of viticulture, but it has a possible significance for Crete insofar as it
shows that the vine may have come to Crete from Asia Minor, where
it still grew wild in the nineteenth century.24 Accordingly, the myth is
cited here.

"Once upon a time fruitful Olympian ichor fell down from heaven
and produced the potion of Bacchic wine, when the fruit of its vintage
grew among the rocks selfgrown, untended. It was not yet named
grapevine; but among the bushes, wild and luxuriant with many-twin-
ing parsley clusters, a plant grew which had in it good winestuff to
make wine, being full to bursting with its burden of dewy juice. There
was a great orchard of it springing up in rows, where bunch by bunch
the grapes swung swaying and reddening in disorder. They ripened
together, one letting its halfgrown nursery increase with different
shades of purple upon the fruit, one spotted with white, in colour like
foam; some of golden hue crowded thick neighbour on neighbour, oth-
ers with dark bloom all over like pitch—and the wineteeming foliage
intoxicated all the olives with their glorious fruit which grew beside
them. Others were silvery white, but a dark mist newly made and self-
sped seemed to be penetrating the unripe berries, bringing plump fruit-
age to the laden clusters. The twining growth of the fruit crowned the
opposite pine, shading its own sheltered growth by its mass of twigs,
and delighted the heart of Pan; the pine swayed by Boreas brought her
branches near the bunches of grapes, and shook her fragrant leafage
soaked in the blood. A serpent twisted his curving backbone about the
tree, and sucked a strong draught of nectar trickling from the fruit;

24 The wild vine was seen in Trebizond by J. P. Fallmerayer (Fragmente
aus dem Orient, p. 94).
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when he had milked the Bacchic potation with his ugly jaws, the
draught of the vine turned and trickled out of his throat, reddening
the creature's beard with purple drops.

"The hillranging god marvelled, as he saw the snake and his chin
dabbled with trickling wine; the speckled snake saw Euios, and went
coiling away with his spotty scales and plunged into a deep hole in
the rock hard by. When Bacchos saw the grapes with a bellyful of red
juice, he bethought him of an oracle which prophetic Rheia had spoken
long ago. He dug into the rock, he hollowed out a pit in the stone with
the sharp prongs of his earth-burrowing pick, he smoothed the sides
of the deepening hole and made an excavation like a winepress; then
he made his sharp thyrsus into the cunning shape of the later sickle
with curved edge, and reaped the newgrown grapes.

"A band of Satyrs was with him: one stooped to gather the clusters,
one received them into an empty vessel as they were cut, one pulled
off the masses of green leaves from the bibulous fruit and threw away
the rubbish. Another without thyrsus or sharpened steel crouched
bending forwards and spying for grapes, and put out his right hand
towards the branches to pluck the fruit at the ends of the tangled
vine, then Bacchos spread the fruitage in the pit he had dug, first
heaping the grapes in the middle of the excavation, then arranging
them in layers side by side like cornheaps on the threshing-floor, spread
out the whole length of the hole. When he had got all into the hollowed
place and filled it up to the brim, he trod the grapes with dancing steps.
The Satyrs also, shaking their hair madly in the wind, learnt from
Dionysos how to do the like. They pulled tight the dappled skins of
fawns over the shoulder, they shouted the song of Bacchos sounding
tongue with tongue, crushing the fruit with many a skip of the foot,
crying 'Euoi!' The wine spurted up in the grapefilled hollow, the runlets
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were empurpled; pressed by the alternating tread the fruit bubbled
out red juice with white foam. They scooped it up with oxhorns, in-
stead of cups which had not yet been seen, so that ever after the
cup of mixed wine took this divine name of Winehorn."25

The last lines contain a pun, which creates a connection between
the "mixed" (kerannymenos) wine and the "bull's horn" (keras) as
the original vessel for drinking wine. At the core of this richly elabo-
rated myth, in which the poet even recalls the rhyta, it is not easy to
separate the Cretan elements from those originating in Asia Minor.
The Minoan mountain goddess was none other than Rhea (or Rheia).
The snake, which led the boy Dionysos, living in the sphere of the
goddess, to the enjoyment of the grape, was a mythical snake. In the
Dionysos cult, the maenads of the late period used harmless snakes
as a barbaric adornment of their bacchantic dress—as is first related
concerning Olympias, the mother of Alexander the Great.20 This was
not always the case. We know through Andromachos, a specialist in
poisons and Nero's private physician,27 that the poisonous snakes—
echidnai, "vipers"—that were torn to pieces in the cult of Dionysos
could be caught with the least danger at the time of the early rising

25 Nonnos XII 293-362 (in Rouse, ed.? I 418-23).
26 Plutarch, Alexander II 6. Such snakes were conspicuously displayed in

the Dionysian procession of Ptolemaios Philadelphos described by Kallixeinos
of Rhodes, according to Athenaios V 198 E. This harmless variety of snake, the
6ct>i(; mxpdaq, was takexi over from the cult of Sabazios, in which it was probably
used at an even earlier date. See Demosthenes XVIII (De corona), 260 [315].

27 Cited by Galen, De antidotis I 8 (in Kiihn, ed., XIV, 45). Andromachos
was a Cretan, as is stressed by Galen in Ad Pisonem de theriaca I (in Kiihn, ed.,
XIV, 211), probably an authentic work despite the opinion of Hermann Diels,
whom I formerly followed (see Kerenyi, Werke, I, 397, note 408; cf. JRE, XX:2,
1802). Andromachos was not from Pergamon, as Nilsson, Geschichte, I, 579,
contends.
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of the Pleiades.28 This corresponds roughly to the first Thursday in
May, when nowadays in Cocullo, a village in the Abruzzi, the serpari,
or snake catchers, offer up living vipers to St. Dominic. According to
Andromachos, gravid snakes had to be spared, which fits in with a
principle of the Dionysian religion that embryos must not be harmed.
The older representations of maenads on vase paintings show clearly
that their snakes were dangerous but could—at least for a short time-
be tamed [22A/ 22B].29 Here we encounter a familiarity with snakes
that is certainly prehistoric in origin. It never became characteristic
for Europe and its great religions, but in some cases proved amazingly
tenacious, as the example of Cocullo shows. In the Dionysian religion
this familiarity had a special significance. The snake is a phenomenon
of life, in which the association of life with coldness, slipperiness,
mobility, and often deadly peril, makes a highly ambivalent impres-
sion.30 Among the Minoans and the Greeks, women celebrants carried
snakes in their hands. We have also seen that the snake could enter
into a mythological context with a grape-laden vine. Of the two char-
acteristic plants of the Dionysian religion—ivy and the vine—it was
the former, "colder" plant that suggested a kinship with the snake;
thus, a snake was twined into the ivy wreaths of the maenads.31 The

28 The ninth of May according to the Julian calendar; J. G. Frazer, The
Fasti of Ovid, IV, 73.

29 In the painting on the Tyrrhenian amphora (Louvre E 831) in [22A/
22B], one snake appears attacking, and another snake is held in the hand of a
maenad. This is the oldest known representation of maenads. (W. M. Edwards,
"Representation of Maenads," p. 80, note 17, has characterized it as the "first
strikingly maenadic scene.") See J. D. Beazley, Attic Black-Figure Vase-Painters,
p. 103, no. 108; E. Pottier, Vases antiques du Louvre, p. 7.

30 In this connection I quoted in Asklepios (p. 13) D. H. Lawrence, who
says in Apocalypse (p. 160) that "a rustle in the grass can startle the toughest
'modern' to depths he has no control over."

31 Plutarch, Alexander II 6 (EK TOO KITTOO) hints at it.
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maenads tore the snakes to pieces as they did the other animals they
carried in their hands. They also tore the ivy wreaths,32 perhaps in-
stead of the snakes.

The ivy motif is in general far more frequent than the vine motif
in Greek art and in the Etruscan art that derives from it. Why should
this be? The problem is still more radical in Minoan art where, amid
the many plant designs occurring in murals and vase paintings, not a
single example of the vine has been found to this day. But ivy is fre-
quent, both in representations of nature and in stylized form as an
ornament. Sir Arthur Evans was impressed by this fact, in which he
found a testimony to the Minoan religion. Concerning the so-called
House of Frescoes at Knossos he writes: "Among the designs depicted
on the frescoes a special place must be reserved for what may be not
inaptly termed the 'sacral ivy.'. . . Trailing sprays of this mystic plant,
identical in all details, recur in the analogous frescoes from Hagia
Triada. The outline of the leaves and the serpentine course of the cen-
tral stem taken in connection with the character of the flowers suffi-
ciently demonstrate that we have here an intentional assimilation
with ivy. Yet the plant that we see here was a natural growth of no
terrestrial region."33 Thus, in the eyes of the great excavator, the ivy
decoration became a kind of mystic flora. In its stylization he saw a
similarity to the papyrus blossom and looked to the Nile delta for its
religious meaning. This, Sir Arthur thought, was how the Minoans
conceived of the vegetation on the Isle of the Blessed.

The connection between ivy and Dionysos is more firmly estab-
lished. It is a significant fact that in Greece the wine god never bore

32 Plutarch, Quaestiones Romanae 291 A.
33 A. Evans, Palace of Minos, II, 478, and pi. X. On the frescoes from Hagia

Triada, see R. Matton, La Crete antique, pis. XII 27 and XVI 36.
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the name or epithet "Ampelos," "vine," but in Attica was called "Kis-

sos,' "ivy."34 Ivy can, moreover, be interpreted as a term both con-

cealing and hinting at the vine, and it bears the poetic epithet "Oinops"

or "Oinopos,"35 in which its connection with Dionysos as the wine god

is boldly manifested. In a classical passage of his Dionysos, Walter F.

Otto shows the parallel between the two plants and how they comple-

ment one another: "The vine and the ivy are like siblings who have

developed in opposite directions and yet cannot deny their relationship.

Both undergo an amazing metamorphosis. In the cool season of the

year the vine lies as though dead and in its dryness resembles a useless

stump until the moment when it feels the renewed heat of the sun and

blossoms forth in a riot of green and with a fiery elixir without com-

pare.

"What happens to the ivy is no less remarkable. Its cycle of growth

gives evidence of a duality which is quite capable of suggesting the

two-fold nature of Dionysos. First it puts out the so-called shade-seek-

ing shoots, the scandent tendrils with the well-known lobed leaves.

Later, however, a second kind of shoot appears which grows upright

and turns toward the light. The leaves are formed completely differ-

ently, and now the plant produces flowers and berries. Like Dionysos,

it could well be called the 'twice-born.' But the way in which it pro-

duces its flowers and fruit is both strikingly similar to and yet star-

tlingly different from that found in the vine. It blooms, namely, in the

autumn, when the grapes of the vine are harvested. And it produces

its fruit in spring. Between its blooming and its fruiting lies the time

of Dionysos' epiphany in the winter months. Thus, after its shoots have

opened out and up, it shows its reverence, as it were, to the god of the

34 Pausanias I 31 6.
35 Sophokles, Oedipus at Colonus 675.
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ecstatic winter festivals as a plant transformed with a new spring
growth. But even without this metamorphosis it is an adornment of
winter.

"While the vine of Dionysos needs as much light and heat from the
sun as it can get, the ivy of Dionysos has surprisingly little need for
light and warmth, and grows green and fresh in the shade and in the
cold, too. In the middle of winter when the riotous festivals are cele-
brated, it spreads its jagged leaves out boldly over the forest floor or
climbs up the tree trunks precisely as if it wished to welcome the god
and dance around him as the maenads do. It has been compared to the
snake, and the cold nature ascribed both to it and to the snake has been
advanced as a reason for their belonging to Dionysos. The way in which
it creeps over the ground or winds itself around trees can really suggest
the snakes which the wild women accompanying Dionysos wind around
their hair or hold in their hands."36

The growth of the ivy presents only soothing, comforting features.
A special aspect of life is here disclosed: its least warm, almost uncanny
aspect, also presented by the snake. Such is zo'e reduced to itself, yet
forever reproducing itself. In the ivy it is present not as meaning but
as reality: not as the meaning of a symbol or as an allegory for abstract
ideas, but concrete and reassuring despite its inedible bitter fruit. The
sweet fruits are borne by the vine, which with its slow, spreading growth
is capable of imparting the greatest restfulness, and with its rapidly
fermenting juice of arousing the greatest unrest, a life so warm and
intense that one living thing inflicts upon another that which is the
irreconcilable opposite of life: death. Such were the images evoked by

36 Otto, Dionysos: Myth and Cult, pp. 153-55. On the association of snakes
and ivy with Dionysos because of their cold natures, see Plutarch, Quaestiones
conviviales 653 A.
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vine leaves and vine, grape and grape harvest. Minoan art, especially
in the atmosphere of the palaces, avoided the representation of these
images as much as possible, perhaps—as it now appears—entirely.

The oldest account of a wine harvest in European literature car-
ries a note of grief. In Homer, Hephaistos adorned the shield of Achilles
with a picture of a wine harvest.37 The vineyard is surrounded by a
trench and a fence. A single path leads through them to the vines,
which stand in rows supported by stakes. At the time of the wine har-
vest the carriers, all young girls and boys, are striding down the path,
carrying baskets full of sweet grapes. A boy walks among them with
a lyre, singing the linos, the song of lamentation. They accompany
him in dance steps, with songs and cries. This is no expression of
sentimentalism, but a rite based on a myth. As in Minoan Crete and
present-day Greece, the next step was assuredly performed indoors.
Here the lenos—later called pateterion-was set up for treading the
grapes. In his description of the happy life of the Phaiakians in the
Odyssey, Homer mentions the act of pressing, in which probably, as
in Egypt, the mash of treaded grapeskins was put into sacks and
wrung out with a device called a tropeion in Greek.38 Here again, Homer
makes no mention of treading. In Works and Days, Hesiod also passes
over the treading of the grapes. He indicates the time of the wine
harvest, describes in detail the making of sweet wine from dried

37 Iliad XVIII 561-72.
38 See Odyssey VII 125. The word TpoTrrjiov, the correct reading, appears in

Hipponax (in Diehl, Anth. lyr., fr. 53) in the same fragment in which the sack
is mentioned. The wringing occurs in the "Shield of Herakles," attributed to
Hesiod, Carmina 301. The earliest mention of treading, as far as I am able to
determine, is in Ananios, a sixth-century satiric poet; see Diehl, fr. 5, line 4.
In his Natural History, Pliny says expressly of the making of the diachyton
(Italian passito): "octavo die calcatis." On the wine harvest, see Hesiod, Works
and Days 609-614.
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grapes, but stops before the pressing, whether performed by treading
or with the help of a tropeion.

The silence of Greek literature concerning the simple wine press
—the lenos or pateterion—runs through the entire Classical period. This
may be accidental, but is none the less striking in view of the constant
presence in Greek life of one or another phase of wine-making. Archaic
vase painting introduces superhuman beings, sileni or satyrs, as wine
pressers [23],39 and they remain the indispensable performers of this
act in ancient art down to the end of antiquity—except when they are
replaced by Erotes, or cupids, likewise divine beings.40 In the Dionysian
procession of Ptolemaios Philadelphos about 275 B.C., an enormous
wagon bore a lenos in which sixty satyrs supervised by a silenus treaded
out the grapes. The sweet juice ran out into the street and the wine
pressers sang the melos epilenion, the song of the lenos.41 We learn
the content of such a song from a later scholarly note: it was "a song
to the wine press which, like the wine press itself, involved the dis-
memberment of Dionysos."42 It is stressed that this was a peasant
song.43 In a list of melodies played on the flute, various laments are

39 See S. Karouzou, The Amasis Painter, pi. XXIX. For a black-figure vase
in Leningrad, see G. Bendinelli, La vite e il vino, p. 45, fig. 86; for later exam-
ples, see Bendinelli, p. 126, figs. 172-73; p. 204, figs. 251-53; p. 214, fig. 264.

40 See G. Rodenwaldt, "Der Klinensarkophag von S. Lorenzo," p. 174, fig.
50, for a Roman sarcophagus with many examples of Erotes engaged in the
wine harvest. When in the latest monuments—see, for example, Bendinelli, p.
246, fig. 299, or pi. X—the treaders have in their hands the crooked staff of the
shepherds and hare hunters, this remains an indication of the satyr costume.

41 See Kallixeinos of Rhodes, quoted in Athenaios V 199 A.
42 Scholium on Clement of Alexandria, Protrepticus I 2 2: TTEPIETXEV TOV TOU

Aiovuaou airapayiiov.

43 Ibid., dypoiKiKfi cbi8r). See Anakreon, fr. 57, in Diehl, Anth. lyr,: TTCCTOUCTIV

OTacpuArjv . . . ETTiAnvioicnv u^voiq.
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followed by the epilenion aulema, the "flute melody to the wine press."44

The note of lamentation in Homer's song on the grape harvest is un-

derstandable if so sad a thing as the dismemberment of a god was

involved. Cornutus, the tutor of the Roman poet Persius, tells us that

the wine treaders invoked the god by various names, such as "Bak-

chos" and "Euios."45 Reference to these scenes was made at the Second

Council of Constantinople, the Trullianum, in the year 691 A.D. Until

that date the wine treaders still cried out "Dionysos," but this was now

forbidden.40 The council ordered that instead, whenever a load of

grapes was brought in, the treaders should cry "Kyrie eleison." At this

time the grape treaders still wore masks47—probably the masks of satyrs

and sileni. It is the proceedings of this council that first explained

the artistic representations which throughout antiquity showed satyrs

and sileni in the role of wine treaders: they were indeed wine treaders

in disguise.

One of the constellations that the Egyptians saw in the heavens

was a "bloodthirsty wine press."48 The Lord spoke to Isaiah: "I have

trodden the wine press alone, and of the people there was none. For

I will tread them in mine anger and trample them in my fury. And

their blood shall be sprinkled upon my garments, and I will stain all

my raiment."40 These are images that carry us far away from the

Greeks and yet remain close to the original Dionysos myth and Minoan

44 Pollux IV 55.
45 Cornutus, Theologiae graecae compendium XXIX.
46 \if\ TO TOO p6eAuKTou AIOVUCTOU 6vo|icc Touq Trjv aTcc<)>uAf|v EKSAiPovTOcq ev ToTq ArjvoTq

euipoav, c i t e d b y P . K o u k o u l e s , BU£OCVTIV«V f}io<; KCCI TToAmanoq, p . 2 9 3 .

47 Koukoules quotes: -n-pouco-n-iSaq (popoGv-req. Conversely, a Bacchic festival
with thyrsos and wreath of ivy is represented as a wine harvest—simulacrum
vindemiae—by Tacitus, Annales XI 31.

48 See S. Schott, "Das blutriinstige Keltergerat," pp. 93 ff.
49 Isaiah 63:2.
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Crete. This forms the bridge between Egypt and Greece. Everything
that was here enacted was a prologue only in respect to historical
Greece; otherwise it was an interlude in which not only Egypt but
also the Orient participated. Certain elements of the Dionysian re-
ligion that appear in this interlude may, like viticulture, have been
present to the east and south of Crete either earlier or at the same time.
In Crete they made their appearance in a new style characteristic of a
new and original culture.

Dionysian Names

S T Y L I S T I C considerations and most particularly the conspicuous pres-
ence or absence of certain objects in works of art would suggest con-
nections between the Minoan culture and the Dionysian religion, even
if such connections were not attested by the texts. For the present the
texts are exceedingly meager, consisting of little more than names.
First of all, on a tablet found in the palace of Nestor on the mainland
at Pylos, which lies within the sphere of Minoan culture, we find the
name of the god all by itself in the genitive: di-wo-nu-so-jo, "Diony-
soio."50 The clay tablet is broken off after the word. What probably fol-
lowed was an indication of measure. The text may then have run: "Of
[that which is of] Dionysos, so and so much." On a second tablet stands
di-wo-nu-so-jo as a payment to a man, tu-ni-jo; again the line, probably
containing an indication of measure, is broken off. On the other side,
another payment is recorded, a payment of something that is still in-
comprehensible: no-pe-ne-o[ to ivo-no-wa-ti-si, that is, oinoatisi, "women

50 Pylos Xa 102.
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of Oinoa." In both tablets "that which is of Dionysos" can hardly refer
to anything but wine. The place name "Oinoa" probably still carried
the original meaning of the word: "place of wine." Employed as a name
for places or rivers, the word occurs at least twenty times, with dif-
ferent endings, in Greece.51 Women thus identified were in all likeli-
hood Dionysian women, such as those who later on in Greece formed
special corporations—in Athens the fourteen Gerairai, in Elis the Six-
teen Women, and in Delphi the Thyiades. Another short text from
Pylos speaks of one "Eleuther, son of Zeus" to whom oxen were sacri-
ficed.52 "Eleuther," or "Eleutheros," corresponding to the Liber pater
of the Romans, can only be Dionysos, especially as he is expressly
termed the son of Zeus. This text, originating on the Greek mainland
in the thirteenth century B.C. when the palace of Nestor was in its
heyday, already bears witness to the Dionysian religion and to the
well-known lineage of the god.

On Crete similar testimony is provided by "Pentheus," written pe-
te-u on a tablet found in Knossos.53 Among the attested names of the
Greeks, no other corresponds to this spelling. The bearers of Dionysian
names at Knossos were men mentioned in connection with various
religious functions along with persons whose names have no visible
religious significance. Proper names at all times give rise to problems
that cannot be solved through knowledge of the language alone. As a
rule one must also know the religion and mythology prevailing at the
time when the names were given. How could we understand why cer-

51 Pylos Xb 1419: di-wo-nu-so-jo[ . . . / tu-ni-jo[ . . . / / no-pe-ne-o[ . . . /
wo-no-wa-ti-si[ . . . ; see J. Puhvel, "Eleuther and Oinoatis: Dionysiac Data from
Mycenaean Greece," p. 168.

52 Pylos Cn 3.1—2: jo-i-je-si me-za-na e-re-u-te-re di-wi-je-we qu-o; see Puh-
vel, p. 164.

53 Knossos As 603.
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tain girls were given the name "Dolores" if we did not know that they
were probably born on the day of Mater dolorosa, which in Spanish is
also called Dolores. This name is intended to place them under the spe-
cial protection of the Mother of God. Without knowledge of the life
of Christ, the name would be utterly incomprehensible. Such is the
case with the Cretan name "Pentheus," which embraces penthos and
dolores and signifies a person who, for some reason, is called "full of
suffering/'

The name "Pentheus" presupposes the myth of a god who suffers
for a time but then triumphs over suffering. Only on the strength of
such a divine tale could a man bear such a name. It is in the myth of
Dionysos that such names as "Pentheus" and "Megapenthes"—"he of
great suffering"—occur later on, in Greece.54 In the versions of the myth
that have come down to us, Pentheus and Megapenthes were adver-
saries of the god who inflicted suffering on him and were in turn pun-
ished with suffering. Originally the "man of suffering"—Pentheus or
Megapenthes—was the god himself. There were probably differences
between the Dionysian religion of the Late Minoan period, in which the
name Pentheus originated, and that of the era of Greek tragedy, in
which Pentheus appears on the stage as the punished persecutor of the
god. These differences would be due not to the essence of the Dio-
nysian religion but to the relationship between man and the gods.
Among the Greeks of the historic period, no names were given that
would have gone as far as those of the Minoan period in relating a

54 On Pentheus, see Kerenyi, The Gods of the Greeks, pp. 262 f. (Pelican
edn., p. 231). On Megapenthes, see Kerenyi, The Heroes of the Greeks, pp. 54,
55, 81. According to Homer, Megapenthes was the name of one of Menelaos'
sons. In his name the son bore his father's "great sorrow/' for Menelaos had no
son by Helen; Megapenthes was born of a slave woman (Odyssey IV 11-12).
See Kerenyi, The Gods of the Greeks, pp. 250 ff.
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man to a god. The core of the myth that the Greeks found in the Cretan
palaces did not change, but changes did occur in the tales that adapted
the myth to later times.

The suffering embraced in the name "Pentheus" belongs to the pre-
history of Greek tragedy.55 The prehistory of comedy in Greece includes
Phales, a divine figure who was carried about in processions in honor
of Dionysos and celebrated in song as his friend and companion.56

The phallus, exciting image of excited zoe, has often been termed a
"fertility symbol." This extreme abstraction misses the concrete char-
acter of the object carried about in wooden replica. A live snake never
produces the effect of a mere symbol, nor did this image, even if
women and young girls looked upon it with chaste reserve. Phallagogiai
or phallophoriai, as the festive processions with great phalli were
called, are nowhere to be seen in the art of the Minoans or Mycenaeans.
Whether Phales occurs among their proper names, as Michael Ventris
at first believed, is not certain,57 but other, similar names are attested
with certainty. For example, a shepherd in Pylos was named sa-ni-io,
probably "Sannion," a word with the same meaning as "Phales,"58

while at Knossos we find si-ra-noy "Silanos,"50 a name given to the
phallic, half-animal, half-human beings, the sileni, companions of
Dionysos imitated in Greece by human dancers.

The absence of representations of this kind on the walls of the

55 Kerenyi, "Die Bacchantinnen des Euripides," Werke, II, 283 f.
56 Aristophanes, Acharnians 236.
57 The written form of the name would be pa-re, which Ventris read as

"Phales" in his 1953 Glossary. In the third edition of The Knossos Tablets (edited
by Chadwick and Killen), pe-re is read in one place and the reading in the other
place has never been certain.

58 Pylos An 5.6 and Cn 4.3. See O. Landau, Mykenisch-griechische Per-
sonennamen, p. 189, on adwiov aJ8o?ov.

59 Knossos V 466.1. See Landau, p. 257.
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palaces can be explained by the restraint and stylistic laws of art.
Images and objects less decent than the familiar objects of high Mi-
noan art are not lacking60 but, like the cruder representations of later
periods, they play a peripheral role and show little art in their execu-
tion.61 A popular scene otherwise unknown to us is skillfully depicted
on a steatite vessel from the Late Minoan palace of Hagia Triada,
which can be dated at roughly 1500 B.C. The scene is of a procession
with implements, probably pitchforks, which were used for beating
the trees in the olive harvest. In its own sphere—not of wine but of oil
—this procession may be compared with the komos, a Dionysian pro-
cession,62 but the musical instrument held by one of the leaders of the
procession is of Egyptian origin. It is a sistrum, proof that borrowings
from Egypt were possible in this sphere also.

According to Herodotos, the phallophoriai originated in Egypt.63

Melampous, the soothsayer and priest—with whom Megapenthes, the
persecutor of Dionysos in Argos, was compelled to share his kingdom64

and who, to judge by this legend, belonged to the Mycenaean period-
introduced the phalli into Greece as a characteristic component of the

60 P. Demargne, "Deux representations de la deesse Minoenne dans la
necropole de Mallia," pp. 305 ff.

61 These include perhaps some twenty phalluslike objects which were
preserved at Knossos in front of the palace, in a pit by the "royal loggia," pos-
sibly as votive offerings. Half of a "horn of consecration" such as adorned the
Minoan shrines lay beside them. I owe these details to Professor Nikolaos Platon,
who dates the objects at roughly 2000-1700 B.C.

62 J. Forsdyke, "The 'Harvester' Vase of Hagia Triada," p. 8. Marinatos
thought of an olive harvest (or threshing, which is certainly wrong); see his
comment to pis. 103-5 i n Marinatos and Hirmer, Crete and Mycenae, where the
vessel is reproduced.

63 Herodotos II 48 2. See the Egyptian parallels in A. Wiedmann, Herodots
zweites Buch mit sachlichen Erlauterungen, pp. 233 ff.

64 See Kerenyi, The Heroes of the Greeks, p. 295.
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cult of the god whose exegete he was.65 In the Egyptian processions that
Herodotos compares with the Greek phallophoriai the women carried
such statues, which were themselves immobile and moved only their
disproportionately large phalli. This was done by means of a mech-
anism built into the figures. The name "Sannion" expresses this mo-
tion : translated, it signifies "the wagging one."66 Herodotos skips over
Crete which may well have been the intermediate link for this proces-
sion as well as for the calendar based on the rising of Sirius. Two Mi-
no an proper names, at least one of which must be regarded as Dio-
nysian, are attributable to the importance of this star.

Iakar and Iakchos

WHEN IN EGYPT the early rising of Sirius became the beginning of
the year, the approach of a better season could be foreseen by the first
swelling of the Nile. Yet this was also the time of the most dangerous
heat: a highly ambivalent season! The same was true in Crete and
Greece (with the exception that there was no Nile). The heat was ob-
viously evil, and so was the star with whose appearance it began. But
in a mysterious way the season was also good. In Greek it was called
opora, a word that is not easy to translate because it means not only
the season but its fruits as well. Homer knew Sirius as "Orion's dog."
As Alpha canis it belongs to the great hunter whose gigantic figure
had already dominated the heavens for months and would continue
to do so for several months more until, stung by the celestial scorpion,

6 5 Herodotos II 4 9 : 6 e^nYnowevoq TOG AIOVUCTOU TO -re 6vo|ia KCCI T?)V irojiTrfiv TOU

<t>ocAAou.

66 From aaiveiv.
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it sank below the horizon.67 The full ambivalence of Sirius is expressed
by a metaphor in the twenty-second book of the Iliad. As Achilles ran,
"the bronze on his breast flashed out like the star that comes to us in
autumn, outshining all its fellows in the evening sky—they call it
Orion's Dog, and though it is the brightest of all stars it bodes no good,
bringing much fever, as it does, to us poor wretches/'68

Opora, whose star is Sirius according to Homer,09 does not exactly
coincide with the autumn when Sirius rises for the first time at dusk.
The season extends some fifty days from the second half of July to the
middle of September, when, according to Hesiod, the situation of Orion
in the center of the sky and the early rising of Arcturus give the signal
for the wine harvest.70 In his Laws, Plato mentions two gifts of this
season: treasures that could be stored (namely, fruits), and some-
thing more sublime and less easily stored (athesauriston)—Dionysian
joy.71 According to Pindar, the "pure light of high summer" (hagnon
phengos oporas)72 is Dionysian, or perhaps it is even Dionysos himself.

67 See "Flaming New Year," at the beginning of ch. II, above.

68 Iliad XXII 26-31 (E. V. Rieu translation, Penguin edn., pp. 397-98).

69 Iliad XXII 26: 6-n-copnq. dai-riv o-rrcopivoq is the phrase in Iliad V 5.

70 Works and Days 609-11 .

71 Plato, Laws VIII 844 D: Tr|v TTOCI6I&V Aiovucria5oc dGnaaupiaTov,

72 See Bowra, Pindari Carmina, fr. 140 :

5£v5pecov 6e VOJJOV Aicb-

vuaoq TToXuya6r)q au^dvoi,

ayvov cpEyyoq omopaq.

The last line permits two interpretations. Hagnon phengos oporas can be in
apposition to Dionysos, in which case the god himself is the "pure light of high
summer"; or it can be in apposition to 6£v5p£cov VOIJOV, the orchards which Diony-
sos is expected to make grow, in which case the "pure light of late summer" is
created by Dionysos. In either case, directly or indirectly, the light comes from
him.
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A vase painter of the fifth century73 wrote next to the childlike figure of
the god emerging from the thigh of Zeus: Dios phos, "light of Zeus."
This light was originally the light of Sirius and the gift promised by
the verdant vineyards, a gift of the ambivalent star.

Before Dionysos as wine god came to them from the south, the
Greeks seem to have contented themselves with a mythical king as
inventor of the vine and with Sirius as the actual giver. From that time
on the vine possessed a myth of its origin: because of the star's move-
ments in the sky, the discovery of the vine was related to Orion's dog.
The home of this myth was Aitolia in the western part of the Greek
mainland, bordering the territory of the western Locrians, mountain-
ous regions far removed from Crete.74 Hekataios of Miletos, the Ionian
historian, transforms the myth into a genealogical tale.75 A wild hunter
(this quality is expressed by the name "Orestheus," "man of the moun-
tains," which presents an assonance with "Orion"), a son of Deukalion,
the first man, comes to Aitolia in search of a kingdom. His she-dog
gives birth to a stick. He buries the stick, probably because it is an
abortion. It soon turns out to be the first vine, a gift of the celestial
dog, the dog of Orion, who may be recognized in the wild hunter. After
the event Orestheus names his son "Phytios," "planter." His son in turn
was named "Oineus," after oine, "vine." In another form of the myth

73 The so-called Diosphos painter. See C. H. E. Haspels, Attic Black-Figured
Lekythoi, p. 96, with Beazley's explanatory remark about the vase painting and
inscription. In his Attic Black-Figure Vase-Painters, p. 509, no. 120, Beazley
points out a false interpretation given by H. Fuhrmann in "Athamas," pp. i n ff.
A correct classification as the oldest example of a representation of the birth
of the god from the thigh of Zeus is to be found in A. D. Trendall, "A Volute
Krater at Taranto," pp. 175-76 and pi. IX.

74 Strabo IX 4 10.
75 Hekataios, fr. 8, in Jacoby, FGrHist, Kerenyi, The Heroes of the Greeks,

pp. 113 f.
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which obviously draws on the Dionysian religion, a he-goat disappears
at intervals from the herds of Oineus and returns sated. The king has
a shepherd with a name similar to that of the hunter in the older tale.76

This shepherd finds out that the goat has been eating from a grape-
laden vine, and thus Oineus becomes the first man to make wine of
these grapes. In all the tales, however, it is clear that wine cannot be
made without instruction from Dionysos! The god visits the king, or
more correctly Queen Althaia, as in Athens each year he visited the
wife of the bearer of the king's name, the archon basileus. Oineus had
respectfully withdrawn and thus received the wine as a gift indeed.77

In the myth's simpler, assuredly original form preserved among the
Locrians, there is no mention of a special wine hero named "Oineus,"
but only of the hunter Orestheus and his dog. From the stick that he
buried, sprang, in the form of branches—ozoi—not only the grape but
also men, the Ozolian Locrians.78

Only gradually did this myth develop into a purely Dionysian sacred
history. The name "Orestheus" and a common hunter were perhaps
substituted for Orion only by Hekataios or shortly before his time.
According to the story of Orion's birth (his emergence from a leather
sack), Orion belonged to the age of honey. His relation to wine was
not nearly as definite and well ordered as that of Dionysos. At the court
on Chios of King Oinopion, who was probably a wine-inventor hero
similar to Oineus and only later was made into a son of Dionysos,
Orion behaved like a being of the primordial age still unfamiliar with
wine, and he fell victim to it. As punishment for the wild actions per-

76 In Mythographi Vaticani, I, 87, this shepherd is named "Orista"; in
Servius (who quotes Probos) Commentarii in Vergilium Georgica II 1, he is
named "Staphylus" after cxTOKpuAri, "grape."

77 Hyginus, Fabulae 129. 78 Pausanias X 38 1.



in. The Cretan Core of the Dionysos Myth 77

formed in his drunken state, he was blinded by Oinopion.79 Aristaios,
who belongs to the next cultural stage, that between honey and wine,
commanded that on Keos the rising of Sirius be greeted with a dance
of warriors, but at the same time he did everything possible to attenuate
the harmful influence of the dog star.80 In Egypt still another special
measure was taken to this effect, and Minoan Crete also seems to have
participated in this protective magic.

At Knossos we find the name i-wa-ko, whose Greek reading can be
"Iakos," "Iachos," or "Iakchos"; at Knossos and Pylos it often takes the
form of i-wa-ka.81 "Iakar," a name for Sirius that seems utterly alien
to the Greek language, may not really have been so foreign.82 An Egyp-
tian story can be cited in connection with the Minoan names "Iakar"
and "Iakchos."83 "Iachen" or "Iachim" was the name of a wise and pious
man in Egypt who allegedly lived under King Senyes.84 This man may
also have been a divine figure. He was said to have softened the fiery
power of Sirius at its early rising and thus to have wiped out the epi-
demics that raged at that time. After his death he was buried in a
temple tomb, and when the appropriate sacrificial rites had been com-
pleted the priests took fire from his altar and carried it about, appar-
ently in a magic ritual directed against the destructive fire of the star.

Through Dionysos this fire was transformed into the "pure light
of high summer." In the person of the son of the god of heaven, it was

79 See Kerenyi, The Gods of the Greeks, p. 202 (Pelican edn., p. 178).
80 See above, in ch. II, the section on "The Awakening of the Bees."
81 For i-wa-ko, see Knossos tablet As 1516.18. For i-wa-ka, see Knossos

V 60.2, Uf 120; Pylos Jn 310, Ub 1317.
82 ' l aKdp ' 6 KUCOV donrnp.

83 See Suidae Lexicon, II, 616, line 2; Aelian, fr. 105.
84 This king is otherwise unknown. See H. Kees ("Senyes," col. 1541), who

remarks that "this story surely goes back to an Egyptian source."
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received as the "light of Zeus." Hesychios defines the Greek word
iachron—an adjective known to us only from his lexicon—as "bathed
in a soft Zeus-light," further described by Hesychios as "euSietvov."
Such light was placed, quite concretely, in the hand of a divine figure
regarded as a double for Dionysos. This figure's name, which comes
from the same root as the two Minoan proper names cited above,85

probably took its definitive form "Iakchos" from the insistent cry with
which it was repeated in the processions. There can be no question
of a deification of the cry alone. For the Greeks, Iakchos had two char-
acteristics: his name was called loudly in endless repetition, and he
was a torchbearer.86 In the figure of Iakchos, Dionysos' connection with
light and fire was preserved. "Fire is a Dionysian weapon," says Lu-
cian.87 The bacchantes were capable of carrying fire in their hair.88

In the Antigone of Sophokles the chorus calls on Dionysos, "who leads
the round of the fire-spraying stars," to cure the sick city of Thebes.
It might have invoked a true star in the sky in such terms, but it in-
vokes him as "Iakchos, keeper of treasures" (tamian Iakchon)—keeper
of the annual Dionysian treasures, which he confers.89

Dionysos brought this aspect with him from his Minoan origins,
from the days of his connection with the flaming onset of the Sirius
year. In Athens the procession in which a statue of the torch-bearing
Iakchos was borne was held at the end of the opora; it ushered in the
great Mysteries of Eleusis, in which, at the time of the wine harvest,
a Divine Child was born in the underworld.90 The loudly invoked Iak-

85 Their phonetic form distinguishes them from the Homeric iaxn, idxco,
later also iaxew, originally also with v in the first syllable.

86 As can be seen in reliefs from the Athenian agora.
87 Bacchus III. 88 Euripides, Bacchae 757-58.
89 Sophokles, Antigone 1146-52. 90 See Kerenyi, Eleusis, pp. 62-64.
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chos was the "light-bringing star of the nocturnal mysteries/' So Aris-
tophanes calls him in the Frogs, where he puts the procession on the
stage in somewhat modified form as a procession of the blessed dead
in Elysium.91 From the first century B.C. we have a statement (the
credibility of which is discussed below, in the section on "Ariadne")
to the effect that the same Mysteries which in Eleusis only the initiates
were permitted to behold, were at Knossos performed in the sight of
all.92 Even in Athens the procession with the statue of Iakchos and the
cries of his name could not be kept wholly secret. More than a thousand
years elapsed between the appearance of the Minoan name and the
first-century statement referred to above. The period during which the
divine name pa-ya-vo (Greek paiaon) appeared at Knossos and the cry
of paian resounded at Delphi and throughout Greece was no shorter,
although it was richer in testimonies, beginning with Homer.93

91 The text (Frogs 340-42 ) should be read as follows:

cpAoyeaq Aa|i7rd8ac; £v x^P0"* Tivdaacov—

"ICCKX' & "IOCKXE—

vuKTepou TeAETriq <|>cocr<)>6poq daTrjp#

Kindles the flaming torches, brandishing one in each hand,
Iakchos, O Iakchos!

The light-bringing star of the nocturnal mysteries.

The middle line is a versus intercalatus, a refrain, syntactically independent
both of the preceding and of the following line, whereas these other two lines
are connected. Accordingly I read £yeipei instead of eyeipe. After ev x̂ pcn, ydp nKEi
was added by way of explanation. This confirms the third person.

The chief difference in the processions was probably that in this one described
by Aristophanes, Iakchos was called but not carried along, as he was from Athens
to Eleusis. From line 340 on, the participants believed that he appeared before
them. In line 350, ou 8e Xaji-rrdSi is addressed to the leader of the chorus, one of
the blessed (lidKccp), not to Iakchos.

92 See Kerenyi, Eleusis, p. 8.
93 See Kerenyi, Asklepios, pp. xvn-xvm, 81-82.
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Zagreus

A FURTHER PROBE into the history of Minoan and Greek culture
carries us back to the days of primitive hunters. Two objects pertaining
to the historical Dionysos cult, the mask and the goat, appear on a stone
seal in a tomb near Phaistos: the mask is a manifestation of the god, and
the goat (a characteristic sacrificial animal of the Dionysian religion)
is his substitute. In the center, between two large goats, the cut stone
shows a human face which differs from other faces in small Minoan
monuments [24].94 It is unmistakably a mask, a precursor of the archaic
Dionysos masks known to us from vase paintings and statuary.95 It is
reasonable to include the seal among the monuments of the Dionysian
religion.96 The connecting link is provided by the wooden masks that
were used in the Dionysos cult, either worn by dancers or hung on a
pole or tree in the center of the rite. The zoe that is present in all living
creatures became a spiritual reality as man opened himself to it, per-
ceiving it in a kind of second sight. Man did not form a concept or idea
of zoe. He experienced its immediate nearness in the animal. To those
who did not wear them, the masks communicated a strangely ambiva-
lent experience of zoe as uncannily near and at the same time remote.
Such was the impression made by the god himself when he was only
a face. He appeared to man with human features-, more immediate

94 See L. Savignoni, "Scavi e scoperte nella necropoli di Phaestos," p. 622,
fig. 96, also pi. IX. Cf. p. 623: "nello spazio centrale una testa umana con orecchi
larghi e mento prominente." The seal is dated to approximately 1400-1300 B.C.

95 See below, in ch. VI, the section on "The Thigh Birth and the Idol
with the Mask."

96 T. B. L. Webster, From Mycenae to Homer, p. 50.
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than zoe in all other forms and yet lifeless, as though removed from
every living thing.

Many stones carved by the Minoans represent fantastic beings
which cannot, or can no longer, belong to the world of life: beings
composed of both animal and human elements or equipped with wings
that in nature do not grow from such bodies. This use of wings—an
indication that the limits of nature were surpassed in an additional,
purely visionary dimension—extends to the early Archaic art of the
Greeks. Sometimes it characterizes all the participants in a mytho-
logical scene as divine.97 On a Minoan gem from Kydonia, however,
a ruler of at least part of the world of living things appears without
wings: he is unmistakably a "lord of the wild beasts" [25].9S His rela-
tionship to the two lions flanking him is clearly expressed in his ges-
ture—he rests his hands on the heads of the erect animals. This type
of figure was later provided with wings and as "Oriental Dionysos"
was taken from the Near East into Hellenistic art.99 This fact and the
Greek name of a similar deity, "Zagreus," who was connected with the
Orphic myth of Dionysos, make it seem highly probable that on the
Kydonia seal we have a representation of the Cretan Dionysos. The
god holds fast the lions, two living beasts of prey, with his bare hands.

97 See the representation of the birth of a god from the head of a goddess
on a seventh-century pithos. Discovery and partial publication by N. M. Konto-
leon, in Kykladika, II (1956), fig. 5; and Kretika Chronika, XV-XVI (1961-62),
Part 1, pi. LI 1.

98 Concerning this find, Evans (in JHS, XXI, 1901, p. 164) wrote: "Discov-
ered in the immediate neighbourhood of Canea, on or near the site of the ancient
Kydonia." See also V. E. G. Kenna, Cretan Seals, pi. XVIII gp.

99 See E. Langlotz, "Dionysos," p. 177, figs. 11, 12; C. Picard, "Dionysos
Psilax," pp. 317 ff.; B. Segall, "Sculpture from Arabia Felix," pp. 212 ff., pi. LIX
2; AM, LI (1926), pi. XIX.
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He tames them, as it were, by a "laying on" of hands. He draws them
into his sphere of influence and holds them captive.

In Greek, a hunter who catches living animals is called zagreus.
Later Greek scholars interpret the name as "great hunter" by analogy
with zatheos, "thoroughly divine."100 But the Ionian word zagre,101

signifying "pit for the capture of live animals," proves that the name
contains within it the root of zoe and zoon, "life" and "living thing."
An exact translation of "Zagreus" would be "catcher of game." Sa-ke-re-u
occurs as a proper name at Pylos in various grammatical forms—once
as the name of a priest.102 It seems plausible to render it as "Zagreus,"103

although the script possessed a special sign for za-. A priest of Diony-
sos at Pylos, who in his sacerdotal capacity takes the name of his god
and imitates him as a hunter who catches live animals, seems per-
fectly conceivable.

Crete was a great hunting ground before the introduction of viti-
culture and remained one after the vineyards died out. Divine hunters
and huntresses played a prominent role in Cretan mythology. Orion
was hunting on Crete when he threatened to exterminate all the ani-
mals on earth and when the earth for this reason sent the scorpion
against him.104 A Cretan huntress was Britomartis, daughter of Zeus,
an Artemis-like goddess who probably had her name-which means
"the sweet virgin"—as an epithet. Minos pursued her for nine months,105

assuredly as a hunter. In the furrows of a thrice-plowed field, Demeter

100 Etymologicum Gudianum s.v. Zaypeuq.
101 In Hesychios the ending is Ionic: Zdypn, (360poq, Xd-rraGov.
102 Pylos tablets Ea 56, 304, 756 (i-je-re-wo), 776.
103 L. A. Stella, "La religione greca nei testi micenei," p. 34.
104 See above, in ch. Ill, the beginning of the section on "Iakar and

Iakchos."
105 See Kerenyi, The Gods of the Greeks, pp. 147 f. (Pelican edn., p. 131).
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gave herself to a hunter by the name of "Iasion" or "Iasios."106 As the
greatest among these Cretan hunters we must count the one called
"Zagreus," because his characteristic was the catching of game. Where
he is first mentioned in Greek literature, he is spoken of as the highest
of all the gods. The line comes from the Alkmeonis, an epic written
in the sixth century if not earlier:

rroTVia ffji ZocypeO TS Gecov iravuTTepTOTe TT&VTCOV

Mistress earth and Zagreus who art above all other gods!107

An invocation thus connecting Zagreus with the earth goddess Gaia
and placing him above all the gods must mean that the author re-
garded him as one of the greatest gods of the Greek religion: probably
the supreme god of heaven (as the counterpart of Mother Earth),
Father Zeus, or the other Zeus, the Zeus of the underworld. Just this
is twice attested by Aischylos, once in a tragedy and once in a satire,
both of which survive only in fragments. The one bears witness to
the identity of Zagreus with Plouton, or Hades, the Zeus of the under-
world; the other, to his identity with Plouton's son in the underworld.108

On Crete, Dionysos was looked upon as the son of Zeus and Perseph-
one,109 and for that reason he was also called "Chthonios," "the subter-
ranean," and "Zagreus."110

We may justifiably ask, Why was this great mythical hunter, who
in Greece became a mysterious god of the underworld, a capturer of

106 Ibid., p. 113 (Pelican edn., p. 99).
107 See G. Kinkel, ed., Epicorum Graecorum fragmenta, fr. 3.
108 Nauck, TGF, frs. 5, 228.
109 Diodorus Siculus V 75 4; Firmicus Maternus, De errore profanarum re-

ligionum VI 5.
n o Etymologicum Magnum s.v. Zaypeuq. See also Kallimachos, frs. 43, 117.
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wild animals and not a killer? What are the implications of "capturing
alive"? What threatens those who are captured alive, if they are not
divine maidens like Britomartis, or the Pleiades who were hunted by
Orion and finally transformed into stars?111 On a bronze shield from
the Greek period of Crete,112 carried in cult dances performed in honor
of the Divine Child in the Idaean Cave and found in the excavation
of that cave, we see the "lord of the wild beasts" with a different gesture
from that on the gem from Kydonia. Under the influence of Assyrian
art, he is represented here with a beard, but what interests us most
is that he is stepping on the head of a bull and seems to be holding up
and rending a lion. In this instance a lion is torn to pieces, but on
Crete that could also be the fate of a bull. The bull games of the Cretans
were a continuation of the bull capture, enacted in the form of a drama.
It seems hardly credible that in a wild Dionysos cult such powerful
animals should have been torn to pieces alive by the teeth of the par-
ticipants and devoured raw, but we have express testimony showing
that this monstrous rite occurred in a feast of Dionysos repeated every
two years.113 Even later the god retained epithets such as "Omestes"114

and "Omadios,"115 signifying "eater of raw flesh." In a chorus of his
tragedy Cretan Men, Euripides speaks of the performance in the Idaean
Cave of rites in which raw meat was eaten.116 Thus, the purpose of the

i n See Kerenyi, The Gods of the Greeks, p. 201 (Pelican edn., p. 178).
112 From the eighth century, according to E. Kunze, Kretische Bronze-

reliefs, p. 247 and pi. 49. S. Benton dates it somewhat later in "The Date of the
Cretan Shields," pp. 52 ff.

113 Firmicus Maternus, De errore VI 5.
114 Plutarch, Themistocles XIII, De cohibenda ira XIII.
115 Porphyry, De abstinentia II 55; Alkaios, fr. 129 (in Lobel and Page,

Poetarum Lesbiorum Fragmenta); Quandt, Orphei hymni XXX 5, LII 7.
116 Nauck, TGF, fr. 472; see now R. Cantarella, Euripide, I Cretesi, pp.

23 ff-
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"catching alive" evidently lay in the rending of the captive animals
and the devouring of their raw flesh.

Euripides calls the god to whom the cave belongs "Zeus Idaios."
Yet it is not of Zeus but only of Dionysos that we may say: "No single
Greek god even approaches Dionysos in the horror of his epithets,
which bear witness to a savagery that is absolutely without mercy."
Having made this observation, Walter Otto asks: "Where does this
put us? Surely there can be no further doubt that this puts us into
death's sphere."117 Seen in the history of civilization, it is the sphere of
a society of wild hunters, who on certain occasions identified them-
selves with beasts of prey. These occasions, their "feast days," must be
regarded as realizations of aggressive, murderous life. Crete must have
had cult societies of this type both before and, in certain forms, simul-
taneously with its high palace culture. The modern literature has cited
similar phenomena among the Arabs of Africa.118 A noteworthy anal-
ogy is provided by the religious societies of the Aissaoua in Morocco.
Among their various groups it is the panther- and lion-men who must
acquire the same attitude toward living flesh as the animals with
which they identify themselves.119 This may be regarded not as an
emanation of the Greek Dionysian religion120 but rather as a migration
or survival of a prehistoric rite. It is conceivable that this rite originated
in pre-Hellenic Crete, where, in any case, the cruel cult underwent a
decisive transformation.

117 Otto, Dionysos, p. 113.
118 J. E. Harrison, Prolegomena to the Study of Greek Religion, pp. 485 ff.,

citing the account of Nilus (in Migne, Patrologia Graeca); H. Jeanmaire, Diony-
sos, pp. 259 ff., citing Rene Bruel, Essai sur la confrerie religieuse des Aissaoua
au Maroc; E. R. Dodds, The Greeks and the Irrational, p. 276, quoting Ernest
Thesiger's account of a Tangierian rite.

119 Jeanmaire, Dionysos, pp. 259 f.
120 R. Eisler, "Nachleben dionysischer Mysterienriten," pp. 172-83.
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To judge by Euripides' picture, the cause of the transformation
would seem to have been that the mysteries of Zagreus were taken
into the higher Zeus religion. In Cretan Men, Euripides' tragedy deal-
ing with the birth of the Minotaur and the fate of Pasiphae, the chorus
consists of consecrated priests of the Idaean Zeus, who have come from
their cypress-wood temple, erected in the cypress woods. Clad all in
white, they avoid all contact with birth or death and they abstain from
meat. Then they confer initiation, which also signifies purification,
upon those who have eaten red meat.121 This, according to the text,
they do by means of the "thunders of the nocturnal Zagreus,"122 who
in this connection can only stand for a "nocturnal Zeus." We know
that in a very late period, the initiation in the Idaean Cave was per-
formed with a "thunderstone," keraunia lithos.123 The "catching alive"
and the "eating of raw flesh" are the preliminary phases of an initia-
tion whose highest degree has been attained by the pure, white-clad
priests who no longer eat meat. These early phases—the catching and
the eating—must have seemed base and uncanny from the standpoint
of the Zeus religion, but it is unlikely that this mystery cult came into
being on their account. Elsewhere the Zeus religion is not related to
any special need for purity or to the sparing of life. The transformation
occurred when the very god whose example led men to "capture alive"
was recognized in the animal caught alive and eaten raw—the bull,
according to the attested Cretan rite. In the bull god—worshiped as

121 6aico8eiq; in Nauck, TGF (p. 505) , fr. 472, line 15. See also line 12:
Touq [Taq T'] cbjiocpdyouq SaiTaq tiXiaaq. This interpretation is supported by Hesy-
chios: 'fiiaocpdyou SCUTCCC;, T&q TOC <x>[ia xpeoc jiepî ovTaq KCCI eaOiovTocc;.

122 VUKTITTOXOU Zaypewq fJpovTaq (line i i , in which the accusative is an ac-
cusative of content, attaching to TEAeaaq, line 12).

123 Porphyry, Vita Pythagorae XVII; E. Platakis, To 'l8aTov avTpov, p. 48,

note 44.
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Dionysos in Greece, but also as Zeus on Crete—the hunter god, Zagreus,
was recognized.

Greek scholars who tried to explain the origin of their gods denied
that Dionysos could have had an anthropomorphic origin.124 It is indeed
hard to believe that the Dionysian religion originated in the vision of
a god with the form of a man. A single human form would not have
been a vision of zoe. It does seem reasonably evident, however, that
the figure of a great hunter who captured live animals would have
contributed to such a vision. The Greek scholars who denied the an-
thropomorphic origin of the gods were physiologoi, "explainers of na-
ture." To their minds Dionysos' origin was simply the development of
the grape, the origin of wine. Yet this origin, too, was presided over by
the image of Orion, the wild hunter in the sky, an image pertaining
to the age when hunting was the chief occupation of man.

The net used in catching animals alive played a more prominent
part in Cretan-Mycenaean art and in Cretan mythology than any other
instrument of the hunt. The wild bull—the Bos primigenius—was caught
in a net,125 and Britomartis, the divine maiden, jumped into a net from
a steep cliff in the Dikte mountains.120 She was also called "Diktynna,"
and this name was certainly formed from the word diktys, "net." It is
no longer known whether the wild goats of the high mountains in
Crete, the agrimi, were once caught in nets. In the Dionysos cult, in
which the game captured alive was eaten raw, animals easy to catch and

124 Diodorus Siculus III 62 2 : yeveaiv JJEV TOUTOU dv6pcoTr6|iopcJ)ov \xr\8i yeyovEvai

TO TrapocTrav.

125 Representations on a golden cup from Vaphio and a gold seal from
Rutsi near Pylos, in Marinatos and Hirmer, Crete and Mycenae, pis. 179 and
209 (at the bottom). See also S. Marinatos, ©eon-pa Kai Geâ on-a TOU MeaoyeiaKoO
rioAiTiaiioO, pp. 180 ff.

126 See Kerenyi, The Gods of the Greeks, p. 147 (Pelican edn., pp. 130 f.).
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tear apart always served as sacrificial animals: in the end fawns were
replaced by common kids. In the sky Orion is a hunter of hares; the
hare was seen in the constellation under his feet.127 In an illustration
of the didactic astronomical poem of Aratos, Orion is equipped for
hare-hunting with a pedum or lagobolon, a crooked staff, and with an
animal skin:128 stunned with the staff, the hare ran into the net and
was caught alive in the skin. On a Roman sarcophagus adorned with
Greek compositions, a young hunter god, a cult image parallel to the
bearded Dionysos, holds in his hand a pedum and an object that can
safely be identified as a net.120 Here we have a non-mystical Dionysos-
Zagreus.

We may ask, How did the maenad catch the live hare which she
presents to Dionysos in a vase painting by the Amasis painter? Pre-
sumably she caught it in the retinue of a hunter who was once named
Orion. For her, however, he was not the giant, but the youthful god
in hunting boots, a vision of Dionysos [26]130 that became widespread
in Greece some time later than the sixth-century vase from Ceglie
depicting him thus. The Homeric Hymn to Dionysos tells us how his
divine presence spread through the forest and mountains after he had

127 Aratos, Phaenomena 338-39.
128 Codex Vossianus, Lat. qto., 79; G. Thiele, Antike Himmelsbilder, p. 128,

fig. 45; O. Hofer, "Orion," col. 1027.
129 Rome, Museo Nazionale della Terme, no. 106429 (= no. 94 in R. Pari-

benfs 1932 catalogue, no. 64 in S. Aurigemma's 1946 catalogue). See also Ke-
renyi, "II dio cacciatore," p. 131.

130 See A. D. Trendall, Friihitaliotische Vasen, pi. XXIV. In the representa-
tion of the so-called Bema of Phaidros in the Theater of Dionysos in Athens, the
shoes (cothurni) are particularly conspicuous. See J. N. Svoronos, Das Athener
Nationalmuseum, I, pi. LXII (at the bottom). They have been mistakenly inter-
preted as signs of the Thracian origin of the god, for example by C. Picard, "Les
reliefs dits de la 'Visite chez Ikarios,' " p. 138. Dionysos did not come to Attica
from the north but from the south, across the sea.
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been reared by his nurses. In the forest and mountains he was not

wreathed with vine leaves but with ivy and laurel.131 In the hymn, his

nurses are nymphs and the poet does not tell us that they too became

hunting maenads. The bacchantes of Euripides are the pack with

which the god hunts.132 He hunted his enemy Pentheus "like a hare"—

we read in the Eumenides of Aischylos133—and put him to death by

rending.

Ariadne

"Who knows . . . what Ariadne is?"

—NIETZSCHE

ON A TABLET found in Knossos a great female figure of the Dionysian

cycle appears with an inscription of few words including no name.

And yet she was the first divine personage from Greek mythology to be

immediately recognized in Crete. On the small clay tablet was written:

-pa-si-te-o-i / me-ri

da-pu-ri'to-jo / po-ti-ni-ja me-ri13*

There is no doubt about the Greek transliteration; therefore the trans-

lation is certain. The first word of the second line, it is true, discloses

131 The Homeric Hymn to Dionysos XXVI 7-9.

132 Bacchae 731 : Kuveq. I I89 : 6 BdKxioq KuvocyeTocq aocpoq. 1192: dypeuq.

1146: SuvKuvayoq, ^vepyornic; dypaq. See also Kerenyi, The Gods of the Greeks, p.

262 (Pelican edn., p. 230).

133 Eumenides 26; see also Otto, Dionysos, p. 109.

134 Knossos Gg 702.2.
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phonetic peculiarities deviating from later Greek, but they do not
change the meaning:

0eo?s [XEKI . . .

Aa|3upiv8oio TTOTVIOCI JJIEAI . . .

To all the gods honey . . .

To the mistress of the labyrinth honey . . .

After both lines the amount of honey is indicated with a picture of a
vessel. The quantity is the same for "all the gods" as for the "mistress
of the labyrinth." She must have been a Great Goddess. Her high rank
confirms the meaning of the labyrinth in this context as well as in
countless other unwritten texts—pictorial representations and dances
—which have been known throughout the world since early antiquity.135

The meander is the figure of a labyrinth in linear form. In the
third to second centuries B.C., we find the figure and the word unmis-
takably related. The meander is impressively used in a monument at
Didyma near Miletos, and in an inscription (a table of building costs)
connected with it, the word labyrinthos is repeatedly used for the struc-
ture.136 The structure recurs in two stairwells, one at either side of the
entrance to the great hall of the temple of Apollo at Didyma; they
house winding stairways leading up to the roof terrace of the temple

135 See Kerenyi, "Labyrinth-Studien," Werke, I, 226-73, in which the
mythological idea is developed. (First version: "Labyrinthos: Der Linienreflex
einer mythologischen Idee" [1941], pp. 3-29. This was the first mention in the
literature on the labyrinth of this highly instructive Ceramese example.) More
about the development of the idea in the dance may be found in "Vom Laby-
rinthos zum Syrtos. Gedanken iiber den griechischen Tanz," Werke, I, 274-83.
Additional documentation will be found below.

136 See A. Rehm, Didyma: Die Inschriften, s.v. AaPupivGoq in the index.
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[27].137 Theodor Wiegand, the archaeologist who completed the ex-
cavation, wrote that each section of stairs had its own horizontal marble
ceiling. "One such ceiling is fully preserved. It bears a meander pattern
in relief, nine meters long and roughly 10.20 meters wide, painted blue
in the hollows; brightly colored rosette patterns filled the innermost
squares and the whole rested on wall blocks bordered with cymatia
painted red and blue."138 Wiegand declares that these meander pat-
terns were "symbolic" in significance and cites Paul Wolters, another
great archaeologist, who had proved, on the basis of Attic vase paint-
ings, that the meander in the representation of the Minotaur legend
was employed as a "symbolic indication of the labyrinth."139

The use of the word "symbolic" may be misleading. Symbols de-
mand an interpretation, whereas in all these examples the meander
itself is an explanatory sign that was understood immediately. The
winding stairways leading to the temple terrace were characterized as
labyrinths by the meander pattern. Here we have at least two elements
clarifying the nature of the labyrinth: the staircase is a spiral, a wind-
ing path, and this path leads upward. Of the painted vases that Wolters
cites from the fifth and sixth centuries, three are particularly instruc-
tive. The painter Aison's bowl shows Theseus dragging the Minotaur
out from the background with the help of the goddess Athena [28].140

The meander appears not only in the vertical stripe surrounding the
labyrinth in the background, but also on the Ionic columns of a vesti-
bule evidently built in front of the labyrinth. On a black-figure cup

137 H. Knackfuss, Didyma: Die Baubeschreibung, pp. 79 ff.; pi. 85, F 327.
138 For Wiegand's description, see his Sechster vorldufiger Bericht iiber

Ausgrabungen in Milet und Didyma, p. 75.
139 P. Wolters, Darstellungen des Labyrinths, pp. 113-32; Archdologische

Bemerkungen, pp. 3-21.
140 J. D. Beazley, Attic Red-Figure Vase-Painters, p. 1174, no. 1.
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from the Athenian Akropolis, the structure suggesting the labyrinth
is adorned with running spirals in addition to the meander pattern:
they form a sculptural correspondence to the meander [29].141 A small
oil bottle from Attica [30] shows (as do other examples) how little
it took to suggest a labyrinth when the artist did not wish to draw its
ground plan, which in meander or spiral pattern would have had
to continue ad infinitum.142 The artist simply drew a kind of gate or
stele and on it painted the labyrinth sign. This idea was probably
taken from a stage design using a meander pattern on an altar to in-
dicate the labyrinth.143 By the signs—the meander or running spiral—
the audience recognized what the structure was supposed to represent.

At almost exactly the same time that the latest representatives of
this type of labyrinth were being painted—by the vase painter Aison,
for example—Sokrates, in the dialogue that Plato brought out under
the title Euthydemus, speaks (at 291 B) of the labyrinth and describes
it as a figure whose most easily recognized feature is an endlessly re-
peated meander or spiral line: "Then it seemed like falling into a laby-
rinth; we thought we were at the finish, but our way bent round and
we found ourselves as it were back at the beginning, and just as far
from that which we were seeking at first." When a dancer follows a
spiral—whose angular equivalent is precisely the meander—he returns
to his starting point. Both the spiral and the meander are to be taken

141 Wolters, Darstellungen des Labyrinths, pi. Ill; B. Graef and E. Lang-
lotz, Die antiken Vasen von der Akropolis zu Athen, I:iv, pi. 73 (no. 1280).

142 When meanders or spirals are used as signs, a more detailed classifi-
cation is not essential. For the bottle, see Wolters, Archdologische Bemerkungen,
pi. I (reproduced here in [30]). For some other examples, in addition to those
already mentioned, see Graef and Langlotz, no. 1314A; and Wolters, Darstel-
lungen des Labyrinths, pi. II.

143 R. Eilmann, Labyrinthos, pp. 60 f.; Haspels, Attic Black-Figured Leky-
thoi, p. 179, no. 2.
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as paths on which one involuntarily goes back to the beginning. Thus,
the present-day notion of a labyrinth as a place where one can lose
one's way must be set aside. It is a confusing path, hard to follow
without a thread, but, provided one is not devoured at the mid-point,
it leads surely, despite twists and turns, back to the beginning.

In Plato's Phaedo, Sokrates alludes to an image of the underworld
that was characterized by many twists and turns but also by intersec-
tions. It was "labyrinthine" in the present acceptance of the word, a
meaning which began to predominate even in antiquity. The "circuits"
in Plato's texts were later even changed to "threefold paths."144 In an
account probably originating with Plutarch, the circuits became "ardu-
ous wanderings,"145 but at the same time a way of initiation. The ex-
periences of those initiated into the Mysteries of Eleusis were merged
in literature with a labyrinthine journey to the underworld.146 In the
sanctuary of Eleusis there was not enough room for such wanderings
but at most, during the archaic period, for round dances outside the
temple. These ceased to be essential components of the Mysteries when,
after the Persian invasion, the temple was surrounded with a protective
wall that cut across the dance area.147 Regardless of whether there were
labyrinthine dances at Eleusis or whether the picture of processions
in the underworld is based on a still older and not purely Eleusinian
tradition,148 the end of the dance was good. The labyrinth suggested

144 Plato, Phaedo 108 A: the path to Hades EOIKE axicreiq -re KOCI TTEpioSouq
-rroAA&q EXEIV. For "threefold paths," see Proklos, In Platonis Rem jiublicam com-
mentarii II 85 6: Tpi65ouq. / For the Euthydemus passage quoted above in the
text, see The Collected Dialogues, p. 404.

145 StobaeilS, Anthologium V 1 0 8 9 1 6 : TrAdvoci TO uponcc KOCI -TTEpiSponai KOTTCo-

8Eiq.

146 See Kerenyi, Eleusis, p. 204, note 65. 147 Ibid., pp. 70-72.
148 The most likely explanation is a tradition of Cretan origin transmitted

by Orphic writings.
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by meanders and spirals was a place of processions and not of hope-
lessness, even though it was a place of death.

When closed the labyrinth was indeed a place of death. Figure and
word never wholly lost their funereal character, which was connected
with the legend of the Minotaur, the bull-headed, man-eating monster.
This is explicitly stated in the inscription on a mosaic representation
of the labyrinth in a family tomb in the North African city of Hadru-
mentum: Hie inclusus vitam -perd.it, "He who is confined here loses his
life." The picture is a late, complicated representation of the labyrinth:
in the center is the dying Minotaur, and outside the entrance sits
Theseus' ship [31].149 On both sides the labyrinth is framed by meander
patterns which indicate, in the ancient manner, the possibility of en-
tering and leaving. In this connection it seems worthwhile to quote
Sophokles. In a lost tragedy he calls the labyrinth achanes.150 The word
was later explained as "roofless," which may have something to do
with the fact that at Knossos a roofless dancing ground was spoken of
as a "labyrinth."151 Yet the philosopher Parmenides, a contemporary
of Sophokles, used this term for an entrance with open doors.152 And
there is nothing in the legend of Theseus to suggest that in entering the
labyrinth the hero broke open the gate that is mentioned. The meander
and spiral lines point to an open labyrinth which—if one turned at the
center—was a passage to the light.

A corridor on the ground floor of the palace of Knossos was adorned

149 Academie des Inscriptions et Belles-Lettres (Paris), Comptes Rendus
des Seances, 4th Ser., XX (1892), 319; L. Foucher, Inventaire des Mosaiques,
p. 76. For the inscription, see CIL VIII 10510.

150 Pearson, The Fragments of Sophocles, III, 141, fr. 1030.
151 Phrynichos, Praeparatio Sophistica s.v. 'Axaveq (in Bekker, Anecdota

Graeca, I, 28, 27-28).
152 H. Diels, Die Fragmente der Vorsokratiker, 28 [18] B I 18.
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with a fresco in the vestiges of which Sir Arthur Evans discovered,
and reconstructed, a complex meander pattern that ran in not only
one direction. The lines were dark red on a pale yellow background,
and they were broken after the innermost turn [32A],153 in contrast to
the running and much interwoven spirals decorating other walls.154

Like most Cretan art, the spiral decoration so frequent on Minoan
walls must be interpreted as directly relating to zoe, which suffers no
interruption and permeates all things. In the meander pattern of this
lower corridor fresco the path was represented not by the lines but by
the broad intervals. One who follows the direction of the intervals—
on the fresco—will not be diverted from the path by the interruptions,
but, as his eye moves onward, will proceed through more and more
meander patterns [32B]. In the fresco it is no longer possible to discover
an entrance or exit to the system as a whole. The explanation of the
labyrinth is Evans' own. The analogies that he discovered in Egypt,
especially on a steatite tablet from Memphis,155 are significant con-
necting links between Minoan Crete and the land of the pharaohs.
Evans also noted a similarity to the stairwells of Didyma but did not
follow this analogy far enough. The corridor at Knossos leads toward
the most important source of the palace's light: a courtyard framed
in seven columns.156 This situation tells us what da-pu-ri-to-jo meant
to the Minoans: "a way to the light."

It meant a particular, often executed linear construction forming
a delimited but not closed place or area, such as that suggested by
the locution "mistress of the labyrinth." We may think of this con-

153 Evans, Palace of Minos, I, 356-59, fig. 256.
154 See ibid., Index (1936), s.v. Spirals, in conjunction with Kerenyi,

"Labyrinth-Studien," Werke, I, 226 ff.
155 Evans, Palace of Minos, I, 359, fig. 258c; cf. p. 122, fig. 91.
156 J. D. S. Pendlebury, A Handbook to the Palace of Minos, p. 50.
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struction as an ingenious composition of endless spirals or meanders
(depending on whether the drawing is round or angular) on a de-
limited surface. There resulted a classical picture of this procession,
which originally led by way of concentric circles and surprising turns
to the decisive turn in the center, where one was obliged to rotate on
one's own axis in order to continue the circuit. The straight lines were
easier to draw, and so the rounded form was early changed into the
angular form.157 The question as to whether the entire construction
was invented in one place from which it radiated out over the whole
world or whether, like the solution to a geometrical problem, it was
discovered in several places, might be answered in both ways. In any
case, the invention may have originated in Minoan Crete.

As in the case of the meander pattern, so also in the case of this
so-called "Knossion,"158 the firm relationship between figure and word
may be regarded as the starting point of a path that surely leads back
to Crete. A late, playful example is a drawing scribbled on the wall
of a house in Pompeii. Above and beside the drawing stand the words:
labyrinthus / hie habitat / Min / otaurus.159 The drawing is angular,
executed with a rather uncertain hand, as though someone were try-
ing to show that he was capable of doing it. Greek coins from Knossos

157 How it can be constructed with the help of a certain trick may be
learned from J. L. Heller, "A Labyrinth from Pylos?" pp. 57-62. He proceeds—
as he had already done in his earlier work "Labyrinth or Troy Town?" pp. 123-
39—from the mistaken assumption that a labyrinth must be a "true maze" in
which people lose their way, and he therefore does not regard the construction
as a labyrinth. This view is confuted by the staircases of Didyma and the cor-
ridor fresco of Knossos, as well as by the concordance of the Pompeian graffito
with the Greek coins from Knossos.

158 The word seems to be employed by goldsmiths. I borrow it from a
specialist in that field.

159 CIL IV 2331, and pi. XXXVIII 1.
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bear the figure relatively late, but still early enough to prove that the
invention of this construction was regarded there as national prop-
erty. The angular form makes its first appearance on the coins from
the fourth century B.C., and only later, on those from the second cen-
tury B.C., does the rounded form appear, as though in an effort to recall
the dance figure.160 As movement—not of dancers, to be sure, but of
riders—the same figure is attested in Etruria by the drawing on a small
seventh-century B.C. vase, a wine pitcher from Tragliatella.161 When
the Parthenon was roofed, roughly between 450 and 400 B.C., the an-
gular figure was scratched into a tile on the left gable "by a playful
hand" [33].162 Here we find further proof that the sign was regarded
as a good omen and appropriate to the higher region into which a tem-
ple roof juts.

Playfully, and assuredly more as a sign of good fortune than of
bad, the Knossion was drawn as early as 1300 B.C. on a soft clay tablet
at Pylos [34].163 A palace scribe who took delivery of animals was amus-
ing himself with it when goats were handed over to him by various
persons. In his warm hand, the figure, already scratched into the tablet,
was somewhat compressed. Thus, as a mere toy, or at most as a super-
stitious game, the figure existed at the end of a cultural period begin-

160 For the angular form, see W. Wroth, Catalogue of the Greek Coins of
Crete, pi. V 12, pi. VI 3 11-18; and J. N. Svoronos, Numismatique de la Crete
Ancienne, I, pi. V 19 and 22, pi. VI 1-9 and 15-16. For the rounded form, see
Wroth, pi. VI 5; Svoronos, pi. VI 18.

161 On the wine pitcher of Tragliatella, where truia as the name of the
labyrinth may be read on the coils, see W. Helbig, Fiihrer, pp. 341 ff. Accord-
ingly, in my "Labyrinth-Studien," I termed this type of labyrinth drawing the
"Tragliatella type."

162 E. Buschor, Die Tonddcher der Akropolis, I, 45; see also Heller, A]A,
LXV (1961), pi. XXXIII 10,

163 Pylos Cn 1287. See M. Lang, "The Palace of Nestor Excavations of
1957, Part II," pp. 183, 190, and pi. XLVI (reproduced here in [34]).
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ning in Crete and also embracing Pylos. The honey offering given to
the "mistress of the labyrinth" carries the style of a much earlier pe-
riod: that stage in which Minoan culture was still in contact with an
"age of honey." In the history of civilization, honey offerings and dances
go hand in hand as forms of myth and cult, even when they survive
in a mature high culture. This culture preserved them from its own
beginnings. The intervals in the Knossion, which, if it was a dance
figure, must originally have been rounded, were the paths of the danc-
ers who honored the "mistress of the labyrinth" with their movements.
The dancing ground, on which the figure of the dance was drawn,
represented the great realm of the mistress.

For the dancing ground Homer is our source, but I believe we have
another in the small clay tablet from Knossos. In the Iliad (XVIII 590-
93), the dancing ground that Hephaistos "with rich and varied art"
(poikille) incised on Achilles' shield is compared with the one Daidalos
built at Knossos for Ariadne. Ariadne is described as a girl "with beau-
tiful braids of hair," an ornamental epithet that Homer confers more
often on goddesses than on common girls. According to the Odyssey
(XI 321-22), Ariadne was a daughter of the "evil-plotting Minos"—an
epithet that presupposes the labyrinth as a place of death. Ariadne,
the king's daughter, was mortal, since she was killed by Artemis. She
committed the sin of following Theseus, the foreign prince. Homer
knew the story of how the hero and his band of seven youths and seven
maidens were rescued by means of the famous thread, which is held
in the hand in executing the difficult dance figure [35].164 The thread
was a gift of Ariadne, and it was she who saved Theseus from the

164 This can be seen on the relief pithos from the seventh century B.C.
shown in [35]. For text concerning it, see Kerenyi, "Vom Labyrinthos zum Syr-
tos," Werke, I, 274-88.
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labyrinth. Even in this story, which has become so human, Ariadne
discloses a close relationship, such as only the Minoan "mistress of the
labyrinth" could have had, to both aspects of the labyrinth: the home
of the Minotaur and the scene of the winding and unwinding dance.
In the legend the Great Goddess has become a king's daughter, but
there can be no doubt as to her identity. In the Greek period of the
island she bore a name—although, as we shall soon see, she also had
others—that is not a name at all but only an epithet and an indication
of her nature. "Ariadne" is a Cretan-Greek form for "Arihagne," the
"utterly pure," from the adjective adnon for hagnon.165

Still another mythical name, "Daidalos"—which likewise was not
originally a proper name—is connected with the two aspects of the
labyrinth: prison and dance ground. According to Homer, Daidalos
built the dance ground for Ariadne with consummate skill (eskese).
The word daidallein, synonymous with poikillein, might have been
used for this skillful building—a tautology if the master's name was
given. For the entire Greek tradition Daidalos was the builder of the
Minotaur's house, in which Daidalos himself was later confined and
from which he escaped through his invention of flying.166 According to
a tale that Sophokles used in a tragedy, Daidalos solved a difficult prob-
lem connected with the spiral: he drew a thread through the convolu-
tions of a snail shell.167 This he did by fastening the thread to an ant
which proceeded to crawl through the shell. This story, the style of
which shows it to be one of a number of picaresque tales older than

165 Hesychios s.v. 'A5v6v. This cannot be a late invention, because the
transition from dn to gn occurs; at most it represents a "hypercorrect pronuncia-
tion," according to H. Frisk, Griechisches etymologisch.es Worterbuch, I, 21.

166 See Kerenyi, The Heroes of the Greeks, p. 231.
167 Pearson, The Fragments of Sophocles, II, 3 ff.
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Homer,168 is based on the original form of the labyrinth. For Homer
there were many daidala, even apart from Daidalos. Every skillfully
performed piece of workmanship was a daidalon. This adjective, ap-
plied to objects made with skill, preceded the other forms of the word.
The masculine and feminine, daidalos and daidale, are derived from
it, since the word connotes a characteristic of a thing, or rather of
many things, of all daidala. "Daidalos" and "Daidale," as names re-
spectively of a mythical master and a goddess, were not early divine
names. They were products of a living mythology, but not of the ear-
liest Mediterranean mythology or that which the Greeks had brought
with them to Greece.

There was a community whose members called themselves "Dai-
dalidai," "descendants of Daidalos," and they probably observed a cult
of the hero Daidalos. Yet it does not seem likely that Knossos, at the
time of the stone tablet showing a derivative of the word but not neces-
sarily of the name, had a shrine of Daidalos. The tablet is a register
of oil deliveries; on it is written da-da-re-jo-de.169 Two transliterations
are possible: Daidaleionde and Daidaleonde.1™ The first would pre-
suppose a kind of cult site devoted to Daidalos, whereas the second does
not require this unlikely assumption. "Into the Daidaleon" as the desig-
nation of a place need not derive from the proper name "Daidalos,"
but could come from the simple adjective daidalon. "Daidaleon" might
also signify an artificially or artistically constructed place, an edifice
that was only later attributed to the Athenian architect. It was either
the house of the Minotaur or a dance ground. It is doubtful that anyone

168 J. Toepffer, Attische Genealogie, pp. 165 ff.
169 Knossos Fp 1.3; see Ventris and Chadwick, Documents, pp. 305-307.
170 On AaiSdAeov 8e see Kerenyi, "Moglicher Sinn von di-wo-nu-so-jo und

da-da-re-jo-de," pp. 1021-26.
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ever saw a prisonlike building attributed to Daidalos, but it is not im-
possible.171 It is more likely that the ruins of the palace of Knossos or
one of the numerous Cretan caves was interpreted—as has been done
by certain modern observers172—as the labyrinth of the Theseus legend.
The only alternative would be a dance ground, a place for cult dances
erected on a solid foundation,173 to which the contributions of oil were
delivered.

The mistress whose realm this edifice represented in abbreviation,
as it were, stood in a strange relationship to Dionysos. For Homer,
Ariadne was something more than a daughter of Minos who followed
Theseus to Athens and was killed by Artemis (Odyssey XI 321-25).
This occurred on the little island of Dia, within sight of Crete, at the
behest of Dionysos (line 325):

Atrji ev &(Ji<pipuTr|i Aiovucrou napTuptr|io'iv.

The word martyriai means that Dionysos called upon Artemis—as
men call a god or the gods to witness when wrong is done them—to
see what was happening. When Artemis saw Ariadne fleeing with the
stranger, she punished her with death. Ariadne's flight had been a
break with the sphere of power in which Dionysos was the great god,
above even the "mistress of the labyrinth." Ariadne belonged to Diony-
sos, as maiden or wife. If her flight had not also been a sin against the
feminine sphere, Artemis would not have been summoned. The ques-
tion arises, What was Ariadne? What do we know of her and what did

171 The report of Philostratos, De vita Apollonii Tyanei IV 34 is legendary,
and even if it were not, we have no way of knowing what was shown at Knossos
as a labyrinth in the first century A.D. Possibly it was a dance ground.

172 Faure, Fonctions, pp. 166 ff.
173 Evans discovered the representation of such a dance ground in a fresco

of the palace of Knossos; see Palace of Minos, II, 23, 8; III, 66 f., and pi. XVIII.
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her thread lead to?, if we penetrate to the core of the traditions which
the Athenian, humanized version of her mythology cannot entirely
conceal. These traditions prevailed south of Athens, and Ariadne's
thread would seem to lead to the very heart of the Cretan religion.

The Attic hero mythology observed the boundaries of the special
divine realm that came to Athens from the south. From that realm
Theseus was not permitted to bring anything that was not in full radi-
ance. According to one tradition, Theseus abandoned Ariadne because
he was consumed with love for Aigle,174 a girl whose name means
"light." According to another tradition, he later married Ariadne's
sister Phaidra from Crete,175 who (at least according to her name) glit-
tered brightly. According to Kleidemos, the Athenian historian, Theseus
made peace with Ariadne when, after the reigns of Minos and his son,
she became queen of Crete176—a humanized version of the fact that
the "mistress of the labyrinth" was the true divine queen of Crete.
According to the tradition of the Oschophoria, a feast of the ripe grapes
held in the seaport of Phaleron, Theseus was the first to celebrate this
Dionysian rite of thanksgiving in honor of the gods who had protected
him on his flight from Greece. Athena and Dionysos protected Theseus
from the danger of fully mastering Ariadne and taking her home as
his wife [36].177 Dionysos and Ariadne, who was also thanked,178 re-
leased him from their sphere. This sphere was present wherever death

174 Plutarch, Theseus XX 2.
175 Plutarch, Theseus XXVIII i; Diodorus Siculus IV 62 1.
176 Plutarch, Theseus XXVIII 1; Kleidemos, fr. 17, in Jacoby, FGrHist.
177 This is shown by such vase paintings as those on the hydria of the

Syleus painter, Berlin F 2179, in Kerenyi, The Gods of the Greeks, pi. XVIB; on
a calyx krater in Syracuse by the Kadmos painter (in Beazley, Attic Red-Figure,
p. 1184, no. 4) ; and on a calyx krater in Taranto (see [36]).

178 Plutarch, Theseus XXIII 4: Aiovuacoi KCCI 'ApidSvtii xapî opevot (after De-
mon, the Athenian historiographer, fr. 6, in Jacoby, FGrHist).
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and the tomb were elements in the cult of Ariadne. A tomb of Ariadne
was shown in Argos: in reality, no doubt it was an altar where offerings
were made to her as a subterranean goddess. The place itself was a
subterranean sanctuary of Dionysos Kresios,179 whose name—"Dionysos
the Cretan"—says clearly that we are in the sphere of the Cretan Dio-
nysian religion.

Homer largely shared the attitude of the Athenians toward this
sharply delimited sphere.180 According to the lines he devotes to Ari-
adne in the vision of departed heroines in the Odyssey (XI 321-25),
she was the unfaithful betrothed of a god. These lines should be inter-
preted as follows: "The god must have had a claim on Ariadne, for the
story corresponds exactly with the story of the death of Koronis, who
was also shot by Artemis, and this at Apollo's instigation because
she had betrayed the god with a mortal lover. . . . Koronis dies even
before she gives birth to Asklepios, but Ariadne, according to the legend
of her Cyprian cult, is said to have died in childbirth."181 The parallel
can be carried still further. Though according to her name she was a
"dark crow-virgin," Koronis had another aspect. She also bore the name
"Aigle," like the daughter of Panopeus (the "all-seeing," a second Ori-
on).182 Theseus loved Aigle so passionately that he left Ariadne for her.

On the strength of these parallels, and also on other grounds, we
may assume that in one aspect of her being Ariadne was a dark god-
dess. Among the Greeks the epithet "utterly pure" was attached pre-
eminently to Persephone, the queen of the underworld, although other

179 Pausanias II 23 8.
180 It has been noted that in this passage on Ariadne, Homer actually uses

the name "Dionysos" in Attic form (Odyssey XI 325).
181 See Otto, Dionysos, p. 57; before him, L. Preller, Ausgewdhlte Auf-

sdtze, p. 294.
182 Anthologia Palatina VII 578; R. Hanslik, "Panopeus," col. 649.
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goddesses also were termed hagne. What seems significant here is the
intensive contained in the first part of the name. A similarly accented
attribute completed Ariadne's character and provided another aspect.
The Cretans also called her "Aridela," "the utterly clear,"183 just as they
also called Koronis "Aigle." She could appear "utterly clear" in the
heavens. The lunar character of Ariadne can no more be doubted
than that of the crow-virgin, mother of Asklepios, who was able to shine
like light. In the case of Koronis this view is supported by the fact that
in her mythologem the crow was originally white and then turned to
black—a widespread mythological expression for the darkening of the
moon.184 In the case of Ariadne signs on coins suggest a connection
with the moon.

Coins from Knossos dating from the fifth century B.C. on show a
strange labyrinth design: it consists of four meander patterns joined
like the wings of a windmill or the four arms of a cross. The center is
not always filled, as though the makers of the coins were uncertain
as to how much it was permissible to say about the core and content
of the labyrinth. In the oldest pieces of this type, the reverse of the
coin, which was on top in the printing process, shows the Minotaur
in Knielaufschema, while the obverse has a rosette at the center of the
four meanders.185 The Minotaur was soon replaced by the head of a
goddess, usually crowned with a wreath of grain.186 Anywhere else she
must have been named Persephone or Demeter, and perhaps she bore

183 Hesychios has 'Api6nXav, according to the best codex and in the correct
alphabetical order. This was replaced by an arbitrary conjecture in Kurt Latte's
1953 edition of Hesychios.

184 See Kerenyi, Asklepios, p. 93; p. 124, note 16.
185 Wroth, Greek Coins of Crete, pi. IV 7; Svoronos, Numismatique, pi.

IV 23-25.
186 Wroth, pi. IV 10-13; Svoronos, pi. IV 1-11.
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one of these names at Knossos as well—but it is certain that she was
also Ariadne, mistress of the labyrinth, for her head was framed in a
running square meander pattern suggestive of the labyrinth.187 The
same framing was done to a bull's head.188 This sign language is plain.
To the labyrinth belonged its mistress or the Minotaur—or both. The
connection between Ariadne on one face of the coin and the labyrinth
sign on the other is made still clearer when the meander quaternion
embraces a sickle moon.189 This sign has no other implication in the
myth whose abbreviations appear on coins from Knossos. It is a small
view of the nocturnal world on the face of the coin that lay downward
in the printing process and is, as it were, oriented downward: a totality
that came into being through the combination of the four meander
patterns with the round surface of the coin.190 This view of the world
became still more complete when astronomical signs were added be-
side the four meander patterns: one or two sickle moons—one waxing
and one waning—and in the middle, inside the labyrinth, a star.191

"Minotauros," "the bull of Minos," was not a true name. For the in-
habitant of the labyrinth the names "Asterios" and "Asterion" have
come down to us, both synonymous with aster, "star."192 They also be-
came names of the first Cretan king, who received Europa, the beloved
of the bull-formed Zeus.193 No Greek myth attaches to these names. No
luminous aspect of the Minotaur was accepted by the Greeks outside
of Knossos, but the Knossos coins bear witness to a star in the laby-

187 Svoronos, pi. IV 34.
188 Wroth, pi. V 1; Svoronos, pi. V 1.
189 Wroth, pi. IV 12; Svoronos, pi. V 2.
190 See Kerenyi, "Arethusa," Werke, I, 210 ff.
191 Wroth, pi. IV 13; Svoronos, pi. V 3, 4, 7.
192 Asterios: Apollodoros, Bibliotheca III 1 4. Asterion: Pausanias II 31 1.
193 Scholium on Homer, Iliad XII 292; Apollodoros, Bibliotheca HI 1 2.
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rinth, to the lunar nature of Ariadne, and to an identity which justifies
us in regarding "Persephone" as a possible name for the "mistress of
the labyrinth," and not just because of her attribute of utter purity.

The parallel with Xoronis, who gave birth to a god—Asklepios, who
flared up194 and healed but was also surrounded with darkness—has led
us to the mythologem of the birth of Dionysos. The Cyprian myth is
the strangest among the stories of the death of Ariadne, stranger than
either that of Homer, in which Artemis kills her, or another in which
she hangs herself in Crete and in this way suffers a gruesome Artemis-
like death. (One of the goddess' names was "Artemis Apanchomene,"
"hanged Artemis.")195 In the Cyprian version, Ariadne's death in child-
birth forms the core of a twofold parallelism: one with the death of
Koronis, who was already lying on the pyre when Apollo took his son,
the little Asklepios, out of her womb,196 and the other with the prema-
ture labor of Semele, who, set on fire by Zeus' lightning, gave birth to
Dionysos in the seventh month of her pregnancy.197 Ariadne did not
give birth, but was buried with the child in her womb by the women of
Amathus in a sacred grove, which from then on belonged to her as
Ariadne Aphrodite.198 Outside of Crete she took the form of the Great
Goddess of love. In the Athenian view it was Aphrodite who helped

194 See Kerenyi, Asklepios, p. 41.
195 Plutarch, Theseus XX i; Otto, Dionysos, p. 188. See further ch. IV,

at note 79.
196 Pindar, Pythia JII 38-44; see also Kerenyi, The Gods of the Greeks,

p. 144 (Pelican edn., p. 127).
197 Ovid, Metamorphoses III 308-12; Hyginus, Fabulae 179. Concerning

the seven months, see Diodorus Siculus I 23 4; Lucian, Dialogi deorum XII (IX)
2. This story was encountered in the folklore of Thrace by R. M. Dawkins, "The
Modern Carnival in Thrace," p. 196. The tale is decisive because there was also
a mythological tradition concerning the premature birth of Apollo, whose sacred
number was seven.

198 Plutarch, Theseus XX 3-4, citing the historian Paion of Amathos.
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Theseus out of the labyrinth,199 but it is not quite clear whether she
guided Ariadne by her power or whether the hero met the goddess
embodied in the queen's daughter. On Delos, however, a legend was
preserved to the effect that Ariadne—evidently representing Aphrodite
—gave Theseus a statue of the goddess and that the figure of the laby-
rinth was danced by the rescued youths and maidens as this statue
was being set up.200 Thus, even when she was honored by the labyrinth
dance outside of Crete, the "mistress of the labyrinth" always re-
mained within the sphere of the Cretan Dionysos. She carried her child
with her into the underworld. Was she "a mortal Aphrodite"201 who
died with her unborn child? This would be rather more than the hu-
manization of a myth; it would be a realistic invention which, though
pointless, had become a cult legend, a myth! Ariadne not only mir-
rored Great Goddesses like Artemis, Aphrodite, and Persephone,202 she
was Persephone and Ariadne in one person. It may be supposed that
she gave birth in the underworld, and we are entitled to inquire after
the child.

Both Koronis and Ariadne were former Great Goddesses who be-
came earthly women. A proof of this is that they bear two names, which
mortal girls do not. Semele, whose name is Phrygian and in Phrygia
belonged to a goddess of the underworld,203 may have experienced a
still more far-reaching humanization. Her myth is the Theban version
of the birth of Dionysos and contains the significant motif of birth in

199 Plutarch, Theseus XVIII 2. 200 Ibid., XXI1.
201 Otto, Dionysos, p. 185. 202 Ibid., p. 184.
203 See P. Kretschmer, "Semele und Dionysos," pp. 17 ff. Kretschmer's only

mistake was to suppose that "Semele" signified "earth goddess" in the same mas-
sive sense signified by "Ge." In formation the name "Semele" was an adjective
similar to chthamale and in the myth of Dionysos must be rendered "Chthonia."
See Kerenyi, "Miti sul concepimento di Dioniso," pp. 1 ff.
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death as clearly as does the story of Koronis. Here it is connected with
the no less important motif, characteristic of Dionysos, of premature
birth. The god of zoe was the only one among the gods who came into
the world as an embryo, as a being whose first movement in the womb
was the most direct manifestation of life, something which only women
can experience. If Ariadne gave birth and her child did not remain in
the underworld, this too was a premature birth in a sense. It is certain
that in some form of the Cyprian myth her child was not nameless. In
myth there is no such thing as pregnancy without birth, and the child
never remained unnamed, regardless of whether it was to belong to
the mythology of the gods or that of the heroes. In the various tales,
Ariadne gave birth to various Dionysian children. She even bore The-
seus a child, and this was the extreme humanization—in fact, the utter
secularization—of the myth.204 All these children were distinctly earthly
beings, in some way connected with viticulture, as for example was
Staphylos, "the grape." None of them was subterranean. A birth in
death is something that must be termed "mystic" in the ancient sense,
since the Mysteries of Eleusis revolved around such a birth.205 How
much more "mystical" it was if Ariadne was impregnated by Dionysos,
as Koronis was by Apollo, and if, like Semele, she gave birth to Diony-
sos! Such a widening of the "ancient mystic" realm must be taken into
consideration.

The Homeric version of the death of Ariadne becomes fully com-
prehensible only if there was between her and Dionysos the closest
relationship possible between man and woman. Artemis, who punishes
women for their lost virginity with labor pains and the danger of death

204 Plutarch, Theseus XXI 1, after Ion, the poet of Chios who carried on
the Athenian tradition.

205 See Kerenyi, Eleusis, pp. 93 f.
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in childbirth, appeared when Ariadne, who in Greek mythology was
before all other women the woman of Dionysos, was about to escape
from his sphere and cease to be his possession. Consequently, in his
Theogony, Hesiod, correcting Homer, tells us of the mercy of Zeus,
who granted Ariadne immortality and eternal youth.206 In Euripides'
Hippolytus, Ariadne's sister Phaidra calls her "wretched" (talaina)
because for love of Theseus she had sinned against her father and
brother, Minos and Minotauros, and yet she is the "wife of Dionysos/'207

It is this attribute, which for Homer was the explanation of her death,
that became the solution of the dramatic involvement in the later,
universally known myth. For the entire ancient world, which had for-
gotten the original Cretan myth, the marriage of Dionysos and Ariadne
was the fulfillment and apotheosis of an earthly woman. Theseus
abandoned Ariadne on a small island, little more than a rock, while
she was sleeping, and Dionysos merely awakened her from a deep sleep.
From the god she received the wreath that gleams in the heavens as
the "wreath of Ariadne," the corona borealis.208 Like the journey to
the heavens following marriage, this transfer of the wreath to the sky
is a vestige of Ariadne's original connection with the heavens. Not in
all the stories, however, did she receive the wreath on the island of Dia
where Dionysos found her.209 In one version the wreath was the price
for which Ariadne allowed herself to be seduced by Dionysos, and the

206 Hesiod, Theogony 947-49.
207 Euripides, Hippolytus 339.
208 This is true even if a poet—Aratos in Phaenomena 71 2—takes account

of Homer and employs an ambiguous turn of phrase: o%a <5nroixoiiEvnq 'Aptd6vnq.
(In the version of Germanicus [72], it is: tune illi Bacchus thalami memor addit
honorem.)

209 Hyginus, Astronomica II 5. According to the poem that Hyginus used
as a source, all the gods appeared at the wedding on Dia. Aphrodite's gift was
the wreath with the hours.
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wreath already gleamed in the labyrinth.210 The memory of a Cretan

marriage is preserved by the orator Himerios (fifth century A.D.), who

drew on an unknown author. "In Cretan caves," he tells us—and per-

haps this latest account preserves the earliest version of the story—

"Dionysos took Ariadne to wife."211

The love of Zeus for Semele is radically humanized. In an older

version of the story of the birth of Dionysos, Persephone is seduced

by her own father. This version appeared until late antiquity in the

didactic poems of the Orphics, but in the first century B.C. the his-

torian Diodorus Siculus states expressly that this was the Cretan ver-

sion. The vacillation between Persephone and Demeter, preserved in

Diodorus, corresponds to the equally vacillating iconography of the

Knossos coins, which show a Demeter-like head of Persephone in con-

nection with the labyrinth.212 Here we have an allusion to the so-called

Orphic story of the god's birth, known to us as the birth of Zagreus.

This myth seems to differ from the Theban myth of the god's birth even

in the person of the mother. Elsewhere the Cretan Dionysos was char-

acterized by his relation to Ariadne; here we find an equally charac-

teristic relation to Persephone, goddess of the underworld. This would

be known to us even without the testimony of Diodorus and even if

it were not made clear by the content and style of the myth.

According to the Cretan historians whom Diodorus follows, Diony-

sos was first and foremost the wine god and was born on Crete to Zeus

and Persephone. Diodorus adds that it was Dionysos who, according

to the tradition of the Orphic mysteries, was torn to pieces by the Ti-

210 Epimenides, in Diels, Die Fragmente der Vorsokratiker, 3 [68] B 24;
Hyginus, Astronomica II 5.

a n Himerios, Orationes IX 5.
212 See above, ch. Ill, at notes 186,187.
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tans.213 Another passage makes it clear that the Cretans cited by Dio-
dorus sometimes called Dionysos' mother "Persephone" and sometimes
"Demeter."214 The myth itself is in an excerpt from a lost Orphic
theogony, cited by Athenagoras, the Christian Apologist.215 The seduc-
tion of Persephone by her father who came to her in the form of a
snake is mentioned by Ovid in the Metamorphoses, at the end of a list
of Zeus' love stories. "In the form of a glittering serpent [he deceived]
the daughter of Deo," varius Deoida serpens.216 These three words con-
tain two of the three earliest elements of the original myth, the two
that are absolutely archaic: incest and the snake.217 Deo—Demeter as
mystery goddess—replaced the third element which is archaic only in
a relative sense, that is, in relation to the religious history of Greece.
The other two motifs are archaic everywhere and at all times, regard-
less of context. Throughout Greek mythology Demeter is one of Zeus'
wives, the mother of Persephone,218 but nowhere is there a correspond-
ing mythologem—a story connected with a cult—about their marriage.
Demeter's marital relation with Poseidon, concerning which there is a
mythologem,219 was fundamental to her person; her connection with
Zeus was not. Here she takes the place of Rhea, in both qualities of
the Minoan Great Goddess: first as mother, then as wife. The Orphic

213 Diodorus Siculus V 75 4. 214 Ibid., Ill 64 1.
215 Athenagoras, Libellus pro Christianis 20; Orpheus, fr. 58, in O. Kern,

ed., Orphicorum fragmenta.
216 Ovid, Metamorphoses VI 117. Varius is the translation of aToAoq, which

could also be interpreted as -n-oiKiAoq but more likely signifies the swift movement
of the snake. "Deo" is the mystical name of Demeter.

217 See Kerenyi, "Miti sul concepimento di Dioniso," pp. 1 ff., and "Die
Schichten der Mythologie und ihre Erforschung," pp. 637 ff.

218 Hesiod, Theogony 912.
219 Pausanias VIII 25 5; see also Kerenyi, The Gods of the Greeks, p. 185

(Pelican edn., p. 163).
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theogony preserved this historically probable event: "After becoming
the mother of Zeus, she who was formerly Rhea / became Deme-
ter. . . ."220

Along with the absolutely archaic elements, Athenagoras, who
likes to dwell on the incestuous dealings of the old gods, preserves the
one element that is only relatively archaic: the mother-daughter rela-
tionship between Rhea and Persephone. He does not intercalate Deme-
ter as daughter of Rhea and mother of Persephone (by Zeus). Vestiges
of the original relationship were also preserved in the best Greek tradi-
tion, in the Homeric Hymn to Demeter and in Euripides.221 In Athenag-
oras we read: "Since his mother Rhea forbade the marriage he desired
[Zeus with Rhea], he pursued her. After she had turned herself into a
serpent, he did likewise and, entwining her in a so-called Herakleotic
knot, entered into union with her. The sign of this form of union is
the staff of Hermes. Afterward he entered into union with their daugh-
ter Persephone [daughter of Rhea and Zeus] by taking the form of a
serpent and raping her. She bore him Dionysos."

The Orphic author from whom the Christian Apologist takes the
myth (no doubt coarsening its style) is the source of the interpolated
learned remarks about the Herakleotic knot and the two snakes on the
staff of Hermes. These scholarly notes show that the author was work-
ing with ready-made material. He tries to explain the unfamiliar by
the familiar: the form of the union between Zeus and Rhea by the
"Herakleotic knot"—with which his readers had apparently been made
familiar by wrestling exercises in the palaestra—and by the staff of

220 Orpheus, fr. 145, in O. Kern, ed., Orphicorum fragmenta.
221 The Homeric Hymn to Demeter 469; Euripides, Helen 1307. See also

Kerenyi, Eleusis, p. 44. / For the Athenagoras passage cited in what follows, see
Libellus pro Christianis 20.
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Hermes. With this example, to be sure, he shows the characteristic
Orphic taste for the archaic, a taste to which we also owe the story of
the mead of Kronos. The source of this highly archaic ready-made ma-
terial can be stated with certainty: Minoan Crete.

Three elements of the tradition that lead us to Crete are: the cult
of Rhea, the characteristic role of the snake in the religion of the Mi-
noan period, and the express testimony that Persephone conceived and
gave birth to Dionysos on Crete. The uncertainty as to the names of
the gods further increases our certainty that this was a Cretan myth.
In the Minoan period Rhea's husband could scarcely have been named
"Zeus," and her son could scarcely have borne a name containing the
element "Dio-." The names are not decisive; in a later phase of the
Minoan religion they may have been substituted for other names. We
also do not know whether the true name of Ariadne and Aridela on
Crete was the same as that of the underworld goddess of Attica, that
is, "Persephone." Even in Olympia, Zeus took the place of a snake
god.222 The Cretans of the Greek period spoke of a Zeus of their own,
stressing the Cretan mythologem of his birth by the use of the epithet
"Kretogenes," "he who was born in Crete."223 By this they meant the god
born in a Cretan setting that included the cave. If we drop the Greek
names "Zeus" and "Dionysos," there remains the great anonymous
snake god who, according to the late testimony of Himerios, held his
marriage "in Cretan caves."

Less archaic than the seduction by a snake was the universally
known myth of the rape of Persephone. "Hades," "Plouton," or the

222 He was given the cover name "Sosipolis," "savior of the city"; see
Pausanias VI 20 2-3. See also L. R. Farnell, The Cults of the Greek States, II, 612.

223 Evidence is the inscription in Latos, in H. Collitz and F. Bechtel, Samm-
lung der griechische7i Dialekt-inschriften, III, no. 5075, 74.
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"subterranean Zeus" were only cover names for the ravisher. Funda-
mentally he too was a great anonymous god. To the version in which
the scene of the rape was Sicily, Nonnos in his Dionysiaka appended
an account of the snake marriage.224 Demeter leaves Crete with her
virgin daughter Persephone and hides her in a cave near the spring of
Kyane. Thither comes Zeus, the bridegroom in the form of a snake:

. . . through marriage with this heavenly dragon
Persephone's womb became fruitful, prepared
To give birth to Zagreus, the horned infant.

Aischylos bears witness to the contradictory identity of Zagreus, on
the one hand with a "subterranean Zeus," on the other with his sub-
terranean son. "Zagreus," "he who captures alive," was also a cover
name, a circumlocution for a great god, in fact the greatest god of all
time. He visits his hidden daughter in a cave, and she bears him to
himself as his own son. The "mystic" feature which we have presup-
posed in the relationship between Dionysos and Ariadne here appears
in an archaic myth in which generation and birth never go beyond the
same couple. Taking his mother or daughter to wife, the son or hus-
band begets a mystic child who in turn will court only his mother. To
such involvements the snake figure is more appropriate than any other.
It is the most naked form of zo'e absolutely reduced to itself. Rhea,
the Great Mother, assumes it for the original generation of her son,
but this form is eminently suited to a male, a son and husband, who
forces his way uninterruptedly down through the generations of moth-
ers and daughters—the generations of living beings—and so discloses
his continuity just as zo'e does. Individual snakes were ritually torn

224 Nonnos VI120-65.
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to pieces, but the snake, the genus as a whole, was indestructibly pres-

ent, bearing witness to the indestructibility of life in what was, in a

manner of speaking, its lowest form.

Here we have recaptured the first act of a mythical drama that must

be assigned to Minoan Crete and discloses a style more ancient than

the culture of the palaces. The child in whose birth this first act culmi-

nates is horned; the bull, either as such or in a partly human form,

dominates the second act. The ritual form of this act, the rending of

a bull or some other horned sacrificial animal, most often a he-goat,

became a Dionysian sacrifice. This sacrificial act, with all the details

representing the indestructibility of life amid destruction, can be re-

constructed: it gave rise to Greek tragedy and remained throughout

antiquity the least striking, but most universal, of Dionysian rites.225

A similar ceremony probably was performed in Minoan Crete. Two

essential elements permit this assumption: that we have it on good

authority that unlikely as it may seem a whole bull was torn to pieces

at a feast of Dionysos held every second year; and that this was re-

garded as a characteristic Cretan sacrifice.226 Representations of bulls

or cows play a prominent part in Cretan art, as do three other motifs

that have already been discussed: woman, snake, and drinking horn

with the bull's head. It has been argued that the bull cannot have rep-

resented a bull god on Crete because in most representations the bull

is too passive to embody a god. In this connection, seals are of para-

mount interest. About them it has been observed that "there are not a

few which are among the most beautiful of their kind. They represent

225 See the section on "The Mystical Sacrificial Rite" in ch. V, below. See
also Kerenyi, Der friihe Dionysos, pp. 33 ff., and Streifziige, pp. 53 ff.

226 On the Cretan rite of tearing a live bull apart, see above, ch. Ill, at
note 113.
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the bull in his peaceful existence, striding, grazing and resting, in
extreme danger, pursued by beasts of prey, attacked, torn to pieces,
and, finally, in the throes of death."227 This is precisely what happened
in the great Dionysian sacrifice, where the sacrificial animal repre-
sented a suffering, dismembered god.

The birth of a bull child, whose fate was no different from that of
a sacrificial animal, was taken over by Greek hero mythology as an
element of the all-too-human story of the Cretan king's daughter and
her mother. In Greek mythology Hera and Hebe, but more especially
the "two goddesses of Eleusis," were also mother-daughter dualities,
in which the daughter was merely a detached half and younger repeti-
tion of the mother. In Eleusis the two goddesses were named "Demeter"
and "Kore," or, to call the daughter by a more secret name, "Demeter"
and "Persephone." Originally they were undoubtedly "Rhea" and "Per-
sephone." As the Persephone of the original Cretan myth, Ariadne
must surely have been the daughter of Rhea. It was only in the hu-
manized version of the myth that she acquired Pasiphae as a mother.
Here again we have a mother-daughter duality in the Greek, style; like
Hera and Hebe or Demeter and Persephone, the two were almost or
wholly identical. The name Pasi-phae is just as transparent as Ari-dela
and means "she who shines for all," which can be said only of the
full moon in the sky.

The snake marriage was discarded, replaced by love for the bull.
It was an extraordinarily beautiful bull,228 but it was an animal, not
merely—as in the case of Zeus who assumed the form of a bull in or-
der to seduce Europa—a god in disguise! The identity of zoe in the

227 F. Matz, "Minoischer Stiergott?" pp. 220 f. / On the mother-daughter
duality discussed below in the text, see Kerenyi, Eleusis, pp. 27 ff.

228 Mythographi Vaticani, I, 47.
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lowest and in a higher animal world, in the snake and in the bull, was
also embodied in a more secret myth. The content of this myth was
in turn framed in a mystic formula which may have been sung by the
initiates in the corresponding mysteries and which served as a pro-
fession of faith and word of recognition (symbolon). In the form re-
corded in the Christian texts, through which it is known to us, it might
be attributed either to the mysteries of Dionysos or to those of Sabazios.
Even in the latter case, it may have been Cretan in origin and trans-
mitted to the Greek mainland by way of Asia Minor. The formula
diverges from the original Cretan Dionysos myth in introducing a
cycle: the begetter alternately takes the forms of bull and snake. This,
at least, was how the Christians who explained the symbolon and how
the Latin translators understood it:

taurus draconem genuit et taurum draco.

The bull is father to the snake and the snake to the bull.220

In Greek the line runs:

TOCUpOS SpOCKOVTOS KOU TTOCTI^p T O U p O U SpOCKCOV.

It also can be interpreted as in the Latin version, or tautologically, as
follows: "The bull is the son of the snake and the snake is the father
of the bull." Compared with myths in which snake and bull engender
one another, or in which a snake merely engenders a bull, Pasiphae's
love affair with a bull, which produced the Minotaur—half man, half
bull—is considerably "humanized." The Minotaur of the older myth
was bull and star at the same time. If he lived in the labyrinth, he lived

229 A. Dieterich, Eine Mithrasliturgie, p. 215. For the Greek, see Firmicus
Maternus, De errore XXVI i; for the Latin, Arnobius, Adversus nationes V 21.
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with the "mistress of the labyrinth," his mother, the queen of the un-
derworld; he lived in the underworld, to be sure, but not in a place
from which there was no issue.

In Minoan Crete the star whose early rising was celebrated in con-
nection with honey, wine, and light was Sirius. Here a duality and
parallelism may be observed. The star appeared in the sky; the light
emerged from a cave. The festival of the light in the cave was a mystery
rite. It has been possible to date this festival, but not the remaining
elements. At Knossos the way to the "mistress of the labyrinth" and
back again was danced publicly on a certain dance ground. The mistress
was at the center of the true labyrinth, the underworld; she bore a
mysterious son and conferred the hope of a return to the light. In an-
tiquity the Cretan origin of the mysteries of Eleusis, Samothrace, and
Thrace, that is, the Orphic mysteries, was deduced from the fact that
in the Greek period everything that was kept secret in those mysteries
was still open to the public at Knossos. In the known traditions of
Eleusis the parallelism is apparent at two points: in the proclamation
of the birth, to the queen of the underworld, of a mysterious child, and
in the fact that the initiates in quest of supreme consecration were on
their way to the mother of the child.230 The parallel with the mysteries
of the Great Mother at Samothrace has not yet been adequately studied,
but in view of the foregoing there can be little doubt that the core of
everything that was attributed to Orpheus, the mystical singer, was
Minoan in origin.231

230 See Kerenyi, Eleusis, pp. 92 ff.
231 M. P. Nilsson, The Minoan-Mycenaean Religion, p. 581, came very close

to the truth when he observed: "Perhaps Crete was of greater importance with
regard to Orphism, although the evidence has been swept away by time." The
evidence is present, however, as soon as we realize that Nilsson starts from the
false assumption that Orphism was " . . . a speculative religion created by a re-



in. The Cretan Core of the Dionysos Myth 119

The Zeus born on Crete and the Cretan Dionysos were not Greek
gods. They were not distinguished from each other by such contours
as denned "God,"232 or a god, in his unique form for the Greeks—in
fact, they were not separate at all. They may be aptly characterized by
a name that Lewis Richard Farnell, the historian of Greek religion,
devised for the divine being who in Olympia was known by the circum-
locution "Sosipolis," "savior of the city," and who appeared in the form
of a child and that of a snake: "the Zeus-Dionysos of Crete."233 Zeus-
Dionysos, the precursor of both Greek gods on Crete, changed his form
as he passed through the three phases of his myth, which are com-
parable to the acts of a drama, and reproduced himself. The three
phases and acts correspond to the three stages of zoe, or life, which in
the Dionysos myth is masculine in its relation to women. The first
act corresponds to the sperm, the second to the embryo, and the third
to the male from infancy on. At the sperm stage the self-engendering
god was a snake; at the embryo stage he was more animal than man;
from infancy on he was the little and big Dionysos. As primal mother
and source of zoe, his feminine counterpart was named "Rhea"; as
mother and again as wife, she was named "Ariadne."

It was in the second act of the myth that the god was in the Mino-
taur stage, as a calf or a half-animal, premature child of the under-
world, whereas Ariadne was at the stage of pure and wild animality,

ligious genius, at least in its most vital doctrines, and this man combined and
reshaped the various elements with the independence and sovereignty of a
genius." It is for this that no evidence is present. There is, however, an unbroken
line of culture running through all the periods, as has been made clear in par-
ticular by the careful excavations of Professor Doro Levi in the region of Phaistos.

232 See Kerenyi, Griechische Grundbegriffe, pp. 16 ff.
233 For "the Zeus-Dionysos of Crete," see Farnell, The Cults of the Greek

States, II, 612. On Sosipolis, see note 222, above.
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which accounts for her infidelity, her escape, and the manner of her
death. Starting on this foundation, the hero mythology of the Atheni-
ans relates how in this case the queen of the underworld followed
Theseus, the ravisher, who in another tale had tried unsuccessfully to
ravish Persephone.234 Here again he was ultimately unsuccessful, but
a list of great women sinners235 includes Ariadne as the murderer of her
brother, the Minotaur! Thus essentially this is the story of a dark deed,
based on the mythologem of a sacrificial rite. The stylistic laws of
Minoan art did not allow a more explicit representation of these mat-
ters than what we have seen on the seals mentioned above.

The myth's final act, attested for both Crete and the island of
Naxos, could not have taken place if zoe had been destroyed along
with the sacrificial animal. The animal figure proved to be a transi-
tional form, and this is indicated in the rite. As we learn from later
witnesses, the male organ of the sacrificial animal was preserved as
may well have been the case in the Minoan Age.236 The god in the final
phase of the myth appeared in human form, unmanned and fully
born, as though the preserved repository of zoe had been reawakened.
A feminine task that had to be performed for the infant was that of
wet nurse. The Naxos tradition concerning the nurses of Dionysos
has come down to us in a late form which presupposes Semele as his
mother.237 One of the three nurses, however, was named "Koronis," a
name which like "Ariadne" can stand for the same feminine figure.238

234 See Kerenyi, The Heroes of the Greeks, p. 239.
235 Hyginus, Fabulae 26: "Quae impiae fuerunt."
236 Kerenyi, Der fruhe Dionysos, p. 48.
237 Diodorus Siculus V 52 2.
238 See above, p. 99. On the vase painting of Palermo (Monumenti inediti,

II [1834-39], pi. 17, cited by Otto, Dionysos, p. 187), the name "Ariagne" seems
to have been appended to one of the nurses by a later hand. But when we ask,
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The nurses represented the mother, but she also could appear as one
of them. It is highly probable that even before the historical period
with which we are familiar, the Dionysian women began to imperson-
ate the mythical nurses of Dionysos, a high, genuinely feminine dig-
nity. The Minoan women's custom, which seems so strange to us, of
totally baring their breasts on festive occasions is perfectly natural if
they were playing the role of nurses of Dionysos.

The concluding event of the third act of the myth, the elevation
of the divine pair Dionysos and Ariadne to the heavens, was based on
the appearance of the goddess, in her full radiance, in the sky. Where
the myth had reached this stage of humanization, as in the Theban
story of the god's birth, Dionysos, fed by his nurses and grown strong,
went down to the underworld and brought his mother back. Here there
could be no question of a marriage. The marriage of Dionysos and
Ariadne was a special one, an enhanced marriage that harkened back
to an early stage, and in the Naxos myth was so interwoven with the
ascent to heaven that we cannot tell which element came first. Even
in the Cretan myth this marriage was placed in a definite setting:
not the cave, but a small island, scarcely more than a rock in the sea.
In the Greek text of the clay tablets, the island was given an eloquent
name: "Dia." This is the name of a small island off the Cretan coast,
facing Amnisos, one of the harbors of Knossos. The Naxians claimed
that Naxos was originally called "Dia,"239 so closely was this name
identified with a marriage of the gods in which the bride played no less
a role than the bridegroom. In this context "Dia" can scarcely be as-

Why this particular name?, we are compelled to assume that traces of it must
have already been present.

239 Diodorus Siculus V 51 3.
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sociated with the name "Zeus/' but seems rather to be connected with
the linguistically related names of goddesses: with the Latin "Dea" /
"Dia" or with "Diana/' all names signifying the light of the full moon.240

The scene of this marriage was somewhere in the Aegean Sea. It is
characteristic not only of the Minoan religion but also of the prehistoric
religion of the entire island world. In the sixth century B.C., the Naxi-
ans began to build a magnificent temple on the rock facing the harbor
of the city of Naxos.241 Today the enormous marble frame of a gate
—assuredly erected for Dionysos on the site of the sacred marriage-
is still standing. According to another tradition, Dionysos took Ariadne
to the small, round island of Donus or Donusia,242 east of Naxos, which
may thus also be taken into consideration as a marriage island. A very
definite picture of the marriage island passed into ancient art, and
the rock facing the harbor of Naxos is quite compatible with this pic-
ture. The harbor, from which a marriage procession could sail out in
small boats to celebrate the union or reunion of the divine pair, is
visible in the background.243

240 F. Altheim, Griechische Gotter im alten Rom, pp. 55 ff.; G. Radke, Die
Gotter Altitaliens, pp. 104 f.

241 G. Welter, "Altionische Tempel I. Der Hekatompedos von Naxos," pp.
17-22. In view of its size, the temple must surely have been dedicated to the
chief god of the island, who was Dionysos. Poseidon contested its ownership
in vain; see Plutarch, Quaestiones conviviales IX 6 1.

242 See Stephen of Byzantium s.v. Aovouaia.
243 The scene appears in a mural painting in the house of Pammachius

below the church of SS. Giovanni e Paolo in Rome, and on the front of a sarcopha-
gus in the Vatican (Helbig, Fiihrer, p. 4, col. 1, 176 ff.). An interpretation of the
content and not of the geographical site, which is idealized in both of these rep-
resentations, is provided in Kerenyi, "Die Gottin mit der Schale," in Niobe, pp.
208-230. The youthful Dionysos pours wine into the bowl which the goddess
Ariadne holds out expectantly. The smaller feminine figure beside her is the
nurse Korkyne, whose tomb—a reinterpretation of a "tomb of Ariadne"—is
shown on Naxos. (See also Plutarch, Theseus XX 5.) Her presence shows con-
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The Naxians saw and celebrated Ariadne in two forms. According
to their historians, a gloomy festival was devoted to a mortal Ariadne
and a joyful one to another whom Dionysos took for his wife.244 The
god himself was also celebrated in two forms on Naxos. In one form
he was called "Dionysos Meilichios," and his mask was carved of fig
wood. In the other he was the ecstatic "Bakcheus," and his mask was
carved from the wood of the vine.245 In Dionysos Meilichios (the same
epithet was applied to the subterranean Zeus,246 who appears on Athe-
nian votive reliefs in the form of an enormous snake) we may recog-
nize the ancient seducer of the cave marriages; in Bakcheus, the young
bridegroom of island marriages. The name "Bakcheus" is connected
with the image of the Dionysian thiasos, the ecstatic band of bacchantes
and agitated male nature gods in a state of heightened zoe which is not
reflected in Minoan art. The description of the arrival of the bride-
groom with such a retinue was reserved for later art and poetry. From
the earliest times on, however, the core of the rite, the "higher mar-
riage," had been associated with Naxos as well as Crete. On Naxos
the site of the elevation to the heavens was also shown. It was Mt.
Drios. According to the simple narrative of one historian, Dionysos
appeared to Theseus in a dream, sent him away with threats, and that

clusively that the scene is Naxos, a point I was formerly unaware of. B. Andreae,
in Studien zur romischen Grabkunst, agrees with my view up to a certain point
but then interprets the scene as a view of the other world. The Erotes in the boats
approaching the island (they are also represented in a lost painting from the
Sepolcro Come, published by Andreae, pis. 78-79) are, however, most naturally
interpreted in a this-worldly sense. They should be taken as idealized partici-
pants in the Naxian celebration around the marriage island.

244 Plutarch, Theseus XX 5.
245 Athenaios III 78 c, after the Naxian author Aglaosthenes (or Aglosthe-

nes), fr. 4, in Jacoby, FGrHist.
246 A. B. Cook, Zeus, II, pp. 1108—10, figs. 944—46.
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night led Ariadne up the mountain. There first he, then Ariadne, dis-
appeared.247 This was surely the scene not only of a disappearance,
but also of an epiphany. One is reminded of the scene of Minoan vi-
sions.

Ariadne-Aridela, who had a cult period corresponding to each of
her two names, was no doubt the Great Moon Goddess of the Aegean
world, but her association with Dionysos shows how much more she
was than the moon. The dimensions of the celestial phenomena can-
not encompass such a goddess. Just as Dionysos is the archetypal real-
ity of zoe, so Ariadne is the archetypal reality of the bestowal of soul,
of what makes a living creature an individual. The soul is an essential
element of zoe, which needs it to transcend the seminal stage. Zoe
requires soul and every conception of life is a psychogony. At every
conception a soul is born. The image of this event is the woman as
conceiver, who bestows soul upon living creatures, and the reflection
of this image is the moon, a mythological seat of the soul.248 In image
and reflection the feminine source of souls for Minoan Crete was the
Great Goddess Rhea and Persephone, a duality only in appearance,
fundamentally a unity.249

The image is an archetypal one expressing the same continuity
and identity of mother and daughter as is expressed by Demeter and
Persephone at Eleusis.250 In the union of two archetypal images, the
divine pair Dionysos and Ariadne represent the eternal passage of zoe

247 Diodorus Siculus V 51 4.
248 See Kerenyi, "Seelenwanderungslehre bei Ennius," in Pythagoras und

Orpheus: Praludien, pp. 77 £F.
249 According to the Pythagoreans, she was Rhea. See Kerenyi, "Pythago-

ras und Orpheus," Werke, I, 49 f. According to Nikomachos: -nriYn 6iavonnq.
250 See Kerenyi, Eleusis, pp. 32 ff.
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into and through the genesis of living creatures. This occurs over and
over again and is always, uninterruptedly, present. Not only in the
Greek religion, but also in the earlier Minoan religion and mythology,
zoe takes the masculine form, while the genesis of souls takes the
feminine form.
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IV. THE MYTHS OF ARRIVAL

From the History of Science

T H E HISTORY of the sciences is a part of the history of thought,
taken in the widest sense, but if we interpret "thought" very con-
cretely as a broadening of man's field of vision, not every event in the
history of science is ipso facto an event in the history of thought. The
multiplication of knowledge with which only the learned can carry on
further operations and which does not at the same time bring with it
a broadening of our experience and our thinking is merely a potential
event in the history of thought, whereas the advances of poets and
philosophers into realms which were not previously sayable or think-
able, and for that very reason must be conquered for speech and
thought, are themselves the history of thought in the making. Through
classical studies and the contemplation of ancient works of art, men
had gained a very considerable knowledge of Dionysos, his myth and
cults, long before Nietzsche wrote The Birth of Tragedy. This knowl-
edge made possible a coherent over-all picture. Yet it never achieved
the position in the history of thought enjoyed by Nietzsche's ambitious
work, though it deserved to do so.

Two older accounts of the Dionysian element in Greek culture are
entitled to a place in a present-day reconstruction such as that at-
tempted here. One earlier account, that of Karl Otfried Miiller, has
been taken up in Chapter I, above. The other is to be found in the
"Introduction" to J. J. Bachofen's Mother Right, and quite apart from
his general view of early world history and the prehistory of Greek

129
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culture1 it can stand by itself as a characterization of Dionysos and
the Greek Dionysian religion. "The magic power with which the phallic
lord of exuberant natural life revolutionized the world of women is
manifested in phenomena which surpass the limits of our experience
and our imagination. Yet to relegate them to the realm of poetic in-
vention would betoken little knowledge of the dark depths of human
nature and failure to understand the power of a religion that satisfied
sensual as well as transcendent needs. It would mean to ignore the
emotional character of woman, which so indissolubly combines im-
manent and transcendent elements, as well as the overpowering magic
of nature in the luxuriant south.

"Throughout its development the Dionysian cult preserved the char-
acter it had when it first entered into history. With its sensuality and
emphasis on sexual love, it presented a marked affinity to the feminine
nature, and its appeal was primarily to women; it was among women
that it found its most loyal supporters, its most assiduous servants, and
their enthusiasm was the foundation of its power. Dionysus is a
woman's god in the fullest sense of the word, the source of all woman's
sensual and transcendent hopes, the center of her whole existence. It
was to women that he was first revealed in his glory, and it was women
who propagated his cult and brought about its triumph."2

The abundance of observations combined in this picture reflects the
wealth of the available material, in which there are, however, large
gaps. Even without Bachofen such a picture is implicit in the material
itself, but the more recent literature on Dionysos offers no account that
is as complete or as human as his. Either the composition lacks co-

1 See Kerenyi, "Johann Jakob Bachofens Portrat," p. 27.
2 J. J. Bachofen, "Introduction" to the section on "Mother Right," in Myth,

Religion, and Mother Right, p. 101.
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herence, or the color is wildly extreme and lacking in warmth. "Who is
Dionysos?" Walter Otto asks. And in replying he remarks: "The god
of ecstasy and terror, of wildness and of the most blessed deliverance
—the mad god whose appearance sends mankind into madness—gives
notice already, in his conception and birth, of his mysterious and para-
doxical nature."3 In Otto "the mad god" is not in quotes, because in his
view the reality of Dionysos, his essence, is expressed in the word
"mad." The words, however, were a quotation.

It is Homer who—in one of his rare mentions of the god—calls him
mainomenos Dionysos, "mad Dionysos."4 This Homer does quite ob-
viously because of the god's effect on women, first on his mythical
nurses, then on all women after them. With this as adjective the poet,
who had mixed feelings about wine,5 wished to designate a passing
state of alienation, the intoxication which, along with its divinity,
Plato imputes to wine—mainomenos oinos. Thus Plato cites Homer
and is for us his best interpreter.6 Women did not need wine when
Dionysos intoxicated them: but their Dionysian intoxication seemed
comparable to drunkenness.

Otto interpreted Homer's statement about Dionysos differently. "A
god who is mad!" he writes. "A god, part of whose nature it is to be in-
sane ! What did they experience or see—these men on whom the horror of
this concept must have forced itself?"7 It was Otto's fundamental view

3 Otto, Dionysos, p. 65. 4 Iliad VI132.
5 Iliad VI 264-65.
6 Laws VI 7 7 3 D: pcuv6|i£vo<; |j£v oTvoq eyi<exo|ievo<; £e?, KoXaConevoq 6e utrd vifoovToq

ETepou 9EOG . . . ("the mad wine boils, poured [into the mixing bowl] until chastened
by the other, sober god (water) [it becomes a good drink]"). According to Laws
II 672, wine was given to men "in order that we should go mad" (Tvoc navuiiev).
In Euripides, Bacchae 130, [icuv6\itvo\ Xd-rupoi are the "drunken Satyrs"; and in
Euripides, Cyclops 618, nouvonevoq KUKACOIJ> is the "drunken Cyclops."

7 Otto, Dionysos, p. 136.



Dionysos 132

that men's visions of the gods came to them from outside, even when
they rose up from the primordial depths of man himself. He held that
Dionysos' divine being, his basic nature, was madness, a madness in-
herent in the world itself, not the passing or lasting derangement that
comes to man as a disease, not a sickness, not a degenerative state, but
the companion to his "most perfect health." In this context Nietzsche
may be quoted to advantage: "Dionysos is the frenzy which circles
round wherever there is conception and birth and which in its wild-
ness is always ready to thrust forward into destruction and death. It
is life." So it was for Otto, but life in only one particular state: "life
which, when it overflows, grows mad and in its profoundest passion
is intimately associated with death,"8 not zoe, which is tested (though
not affected in its innermost core) by its diametric opposite, thanatos.

It is highly characteristic that Otto differs from Bachofen at the
very point where they come closest: "We should never forget that the
Dionysiac world is, above all, a world of women. Women awaken
Dionysos and bring him up. Women accompany him wherever he is.
Women await him and are the first ones to be overcome by his mad-
ness. And this explains why the genuinely erotic is found only on the
periphery of the passion and wantonness which make their appearance
with such boldness on the well-known sculptures. Much more impor-
tant than the sexual act are the act of birth and the feeding of the child.
But more will be said about this later. The terrible trauma of child-
birth, the wildness which belongs to motherliness in its primal form,
a wildness which can break loose in an alarming way not only in ani-
mals—all these reveal the innermost nature of the Dionysiac madness:
the churning up of the essence of life surrounded by the storms of
death. Since such tumult lies waiting in the bottom-most depths and

8 Ibid., p. 141.



iv. The Myths of Arrival 133

makes itself known, all of life's ecstasy is stirred up by Dionysiac
madness and is ready to go beyond the bounds of rapture into a dan-
gerous wildness. The Dionysiac condition is a primal phenomenon
of life in which even man must participate in all of the moments of
birth in his creative existence."9

But Dionysos was never a god of birth. In his myth there is no
normal birth. He has very little to do with women's childbearing, but
rather with their overflowing vitality, their milk and physical energy,
their qualities as nurses and maenads. Otto evokes the experience of
all peoples that "where life stirs, death too is near" to account for the
combination of superabundant life and death-dealing power in Diony-
sos, and through it to explain Dionysian madness. Insofar as this
experience relates to birth, it comes within the sphere not of Dionysos
but of other gods. Eileithyia, Artemis, or a Great Goddess such as
Hera, encompassing all the aspects of feminine existence, was in-
voked in connection with the wild experience of childbearing. The
proximity of death in love does indeed come within the sphere of
Dionysos, but the eroticism peculiar to Dionysian women, which ex-
cluded men from their ecstatic festivals and which Otto tried to ex-
plain by childbearing and nursing, is more likely connected—and this
seems to be the crucial point—with their greater visionary capacities.

Otto also cites Schelling's Die Weltalter: "Ever since Aristotle it
has become a commonplace to say that no one ever creates anything
great without a dash of madness. We would rather say: without a
constant solicitation to madness." And Otto adds: "He who begets
something which is alive must dive down into the primeval depths
in which the forces of life dwell. And when he rises to the surface,
there is a gleam of madness in his eyes because in those depths death

9 Ibid., p. 142.
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lives cheek by jowl with life."10 It is obvious that Otto was concerned
not with a medical definition of what the Greeks called mania and he
and Schelling called "madness," but with a kind of visionary attempt
to explain a state in which man's vital powers are enhanced to the
utmost, in which consciousness and the unconscious merge as in a
breakthrough. In such a state, he believed, men beheld a vision of
Dionysos, or at least of the "Dionysian"—a word to which Otto prefers
the name of the god, wherein precisely he goes beyond Nietzsche.

The adjective "Dionysian" was used by the Greeks themselves as
a plural substantive to designate festivals at which they did or ex-
perienced the things that were most in keeping with the god celebrated.
(The "Dionysian" was experienced in the "Dionysia.") The singular
was employed for all the concrete particulars constituting the Diony-
sian element of the festival. The term is justified by the language and
reality of the Greeks, but Nietzsche was first to introduce it into the
history of ideas. Setting aside Bachofen's picture of Dionysos, Nietz-
sche prepared the way for Otto's vision. I shall cite here those words
of his account that deviate most radically from the path taken by
Miiller and by Bachofen, which might have led to a true understand-
ing of the origin of the Dionysian religion. "A tempest seizes every-
thing that has outlived itself, everything that is decayed, broken, and
withered, and, whirling, shrouds it in a cloud of red dust to carry it
into the air like a vulture. Confused, our eyes look after what has dis-
appeared; for what they see has been raised as from a depression
into golden light, so full and green, so amply alive, immeasurable and
full of yearning."11

Where Nietzsche remained closer to the ancient sources than to

10 Ibid., pp. 136-37.
11 Nietzsche, The Birth of Tragedy, §20, in Basic Writings, p. 123.
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the "Dionysian enchantment" exemplified to his mind in Wagner's
music, his account becomes a fairy tale: "Under the charm of the
Dionysian not only is the union between man and man reaffirmed, but
nature which has become alienated, hostile, or subjugated, celebrates
once more her reconciliation with her lost son, man. Freely, earth prof-
fers her gifts, and peacefully the beasts of prey of the rocks and desert
approach. The chariot of Dionysus is covered with flowers and gar-
lands; panthers and tigers walk under its yoke. Transform Beethoven's
'Hymn to Joy' into a painting; let your imagination conceive the multi-
tudes bowing to the dust, awestruck—then you will approach the Dio-
nysian. Now the slave is a free man; now all the rigid, hostile barriers
that necessity, caprice, or 'impudent convention' have fixed between
man and man are broken. Now, with the gospel of universal harmony,
each one feels himself not only united, reconciled, and fused with his
neighbor, but as one with him, as if the veil of may a had been torn
aside and were now merely fluttering in tatters before the mysterious
primordial unity.

"In song and in dance man expresses himself as a member of a
higher community; he has forgotten how to walk and speak and is
on the way toward flying into the air, dancing. His very gestures ex-
press enchantment. Just as the animals now talk, and the earth yields
milk and honey, supernatural sounds emanate from him, too: he feels
himself a god, he himself now walks about enchanted, in ecstasy, like
the gods he saw walking in his dreams. He is no longer an artist, he has
become a work of art: in these paroxysms of intoxication the artistic
power of all nature reveals itself to the highest gratification of the
primordial unity."12

So Nietzsche painted and interpreted the "Dionysian Greek," now

12 Ibid., §i,p. 37.
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borrowing from tradition, from the Bacchae of Euripides for example,
and now drawing on his own imagination. He ignores the Dionysian
woman, after the god the second person in the drama, in a manner
that was almost as pathological as his later appalling preoccupation
with Ariadne.13 He was all the more determined to exclude the "Dio-
nysian barbarian" with his "immoderate sexual frenzy" from this pic-
ture. The characterization cited above is preceded by a comparative
study that made it more acceptable to scholars. "Either through the
influence of the narcotic draught"—Nietzsche does not mention wine
expressly because he wishes to claim all intoxication for Dionysos—
"of which the songs of all primitive men and peoples speak, or with the
potent coming of spring that penetrates all nature with joy, these
Dionysian emotions awake, and as they grow in intensity everything
subjective vanishes into complete self-forgetfulness. In the German
Middle Ages, too, singing and dancing crowds, ever increasing in num-
ber whirled themselves from place to place under this same Dionysian
impulse. In these dances of St. John and St. Vitus, we rediscover the
Bacchic choruses of the Greeks, with their prehistory in Asia Minor,
as far back as Babylon and the orgiastic Sacaea. There are some who,
from obtuseness or lack of experience, turn away from such phe-
nomena as from 'folk-diseases/ with contempt or pity born of the con-
sciousness of their own 'healthy-mindedness.' But of course such poor
wretches have no idea how corpselike and ghostly their so-called
'healthy-mindedness' looks when the glowing life of the Dionysian
revelers roars past them."

This is Nietzsche's profession of faith in "intoxication," to his mind

13 See Kerenyi, "Nietzsche et Ariadne," in Bachofen und die Zukunft des
Humanismus, pp. 28-36. / For the Nietzsche passage that follows in the text,
see his Basic Writings, pp. 36-37.
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an equivalent to Schopenhauer's will (at that time Schopenhauer and
Wagner were his mentors), a metaphysical principle that he identi-
fied with Dionysos. Nietzsche stressed the eruptive character of the
Dionysian. The only element in all this that seemed acceptable to
scientific thinking—the comparison with a religious epidemic—was
rescued and consolidated by Nietzsche's friend, Erwin Rohde. Along
with the eruptive, psychological factor, Rohde stressed an irruptive,
supposedly historical, factor and assumed that the religion of Dio-
nysos had originated somewhere outside of Greece. He believed that
the irruption of the cult, which he like Nietzsche held to be exclusively
a cult of intoxication, had taken place relatively late, "in the train
of a religious agitation, we might almost say revolution." With it
"something new and strange" entered into Greek life, something "of
which Homer records, at most, only the first faint essays."14 This pro-
vides roughly the same dating as did Wilamowitz, who put the incur-
sion of Dionysos into Greece from the Lydian wine land "in the eighth
century at the earliest"—a judgment refuted by the thirteenth-century
tablets from Pylos.15

Rohde sought the source of the Dionysian religion in a country that
was not among the oldest wine-growing regions of the Mediterranean,
whose inhabitants, in the Greek view, never learned the proper use of
wine and used it as an intoxicant even in warfare, to wit: Thrace.16

His well-documented account of the way Thracian tribes swarmed
round the god "later known to the Greeks as 'Dionysos,' "17 his account

14 E. Rohde, Psyche, p. 256.
15 U. von Wilamowitz-Moellendorf, Der Glaube der Hellenen, I, 60. How-

ever, on the evidence to the contrary from Pylos, see above, in ch. Ill, the section
on "Dionysian Names."

16 Pausanias IX 30 5.
17 Rohde, "Die Religion der Griechen," p. 332.



Dionysos 138

of ecstatic cult rituals in their wildest, most unrestrained forms, was
taken as a model by subsequent scholars. Rohde provided Nietzsche's
picture with historical underpinning and at the same time corrected
it. The correction was that Rohde represented this manner of entering
"into the ecstasies of divine universal life" as "an alien drop of blood
in the Greels bloodstream," as a current which "roared down to Greece
from the north." Never was any proof adduced that the Dionysian
religion had come to Greece from the north and had not like viticulture
spread from south to north, supported perhaps by secondary currents,
which came to the north not only by the direct route from Crete but
also by detours. The passage of elements of Minoan culture by way of
the Aegean Sea to the immediate vicinity of Thrace is attested by the
find of a rich Mycenaean tomb on Skopelos, the ancient Peparethos.18

According to the tradition, Staphylos, the hero "grape," a companion
figure to the wine god Dionysos, came from Greece to settle the small
island in the Sporades.19

Nevertheless, in all modern accounts of the Dionysian, an explosive
trait has remained dominant. This is Nietzsche's dubious contribution;
it is reflected not only in Otto, but also in "sober-minded" scholars, who
found the core of the Dionysian religion in orgiasm20—or more specifi-
cally, in accordance with the historical findings, in the orgiasm of
women, for which the new term "maenadism" was coined.21 This term
is historically no more justified than that of "Orphism" and suggests
the false notion that maenadism was a spontaneous phenomenon.

18 N . P laton , 'O Td^oq TOO ITC«1>UAOU, pp. 5 3 4 ff.

19 Diodorus Siculus V 79 2; [Scymnus], "Orbis descripto," in C. F. W.
Miiller, ed., Geographi Graeci Minores, I, 219, 580—82.

20 M. P. Nilsson, Geschichte der griechischen Religion, I, 569.
21 H. Jeanmaire, Dionysos, p. 157; E. R. Dodds, The Greeks and the Irra-

tional, p. 270.
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Actually this phenomenon, most aptly described by the medical term
"collective hysteria," was marginal to the cult of Dionysos. It is quite
erroneous to assert that the cult originated in "spontaneous attacks
of mass hysteria," or to say with Aldous Huxley that "ritual dances
provide a religious experience that seems more satisfying and con-
vincing than any other.... It is with their muscles that they most easily
obtain knowledge of the divine."22 This conception is refuted by the
traditions concerning the arrival of the god in Greece.

The Forms of Arrival

IN CERTAIN cult forms, Dionysos is represented as the god who ar-
rives. Otto, who far more than all other students of the subject saw Dio-
nysos as the "Coming One, the epiphanic god," adds that his "appear-
ance is far more urgent, far more compelling than that of any other
god."23 Historical reconstruction makes possible a far more concrete
statement. Here we shall attempt to define the types and forms of the
epiphanies of Dionysos as accurately as possible. The epiphany of a
god was known in Greece not only as epiphaneia, but also as epide-
mia,2i "arrival in the land," among a particular people, or in a com-
munity such as the Attic demoi. A divine "epidemic"—whose kinship
with "visitation by a disease" is undeniable at least insofar as it was
always the incursion of something overpowering—is conceivable in
three historical forms.

The unpredictable emergence of a new experience, on which a
new religion could be based or by which an old one could be enriched,

22 Dodds, p. 271. 23 Otto, Dionysos, p. 79.
24 L. Weniger, "Theophanien, altgriechische Gotteradvente," pp. 16 ff.
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is the form to which, if it were reliably transmitted, a historian of re-
ligions would have to give priority. In connection with the mythological
religions, however, reliable knowledge of this form is seldom avail-
able. Such an experience must rather be assumed to have occurred
before the emergence of the traditional religion and mythology, "be-
fore" they began, and to constitute their foundation.25 The second form
would be the very concrete arrival of a missionary cult. The Dionysian
religion shows so many indications of such an arrival that it has been
termed a "missionary religion" and in this sense a precursor of Chris-
tianity.26 But the Greeks often celebrated advents of gods, even when
the presence of a god was revealed by the recurrence of a particular
time of the year, day, or month. This third form of arrival is distin-
guished by the call that precedes it: this call provides the fundamental
correlation through which the date or time of day becomes a divine
event.27

Even an occurrence in the heavens can give rise to an overpower-
ing divine "epidemic"; indeed, the epidemia can be repeated over and
over again through the correlation between man and a perfectly nat-
ural cosmic phenomenon. "What a tremor passed through Apollo's
laurel tree! The entire edifice trembled!" we read in Kallimachos' Hymn
to Apollo, in which the poet combines the paean, the song in which the
god is invoked, with a description of his epiphany, which is one with
the sunrise of a feast day.28 The experience of the Hebrew prophet
Isaiah, who sees and hears seraphim, is the same: "And the posts of
the door moved at the voice of him that cried."29 Epiphanies of Diony-

25 See Kerenyi, Umgang mit Gottlichem, p. 17.
26 J. Leipoldt, "Dionysos."
27 See Kerenyi, "Hegel e gli Dei della Grecia," p. 2.
28 See Kerenyi, "Apollon-Epiphanien," in Niobe, pp. 151-72.
29 Isaiah 6:4.
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sos, even in the form determined by the call, were different from these,
as we can infer with certainty from the famous paean of the women
of Elis. The second, or historical, form of "arrival in the land," Dio-
nysos' epidemia on shipboard, can also be reconstructed on the basis
of its cultic repetitions, and this form merits priority. The third form,
the god's answer to the call, has no exclusive foundation in a natural
period such as the solar year. It could also occur in the course of a
trieteris, or two-year period, which was current in many parts of
Greece and must be understood on the basis of its inherent logic.

Arrivals in Attica

THANKS TO the Athenians' wealth of literary, epigraphic, and monu-
mental traditions, we possess a more complete picture of the Dionysian
festive year in Attica than in any other region of Greece, either on the
mainland or in the islands. The first fact to be noted concerning this
festive year is that it was actually a year and comprised all the festivals
of Dionysos, which recur without exception at identical times. Nearby,
in Boeotia, and further away, in particular at Delphi, which played so
important a role in the religious life of Athens, the puzzling two-year
period prevailed. This two-year period implied a manner of worshiping
the god that differed somewhat from the annual cult. This is demon-
strated by the fact that the Athenians thought it important to partici-
pate in it and sent some of their own female citizens to the college of
women in Delphi who celebrated the special festivals of the two-year
period there. This they actually did each year,30 for the so-called trieteris

30 Pausanias X 4 3: -n-apa e-roq ("each year"); see also Tabulae Heracleenses
1101.
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comprised two such festivals which were not identical. These were
definitely not innovations introduced at Delphi, for the two-year period
had wide currency and is attested for Crete in connection with the
rending of a whole bull, the almost incredible archaic form of a trieteric
sacrifice. If the Delphic cult of Dionysos had been an innovation, the
Athenians could have introduced it too. Evidently Dionysos came to
them in a special way, at a time when the trieteric cult already existed
elsewhere. But awareness of a link with precisely that older religion
to which the two-year period pertained seems to have been preserved
or revived after the cult of the god was established in Attica on the
basis of the Dionysian year, and a difference in the manner of cele-
brating the two festivals had become apparent.

The Dionysian year is the year of the vineyards and wine cellars.
Its events take place in the sky, on the surface of the earth, and in the
wine containers which also stand for the subterranean sphere. The
myths of the arrival of Dionysos offer reliable evidence that the grape
—even the wild grape—was at one time unknown in Attica. They are
among the myths of the culture bringers—in this case the bringer of
the wine culture—which hark back to very early times and embody
concrete historical memories. An example is the myth of Prometheus,
the fire bringer, which, in association with one name or another, was
widely distributed as early as the Neolithic era, varying from one re-
gion to another according to the sources of fire and the local experi-
ence of fusible metals.31 Various wine-growing communities (demoi)
of Attica preserved the memory of the fact that they had had to learn
how to grow wine; they had learned not in a profane way, however,

31 See Kerenyi, "Persephone und Prometheus: Vom Alter griechischer
Mythen"; and Prometheus: Archetypal Image of Human Existence, p. 70.
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but in very much the same way as they had acquired the mysteries
which by their own resources they could have neither invented nor
understood.

When historiography developed into a kind of world chronicle, it
even established a relative chronology, according to which the Dionysos
who came to Attica bringing wine culture was earlier than the Dionysos
born in Thebes in the royal palace of Kadmos.32 This attempt at a dif-
ferentiation of chronology and cults is not entirely without value to
the historian of culture and religion, who for more than one reason
must begin his account of the Dionysos cult in Attica. One reason is
the abundance of traditions; another is the fact that these traditions
include a culture-bringer myth in several local variations.

An ancient clay tablet to be seen in the potters' quarter of Athens,
dating probably from the sixth century, showed Amphiktyon, the
pseudohistorical third king of Athens, feasting Dionysos along with
other gods.33 It probably portrayed the king receiving an entire divine
procession, in which the wine god was hardly more recognizable than

32 In Hieronymus' version of Eusebios, Chronicon (in Helm, ed., p. 44),
it is recorded for 1497 B.C. that "Dionysus verum non ille Semelae filius, cum in
Atticam pervenisset, hospitio receptus a Semacho filiae eius capreae pellem
largitus est"; and for 1387 B.C. it is recorded that "Dionysus, qui latine Liber pater,
nascitur ex Semele" (in Helm, ed., p. 50). See also Eusebios, Chronicorum Libri
Duo ( i n S c h o e n e , e d . , I I , 2 8 ) : 'AnTTEAoupyioc utro Aiovuaou iyvapiaQr], ouxi TOO £K Ze-

HeArjq. S e e a l s o p . 3 0 : KOCTOC 'AH^IKTUCOVCC TOV AEUKOCAICOVO<; uiov Tiveq tyaoi Aiovucrov eiq rf\v

'ATTIKHV EA86VTCC £evco9fjvai Zrnadxcoi KCCI T^I 8uyccTpi CCUTOU ve@pi8a ScoprJCTOccrSou. ihrepoq 8'

fjv o&Toq [n 6 EK l£(ieAri<;] (the completion is mine). The distinction can surely be
traced back to Kastor of Rhodes in the first century B.C, the date of arrival to the
Atthidographes, the historians of Attica; see Jacoby, FGrHist, III, B, pp. 296 f.
For another version of the arrival, see Stephen of Byzantium s.v. InpaxiSai: 8nnoq
'ArriKnq, OTTO Ir ipaxou, 61 KCCI TccTq 8uyaTpdaiv eir£^evcb9n Aiovuaoq, d<|>' &v a i iepeiai CCUTOG.

33 Pausanias 12 5.
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on the krater of Klitias and Ergotimos, the so-called Francois Vase in
Florence, where he is accompanied by the three Horai [37].34 Dionysos
was apparently thought to have been present in Athens even before
Amphiktyon, though Dionysos' coming occurred in several phases. It
was in the first phase that the third king learned from him to mix wine
with water and dedicated to him an altar in the sacred precinct of
the Horai. Here—probably in an inscription on the altar—he was desig-
nated as "Dionysos Orthos," the "Dionysos who stands upright." Thus,
in all probability a phallus was set up for him in the temple as his cult
image.35

The memory of Dionysos' arrival by sea was preserved by reminis-
cences of his ship. Vase paintings of the sixth century show how it
was moved about on rollers at a festival, although it is hard to say
what festival. It is unlikely that he came by way of the bay of Piraeus,
which became the harbor of Athens at a relatively late date.36 Such a
possibility is suggested neither by the historical and mythological evi-
dence, nor by the testimony that has been preserved concerning the
cult, which was probably celebrated with particular magnificence in the
seaport town.37 In Phaleron, which at an early date was used more
than the Piraeus as the seaport of Athens, Dionysos was celebrated in
a rather complex way. This festival in which grape-laden vine branches
were carried (its name "Oschophoria" means just that) down to Phale-
ron from Athens would ordinarily have been a perfectly simple affair.

34 Furtwangler and Reichhold, Griechische Vasenmalerei, Ser. I : i , pis.

35 Athenaios II38 CD (for the text itself, see below, note 92); also V 179 E.
36 See T. Lenschau, "Peiraios," col. 74.
37 Dionysia and a procession in the Piraeus are attested for the fourth and

perhaps the fifth century and on; see P. Foucart, "Sur l'authenticite de la loi
d'Evegoros," pp. 168 ff.
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It occurred at the beginning of the month of Pyanopsion (roughly our
October), the month of the wine harvest according to the Attic calen-
dar,38 The place in Phaleron to which the grapes were carried was
named the "Oschophorion" and nothing would have been more natural
if this had been a thanks offering to Dionysos for the wine harvest.

In this square, however, stood a temple of Athena,39 and the thanks
were addressed to Dionysos and Ariadne for releasing Theseus and not
coming with him—addressed to the one as persecutor and avenger, to
the other as the ravaged one. That with Athena's help the adventure
had ended happily was the canonical view in Athens, represented by
the vase painters on the basis of a painting that was to be seen in the
sanctuary of Dionysos Eleuthereus.40 According to this conception of
the festival, Dionysos could not have landed in Phaleron where he
received thanks for having remained absent. Moreover, this was a
festival of the epheboi, which was particularly appropriate to Theseus
and to the goddess who protected all youths. But—another contradic-
tion—the two youths carrying grapes who led the procession were
dressed as women41 and women accompanied them with food to wel-
come the arrivals, that is (according to the Theseus myth prevailing
in the historical period) the hero and the boys and girls who had been

38 See the calendar frieze of Hagios Eleutherios in Athens, in L. Deubner,
Attische Feste, pi. XXXV 3.

39 See Hesychios s.v. 5Qaxoct>6piov.
40 Pausanias I 20 3.
41 Proklos, Chrestomathia, in Photios, Bibliotheca 322 13 (ed. Bekker).

The contention (repeated by Deubner, Attische Feste, p. 143) that the woman's
garment in the background is the older Ionian men's costume, which was no
longer recognized and falsely interpreted, is a pure absurdity. The Athenians
would not have been surprised at the Ionian chiton and would have accepted it
as such. If the tradition speaks of feminine dress, it is because this vestige of
archaic times was regarded as an anomaly.
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saved. At the end of the festival all the boys danced nude, which other-
wise was done only in honor of Dionysos.42 We can only infer that
this festival of thanksgiving celebrated a very early arrival and recep-
tion of the god among the women.

The earliest serviceable harbors of Athens were situated on the
east coast of Attica, and arrivals of Dionysos are reported in connec-
tion with wine-growing mountain villages first in the eastern coastal
region and then in the west, near the Boeotian border. There is no in-
dication that the arrival in the west was connected with political
changes known in the historical period,43 but it probably marked the
beginning of the second phase of the god's presence in Athens. The
potters and vase painters knew more details of all this than anyone
else. That is why their wares are so important a source for the re-
ligion of Dionysos.

There is only a very brief literary account to tell us that Dionysos,
who brought wine culture to Attica, was received as a guest by the
founding hero of the demos of Semachidai, who bore the alien, non-
Indo-European name "Semachos."44 This arrival is concretized not so
much by chronology—a late calculation places it in the year 1497 B.C.
—as by geography. A sanctuary of Semachos (his heroo'n) was situated
on the path that led "outside of Rhagon" to Laurion in a mining re-

42 Athenaios XIV 631 B.
43 A. Pickard-Cambridge, Dramatic Festivals, p. 58: "The action of Pegasos

was probably an incident in the gradual spread of Dionysiac cults throughout
Greece, which was unconnected with political motives." See further ch. IV, at
note 95.

44 The derivation from a West-Semitic word is recommended by M. C.
Astour, Hellenosemitica, p. 195. In this case the most likely possibility is the
Hebrew simah, "made to rejoice," a possible circumlocution for wine. / On the
chronology, see above, note 32.
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gion.45 Nothing more can be ascertained than that this was in the vicin-
ity of Sounion at the southeastern tip of Attica. Between Cape Sounion
and the open beach of Marathon there were a number of favorable,
indeed hidden, landing places. The people who brought the god and
all the trappings of his cult could have landed in an inconspicuous
harbor along this coast facing the Aegean Islands.

At the house of Semachos the god was received by women. The
mythical account is appropriate to the circumstances, since women
played the leading role in the Dionysos cult. It was expressly added
that the priestesses of Dionysos were the successors of the daughters
of Semachos. Another version mentions only one daughter, who re-
ceived a deer skin {nebris) from the god as a present.46 This was more
than the gift of a special kjnd of garment. It also indicates the bestowal
of a rite in consequence of which the deer skin could be worn: nebri-
zein also means the rending of an animal.47 The cult action in which
the sacrificial animal was dismembered, however, required at least
two persons [38]. On a sixth-century vase in Orvieto, a man is leading
Dionysos toward the host-hero, whose distinction is stressed by an
eagle bearing a snake in its beak [39A/39B]. Two women making dance
movements and two ithyphallic sileni are also present. In all likeli-
hood the scene represents the god's arrival at the house of Semachos.

45 IG IP 1582 53-54; see also G. P. Oikonomos, "Eine neue Bergwerks-
urkunde aus Athen," pp. 308 f.

46 For these details in the accounts of Stephen of Byzantium and Eusebius,
see note 32, above.

47 Harpokration, Lexicon s.v. ve|3pi£<ov: oi nev wq TOO TeAoGv-roq vePpiSa Evriniievou
H Kcci Touq TEAoupevouc; Sia^covovToq vep'picxiv, oi 6e tn\ Touq vePpouc; SIOCOTTOCV KOCTOC TIVCC

&PPHTOV Aoyov. See a l so P h o t i o s , Lexicon S.V. ve3pi£eiv: f\ ve(3pou 8epncc <t»ope?v r\ Sioccnrav

vePpouq* KCCT& liipncnv TOO -rrepi TOV AIOVUCTOV Trd8ouq. / On the Cult act ion , see L. Cur-

tius, P^ntheus, p. 12.
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An Attic amphora in Agrigento shows a couple receiving Dionysos
[40].48 In addition to the god with wine vessel and vine branch, the
couple, and a silenus who is not ithyphallic, Hermes the guide is also
present. With this companion the arrival can be only that of Diony-
sos. Another vase painting [41] of the same period represents the
visiting wine god between a royal man and woman who are proba-
bly Ikarios, hero of the deme Ikarion,4' and his daughter Erigone. She
is mentioned as his only daughter in the myth recorded in a Hellenistic
tale dealing with the arrival of Dionysos. When the tradition speaks
of only one daughter of Semachos, it means that the myth of Semachos
is assimilated to that of Ikarios.

We know exactly where Ikarion was situated. The village is still
popularly known as "Sto Dionyso," "place of Dionysos." It is the only
spot where the divine name has been preserved; everywhere else in
Christian Greece it has been transformed into "St. Dionysios."50 The
ruins of a sanctuary of Dionysos with the vestiges of what may be
two cult images have been excavated in Sto Dionyso. The village is
situated in a high valley on the north side of the marble mountain of
Pentelikon and is directly accessible from the coast only by way of
the difficult Vrana ravine leading to the beach of Marathon. The de-
tour around Pentelikon is more readily passable. Today it leads up
through vineyards from Porto Raphti, the oldest good harbor of Athens.
However the cult and culture of the vine may have come to Ikarion,
this mountain village may well have been a center from which the
Dionysian religion emanated in its first Athenian phase, insofar as the
envy of the city dwellers and of the other demes presented no obstacle.

48 From the circle of the Edinburgh painter.
49 On the name of the deme, see D. M. Lewis, "The Deme Ikarion," p. 172.
50 J. C. Lawson, Modern Greek Folklore and Ancient Greek Religion, p. 43.
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The claim of the Ikarians, and perhaps that of the competing Sema-
chidai as well, that the first arrival in Attica occurred in their deme
was preserved by Eratosthenes' elaboration of the myth in the Hel-
lenistic period. If his elegy Erigone had been preserved, we should
learn from it the story as it was then still told. Even the fragments that
have come down to us tell us more than the meager tradition con-
cerning the visit to Semachos.

One of the scattered lines quoted from the Erigone speaks of an
arrival in Thorikos: perhaps it was Dionysos' ship, perhaps he himself,
who arrived.51 Situated between Sounion and Prasiai, the present-day
Porto Raphti, Thorikos actually had two harbors. It had been inhabited
since the Bronze Age and possessed a cult of Dionysos, at least in
connection with its theater which was one of the oldest outside of
Athens. According to the Homeric Hymn to Demeter, the goddess
passed through Thorikos on her way from Crete to Eleusis.52 This may
also have been where Dionysos landed on his way to the house of
Semachos, before visiting Ikarios, and it may have been for precisely
this reason that Eratosthenes dealt with this tradition in his poem. It
is not unlikely that the learned poet took account of it. As for Ikarion,
if there was a tradition connecting the god's visit to Ikarios with one
of these two old harbors, it would more likely have been Porto Raphti,
where the ancient name of the deme of Prasiai was long preserved in
the names "Prasas" and "Prasonisi."53 This deme, whose name signifies
a place distinguished by its striking gardenlike vegetation, may be
linked with that other Prasiai on the Laconian coast not far from Nau-

51 In the tradition the beginning of the line is not clear. Meineke, in his
edition of Stephen of Byzantium s.v. "ACTTU, read n 6' 6-re. J. U. Powell, Collectanea
Alexandrina, p . 6 4 , h a s : Eiao-re 5f\ OopiKoC KOCXOV TKOCVEV E5OC;.

52 The Homeric Hymn to Demeter 126.
53 See A. Milchhoefer, Karten von Attika, III-IV, 9.
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plia. At that other Prasiai, a landing place of Dionysos in the Pelopon-
nese, the plain was known as the "Garden of Dionysos."54 The landing
retained a special mythical form, as will be seen below.

The tradition tells us very little about the Athenian port of Prasiai,
and nothing specifically connected with Dionysos. The fact that it was
on the shortest route to Delos lent emphasis to the cult of Apollo,
which by no means excludes a cult of Dionysos. Toward the end of
antiquity and still later, two islands at the entrance to the sheltered
bay bore, like pedestals, two colossal marble statues, probably the
products of "a fancy for the monumental in the spirit of Hadrian or
Herodes Atticus."55 One of these still crowns a fair-sized pyramidal
rocky island and suggests a figure in feminine dress, if not a Dionysos
in woman's clothing then at least a divine woman, a priestess or a
goddess,56 perhaps Demeter or Kybele, both of whom were looked
upon as great tutelary goddesses of the Dionysian religion. Another
small island, very near the rocky promontory of the mainland, seems
—like the cliff facing Naxos—made to order for a Dionysos cult.

I should not, however, have dwelt so long on this mere possibility
if Porto Raphti were not still, in actual fact, the wine port of Attica.
The maritime routes and the needs of simple life have not changed in
thousands of years. Here we discern perspectives extending far beyond
the texts and fragments that have been preserved by chance. At the
time of the wine harvest we find the little port full of barks ready to
carry the new wine northward to Macedonia and Thrace.57 Turning

54 Pausanias HI 24 3. On this transformation into "Brasiai" on the basis
of a playful etymology, see below, note 167.

55 Milchhoefer, Karten von Attika, III-IV, 9.
56 See C. C. Vermeule, "The Colossus of Porto Raphti in Attica," pp. 75 f.,

according to whom the statue is a personification related to Demeter.
57 See Kerenyi, Die Herkunft der Dionysosreligion, pp. 21 f.
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southward, this is the shortest crossing not only to Delos but also to
Naxos and Ikaros-Ikaria—the two islands deserving of mention in con-
nection with Dionysos and Ikarios—which may well have derived their
celebrated wine culture from Crete. In terms of cultural history this
place must have been a station of the Dionysian religion in its spread
from south to north.

A third landing place is so close to Porto Raphti—separated from it
only by the promontory of Perati—that the same considerations can be
applied to it. This is the mouth of the Erasinos River near Brauron and
its sanctuary of Artemis. Indeed, with Prasiai this site may have formed
a larger unit embracing several cults. Allusions to Dionysian goings-on
in Brauron have been preserved, and the situation of the theater has
also been observed.58 The allusions occur in Aristophanes' Peace and
in ancient commentaries on it that have come down to us in very much
abbreviated form.59 The poet merely hinted at the particular debauch-
ery of these rites, but his audience understood him at once. The pres-
ence in the same place of both Dionysos and Artemis—the virgin hunt-
ress to whose sanctuary in Brauron Athenian maidens were sent to be
educated—seems to have been possible in the light of early women's
cults. The festivals of Dionysos were celebrated every fifth rather than
every third year, a circumstance that argues in favor of a relatively
late institution. To the Dionysian pentaeteris the Athenians sent a
festive delegation,60 or at least one having the appearance of a solemn
theoria such as that which in Prasiai received the sacred fire from

58 This observation was made by the Greek archaeologist Ioannes Papa-
dimitriou, who discussed it with me. His death prevented him from determining
the topography of his discovery more closely and confirming it by excavations.

59 See Aristophanes, Peace 874 and 876 and the scholia on them (quoted
in part in note 61, below).

60 Suidae Lexicon s.v. Bpaupwv (I, 493).
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Delos. The delegation probably went to Prasiai rather than Brauron
for the sake of the hetairai, who were free game at the festival.61 To
judge by the style, this institution does not seem to have been much
older than Aristophanes.

The myth of Ikarion, on the other hand, shows highly archaic fea-
tures and it seems unlikely that it was Eratosthenes who first related
it to the arrival of Dionysos as the bringer of wine culture. Originally
"Ikarios" may have been the name of the culture bringer. The moun-
tainous island of Ikaros or Ikaria in the "Ikarian Sea," as the part of
the Aegean facing Karia in Asia Minor was called, was held to be a
birthplace of Dionysos.62 It possessed a clear relationship to the wine
god: its chief city was named "Oinoe," "city of wine," and the main
product of the island has always been wine. There was a tale to the
effect that Dionysos, in the course of a sea voyage, was taken prisoner
by Tyrrhenian pirates. Thus, the memory of his sea crossings was still
alive at the time when the Homeric Hymns were composed. According
to one version, Dionysos was on his way from Ikaros to Naxos when
this happened,63 an assertion of the priority of Ikaros over Naxos as
the god's home island. It seems not unreasonable to infer that the
bringer of wine culture came from Ikaros and founded Ikarion in
Attica before the region was fully Hellenized.64

The phonetic instability of the names "Ikaros," "Ikarios," "Ikaria,"
and "Ikarion," argues in favor of a pre-Greek origin. The first vowel
seems especially unstable; and the second, to have been pronounced

61 Scholium on Aristophanes, Peace 876: £v Bpaupwvi 6e 6nn«i Tfjq 'AT-riKfjq
TTOMOCI -rropvat . . . |je6uovT£<; 6 E TTOAA&C; Tropvaq fjp-rra^ov.

62 Homeric Hymns I 1.
63 Apollodoros, Bibliotheca III 5 3.
64 This was the opinion as far back as Arthur Evans; see his Palace of

Minos, IV, 26.
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both long and short. The name of the island was also written as "Eka-
ros" and "Ekkaros,"65 and in the inscriptions of the Ikarians in Attica
the first vowel is sometimes omitted altogether: after Dionysos a cer-
tain "Karios," or "Kar," is named who received offerings for his cult.66

In the fifth century B.C., the date of these inscriptions, this could only
be understood as meaning a "Carian," but mentioned after Dionysos it
assuredly did not mean "Zeus Karios," the "Carian Zeus." It was rather
the hero of the deme who, along with the name "Ikarios" modeled on
a Homeric name (that of Penelope's father), continued to be called
at home by an older, more familiar name recalling his foreign origin.

In view of what has been said above about Sirius—in the section
on "Iakar and Iakchos" in Chapter III—and the connection between
Dionysos and the star Sirius, the same connection in the case of Ikarios
cannot be regarded as a late invention, by a Hellenistic poet for ex-
ample; it too must be very ancient. In the myth retold by Eratosthenes,67

Sirius appears as the she-dog Maira—the "glittering one"—an appropri-
ate name for this star.68 The she-dog finds the corpse of Ikarios, or
rather the place where his murderers had buried it.69 Eratosthenes'
story, tragic through and through, finds its solution in the transforma-
tion of master, daughter, and dog into stars. The daughter's name was

65 RE, IX, col. 978. The derivation from a West-Semitic root is possible.
See Astour, Hellenosemitica, pp. 194 f., citing the Akkadian ikkaru, "farmer/'
"planter."

66 IG I2 186-87 (A 3, 6, 9, 19, 24). In the passage before last, probably
KAP should be read.

67 See the texts in C. Robert, Eratosthenis Catasterismorum reliquiae, pp.
72 ff. E. Maass, Analecta Eratosthenica, pp. 57-138; G. A. Keller, Eratosthenes
und die alexandrinische Sterndichtung, pp. 29-94.

68 From |iap|aaipco, a derivation from ijoapinv, TO KotKcbq E'XEIV, according to Hesy-
chios, a word of Tarentine dialect. See his Lexicon s.v. Maipcc.

69 Apollodoros, Bibliotheca III 147.
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"Erigone" and she played an important part in the story, which took

a tragic turn while Ikarios was bestowing the gift of wine. In an ox

cart he was carrying full wineskins about through the mountainous

regions of Attica, then inhabited by wild shepherds.70 The shepherds

became drunk, thought they were poisoned (this is probably a late

explanation; originally drunkenness would no doubt have sufficed),

and murdered Ikarios. When they were sober again, they hid the corpse.

In the late extracts they did this in various ways; in the original ver-

sion they buried it. Accompanied by Maira, Erigone wandered about

in search of her father. In form, the myth is a repetition of Isis' search

for Osiris,71 but it is not likely that this motif was first introduced by

the Alexandrian poet. The early designation of Erigone as "Aletis,"

"she who wanders about," argues against this hypothesis. The search-

ing, wandering woman and the she-dog have gone together since time

immemorial.

In the original myth, wine culture began with this finding of a

vine that had grown up into a tree, and in another archaic myth the

she-dog Sirius actually gave birth to the vine.72 According to the oldest

myth of the Ikarians, they became acquainted with wine by killing a

stranger who came to them unrecognized as the wine god. However,

the murdered god, the prototype of the Dionysian sacrifice, only seemed

to die. Erigone was his companion, the first Dionysian woman. The

70 See Hyginus, Astronomica II 4, which relates how Ikarios was trans-
formed into the constellation of Bootes; see also the boves Icarii in Propertius
III 33 24.

71 Maass, Analecta Eratosthenica, p. 136, note 120; continued by R. Mer-
kelbach, "Die Erigone des Eratosthenes," pp. 489 ff.

72 On the tree version, see Hyginus' mention (in Astronomica II 4) of an
arbor, sub qua parens sepultus videbatur. The videbatur shows that the "tree"
was really Ikarios. For the myth about Sirius' giving birth to the vine, see the
section on "Iakar and Iakchos," above, in ch. III.
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first vine grew from his corpse and was at the same time a gift of the
she-dog who helped to find it. The myth is inseparable from the rite—
the one is an expression of the other, the story of the cult actions and
the cult actions of the story—which the bringers of the vine and the
wine, whoever they may have been and whatever their place of origin,
communicated to the wine growers of the region. In the rite an animal
(in Ikarion it was a he-goat) took the place of the god. This was the
core of Athenian tragedy. But the tragic myth had a happy ending
in the summer's green vineyards and in the winter's pious, merry
drinkers.

There is nothing improbable about the assumption that the wine
god introduced from outside underwent a split into two persons, god
and hero, Dionysos and Ikarios. Every particular of the tradition finds
its explanation in this reconstruction. She who fared the worst in the
early literature, in the hands of explainers of myth even earlier than
Eratosthenes, was the mythical companion of the god, Erigone, the
Ariadne of Ikarion and Athens. To judge by her name, "she who was
born at dawn," she must have been an aspect of the Great Goddess of
Brauron who, under the name "Artemis," was the moon goddess. In
her first phase she rose at dawn, nearly or wholly invisible but never-
theless welcomed with veneration. In the genealogy of the heroes who
occupied the tragic stage, Erigone became the half-sister of Iphigeneia,
a double of the same goddess, a daughter of Klytaimnestra by Aigisthos.
In a late tragedy she was indeed, like the heroine honored by the girls
of Brauron, chosen by Artemis to be her priestess.73 It was the goddess
of Brauron, who, in one of her aspects, accompanied Dionysos on his
arrival. She was included in his myth which in joy and sorrow re-
quires the role of a divine woman, the role of Ariadne. For this role the

73 Hyginus, Fabulae 111.
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"Aletis" aspect was available, because in archaic myths the moon
goddess was seen as "one who wanders about."

The wanderings of Erigone ended—according to the Dionysian feast
period of the Athenians—on Choes Day with the Aiora, the "feast of the
swings." That this festival signified the end of her wanderings can be
inferred from the myth of the Ikarians in which Erigone—in line with
a melancholy interpretation of the act of swinging by the explainers
of her myth—put an end to her life by hanging herself from the tree
that had grown from the corpse of Ikarios. In Athens the girls let
themselves be swung in chairs hanging from trees, and the boys were
permitted to imitate them, since on Choes Day, the "day of the wine
pitchers," they imitated as far as possible everything that was done
publicly at the great feast of Dionysos. It was and remained, however,
a festival of the virgins.

Here a general observation seems to be in order: "Swinging as a
simple bodily activity, as a means of expressing intense joy of life,
is among the basic elements of human and (up to a certain point)
animal nature—one need only think of the tireless swinging of the apes.
It is the first game that is played with a newborn child, and it is played
wherever there are happy days of childhood."74 When people begin to
swing, they are spontaneously inaugurating a feast. The feast is in-
herent in the act of swinging and not the other way round: the swing-
ing is not an otherwise independent game appended to a feast with
some mythical significance, but rather, the swinging and the feast
enact the same myth. Swinging is also a natural magical action, for it
artificially helps the swinger to attain an extraordinary state, hover-
ing in mid-air in a kind of ecstasy. In this it is no "more magical" than

74 F. Boehm, "Das attische Schaukelfest," p. 290.
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drinking wine.75 Between the two there is a kinship, but swinging in-
volves still another element: an approach to the sky, to the sun and
moon. If this had really been a magical action in the vulgar sense, as
is usually assumed in the scholarly literature,76 one would indeed think
most readily of sun or moon magic.77 The gloomy interpretation of the
swinging at the Attic feast of Aiora—an interpretation based on the
legend that the Athenian maidens had been obliged to atone for the
death of Erigone by an epidemic of self-hanging, and that swinging
was a substitute for this punishment78—was an invention of the ex-
plainers, but it was not without basis. They could refer to both the
character of the Anthesteria and the ambivalence of the moon god-
dess, who in her dark aspect was also regarded as the lady of the
underworld. The terrifying conceptions of an Artemis Apanchomene
("hanged Artemis"), an Ariadne who hangs herself, or a hanged Helen
are explained by this swinging or being swung in honor of the darken-
ing Great Goddess.79

The most important monument to the swinging of the Athenian
maidens, the vase painting by the Penelope painter [42A/42B],80 stresses

75 See Kerenyi, "Das Wesen des Mythos und seine Gegenwartigkeit," p. 244.
76 See Frazer, The Golden Bough, III, 276 ff.
77 H. Wagenvoort, "Phaedra op de schommel," pp. 72 ff., 83 ff.
78 Hyginus, Astronomica II 4: "cum in finibus Athenensium multae vir-

gines sine causa suspendio sibi mortem consciscerent, quod Erigone fuerat prae-
cata, ut eodem leto filiae Athenensium adficerentur . . . ."

79 On Artemis Apanchomene, see above, ch. Ill, at note 195; for the cor-
responding cult legend of Artemis, see Pausanias VIII 23 6. On Helen, see Pau-
sanias III 19 10; the swinging Helen was afterward called "Dendritis," "she
of the tree."

80 Furtwangler and Reichhold, text volume to Ser. Ill (1932), text for
pi. 125, pp. 28-32. See also Freud, Three Essays on the Theory of Sexuality, pp.
201-3. I am informed by medical men that the position of the neck induced
by swinging arouses feelings of sexual pleasure. This should also be considered
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both the erotic element and the modesty of the swung girl: the figure
pushing her is a silenus. The strange fact that in the representations
known to us a suspended chair is used proves that this was not an every-
day game, for then a simpler and handier device would have been
used. The day of swinging preceded the night of the queen's marriage
to Dionysos. The swinging may be regarded as a chaste prelude to the
marriage,81 a prelude in which the virgins were permitted to participate
in self-identification with Erigone. The Athenian maidens also sang
the song of the wandering Erigone. The song was called "Aletis," and
in Aristotle's time it was sung in the version of an erotic poet famous
for his debauchery.82 Among ancient writers only Ovid states that Erig-
one became the wife of Dionysos by merely eating a grape.83 In Era-
tosthenes* poem we find the gloomy interpretation: Erigone hangs her-
self but is raised to the heavens as the constellation Virgo. It must
have been different in an early tale. The tree that grew from the corpse

in connection with the corresponding head position of the dancing maenads,
Kp&Toc aeTcrcxi, in Euripides, Bacchae 185; colla jactare, in Ovid, Metamorphoses
HI 726; iacere caput, in Tacitus, Annales XI 31. See also Dodds, The Greeks and
the Irrational, pp. 273 f., on the "carriage of the head in Dionysiac ecstasy."
Beginning with Rohde (Psyche, p. 270, note 26), this "wild shaking and whirling-
round of the head" was attributed "to ecstasy and frenzy," that is, to intoxication
generally speaking.

81 This is corroborated by the representations of "Choes pitchers," the ves-
sels characteristic of this festival.

82 Theodoros of Kolophon, in Athenaios XIV 618 EF.
83 Metamorphoses VI 125: Liber ut Erigonen falsa deceperat uva. Various

versions of the theme occur in painting, but seem to have made their first ap-
pearance in the late Renaissance with Guido Reni and Poussin. See E. Panofsky,
A Mythological Painting by Poussin in the N ationalmuseum Stockholm. It was
probably the painters Jean-Frangois de Troy (1679-1752) and Anne-Louis
Girodet (1767-1824) who found their way back closest to the original myth
(see Panof sky, figs. 18-19).
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was full of grapes, a giant vine,84 of which there were some examples.
It was an epiphany of the slain bringer of the wine. That the love of
the questing Erigone was fulfilled when she swung herself up to the
grapes may have been the myth at the source of the swinging. Then
came her ascent to the heavens.

The cultural-historical foundation which may be taken as a basis
for this attempted reconstruction—though we raise no claim to cer-
tainty—reaches far back. Near the little palace of Hagia Triada a tomb
almost resembling a cult sanctuary has been found, containing ob-
jects from various Minoan periods, among them a small representation
of swinging which it has been possible to reconstruct with certainty
[43].85 The seated swinging feminine figure was hung up between col-
umns on each of which sat a bird about to take flight. Here rigid inter-
pretation of these birds as epiphanies of Minoan deities, who often
appeared in this form, encounters difficulties; what these birds actu-
ally indicate is the state of swinging.86 A seated feminine figurine also
intended to be swung (dating from the middle of the third millennium
B.C. and found in a sanctuary of the Babylonian goddess Ninhursag
in the course of excavations in Mari on the Euphrates) and prehistoric
figurines from Greece with holes for hanging up and perhaps for swing-
ing have all been lumped together under the catchwords "deesse de la

84 See above, ch. Ill, note 23. L. A. Milani, Museo Topografico dell'Etruria,
p. 145, no. 47, mentions un ceppo di vite di eccezionale grossezza, trovato non
lungi da Populonia, now nel Museo di Storia Naturale [in Florence] come oggetto
di raritd, but such things were no rarity in antiquity.

85 See R. Paribeni, "Ricerca nel sepolcreto di Haghia Triada presso Phaes-
tos," p. 747 and figs. 42, 43; C. Picard, "Phedre a la balancoire et le symbolisme
des pendaisons," p. 50. Evans, Palace of Minos, IV, 24, note 4, suggests the re-
semblance to a cult sanctuary because of the varying ages of the things found
with it (the last dating from roughly 1360 B . C ) .

86 See M. P. Nilsson, The Minoan-Mycenaean Religion, p. 331, note 7.
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fecondite" and "rite de la fecondite,"87 as though the sport in which the
apes also participate were inconceivable without fertility as an aim,
as though life could not take an aimless pleasure in life.

The Arrival in Athens

THE FEAST of the swings is not the only consideration which makes
it seem likely that Dionysos was brought to Athens by women. In its
execution the joyful rite was exalted far above animal nature, and, as
already indicated, it was connected with another, more secret cult
action, the god's marriage to the highest ranking woman of the city,
who under the democracy still bore the title of "queen." This action
must have been of supreme importance for the city, but it is scarcely
conceivable that it derived its importance from the men. The prelude—
and it is as such that we must interpret the swinging—was based on
the myth of the Dionysian heroine of Ikarion. The women of Athens—
not only the swinging girls, but also the mature women, and especially
those women who had achieved the fullness of life and hoped to pre-
serve it in death—identified themselves with her. A large number of
little oil pitchers from the sixth century B.C., black-figure lekythoi that
have been found in tombs, repeat an otherwise incomprehensible
image. The image is also present in larger and better executed form
[44, 45],88 but the scene, though varying in details [46], is always es-

87 C. Delvoye, "Rites de Fecondite dans les religions prehelleniques," pp.
127 f. See also A. Parrot, "Les fouilles de Mari," pp. 18 f., pi. VIII.

88 On the other side of the krater shown in [44], a maenad stands between
Dionysos and a nude man [45]. She appears to be leaving the bearded god—
who is standing there in his wide garment, holding a cornucopia and looking
after her—to follow the man. / One striking variation to be seen in [44] is the
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sentially the same. A woman is mounting a chariot drawn by four
horses; one foot is still on the ground and the other is in the chariot
which, like the battle chariot of a hero, has two wheels. This is not an
event in the life of women. The type is defined as the "goddess mount-
ing her chariot." Sometimes a second woman is sitting in front of the
team [46] :89 an absurd and actually impossible situation unless this
figure indicates that the heroic-divine ascension tal̂ es place in the
community of women, whose smallest group consists of two persons
—the two daughters of Semachos, for example. Dionysos is present in
his gravest aspect, as a bearded god in his wide garment. The ascen-
sion takes place under his protection. This is the ascension of Erigone
in a new, heroic stylization.90

To all indications the Athenian women were the actual bearers
of the city's Dionysos cult. They had taken possession of the god, and
through the queen's union with him the city participated in their pos-

he-goat with a man's head—a strange representative of the Dionysian afterlife—
who is standing in front of Dionysos. The god himself wears his wide garment
and holds a kantharos. I am indebted to Dr. Hans Peter Isler for parallels such
as those in his Acheloos, p. 134, no. 62 (cf. pp. 113 ff.), and for [47] where there
is a different distribution of roles as Dionysos mounts the chariot while a woman
who is labeled "Semele" looks on. The vase painter has visualized a scene in the
underworld: Dionysos, about to leave it, wishes to take his mother with him
(interpreted by O. Hofer ["Semele," col. 676] as an introduction to Olympos).
The motif is that of ascensio, here employed outside of the Attic myth but ac-
cording to the Attic prototype whose heroine was not Semele. / Still another
variation in details is to be seen in E. Haspels, Attic Black-Figured Lekythoi,
pi. XXXVIII 2, where the lyre characterizes Dionysos as Melpomenos, whose cult
had rather a private character (see Pausanias I 2 5).

89 Transcript of the painting on an Attic lekythos in O. M. von Stackelberg,
Die Grdber der Hellenen, pi. XII 4.

90 The ascension is expressly called that of Erigone in Lucian, Deorum
concilium 5.
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session. A proof that this was the original situation is the fact that in
Athens the women were the mistresses of the wine. They were active
in the Lenaion—the sanctuary of Dionysos which also served as the
public, sacred, and exemplary wine press—and thus identified them-
selves as those to whom, after the gods, the wine was owed. The myth
according to which the queen received Dionysos as bringer of the wine
culture, holding a kantharos and a vine branch laden with grapes, was
preserved only pictorially. This is the third variation that occurs in the
vase paintings showing the coming of Dionysos to Semachos and his
two daughters or to Ikarios. Accompanied only by two ithyphallic
sileni, the god is striding toward a royal woman; no one else is present
[48].91 A possibility of situating the Athenian arrival of Dionysos in
the Athenian festive calendar would be to assume that this arrival took
place in Phaleron and that the festival of thanksgiving in which it was
commemorated, the Oschophoria, was later transformed into a feast
day of the epheboi. The vestiges of the original festival would then
have been the grape-laden vine branches carried and the feminine at-
tire worn by the two youths who led the procession to the place where
the god had once landed bearing the same gift. Now in thanksgiving
the gift was again borne to that very place. In the revised festival,
however, the main role would have been played by the two women and
not by the queen, as shown by vase painters at the time when epheboi
celebrated the Oschophoria with the Athenian women and took the
leading part.

Dionysos, whether he came to Athens by way of Phaleron. or be-
came the god of the Athenian women in some unknown way, was a state
deity even in the first phase of his cult. He did not possess a cult statue

91 By the Rycroff painter, in the Museo Faina, Orvieto.
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but only a cult symbol, in the form of an erect phallus, in the sacred
precinct of the Horai. That this, too, was secret may be inferred from
the fact that the name "Orthos," under which he received his offerings,
was interpreted to mean that thanks to his instruction men were able
to mix their wine with water and hence walk erect.92 He obtained a
statue and a priest only after he had been publicly brought to Athens
from Eleutherai, a mountain village on the Boeotian border. In this
connection he was called "Eleuthereus," a name with a dual derivation.
It stems from the village Eleutherai, named after the goddess Eleuthera,
both of which come from the root "Eleuther." As Eleuthereus, Diony-
sos also bore the surname "Melanaigis," "he with the black goatskin."
What little we know of the myth of Eleutherai is already familiar in
style. The cult of Dionysos as Melanaigis was founded by the daughters
of Eleuther, whose number is not indicated. Like Semachos and Ikari-
os, Eleuther was seen as the founding hero of a settlement and a double
of the god. In this instance Dionysos comes to the daughters as an
apparition, a phasma, dressed in a black goatskin. They do not want
the god in that form: they revile him. Thereupon he makes them rav-
ing mad. In order to be cured, they are obliged to worship Melanaigis,
that is, the dark Dionysos in league with the spirits of the dead.93 It
was in this quality that he was later, in Athens, to delight in tragedy.

The cult image was brought to Athens by Pegasos, a man whose
name was preserved only in connection with this function. One might
reflect on his name and ask whether it was not the self-chosen name of

9 2 A t h e n a i o s II 3 8 C: 616 KOCI 6p0ouq yzvioQau Touq dvSpcoTrouq OUTCO TTIVOVTOCC;, TTpo-

TEpOV UTTO TOU OCKp&TOU KCCJ11TTO|iEVOU(;.

9 3 Suidae Lexicon s .v . MEAOCV: . . . a! TOU 'EXsuSrjpoc; Buycc-repEc; 9eaad(ievai (pdajia

Tou Aiovuaou EXOV jie>vdvriv aiyiSa £HE|jt|>avTO# 6 8E 6pyia8£iq E^EHTIVEV aiiTdq. HETCC TCCGTCC 6

'EAEu9r|p EACXPE xpn^^ov s71"' TOCUCTEI T^C; naviaq Ti|irjaai MsAavaiyiSa Aiovixrov.
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a missionary priest bearing the god with him. The man's existence can-
not be doubted. His statue was situated in the same place as the rep-
resentation of the gods receiving the hospitality of Amphiktyon.94

Pausanias cites a response of the oracle of Delphi on the subject. The
oracle was asked if the god might be brought to Athens. The answer
was that Dionysos had already landed once in the days of Ikarios;
consequently it was permissible to introduce him a second time. This
demonstrates at least that there was an awareness of two phases of
the Dionysos cult in Attica. It seems safe to look upon Pegasos as a
missionary of this cult.95 According to the tradition, it was this arrival
that first led to the institution in Attica of the processions in which
phalli were carried.96 The men did not wish to accept the god in this
form and consequently were punished—a repeated motif. Although the
punishment did not affect the fertility of the country or fertility in gen-
eral, it did affect the phalli of the men, who fell sick in this organ.
Their ailment was not impotence, but satyriasis.97 It may be assumed
that the missionary brought to Athens not only the cult image of which
we are told, a seated statue,98 but also the prototype of the phalli that
were carried about in public.

It was thus that the men acquired their role in the Dionysian re-
ligion. It is extremely unlikely that this occurred as late as the time of
the tyrant Peisistratos, in the sixth century B.C. Pegasos, rather, fol-
lowed in the footsteps of the seer Melampous, who according to He-

94 Pausanias 12 5.
95 Pickard-Cambridge, Dramatic Festivals, p. 57.
96 Scholium on Aristophanes, Acharnians 243.
97 This is described in a scholium on Lucian, Deorum concilium 5 which

supplements a scholium on Aristophanes, Acharnians 243 and originally formed
part of the same explanatory text.

98 Philostratos, Vitae sophistarum II 1 3: TO TOU Aiovuaou e5oq.
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rodotos was first to introduce the phalli to Greece and to make these
cult implements understandable with his interpretation. It would be
contrary to history to suppose that his interpretation was symbolical.
It must have been mythical. Melampous was still one of the heroes;
chronologically he dates from the Mycenaean era. The activity of Pega-
sos must be situated soon afterward. In the light of our present knowl-
edge, Melampous, whose deeds were glorified by post-Homeric singers
in a special epic, the Melampodeia, may therefore be regarded as no
less a real person." He came from Pylos where he spent his legendary
youth.100 The chief scene of his activity as soothsayer and expiatory
priest was the Peloponnese. He allegedly cured the daughters of Proitos,
king of Tiryns, of their madness, which overcame them because they
opposed the worship of Dionysos.

The theme is the same as in the story of the daughters of Eleuther.
At Pylos a text from the Mycenaean era bears witness to a cult, which
can only have been that of Dionysos, under this name: e-re-u-te-re di-
wi-je-we, "Eleuther, son of Zeus."101 Melampous was connected with
Pylos but acquired his cult as a hero in the small seaport town of
Aigosthena, a hidden harbor in the Gulf of Corinth, the present-day
Porto Germano. In Aigosthena there stood a sanctuary with a grave-
relief of the hero, where in Pausanias' time offerings were still made
to him and his annual feast day was celebrated.102 From this port a
road—for a time a military highway—led up to the mountain pass where
Eleutherai is situated. In all likelihood this was the itinerary of the
god who ultimately arrived in Athens as Eleuthereus.

99 Hesiod, Carmina, pp. 191 ff.; Fragmenta Hesiodea, pp. 133 ff.
100 Apollodoros, Bibliotheca I 9 11.
101 J. Puhvel, "Eleuther and Oinoatis: Dionysian Data from Mycenaean

Greece," pp. 161 ff.
102 Pausanias I 44 5.
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It should not be supposed that the inhabitants of Eleutherai were
left without a cult statue because Pegasos moved the god, who had
come to them by way of Aigosthena, to Athens. Pausanias tells of a
copy which was shown him in Eleutherai, while the original was to be
seen in a small temple on the southern slope of the Akropolis, the site
of the plays. Thence on certain days of the year103 it was borne to the
heroon of Akademos (or Hekademos) in the precinct of the Akade-
meia, and then brought back to its own sanctuary for the performance
of tragedies. This was assuredly done in memory of the statue's wan-
derings and first arrival in Athens. The cult statues of the Dionysian
religion must have been more readily movable than most Greek statu-
ary, because we have testimony to show that Dionysos was carried
about, sometimes in a common cart.104 His statues seem to have been
cult implements no less than the masks which, with the god's wide
garment attached to them, served as his cult images.

The statue of Eleuthereus was carried back and forth on a ship
equipped with wheels. Representations on vase paintings show not
only the cart in the form of a ship and the god wrapped in his wide
garment enthroned on it, but also the little procession in which he
made his entry. The ship places the arrival of the strange procession

103 Pausanias I 29 2.
104 On Delos this took place in the month corresponding to the Athenian

Elaphebolion (A. Frickenhaus, "Der Schiffskarren des Dionysos in Athen,"
p. 68). "The car in which Dionysos was carried about" (see the excavation re-
port in BCH, XXXIV [1910], 177) was kept in the treasure house of the An-
drians (BCH, VI [1882], 125), an indication that a similar ceremony was per-
formed on the island of Andros. Concerning the periphora of the statue as an
important element of the Dionysia among the Phocians of Methymna, see IG
XII: 2 503 10; and in general, Athenaios X 428 E. All this is brought out by
Frickenhaus.
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in the perspective of the sea, which is no more than a day's journey

for an animal-drawn vehicle from any point on the Greek mainland.

The wheels show that the journey to Athens was made over land, but

the ship took on a ritual significance which the vase painters easily

raised to the level of myth. They were able to put life into the seated

statue so convincingly that it became a god enthroned on a real ship

[49, 50].105 Exekias, the painter of the famous cup from Vulci, now

in Munich, followed the poet of the Homeric Hymn to Dionysos: vines

have grown up the mast and grapes hang down from them—a sign

witnessed by the pirates who in the hymn had carried him off on

their ship [51 ].106

The core of this ritual procession has its analogies in the religious

and cultural history of Egypt, where gods in their chapels were borne

by barks which the gods' servants carried on their backs.107 What in

Greece was an anomaly, limited to the cult of Dionysos, was held to

be the most natural thing in the world in Egypt, where the Nile was

the main avenue of communication. Threads of the tie with Egypt,

which Herodotos assumed to exist in connection with Melampous,

emerge with strange persistence in Greek style. The Dionysian ele-

ment has become constitutive in this style. The ship car, which bore

the goddess' new peplos like a sail in the procession of the Panathenaia,

was introduced later, probably modeled on the Dionysian procession.108

105 See Frickenhaus, "Der Schiffskarren," pp. 76 f.; E. Buschor, Griechische
Vasen, p. 128.

106 See Homeric Hymns VII 38-40.
107 The essential correspondence was noted by F. Diimmler, "Skenische

Vasenbilder," p. 28, note 3. He refers to the picture in A. Erman, Aegypten und
aegyptisches Leben im Altertum (1885 edn., p. 374), which cites K. R. Lepsius,
Denkmdler aus Agypten und Athiopien, III, pi. XIV.

108 L. Ziehen, "Panathenaia," col. 462.
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The Smyrniot rite attested for late antiquity may have been descended
from the famous Athenian festivals with processions of ship cars.109

At the feast of Anthesteria, the Smyrniots, in memory of a naval
victory, dragged a war trireme from the harbor to the agora; it was
guided by a priest of Dionysos. A prow shown on Smyrniot coins of
the Imperial Age may be an allusion to this ship.110 Most probably
the ceremony was an elaborate, late version of the above-mentioned
festival of Dionysos, not without foundation in the myth—varied by
the poets and painters—which every seaport town could claim for its
own. After the Athenian potters, whose painted wares were in de-
mand from the Tyrrhenian to the Black Sea, Attic comedy with its image
of Dionysos as ship owner helped to elaborate this myth. In this re-
interpretation he is evoked by Hermippos, the writer of comedies, as
one who carried on maritime commerce in Athens but had not always
done so.111 The joke is an allusion not only to the importance of the
Athenian trade in wine and wine jars, but also to the fact that with
Athens as his base Dionysos achieved greater power than he had en-
joyed since the Minoan and Mycenaean eras. It was this power that first
led the sea to be taken as the scene of his epiphany, as shown in Attic
art.

The question as to which Athenian feast of Dionysos was the first
instance of the procession with ship cars cannot be answered on the
basis of the later growth and increased magnificence of the cult in the

109 Philostratos, Vitae sophistarum I 25; Aristides, Rhetorica, in Dindorf,
ed.,1,440.

n o From the second century A.D.; see H. Usener, Die Sintflutsagen, p. 116,
note 2.

i n Hermippos, fr. 63A, line 2 (from the comedy The Porters): ££, o5 vav-
KXnpe> Atovuaoq tn' oTvotra TTOVTOV (in Edmonds, The Fragments of Attic Comedy,
1,304-305)-
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larger Mediterranean seaports. We are dependent on the vase paintings
of the sixth century and the testimonies from Athens. Greek vase paint-
ings, like myths, vary their theme, and this phenomenon may be ob-
served in the representations of Dionysos' ship car. The actual theme
is not the procession as it was seen in Athens, but the god's arrival,
repeated and ritually represented in the -pompe, the procession. To
what extent any particular variant goes beyond what was actually
shown at the festival we can never be quite sure. A vase painting was
an autonomous work of art, in this case a representation of the ar-
rival as the vase painter chose to see it.

The painter of a black-figure cup now in Berlin combined the ar-
rival on shipboard with the arrival on a mule. The circular picture inside
the cup shows the bearded god with a rhyton in his ship, the prow
of which is shaped like the head of a mule [52A].112 The role of the
mule in the entry that the painter had in mind is further emphasized
by the fact that the seated Dionysos is shown on both sides of the out-
side of the cup, each time flanked by two women riding on mules
[52B].113 What entry did the painter have in mind? One connected
with one of the known Attic festivals? If so, we think most readily of
Dionysos' marriage to the queen on the night after Choes Day. The
mule was a favorite animal of Dionysos. Here there can be no thought
of fertility, although there are mules of both sexes. An Attic amphora
in the Museo di Villa Giulia in Rome shows Dionysos on a mule on
whose phallus a kantharos is hanging. An ithyphallic silenus leads;
another follows [54A].114 On a fragment of an amphora by the Amasis

112 See Nilsson, "Dionysos im Schiff," p. 21.
113 A similar scene has been transcribed from a lekythos in Athens [53]

by Stackelberg, Die Grdber der Hellenen, pi. XIV 5.
114 Museo Nazionale di Villa Giulia, no. 3550 (CVA, pi. VIII 5). A very

similar scene is depicted on an Attic stamnos in the museum of Cerveteri.
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painter an ithyphallic mule is dancing among drunken companions of
Dionysos [54B].115 On one of the wine pitchers characteristic of the
Choes festival, love play between mules is represented [55].116 The
Greeks who had, and still have, ample opportunity to observe such
love play still find ground for meditative amusement at the invincible
power of the sexual drive, even when it leads to nothing.117 Here again,
just as in the swinging that was one of the amusements of the same
festival, we have an expression of the aimless joy of life. In the present
case the painter's abbreviation, in which ship and mule are combined
into a single Dionysian vehicle, must be resolved as follows. The god
crosses the sea on shipboard, but in the harbor—perhaps in Phaleron,
where he was received by two women who were later replaced by two
youths dressed as women—he was made to mount a mule and led to
the queen. There is nothing to indicate that he came to her on a ship
equipped with wheels. No chous (pitcher) shows a ship as a marriage
symbol, and only one shows a car, probably drawn by mules. On the
strength of these representations alone we can exclude the possibility
of a procession of ship cars at the feast of the Anthesteria with its
climax on Choes Day.

At what feast, then, was the ship car that had been held in readi-
ness in some storeroom paraded with the enthroned statue of the god?
We are more likely to find an indication in the vase paintings where
the ship car appears, though it should not be forgotten that the vase
painters were never interested in rendering a historical procession. The
painter's interest was solely in evoking the arrival itself, the epidemia

115 Semni Karouzou, The Amasis Painter, pi. XXX 2.
116 Frickenhaus saw the connection; see Deubner, Attische Feste, p. 102.

Also see below, ch. VI, note 48.
117 See Kerenyi, Werke, II, 48, 49; and on the carrying of wine on mule

back, p. 24.
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of the god seen as a divine event that was the common source of feast
and painting. In two of the three such representations that have been
preserved, the god is so lifelike as to suggest that on this occasion a
man played the part of Dionysos.118 This was not fundamentally im-
possible, but we do know from witnesses that the seated statue was
carried about. A more likely supposition is that the sileni who play
flutes before and behind the god on the ship and those who draw
the ship car on the skyphos of Bologna are masked men [56A/56B].119

As for the fragmentary skyphos in Athens, too little of it has been
preserved [57].120 The ivy-wreathed, bearded Dionysos holds the vine
branches with hanging grapes, but this tells us nothing about the
season because in the suprahistorical sphere of myth in which the vase
painter envisioned the epidemia, the power of the god could ripen
them. This is also the case with the other skyphoi [58] offering pic-
tures of the procession—or we might well say a primordial image,
representations of the primordial procession.

On the London skyphos [59A/59B] as on the skyphos in Bologna,
the same animal head (but not the head of a mule) is affixed to the
prow. This does not seem to be an invention of the vase painter, for
the sculptor of the so-called Bema of Phaidros in the Athens theater
employs this same head for the she-dog Maira in his representation
of Dionysos' visit to Ikarios [60].121 This leads us to suppose that the
ship car itself was constructed as a kind of abbreviation, unless the
she-dog also played a role outside the myth of the arrival in Ikarion.
She was not invented by a Hellenistic poet—this can be taken as dem-

118 Deubner, Attische Feste, pp. 107 f.
119 See Frickenhaus, "Der Schiffskarren," p. 72.
120 After Graef and Langlotz, Die antiken Vasen von der Akropolis, I:

iv, pi. 74 (no. 1281A/B).
121 See Picard, L'Acropole, p. 76.
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onstrated—but had her place from time immemorial in the Attic myths
of arrival, as had Sirius in the year of the wine god. A survey designed
to show which of the Athenian Dionysian feasts could not have fea-
tured a ship car pointed exclusively to the arrival in Ikarion.122 The
ship could have been brought indirectly from Prasiai or Brauron, but
in Athens itself there was no festival offering room for this rite. An
allusion to the myth of Ikarion in the form of an abbreviation, a com-
bination of ship and she-dog, was just as possible as the allusion to
the use of mules.

Although the procession of the Great Dionysia is the only one for
which we have express testimony that a statue of the god was carried,
it was thought necessary on general principles to exclude it as a pos-
sibility for the ship car procession: it seemed impossible to conceive
of Eleuthereus on shipboard. Yet this was the solution to the riddle,
confirmed by all the particulars that enable us to determine the god's
sea route to Eleutherai.123 The decision between the two itineraries—
by way of the sea and Ikarion or by way of the sea and Eleutherai to
the Great Dionysia—is provided by the composition of the procession
in which the vase painters represent the ship car, for it contains noth-
ing characteristic of Ikarion and everything that is characteristic of
Athens.

The small procession depicted on the skyphoi appears to be a scanty
excerpt of the great festive procession, richly laden with wine and
bread and costly vessels, which passed through the crowded theater
at the height of Athenian power.124 But the painters intended it as the

122 E. Pfuhl, De Atheniensium pompis sacris, p. 73.
123 See Frickenhaus, "Der Schiffskarren," pp. 61-79.
124 See E. Bethe, "Programm und Festzug der grossen Dionysien," pp.

459-64, especially p. 463.
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core and prototype of the great procession. The kanephoros, the virgin
bearing on her head the basket of accessories for the sacrificial cere-
mony, was chosen for the City Dionysia by the archon of the year, from
whom the year took its name.125 A youth carried the fire in a thyma-
terion, or censer. Among the men accompanying him it is not possible
to distinguish the most necessary person at the sacrifice, the priest
who will kill the bull. He does not occupy a prominent position and
wishes to be nothing more than a necessary instrument in the ambiva-
lent act of slaughtering. Among the Athenians—and others—even the
instrument earned punishment for such an act. The protagonist is the
bull himself. In a representation without the ship car, on a sixth-cen-
tury lekythos, the bull is motley [61 A].126 A great many bulls were sacri-
ficed on this occasion,127 but one bull is singled out with the words
otherwise used to invoke Dionysos: axios tauros, "worthy bull." This
was the animal that the epheboi sacrificed at the great feast after they
had, on the previous evening, brought the statue of the god back from
the heroon of the Akadameia to his sanctuary in the city.128

The small ideal procession—like the magnificent one of the great
historical period—is accompanied by flute players and (on the same
lekythos with the motley bull) is led by an instrument that commands
our attention [6IB]. This is the salpinx. In this instance it resembles

125 K. Mittelhaus, "Kanephoroi," col. 1856.
126 See Stackelberg, Die Grdber der Hellenen, pi. XVI; Frickenhaus, loc. cit,
127 This is proved by the accounts concerning the hides of the sacrificial

bulls for the years 334/333 B.C. and 331/330 B.C. in IG, II, 741.
128 IG II-III: i2 1006 (concerning the period from 123/122 B.C. to 122/121

B . C . ) , l i n e s 1 2 — 1 3 : eicrriyaYOV 5e KCCI TOV Aiovuaov dtro -rr\<; eaxapaq eiq TO SeccTpov JJETOC

(pcoToq KCCI £TT£|jipav ToTq Aiovuaioiq TccGpov a£iov TOU 8EOU, OV KCCI £0uaav iv TCOJ Upwi Trji TTO\I-

•n-fji. ("They also led Dionysos from the hearth to the theater by torchlight and
sent for the Dionysia a bull worthy of the god, which they sacrificed in the holy
precinct when the procession entered it." )



Dionysos 174

the long tuba of the Romans which was later to be blown by the angels
of Christianity to awaken the dead. The instrument thus had a long
history in the Etruscan-Roman cultural sphere,129 of which it was more
characteristic than it was for the Greeks. Homer's heroes did not make
use of it, and he mentions it only in metaphors as something foreign
which had, however, been introduced into Greece.130 In Greece it was
used chiefly in war. Its use in processions and sacrificial ceremonies,
it has been remarked, is peculiar to the Egyptians, Argives, Etruscans,
and Romans.131 In Argos it is mentioned in connection with the very
archaic Dionysos cult of Lerna.

How long this archaic element of the procession was retained in
Athens we do not know. Time and again the tragic poets term the
salpinx "Tyrrhenian," that is, Etruscan,132 thus stressing its foreign
character. The use of this adjective would be odd if in a festive proces-
sion in Athens, especially that which inaugurated the tragedy, the
salpinx had been used solely for practical purposes, such as to clear
the crowd from the path of the procession.133 In the cult it was also
employed on Choes Day. The unique representation on this small sixth-
century lekythos is an important testimony to the past, when the cult

129 In the book De saeculis of his Antiquitates rerum humanarum, Varro
—evidently at the end of one saeculum and the beginning of another—mentions
auditum sonum tubae de caelo, "the sound of a salpinx heard from heaven"
(Servius' commentary on Aeneid VIII 526).

130 Iliad XVIII 219; XXI 388. See also K. O. Miiller and W. Deecke, Die
Etrusker, II, 207; H. L. Lorimer, Homer and the M nutrients, p. 490. Athena
Salpinx, who according to the founding legend possessed a temple in Argos
(Pausanias II21 3), was undoubtedly of Lydian, that is, Etruscan-related, origin.

131 Po l lux IV 8 6 : eori 6e TI KOU -TTOHTTIKOV i-n\ Tro|iTrccT<;, KCCI iepoupyiKOV £iri Guaiaiq,

AiyuTTTioiq TE KCCI 'Apyeioiq KCCI TuppnvoTq tea! 'Pcojiaiott;.

132 Aischylos, Eumenides 567; Sophokles, Ajax 17; Euripides, Phoenissae
1377, Heraclidae 830, Rhesus 988.

133 Frickenhaus, "Der Schiffskarren," p. 66.
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of Eleutherai made its entrance into the city. It would be still more
individual and unrelated to Athenian existence as reflected in the
monuments if it were not connected with the history of the Dionysian
religion. In this history, not only the islands of the Aegean Sea but
also the cult sites of the Peloponnese seem to have played an inter-
mediate role.

Myth of Arrival and Ancient Rite outside
of Attica: Thebes and Delphi

THE ARRIVAL of Dionysos in Attica and Athens can be traced back
to the missionlike introduction of wine culture and the cult of the god,
events in the prehistory and early history of Greece, the last event of
which, though impossible to date, was the bringing of the statue of
Eleuthereus. Probably he had long been worshiped in the place from
which his statue was repeatedly brought, in the Akadameia, before
his temple was built in the sixth century B.C. A myth of arrival whose
main themes were resistance to the new cult, which the people did
not understand, and persecution of the god and the women who
worshiped him, was current in various regions on the mainland. It
represented itself as a reflection of a historical event. This puts it in
the class not of primary myths but of edifying tales, in which the
enemies and persecutors play an almost greater role than the god
himself. Nevertheless, as Erwin Rohde said, such tales have a "sub-
stratum of historical fact."134 Such a truth is the arrival itself, the foun-

134 Rohde, Psyche, p. 283.
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dation of all these tales—but not an arrival from the north! In essence,
the story of the persecution of the Dionysian women by the king of
Thrace is identical with the story of how they were combated by Per-
seus in Argos.135 Both in the southern and in the northern mainland
the cult of Dionysos was an intruder.

Lykourgos, son of Dryas, is identified as a Thracian by his geneal-
ogy. To Homer he was the exemplar of an enemy of the god who was
punished for his sacrilege with blindness.136 There was a pre-Homeric
tale about him, which Glaukos briefly repeats in the Iliad. His words
there are based on the tale, which can be reconstructed through them.
A site for the cult of Dionysos—a nyseion1*7—had already been chosen
in the region ruled over by Lykourgos, and the god's nurses were al-
ready engaged in carrying out a sacrificial rite for him. It is here that
Homer calls him mainomenos, "mad." The word, as defined at the
beginning of this chapter, designates the state induced by wine, into
which the women who worshiped Dionysos could enter even without
wine. In this state each one of them was a mainas, a "raving woman."138

Their rage was of a particular kind, which we shall later try to define
more closely than can be done with either this word or the word "mad-
ness." "Madness" would apply to the condition of Lykourgos,139 who
flung himself on the women engaged in sacrifice and seized the "ox
club" (bowplex). This can only refer to the traditional double ax used

135 Rohde (ibid., pp. 282; 305, note 3) separates them—for the sake of
his thesis that Dionysos was of Thracian origin. He gives no reason for doing so.

136 Iliad VI130-40.
137 See Kerenyi, Eleusis, p. 34.
138 Iliad XXII 460, in a metaphor. See Otto, Dionysos, pp. 54-55; Dodds,

The Greeks and the Irrational, p. 271.
139 This was the Greek conception, attested by Apollodoros, Bibliotheca III
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for the sacrifice.140 With it Lykourgos created a blood bath among the
nurses as they dropped the thystla, the other sacrificial accessories.

Homer's commentators tried to attenuate the horror by interpreting
the bouplex as a whip or goad for driving cows,141 but merely to have
scattered the maenads would not have been the great sacrilege that
made Lykourgos an exemplar for Homer. He makes himself very clear:

UTT' dv8pO9ovoio AuKovpyou / 08iv6|ievai

struck by Lykourgos, / murderer of human beings . . .142

This bloody deed and the unattenuated archaic form of the tale cor-
respond exactly to a story dealing with Perseus and the region over
which he ruled. In Argos visitors were shown not only the tomb of the
maenad Choreia ("choral dance"), who was killed by Perseus, but
also, near the temple of Hera Antheia, the tomb of the Haliai (the
"sea women"), who fell in battle with Perseus—a mass grave143 pre-
supposing a blood bath. A roving legend, such as this one must be,
would appear to show more substantial ties with definite monuments
than with a nyseion in Thrace whose geographical situation cannot be
determined, and the immoderate bloody deed seems more appropriate
to a king of that wild country than to a Mycenaean hero. It is more
likely that the story was transferred from Perseus to Lykourgos than
the other way round. Even the "wolf against bull" motif—"wolf is
present in the name "Lykourgos"—may be of Argive origin. According

140 Ovid, Metamorphoses IV 22, Tristia V 3 39.
141 Scholium on Iliad VI 135: Pou-n-Afiyi* fida-nyi n TTEA£K£I. The second mean-

ing was the universally accepted one; see B. Schweitzer, Herakles, p. 46.
142 Iliad VI 134-35. I n a previous line (130) Lykourgos' only epithet was

Kponrepoc; ("strong").
143 See Pausanias II 20 4, and 22 1.
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to the legend, it was the victory of an attacking wolf over a bull, as
announced in an oracle, that gave Danaos power over Argos.144

More important than all these indications of Argive origin is the
story's connection, in a point essential for religion, with a highly ar-
chaic Dionysos cult in Argos, that of Lerna, to which we have referred
above. The essential point is the fate of the god. After the sacrificial
rite of Dionysos' nurses had been broken up by Lykourgos and they
themselves had been killed like sacrificial animals, the god, who is
described by Homer as a child needful of nurses, took fright and dived
under the sea. There he was adopted by Thetis,145 who in the Homeric
view of the world was best suited to this function. Here only the mode
of mythological expression is Homeric. In Plutarch we find another
name for the same function at the end of the sacrificial rite performed
in the course of the Agrionia, a somber biennial140 Dionysian festival in
Boeotia. The women search for the god as though he had fled and
finally say he has taken refuge with the Muses, who have hidden him.
The priest of Dionysos pursues the women with his sword and is per-
mitted to sacrifice the one he catches, but if he does so, it is a catas-
trophe for the country. The gods punish this cruelty in the performance
of what was meant to be mere ritual.147

144 Pausanias II 19 3-4.

145 Iliad VI 135—36: Aicbvuaoq 6E cpoPnQê  / BUCJES' ccAoq KCCT& KÛ OC, 0ETiq 6*

UTIXSÊ OCTO KOATTCOI . . . . The last word refers both to the "bosom" of the goddess

and to the broad-bosomed sea (Iliad XXI 125).

146 Plutarch. Quaestiones Graecae 299 F : Trap' EVICCUTOV. The meaning is "in

alternating years/ ' when, as in the case of a trieteris, there is a possibility of alter-

nation; once this way (with persecution) and once that way (without persecu-

t ion). Quaestiones conviviales VIII Praefatio: 06 cpauAcoq ouv KCCI Trap* î Tv EV ToTq

'Aypicoviotc; TOV Aiovuaov ai yuvaTKeq cbq dTToSeSpaKOTa ^ryrouaiv ETTOC TTOCUOVTCCI KOCI Aeyou-

o\v, oTi Trpoq Taq Mouaaq KOCTcnTEcpEuyE KOU KEKPUTTTGCI Trap' EKEivaiq.

147 Plutarch tells us of the priest Zollos, a contemporary of his, who

performed the rite literally: Quaestiones Graecae 299 F.
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It is especially clear in Boeotia, Plutarch's place of origin/48 that
the ambivalent ceremony of the nurses—for the Dionysian women
functioned both as nurses and as slaughterers—was the basis of an
arrival and resistance myth. The daughters of Minyas, the founding
hero of Orchomenos, resisted when Dionysos summoned the women
to a secret celebration in the mountains.149 As punishment they became
not only mainades, which as married women they could not reconcile
with love of their husbands/50 but madwomen. They chose the child
of one of their number by lot and tore it to pieces, while those in the
mountains did the same with a young animal. Therein consisted the
ambivalent ceremony: in the sacrificing of the god whose nurses they
had been appointed.

The evidence is clear and leaves no room for doubt as to the core
of the Dionysian religion, the essence that endured for thousands of
years and formed the very basis of its existence. In the form of an
animal the god suffered the extreme reduction, a cruel death, but he,
indestructible zoe, escaped—to Thetis, to the Muses, or however this
was expressed mythologically. According to the Argive tradition as
expressed in the dry language of a scholiast of Homer, Perseus killed
Dionysos the intruder and threw him into the deep lake of Lerna.151

148 It is probable that Plutarch always means Orchomenos even when,
as above in Quaestiones conviviales VIII, he only says "in our region," for his
native city of Chaironeia is very near Orchomenos.

149 Antoninus Liberalis X; Ovid, Metamorphoses IV 1-2 and 389 ff. The
situation of Orchomenos near Thebes made it impossible to describe an arrival
from afar. The daughters of Minyas were to join in the cult which the Thebans
celebrated on Mt. Kithairon.

150 See Aelian, Varia historia III 42, who speaks very clearly in other re-
spects as well: £VTaG9a TOI KCCI TTCXGOC; dpydaaTO, E£CG TOU Ki6aipcovoq, ou jieTov TOO EV
Kt6aipcbvi ("suffering was inflicted outside of Kithairon, no less than that in-
flicted upon Kithairon").

151 Scholium on Iliad XIV 319: Aiovuaov dvelAev etc; Trjv Aepvaiav Ê paAcbv A\\i-
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The sequel to this version of an evasion, which seemed to be death but
was not the end, is supplied by the historian Sokrates of Argos who
tells us that the god known to the Argives as Dionysos Bougenes (the
"cow's son") was called back from the water by the sound of salpinges.
Before resounding, these salpinges had been hidden in the thyrsoi, the
long, fillet-adorned staffs of the worshipers of Dionysos.152

Previously a ram had been thrown into the water as a sacrifice to
Pylaochos (the "guardian of the gate)." The lake of Lerna, situated
between the limestone mountain of Lerna, whose flanks had been in-
habited since Neolithic times, and the sea, was fed by inexhaustible
springs, which characterized it as belonging to the underworld. The
"guardian of the gate" is known to us as the Hydra, the female water
serpent whose heads were struck off by Herakles.153 Dionysos disap-
peared for a time into the underworld, and ever since his cult had come
to this coast, his disappearance had been enacted in a ceremony in
which a young bull was sacrificed. The region is that of the mouth
of the Inaehos River, one of the three known places of the god's ar-
rival in the Peloponnese. In the city of Argos, Dionysos Kresios (the
"Cretan Dionysos")—after his reconciliation with Perseus, so it was
said—possessed a temple in which there was also a tomb of Ariadne.154

His epithet shows clearly where he came from.
When the Theban myth attained universal currency, the birth of

152 For the account by Sokrates the historian, see Jacoby, FGrHist,
310, fr. 2 (III, B, p. 15). Plutarch quotes this account in De Iside et Osiride
3 6 4 F: 'Apyeiotq 8e Pouyevnq Aiovuaoc; eiriKAriv ecrriv dvccKaXoCvTOci 8* CCUTOV UTTO aaXTnyycov

E£ u5otToq, epPdMovTEq dq TT\V afivocrov apva TCOI lluXaoxwi* Taq 8e crdMnyyaq iv Supaotq

dTTOKpu-rrrouaiv. ("Dionysos is known to the Argives as 'Cow's Son': they call him
out of the water with salpinges, while hurling a ram into the lake to the 'guardian
of the gate': they hide the salpinges in the thyrsoi")

153 See Kerenyi, The Heroes of the Greeks, p. 143.
154 Pausanias II 23 7-8.
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Dionysos by Semele under the protection of the nymphs of Inachos
was even transferred to Argos,155 and the god's descent into and return
from the waters of Lerna was interpreted as a journey to bring back
his mother from the realm of the dead.156 In connection with this
interpretation, there is a strange tale to the effect that Dionysos paid
a high price for his journey to Hades in the lake of Lerna—total ef-
feminization—and that after his return from the underworld he set
up a phallus as a cult symbol.157 Here we have unique indications of
the core of the Dionysian religion, though they have been preserved
in a stylized form in keeping with the taste of a late period.

At still another spot in the Peloponnese, the mouth of the Alpheios
River, the birth of the god, an event of the authentic primary myth
and hence of the festive calendar, takes the place of a record of his
arrival. He seems to have arrived there very early, as may be inferred
from a fragment of a Homeric hymn in which it is denied that Semele
gave birth to the god on the Alpheios, and from the statement of the
historian Theopompos that the first vine in Olympia was found near
the Alpheios.158 From the corresponding early cult a song of the Sixteen
Women of Elis has been preserved. This was a college of women who
served not only Dionysos but also Hera, goddess of the oldest temple
in Olympia.159 Plutarch cites the text of the song, which mentions a

155 On this tradition is based a tragedy of Aischylos, Semele or The Water
Carriers, in H. J. Mette, ed., Die Fragmente der Tragodien des Aischylos, frs.
355~62.

156 Pausanias II 37 5; see also the scholium on Lykophron, Alexandra
211 ff.

157 Made of fig wood; see Clement of Alexandria, Protrepticus II 34 3-4.
158 Homeric Hymns I 3-4; Theopompos quoted in Athenaios I 34 A.
159 Pausanias V 16 2-8. See L. Weniger, Das Kollegium der Sechzehn

Frauen und der Dionysosdienst in Elis, where, however, the localization given
in the transmitted text, "by the sea," is not taken into account.
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"temple by the sea" (dAiov es vaov).160 The temple has not yet been

found but was presumably situated both on the Alpheios and on the

sea—on the water that contained the underworld. Dionysos was ad-

dressed by the title of "hero,"161 as befitted the dwellers in the under-

world:

Come, Hero Dionysos

to the temple by the sea

ivith the Graces to the pure temple

raving with the bull's foot.162

The verb thyein, is employed for "to rave." In conclusion the women

sing "worthy bull, worthy bull!" (axie taure)y for here as in Athens

the sacrificial animal could be nothing else.

Dionysos is bidden to come with the Graces, the Charites, because

without the soothing power of these goddesses what the women ex-

160 Plutarch, Quaestiones Graecae 299 AB (for the text, see below, note
162). In almost all new editions, aXiov is changed (with Bergk) to 'AXeicov, but
not in W. R. Halliday, The Greek Questions of Plutarch, p. 29. In opposition

to this change, see Kerenyi, "Dionysos am Alpheios."
161 See Kerenyi, The Heroes of the Greeks, pp. 14 f. Because Dionysos was

a hero in this sense, Eleuthereus was placed in the heroon of Akademos near a
"hearth," eschara, an altar for a hero.

162 The text of the song given by Plutarch (Quaestiones Graecae 299 AB) :

'EASeTv, npco Aiovuae,

aAiov £<; vaov,

ayvov cruv x^P^^0"0"1 ^ vaov,

Tcoi poecoi TToSt 8ucov.

This is as it was probably written by Sokrates of Argos. If the song, which was
undoubtedly sung in the college of women, from which men were excluded, had
not been published before Plutarch, it is unlikely that he would have taken the
initiative in doing so.
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pected of him would have been a rape.163 What they wished was proba-
bly the raving of the "bull's foot"—which the god brought back with
him after his absence in the realm of the dead—but this was a different
kind of raving from that of the mainomenos. This was the time of the
reappearance of what Dionysos, after his re-ascent, in Lerna, set up as
a cult symbol. It is possible that, thanks to a visionary capacity which
we may presume to have existed in early times, the women saw the
god wholly as an aroused bull. According to Plutarch, however, a
"large foot" was also called a "bull's foot,"164 and this was probably a
euphemism whose meaning was generally understood. The raving
that the god now transferred to the women is expressed by thyein
and "Thyia," which was probably the name of the Dionysian festival
that was publicly celebrated near the city of Elis by priests who per-
formed a wine miracle.165 In view of the song cited above, the thyein
can be taken only as erotic ecstasy,166 the experience of zoe at one of
its peaks. Thus, the somber sacrificial ceremony found its counterpart
in the joyful feast of Dionysos, at which the god, in response to the
call, reawakened and rose up out of the underworld.

A further place of arrival in the Peloponnese was Prasiai, which
Pausanias, because of this very tale, calls "Brasiai." It lay south of
Lerna on the Laconian coast, probably on the large bay near Leonidi.167

This was a very strange arrival: it was related that the god, in dire

163 See Pindar, Pythia II 42; thanks to the Charites the epiphany could
take place in a pure temple.

164 Quaestiones Graecae 299 B.
165 K. Preisendanz, "Zum Thyiafest," pp. 231 f.; see also note 169, below.
166 H. von Prott, "MHTHP," p. 88: "originally 6UEIV was always sexual ec-

stasy."
167 Pausanias III 24 3-4; "Brasiai" comes from eK p̂daaeiv, "to throw out."

See also Frazer's commentary in Pausanias, Description of Greece, III, pp. 391 f.
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plight because he had not yet found a nurse, was washed ashore at Pra-
siai in a chest (larnax) with his dead mother Semele. This highly archaic
motif, influenced by the Theban myth, may have been taken from the
Perseus myth168 and later connected with Thebes as the starting point
of a sea journey, perhaps by way of Anthedon. The chest and floating
god, however, seem to point more clearly to the Nile Delta, which is
also connected with the mouth of the Inachos in the story of Danaos
and his daughters, as well as by the trading of the Mycenaean Greeks
with Minoan Crete.

We possess more concrete information about the reception of the
Dionysos cult in the domain of Hera, the Great Goddess of Argos. The
college of the Sixteen Women also served the cult of Hera in Olympia
and, so it would seem, enabled the god, starting at the mouth of the
Alpheios River, to take possession of the whole country. The Eleans
were regarded as special devotees of Dionysos.169 Soon after its arrival
at the mouth of the Alpheios, the Dionysos cult attached itself to a
Great Moon Goddess, Hera, just as on the east coast of Attica it had
attached itself to Artemis. The same thing happened in Argos. Evi-
dence of this is another story of resistance—not the tale in which Per-
seus combats the arriving god, but in all likelihood another roving tale.
Again it is the women who resist in this story which is about the daugh-
ters of Proitos and largely coincides with that of the daughters of
Minyas.

168 See Kerenyi, "Sonnenkinder-Gotterkinder," Werke, II.
169 Pausanias VI 26 1. In Pausanias' day, each of the eight phylai of the

Eleans sent two women to the college; see V 16 7. They undoubtedly also pre-
sided over other Dionysos cults in the country, including the cult in the temple
where—eight stadia from the city of Elis (founded 471 B.C.)—the wine miracle
was publicly repeated amid ceremonies in a very late style. This, as Pausanias
noted (VI 26 1), occurred on the feast day named "Thyia" after them.
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It is quite possible that the story's wanderings started in Boeotia.
It was thence that Semele as a figure inseparable from Dionysos came
to the Peloponnese. But it is also possible that the opposite occurred,
that here again something which was already present in Argos was
later adapted to Boeotian conditions. It is probable that Megapenthes,
son of Proitos, king of Argos, also figured originally in this story of
resistance. According to his name, he was a "man of great sufferings"
like Pentheus, the "man of suffering" who persecuted Dionysos in
Thebes. In the few references we have to him Megapenthes is a de-
cidedly evil figure, but in our sources the story of resistance relates
exclusively to the sufferings of his sisters.170

The sisters' names have come down to us in various forms,171 a sure
sign that originally only their number was given. They may have been
only two and have become three by adaptation to the Minyades and
to the daughters of Kadmos who resisted Dionysos in Thebes. All the
versions have essentially the same foundation in cult: the ritual per-
secution of the women celebrants after the somber sacrificial ceremony
of the feast that was called "Agrionia" in Boeotia, and "Agrania" or
"Agriania" in Argos. One of Proitos' daughters was said to have been
killed in the course of this persecution.172 This too may have been the
product of an adaptation or compensation within the traditions of the

170 On the genealogy of Megapenthes, see Apollodoros, Bibliotheca II 2 2;
on his being evil, see Hyginus, Fabulae 244; and Anthologia Palatina III 15.

171 "Lysippe" and "Iphianassa" according to Pherekydes, fr. 114, in Jacoby,
FGrHist; "Elege" and "Kelaine" according to Aelian, Varia historia III 42; "Lysip-
pe," "Iphinoe," and "Iphianassa" according to Apollodoros, Bibliotheca II 2 2;
"Lysippe," "Hipponoe," and "Kyrianassa" according to Servius' commentary on
Virgil's Eclogues VI 48.

172 The eldest, Iphinoe, according to Apollodoros, Bibliotheca II 2 2; see
also Hesychios s.v. 'Aypidvia.
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Dionysian religion as determined by the Theban myth. Two devia-
tions are characteristic of Argos and the domain of Hera.

One concerns the punishment, which differed from that of the
daughters of Minyas. In this type of edifying tale, punishment always
presupposes a definite transgression: it is the wicked, irreligious form
of what the sinners do not wish to do in the right, religious form. The
daughters of Proitos wandered about Argos, Arcadia, and the wild
regions of the Peloponnese in a state of extreme and indecent nympho-
mania. Thus, it was possible to explain their madness by saying that
they had been punished by Aphrodite.173 An archaic expression of their
fate was that they lost the hair from their heads and that white spots
appeared all over their bodies; in other words, they began to turn into
cows, animals in heat calling for the bull.174 Their transgression was
to have refused to participate in ceremonies that would have enabled
them to experience a similar state—the thyein—in a good and religious
way. In the old version, however, it was not Aphrodite but Hera, the
Great Goddess of women, who punished them for their refusal. This
was the second characteristic deviation of the tale in Argos that dis-
tinguished it from all other stories of arrival and resistance.

It seems likely that in all versions of the tale the anger of Dionysos
was mentioned only in passing; it was self-evident.175 In a later day
the understanding of Hera's anger was lost, and people thought up

173 ApollodOTOS, BibliOtheca II 2 2 : £|idvr|aav . . . ytv6\itvai\ 6e Ê jexvETq . . .
JJIET'ctKoa îaq dirdcrnq 616c Tnq eppiat; ETpoxa^ov. Aelian, Varia historia III 4 2 : |idxXouq
8E auT&q Is! Tfj<; Ku-npou pacriAiq EipydaocTo ( a n express ion that leaves no doubt as to
their nymphomania; moreover, their nakedness is stressed in the text).

174 See Hesiod, in Rzach, ed., frs. 28-29. The punishment is interpreted
in this sense by Virgil, Eclogues VI 48: "Proitides implerunt falsis mugitibus
agros"; see also the commentary of Probus: "quae crederent se boves factas."

175 In Hesiod, according to Apollodoros, Bibliotheca, II 2 2; and in Dio-
dorus Siculus IV 68 4.
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the most naive explanations for the punishment of which she was the
source.170 Hera after all was the Great Goddess of marriage; in the
anthropomorphic characterization prevalent in Greek mythology after
Homer, she was imbued with jealousy and hatred of everything that
interfered with the order of marriage. This hostile attitude was ex-
tended to Dionysos, however, only in exceptional cases, as in Athens,
where it had to do with the complex relationship between Hera and
the Eleusinian gods.177 Not even the prohibition of ivy in a temple of
Hera178 was universal. The votive offerings in the "old temple" of Hera
on Samos included vine and ivy leaves.179 The two great archaic poets
of Lesbos, Sappho and Alkaios, celebrated the divine triad: Zeus,
Hera, and Dionysos.180 The Dionysos cult entered into contact with
the Hera cult in Argos during the Mycenaean—perhaps the early My-
cenaean—era. The port for this early arrival may have been Asine at
the southern edge of the domain of Hera.181 The fact is that throughout
antiquity the life cult of the Dionysian women remained compatible
with married life, which it complemented.

The story of the daughters of Proitos was also connected with the
activity of Melampous, the missionary of the Dionysian religion, pro-

176 According to Akousilaos (Apollodoros II 2 2), the Proitides despised
the ancient cult image of Hera. According to Bakchylides X 47, they said their
father was richer than the goddess—surely inadequate grounds for so extraor-
dinary a punishment!

177 Allegedly the priestesses of Hera and of Dionysos were not permitted
to speak to each other: Eusebios, Praeparatio Evangelica III 1 2, after a lost
text of Plutarch. See also Kerenyi, Eleusis, p. 213, note 160.

178 The prohibition prevailed in Athens according to Plutarch, Quaestiones
Romanae 291 A.

179 Displayed in the museum of Vathy on Samos.
180 Lobel and Page, eds., Poetarum Lesbiorum Fragmenta, frs. 17, 129.
181 For my first intimation of this, see the comment in Werke, II, 54; see

further ibid., Ill, April 15 and 25, 1956.
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ducing a pseudomyth to which Herodotos gave a universal form. The
women of Argos, so the story goes, were seized with mania, whereupon
the Argives sent to Pylos for the seer, who cured the women for a
high price which he doubled when the Argives declined to pay him.182

Herodotos speaks not of a punishment but of an epidemic which broke
out anew when the Argives declined. This is assuredly not the early
form of the tale, which mentions at most three madwomen, but the
latest. Not only in Herodotos were the characteristic features of the
original tale effaced.183 The details of the cure, which even included a
persecution, are of less importance to the over-all picture of the spread
of the Dionysos cult in Greece than the arrival of the god. Two particu-
lar sites, Thebes and Delphi, call for a special investigation, while
Athens will require several.

182 Herodotos IX 34. The motif of the raising of the price occurs in a dif-
ferent form in the well-known story of the Sybil and Tarquinius Priscus (G.
Wissowa, Religion und Kultus der Romer, p. 536, note 5); here it revolves around
the division of the kingdom of Proitos.

183 In this connection, for example, the killing of their own children is
mentioned by Apollodoros (Bibliotheca II 2 2), who does not know the story of
the Minyades, to which the Proitides story belongs. His version is influenced by
that of Herodotos, in which madness also infects the other women.



V. DIONYSOS TRIETERIKOS

GOD OF THE TWO-YEAR PERIOD

Age and Continuity of the Trieteric Cult

A FIRMLY ESTABLISHED schema of the Dionysian religion outside
of Attica, possessing an inner logic of its own that relates even the
dispersed elements of the over-all rite, can be gained from the tales of
arrival and resistance. The women celebrated two secret feasts which
to a certain extent explain the resistance of the uninitiated "good
wives" and especially that of the men who were concerned with main-
taining their hegemony and the order of the state. Terrible suffering
was inflicted on a living creature during one of these feasts. The
relationship of the women to this being is made evident by the punish-
ment. This was nothing other than an intensified, wicked form of the
cult action which the sinners refused to perform for the god: they
tore to pieces the child of one of their number, for whom they were
supposed to care in common.1 Their victim was as close to them as a
foster child to its nurse. What occurred was contrary to the substance
and intention of law and custom.

This deed, to be performed in a maenadic state of mind—the state
of a mainomenos, which the god himself had experienced for a time-
was the punishment of the recalcitrants. The other secret feast, which
according to the inner logic inevitably followed the first, was cele-
brated by the women in another state of mind which may be called
"thyiadic" from the verb thyein. We are assured that Dionysos was

i Aelian, Varia historia HI 42; see above, ch. IV, note 150.
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accustomed to attend (epiphoitan) the feast of Thyia in connection
with his temple situated near the city of Elis.2 In accordance with an
unwritten law of zoe, a punishment connected with the somber mae-
nadic feast was also assigned to those who piously enacted the cruel
deed. This was regarded in Athens, even outside the Dionysian re-
ligion, as a way of making amends to the sacrificed bull.3 This may be
a feature inherited from the Minoan culture, and hence an emanation
of the Dionysos cult that reached Attica before the arrival of the god
himself.

The details of the rite performed on the island of Tenedos, in which
a bull calf played the role of the suffering god and the sacrificer was
punished, have come down to us. Because of the highly archaic char-
acter of the whole ceremony, there can be little doubt as to its great
age or its connection with the trieteric bull sacrifice of the Cretans.
On this small island off Troy, a gravid cow was dedicated to "Diony-
sos, crusher of men"4-Dionysos as god of the underworld. The cow
was specially fed and when she calved was treated like a woman in
childbirth. Hunting boots befitting a little Zagreus were put on the
newborn calf. Thus attired, the calf was sacrificed to the god. The
man who struck it with the double ax was publicly stoned—but only

2 See above, ch. IV, note 169. The presence of the god was demonstrated
by the priests with a wine miracle, while the Sixteen Women celebrated the
arrival among themselves in the "temple by the sea."

3 See W. F. Otto, "Ein griechischer Kultmythos vom Ursprung der Pflug-
kultur," Das Wort der Antike, pp. 140 ff.

4 The translation of TWI dvGpcoTToppatcjTni Aiovuacoi (Aelian, De natura ani-
malium XII 34) as "render of men" (Otto, Dionysos, p. 105) is wrong both lin-
guistically and objectively. The rending of a human being, if it occurred, was a
crass brutalization of the rite, contrary to its original meaning. The bios or aion,
the individual lifetime, is crushed in death with the bones themselves: see
Bowra, Pindari Carmina, fr. 100, line 5, odwv 6e 81' ocnicov EpaicrBn.
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symbolically, for he was permitted to escape. If he reached the sea,
the punishment was regarded as fulfilled. In the Classical age the
coins of Tenedos, whose wine culture outlived the Turkish period,5

show a double ax and a grape, which Friedrich Gottlieb Welcker writ-
ing in the mid-nineteenth century already associated with this sacri-
fice.0 At the time when the ceremony was recorded, the bull calf was
killed by a man,7 but undoubtedly the task of caring for the cow and
calf as if they had been human still fell to the women.

Excavations on the island of Keos show that in a sanctuary where
wine vessels—assuredly not empty—were offered up to Dionysos in the
sixth and early fifth centuries, the cult went back to the early Myce-
naean Age. The same excavations brought to light a number of terra-
cotta statuettes in the Minoan style of feminine figures nude from the
waist up.8 A college of women, similar to that of Elis in a later day,
may have existed on Keos in the Minoan palatial period. For the present
this must remain a matter of conjecture, but not so the continuity
of the cult in the last phase of which Dionysos was mentioned by name.
We have indications that a sacrifice similar to that offered on Tenedos
was performed on Keos in Simonides' day, the sixth and fifth cen-

5 Described by L. Lacroix, lies de la Grece, pp. 33 f.; C. T. Newton, Travels
and Discoveries in the Levant, pp. 271 f.

6 Welcker, Griechische Gotterlehre, I, 444. The numismatist Warwick
Wroth (Catalogue of the Greek Coins of Troas, Aeolis, and Lesbos, p. xlvii) writes:
"The coins themselves lend some support to the view that the Tenedian double-
axe is connected with Dionysos, for all the silver pieces from circa 420 B.C. on-
ward show, in addition to the double-axe on the reverse, a bunch of grapes as a
constant symbol." Wroth was apparently unfamiliar with Aelian's account and
Welcker's view, since he cites only the two travel accounts (as in note 5, above).

7 Aelian, De natura animalium XII 34: 6 ye \xr\v TTon-d̂ aq
8 J. L. Caskey, "Investigations in Keos, 1963," p. 33. An Attic skyphos (pi.

6 4 A / B ) bears the graffito: eu5d|ievo<; "AvOnrrroc; AIOVUCTCOI dve9r|KEv TT\V KUAIKOC Tr|v6e. See

also his "Excavations in Keos, 1964-65," pp. 369-71, pis. 87-89.
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turies.9 The double ax had to be new, direct from the smithy, and to
be wielded by a youth. In a poem Simonides calls the murderous im-
plement the "bull-slaying servant of Dionysos,"10 a servant who acted
in accordance with its master's wishes. One could go still further,
however, and call the god himself "double ax," "Dionysos Pelekys,"
as was done in the Thessalian seaport town of Pagasai.11 By a strange
contradiction, the slaying was done for the benefit of the god, who died
—as the evolution of the two-year period showed—yet did not die. A two-
year period may also be inferred from the two feasts of Ariadne on
Naxos, one somber with a fig-wood mask of the underworld Dionysos,
the other joyous with a vine-wood mask of the Bacchic Dionysos.

On the mainland we are not reduced to mere inferences. Where
the two-year period prevails, arrival is replaced by continuity. This is
the case in Boeotia in particular. Even in the story of the daughters of
Minyas who turned away Dionysos in Orchomenos, there was no sug-
gestion of an arrival from afar. The daughters of Minyas were ex-
pected to join in the secret cult which the hunt-crazed women of
Thebes celebrated on Mt. Kithairon.12 Thebes itself possessed a myth
of resistance which Euripides chose as the theme of his Bacchae be-
cause the core of the tragedy was already implicit in the story. He

9 Athenaios X 456 E.
10 Simonides, in Diehl, Anth. lyr., fr. 69.
11 Theopompos, fr. 352, in Jacoby, FGrHist, 115 (II, B, p. 609). In another

text of the scholia on Iliad XXIV 428, we find 6q EKaAen-o rieAeKoq as opposed to the
rieXdyioq of the Towleianus. neXexoq is a difficilior lectio, whose correctness was
recognized by the numismatists: W. Wroth, Greek Coins of Troas, Aeolis, and
Lesbos, p. xlvii; B. V. Head, Historia Numorum, pp. 308 and 551. In the story
told by Theopompos, Dionysos appears to a fisherman and tells him what is in the
depths of the sea. The double ax was also lowered into the sea.

12 For the character of the somber feast on Mt. Kithairon, Euripides is our
main source.
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amplified it with the motif of the god's departure and return, which
also stems from the cult, and so adapted it to the stories of arrival.
Originally there was no arrival in the Theban myth. The punishment
which followed the sacrifice as a complementary rite had spontane-
ously given birth to the persecutor who resisted and thus earned suffer-
ing: Pentheus.

It is certain that if Pentheus, a transparent and unequivocal name
with the somber meaning "man of suffering," could become a man's
name at Knossos it was only because the names of gods—"Zagreus" as
well as "Pentheus"—were also given to persons and because in the
festive calendar the god's somber aspect prepared the way for the op-
posite aspect. In Thebes there were deeper reasons for the same name.
The inherent dialectic of the cult, whose sacrificial offering the god him-
self voluntarily became, made "Pentheus" into the name of a punished
enemy of god, who nevertheless in his suffering remained so close to
the god as to represent him. The contradictory nature of the tragic fate
of a god who suffers and lets himself be killed—a god whose servant, in-
deed he himself, was the sacrificial ax—was embodied in a man who
destroyed himself, a frequent character in later Attic tragedy. This
lent new depth to the Greek religion of Dionysos which took its depar-
ture from its Minoan-Mycenaean heritage and bore its enduring fruits
in Athens. In Thebes the Minoan-Mycenaean element was very con-
cretely present and bore witness to the continuity in which the new,
most humane sublimation of the religion of life was enacted.

The Theban cult site of the Dionysian religion was situated in a
palace complex which, on the strength of an Oriental cylindrical seal,
can be assigned to the fourteenth or thirteenth century B.C.13 Exact

13 E. Touloupa, "Bericht iiber die neuen Ausgrabungen in Theben," pp. 25-
27; W. G. Lambert, "The Reading of a Seal Inscription from Thebes," pp. 182 f.
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topographic orientation within the Kadmeia, the ancient palace of
Thebes, is not yet possible because the present-day city has been built
over it; but some investigations have been made possible by the demoli-
tion of modern houses. At one point the excavators, to their surprise,
penetrated directly to foundations from the Mycenaean era, encoun-
tering no intervening layers from later antiquity.14 When Pausanias
visited Thebes in the second century A.D., only the Kadmeia, the city's
akropolis, was inhabited, and it alone bore the name "Thebai."15 Here
visitors were shown the thalamos of Semele, the bridal chamber where
Zeus visited her, begot Dionysos upon her, and finally burned her with
his lightning. The palace itself was preserved as a sanctuary of Deme-
ter Thesmophoros, a goddess exclusively of women. Her statue, from
the waist up, protruded from the earth.10 The thalamos can have been
nothing other than the sekos, an enclosure never to be entered, an
abaton in the temple, which was known to Euripides and which is also
mentioned in an inscription in the treasure house of the Thebans at
Delphi.17 In Euripides' Bacchae, Dionysos finds the tomb of his mother
in this place, in the palace of Kadmos, before the fire was wholly ex-
tinguished. This was a tomb in the same sense as the tombs of Ariadne,
in reality altars at which an underworld goddess was worshiped.

The god made the leaves of a vine grow around his mother's sekos.
This may be Euripides' poetic addition,18 but everything else can be

14 A. D. Keramopoullos, 'H oiKia TOG KdŜ ou, p. i n . Over the recently dis-
covered complex there were a Roman bath and a Byzantine bath. It was the
Byzantine structure in the twelfth century A.D. which first wholly eliminated a
part of the Mycenaean palace. See Touloupa, pp. 25 f.

15 Pausanias VIII 33 2, IX 7 4; IG XII = 3 1089 (from Melos).
16 Pausanias IX 12 3. On Demeter, see IX 6 5.
17 £. Bourguet, "Inscriptions de l'entree du Sanctuaire au Tresor des

Atheniens," p. 195, no. 351.
18 Euripides, Bacchae 6-12.
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taken as part of the tradition relating to the cult site. There Pausanias
saw a wooden cult statue set in bronze, said to have fallen from the
heavens at the same time as Zeus' thunderbolt and to have been given
its bronze setting by Polydoros, the son of Kadmos.19 Beside it Pau-
sanias saw an all-bronze statue of Dionysos by the otherwise unknown
sculptor Onasimedes and a fourth-century altar of Dionysos by Praxi-
teles' sons Kephisodotos and Timarchos. The protective bronze setting
of the first statue argues in favor of its great age. Pausanias has a spe-
cial name for the wooden image of the god. In the manuscripts we
read "Dionysos Kadmos" or "Dionysos Kadmios." A third-century Del-
phic inscription calls him "Dionysos Kadmeios." To judge by an at-
tested pre-Hellenic meaning of the word "Kadmos"—"Hermes"20—the
wooden statue was looked upon as a phallus idol, a "Dionysos Hermes,"
which it assuredly was. But the later view, expressed in the trans-
formation of "Kadmos" into the adjective "Kadmeios" (wrongly writ-
ten "Kadmios"), is also perfectly understandable. The fact was the
connection between sekos and statue on the one hand and a building
of the Mycenaean Age on the other, and this building was held to be
the palace of Kadmos, founder of the city.

It can scarcely have been pure chance that a wooden column
among the ruins of the palace was taken for a cult statue because it
happened, by a very natural accident, to have been entwined with

19 Pausanias IX 12 4.
20 Etymologicum Gudianum (ed. Sturz) : KdSnoq, AeyETCci 6 'Epunq -rrapa -roTq

Tupcnvioiq, supported by the diminutive form in the scholium on Lykophron,
Alexandra 219 ft0.: KaS|iiAoq 8e 6 'Epunq and by the Boeotian historian Dionyso-
doros, in Jacoby, FGrHist, 68 (II, A, p. 35) : KdaniAoq 6 'Epiifjq io-cw, which probably
means the pais of the Theban mysteries of the Kabeiroi, a young Hermes (see
Kerenyi, Griechische Grundbegriffe, p. 30). The reading "Kadmos" in Pausanias
is rendered probable by his explanation of the name by the etymological play
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ivy.21 Only a late oracular verse, probably written by Jews or Christians
in mockery of paganism, says that "to the Thebans a column was the
joyous Dionysos."22 The attested Theban designation of the god as
"Dionysos Perikionis"23 is very clear: it means the "Dionysos who
twines himself around the column." In Attica he was not the column
but the ivy, "Dionysos Kissos," "Dionysos the ivy," and in the palace
of Kadmos as well, he took this form in addition to that of the old idol.
This is said in the Orphic Hymn to Perikionios.24 The wooden statue
was certainly not one of the architectonic elements of the palace, or
else the legend that it fell from heaven could not have arisen. It is
probable that the ruins of the palace were preserved only because it
was originally the site of a cult, perhaps of several cults, one of which
was the cult of Dionysos and Semele.25

21 A. D. Keramopoullos, "0n(3ouKd," pp. 341 f.; and after him Nilsson, Ge-
schichte, I, 572, note 5.

22 Clement of Alexandria, Stromateis I 24: CTTGAOC; Gnpaloiai Aicovuaoq TTOAU-
ynQfa. The lines of the Antiope of Euripides cited by Clement should probably be
read as follows:

eT8ov 6e 0aAd|ioiq (3OUK6ACOV

KOjicbvTa Kiacrcoi oruAov Euiou Seou.

In the house of the cowherd
I beheld a column overgrown with the ivy of Dionysos.

The god was present in the ivy. The scene is Eleutherai, which from the stand-
point of the cult of Dionysos, should be assigned to Attica rather than Boeotia.
The column had its function in the Attic cult; see below, in ch. VI, the text pre-
ceding note 28.

23 Mnaseas in the scholia on Euripides, Phoenissae 651.
24 In Attica, Pausanias I 31 6; in the palace of Kadmos, Quandt, Orphei

hymni XLVII. According to Mnaseas, the ivy grew around several columns; see
note 23, above. According to Euripides (Phoenissae 650-54), the god was cov-
ered with ivy after his premature birth, but this intercalation of an otherwise
unknown phase of the birth myth between the bearing of the god by Semele
and his entrance into the thigh of Zeus may be pure poetic invention.

25 Still another possibility is Harmonia (Pausanias IX 12 3), an Aphro-
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The Delphic inscription shows that the Dionysos of the palace of
Kadmos was connected with the trieteric cult.26 The inscription does
not mention the secret feast days of the Theban women, which formed
the basis of the story of resistance, but only public festive gatherings
("Panegyreis") with dramatic performances. When Diodorus Siculus
speaks of the trieteric rites, however, he mentions the Boeotians before
the "other Greeks and Thracians" and speaks of the "Bacchic celebra-
tions" ("Bakcheia") of the women.27 He was referring to the "mae-
nadic" as well as the "thyiadic" secret festivals. In the Delphic in-
scription it is not clear to which of these the Panegyreis corresponded
but it was probably to the somber festival of the maenads, the feast
in which the two-year period found its culmination and end. That is
the main reason why it is called "trieteric." The relation between the
public and the secret feasts must have been the same as that between
the festive gathering at the temple of Dionysos near the city of Elis
and the celebration of the Sixteen Women who called out to the god by
the sea and welcomed him.

The mystery character of the women's ceremonies, the true trieteric
rites, is shown by the fact that the public was offered dramas in Thebes
and wine miracles in Elis. This was not so at the start, however; the
need for dramas and miracles arose in a later day. The inner logic of
the two-year period, a living dialectic corresponding to the building,
destruction, and rebuilding of life, operated in secret. Its continuous
realization in the trieteric cult may be taken as demonstrated from

dite figure along with Semele, just as in Argos the cults of Ariadne and Aphrodite
Urania were carried on side by side (Pausanias II 23 8).

26 Bourguet, "Inscriptions de l'entree," p. 198.
27 Diodorus Siculus IV 3 2.
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the Mycenaean, indeed from the Minoan, period on. Despite the se-
crecy, its meaning is made clear by precise indications.

The Dialectic of the Two-Year Period

IN THE SECOND year of a trieteris the opposite happened of what
had happened the first year, and it was not until the third year that repe-
tition set in: hence the name trieteris for a two-year period. The god
who was celebrated in both years was "Trieterikos" in relation to his
festivals, which recurred only beginning in the third year, but he was
also termed "Amphietes," "he of both years."28 For it was only the two
taken together that fully corresponded to the god who combined them
both, with their oppositions, in himself. The Orphic Hymn Book was
a compendium of the world of the Greek gods from the standpoint of
a worshiper in the early Christian era; the author's central, personal
religion was the cult of Dionysos. He describes Amphietes as he who
"beds down" the seasons "and sets them in motion."29 By "seasons" he
means the years which alternately form a trieteris.

The exact period of Dionysos' absence is indicated in a passage
from a dithyrambos, a Dionysian song of triumph:

ava(36a<jov OVTCOI

Aiovuaov

iepous ev

8cb8eKa \xr\vas carovTa

Tr&pa 6* obpa, Trapa 5* av6r) •

28 "Trieterikos," in Quandt, Orphei hymni XLV and LII; Homeric Hymns
I I O - I I says this in the Homeric style. For "Amphietes," see Orphei hymni LIII.

29 According to Quandt's reading, Orphei hymni LIII 7: euvd&ov KIVWV TE XPO-
vouq evi KUKAOKTIV wpaiq.
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Cry out to him:
We shall sing Dionysos
On the holy days,
Him who was twelve months absent.
Now the time has come, now the flowers are here.30

A twelve months' absence of the god is conceivable only in a festive
period of two years, in which absence and presence keep balance. In
Athens, a two-year period is neither attested nor conceivable. Here
at least three festivals in every year presuppose the presence of Dio-
nysos : the Lenaia, the Anthesteria, and the Great Dionysia. The verses
cited above are taken from a theoretical work, dealing with the Atheni-
an dithyrambic poetry of the fifth and fourth centuries, which has
come down to us in extremely fragmentary form on two papyrus rolls.
The theoretician obviously took his examples not only from dithyrambs
written for Athenian use but also from others composed for trieteric
use all over the Greek world.

The trieteris began with a year of the god's absence. The Hymn to
Amphietes tells us that Dionysos lays the trieteric period to sleep and
that he himself passes this period of sleep in the holy palace of Per-
sephone.31 Thus, the god closed one trieteris and began a new one. In
the first year, he is the Chthonios, the "subterranean/' Dionysos, but
precisely in this interval he is not worshiped as a god of the dead
who enacts the state of death. According to the hymn, he is the god
who wakes with the nymphs—the prototypes of those Dionysian women
who awaken the god—as well as the god who reawakens the trieteric

30 According to H. Oellacher, in Mitteilungen aus der Papyrussammlung
Rainer, pp. 136 ff.; see also J. U. Powell, New Chapters in the History of Greek
Literature, pp. 209 f.

31 Quandt, Orphei hymni LIII 3 : 6q uapd fkpaopovric; lEpoTai 66|ioiaiv (aucov
Koi|ii£ei TpiETrjpa xpovcw/ BCCKXHIOV, ccyvov.
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cycle.32 This occurs during the year of his absence: the life aspect of
the subterranean Dionysos is cultivated up to the time of his epiphany,
in which zoe is fully revealed. According to Diodorus Siculus, in those
places where the trieteric festive period is observed, virgins too are
permitted to wear the thyrsos and to participate, rejoicing and worship-
ing, in enthousiasmos, the state and act of being filled with god. The
women worship the god in separate groups—that is their Bakcheia—
and celebrate the presence of Dionysos with hymns.33 That was the
feast which concluded the year of absence and lasted for more than
one day, for it was termed a festival of "holy days." Thus twelve months
passed.

If it were not for the god's long preceding absence, the flowers
(av0Ti) that were now present, the pre-spring flowers that sometimes
appear in Attica in the February snow, might point to the spring fes-
tival of Dionysos in Attica, the Anthesteria; but in the trieteris the
periodicity of nature is broken. Nevertheless, within the space of a
year the paradoxical union of life and death, dominated by life, is
realized. It is not the life of nature that should be aroused from the
seeming death of winter! The flowers have already sprung up; they
spring up each year and not just every second year as the god does.
What occurred, not in conscious thought but in an unconscious process
expressed in myth and rite, was an orientation toward a pure dialectic:
life out of death and death out of life in an endless repetition encom-
passing the indestructibility of life, though it would be more correct
to say that the indestructibility encompassed the repetition. When
introduced into the observation of the periodicities of nature, this sim-

32 Orphei hymni LIII 2:£yp6|iEvov Koupaiq ana vup<j>aiq Eu-rrXoKanoicnv. LIII 5:
. . . f\v'iK(x TOV TpiETrj TTOtAi K«HOV eyeipriiq.

33 Diodorus Siculus IV 3 3 : TT\V irapouaiav û veTv TOU Aiovuaou.
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plifying vision, whose truth was not questioned in myth, provided
unique depth and concentration. This is what happened in Attica,
where the trieteris did not gain acceptance but its dialectical content
presumably did, even—as may easily be understood—at the Anthesteria.

One element of the trieteric rites that did perhaps gain acceptance
in Athens by way of Eleutherai, only to be discarded later, was a call
for the god before the epiphany—the achieved goal of the first year-
louder than the song of the women: the call of the salpinges. Such a
call, worthy of what was to be attained, resounded in Lerna. The
salpinges were kept hidden behind the thyrsoi and when they were
brought out and blown, the turning point had already occurred: the
realm of the dead had opened, discharging Dionysos, that most living
of all beings for whom the aroused thyiadic women yearned. This
artificial call of the salpinges was extremely archaic. The instrument
used changed later on, but remained a musical indication of the sur-
vival and spread of the trieteris. An inscription found on Rhodes men-
tions the payment of a water organist who "awakened the god," of men
who sang hymns to him, of an individual who was probably a priestess,
and of women who had their functions at the "god's two arrivals,"
assuredly a reference to his arrival above and—at the end of the tri-
eteris—below.3* An inscription from the first century B.C. in Priene
mentions the engagement of a singer, of a flute player to accompany
the choral singing, and of a lute player, for two days at the end of a
year which did not include trieteric ceremonies, that is, in which the

34 The inscription was published, after a copy of an apparently lost stone,
by S. Saridakis, "Inschriften," pp. 92-94. Lines 24—25: TUI uSpauAn' T«I n̂-eyEipov-n
T6V 0e6v. Line 26: TocTq TOG 6eoO 8e Ka066oiq 5ucri TOV. . . . The trieteris is also attested
for Rhodes; see IG XII: 1 155a II, lines 50-51. / On the salpinx, see above, in ch.
IV, the end of the section on "The Arrival in Athens."
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somber rites were not performed.35 The function of the singers and
musicians was certainly the calling and awakening, which the salpinges
did less gently.

The second year of the trieteris was a contrast to the first. Now
Dionysos was no longer the subterranean, the absent one, called pub-
licly by loud instruments and by the women among themselves. They
awakened him by being awakened by him. The god was now present.
Whatever form his presence assumed, it was a paronsia of zoe. Men
were not wholly excluded from the parousia. On the contrary, if the
attested visionary power of the bacchantes36 did not suffice to make
them see the god himself physically embodied in their midst or at the
head of their throng, someone could take his place, either at the mo-
ment of the epiphany provoked by the exertions of the first year, or
more likely in the maenadic frenzy that sometimes led to abnormal
acts, including human sacrifice.37 Not only a sacrificial animal but
also a man could be equated with Dionysos in this state, in which the

35 For the Priene inscription, see F. Hiller von Gaertringen, ed., Inschriften
von Priene, no. 113, lines 78-80. Somber rites are connected with "Trieterikos"
in Orphei Hymni XLV and LII 7 (cb^d6ie). See the inscription with regulations
for the Dionysos cult in Miletos, which speaks of a "sacrificial animal to be
eaten raw" (cbjiocpdyiov) and of the trieteris. in F. Sokolowski, Lois sacrees de
VAsie Mineure, no. 48.

36 Philo, De vita contemplativa II 2, cited by Rohde in connection with
the "excessive stimulation of the senses, going even as far as hallucination,"
in Psyche, pp. 258; 270, note 25.

37 Thus it was in Boeotian Potniai, where the sacrifice of a priest is ex-
plained by the drunkenness of the sacrificers, and that of a beautiful boy by an
oracle. Ordinarily a goat was sacrificed: Pausanias IX 8 2. The reference to
Lesbos by Clement of Alexandria (Protrepticus III 42) and to Chios by Porphyry
(De abstinentia II 55) probably apply to isolated cases. The reference to Tene-
dos by Porphyry (II 55) is a false inference from the epithet "Anthroporraistes";
see note 4, above. An extraordinary isolated instance was the sacrifice of Persian
youths related in Plutarch, Themistocles XIII.
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bacchantes became mainades just as their god was mainomenos. A
frank admission of this occurs in the Bacchae of Euripides:

Bp6|iio5 ooTis ccyr|i

He who leads the throngs becomes Dionysos.38

Here the chorus speaks of a phenomenon of the Dionysos cult in
general and does not distinguish between illusion and reality. Thus,
Euripides proves to be an objective observer. His account also shows
the dangers of equating truth and illusion, not only in the example
of Pentheus, but also in a more general sense when he hints at the
hunting-dog character of the maenads. The god who goads them on
is the opposite of what he was in the first year, the opposite of him
who roused beings to life, of the lord of the dead who wants to be
awakened. Now he is the lord of all living creatures who drives them
to kill and in the death of the slain is so reduced that he is in need of
awakening. Dionysos is the quarry of the hunt and the sacrificial
animal, both of which are eaten raw (Tauros39 and Eriphos, "bull" and
"kid"). He is also Omadios and Omestes ("he who is fed with raw
meat") to whom such a sacrificial meal is offered, a mystery meal of
the Cretans who once in each trieteris rent a living bull with their
teeth. This conclusion of the two-year period would surely have been
a feast more worthy of the underworld and its lord; indeed in Argos
it was a feast of the dead.40 It could scarcely have formed the end of

38 Line 115: "Bacchus fit, quicunque ducit thiasos," according to the in-
terpretation of Gilbert Murray in his edition of Euripides. Cf. 141: 6 6' ê apxoq
Bp6(iioq ("The leader is Bromios"—the "noisy god").

39 On five votive inscriptions from Boeotian Thespiai: 6e6q TccGpoq (see
Nilsson, Geschichte, I, 571).

40 Hesychios s.v. 'Aypidvia: vEKuaia trapd 'Apyeioiq. / On the Cretan rite of
tearing apart a live bull, see above, ch. Ill, at notes 113 ff.
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the two-year period without the dialectic which in every moment of the
trieteris combines life and death.

Dionysos in Delphi

THE I N N E R logic of the Dionysian two-year period is so exclusively
the logic of zoe and of its opposite death that it could stand by itself with-
out support from the periodic events of nature. There must be a reason
for its formal similarity to Hegel's dialectic, because the word "dia-
lectic'' in the Hegelian sense is applicable to it. Hegel's dialectic would
seem to be a reflection in conscious, conceptual thought of this primor-
dial dialectic. The natural, primordial dialectic may be explained by
the assumption that in every living being there are two innate ten-
dencies : a tendency to build and a tendency to destroy, on the one hand
a life drive and on the other a death drive. Thus, death and the de-
struction of life would be a part of life itself.41 Hegel did not think in
terms of "drives," but he pointed to the basis of the primordial dialectic
when he said: "It is the nature of the finite to have within its essence
the seeds of extinction; the hour of its birth is the hour of its death."42

Zoe is the presupposition of the death drive; death exists only in rela-

41 I formulated this view in my book Die antikc Religion, taking account
of Freud, Beyond the Pleasure Principle. On this occasion, however, I observed:
"Though in the following I invoke well-known findings of psychological research,
I identify myself with no exclusively psychological or biological trend" (Die
antike Religion, 1940 edn., p. 273, note 36). In the case of Dionysos, a biological
interpretation seems most relevant and remains indispensable as a working
hypothesis.

42 Cited from Hegel's Logik (Samtliche Werke, IV, 147 f.) by Otto, Dionysos,
P- J35> w h° finds the cause of Dionysian madness in this unity of life and death.
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tion to zoe. It is a product of life in accordance with a dialectic that is
a process not of thought, but of life itself, of the zoe in each individual
bios.

A two-year period embracing both tendencies, based on human
nature—and not on animal nature whose reproductive periods are
conditioned by the seasons—can begin at the outset of every conceiv-
able kind of year, even the Sirius year. This seems to have been the
case at Delphi where we encounter the most impressive form of festi-
vals based on the primary expression of that dialectic, namely, the
Dionysos myth. The Delphic calendar was based on the Sirius year.
This is made evident not only by an enumeration of the months, show-
ing that the year began in high summer, but also by the myth of Apol-
lo's annual visit in the first month, his month, Apellaios, which began
in our July. The Apollo myth points to an even earlier state of affairs,
prehistoric from the standpoint of what we now know about Delphi,
in which the visit took place only in the second year after the birth of
the god. Paradoxically, he inaugurated his calendary epidemiai at
Delphi with a year of absence. The explanation of why such odd be-
havior could be imputed to Apollo43 is surely to be sought in the trie-
teris that prevailed at Delphi in an earlier period and remained in force
in connection with Dionysos. Since the same system of intercalary
years was employed both in Athens and at Delphi, it may be assumed
that the older Delphic calendar was adapted to the one-year calendar

43 See Alkaios' Hymn to Apollo (fr. A 1, in Lobel and Page, Poetarum Les-
biorum Fragmenta) in the prose translation of Himerios, Orationes XIV 10-11.
Only a calendary explanation, that is, a tradition based on a calendar older than
that of Alkaios' time, can account for the inconsistency of Apollo's being sent by
Zeus to Delphi but driving his swan chariot to the land of the Hyperboreans and
spending a whole year there.
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of the Athenians.44 From then on Apollo's visit to Delphi was cele-
brated annually.

The festival of his arrival fell in the ambivalent period of the early
rising of Sirius, in which summer's gifts ripen but, "hidden as it were
behind the twittering of birds, the all-killing heat attains its climax on
the mountain ridges transfigured in incandescence."45 The life-and-
death aspect of nature corresponded to the summers of the two-year
period. This season cannot be confused with the pre-spring month of
Bysios, on the seventh day of which, Apollo's birthday, the Pythia be-
gan to deliver her oracles.46 Here we confront the rather baffling situa-
tion that a god's birth and his arrival among his worshipers did not
coincide. Moreover, Apollo arrived from the land of the Hyperboreans
in midsummer, long after the spring month of Theoxenios when gods
were ordinarily received among mortals. The calendar as we know it
is clearly not the same as that corresponding to the original myth of
Delphi. Its conversion to a single year corresponding to the course of
the sun and the seasons (particularly pronounced in the mountainous
region of Delphi) was undoubtedly determined by the reign of Apollo,
who more than any of the other great gods was identified with the
sun.47 At Delphi, however, the new reckoning encountered a two-year
calendar, based on the Dionysos myth, to which it adapted itself for
a time. This may be inferred with certainty from the myth of Apollo's
arrival in the second year.

Equally significant is the fact that no story of the arrival of Diony-

44 See E. Bischoff, "Kalender," col. 1570.
45 Kerenyi, Apollon, p. 42; also see above, in ch. Ill, the section on "Iakar

and Iakchos."
46 See Plutarch, Quaestiones Graecae 292 EF. Confusion has, however,

occurred: see H. Pomtow, "Delphoi," col. 2528.
47 See W. F. Otto, "Apollon," Das Wort der Antike, pp. 54 ff., 68 ff.
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sos or of resistance to him has come to us from Delphi; nor is there a
story of his birth that might have stood for his arrival, nor one that
connected him with the Mycenaean palace, as at Thebes. Here the
arriving god is Apollo. According to the myth, he comes as a conqueror
and takes possession of the oracle which formerly belonged to a Great
Goddess—in the simplest form of the tradition she was Ga, Earth—
and was guarded by a female serpent.48 On the strength of the tradi-
tion and of archaeological findings, the existence of a pre-Apollonian
earth oracle at Delphi may be taken for certain. Equally certain is the
archaeological observation that at the height of the Bronze Age the
people of Delphi were still living under Neolithic conditions and that
the place was already a holy site, although the sanctuaries were situ-
ated otherwise than they were later.49 The famous stone navel, the
omphalos of Delphi, bears witness to a belief in a passage between
upper and lower worlds, not through water as at Lerna, but through
the rocky ground.50 Yet there was no lack of springs at Delphi; one
need only recall the abundantly flowing Kastalia. In general we may
speak of a similarity in the position of the two cults in the history
of religion, but important differences must be taken into consideration.

Among these was the function of the oracle which tradition traced
back to its original goddess. As we have seen, the priority of the earth
oracle is a definite element in the Delphic tradition, and it does not
seem unduly adventurous to trace this oracle back to Neolithic times.
That prophetic dreams could be expected from mere contact with the

48 Aischylos, Eumenides 2; Pausanias X 6 6; this serpent had been re-
garded feminine since the Homeric Hymn to Apollo, line 300.

49 L. Lerat, "Fouilles de Delphes (1934-35);" P- 205. P. Amandry, La
mantique apollinienne a Delphes, pp. 204 ff.

50 The conception and use of a cult stone as a "navel" (omphalos) stems
from the ancient Orient; see Kerenyi, Eleusis, p. 80.
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earth—and not just from contact with the vapors rising from it51—is
demonstrated by the Homeric epithets for the Selloi, the inspired
inhabitants (hypophetai) of Dodona: aniptopodes and chamaieunai,
signifying that they always went barefoot with unwashed feet and
slept on the bare ground.52 The connection between such experience
and certain sites may be taken as a historical—or prehistorical in the
case of Dodona and Delphi—fact. At Delphi moreover it seems likely
that linguistic changes occurred in prehistoric times.

The Greek name "Delphoi" corresponds exactly to "Pytho," the
earlier name of the place, for which Greek origin could be claimed only
by means of a false etymology,53 but which in a West-Semitic language
applies to the topography of the Delphic countryside. Puth signifies "to
gape" (a se invicem distare), while its derivative poth signifies "fis-
sure" (fente, vas feminale), in Greek delphys.5* The Semitic deriva-
tion of "Pytho" has been rendered all the more plausible by our in-
creasing certainty that the Minoans possessed a Semitic language
before their Mycenaean Greek language, but it does not absolutely
require this corroboration. The name "Parnassos" may also be of Near
Eastern origin, a possibility supported by the fact that Apollo came
from Asia Minor.55 The priority of his cult on Delos and his birth on

51 Vapors were and still are a possibility at Delphi. See S. Marinatos, To
6eA<j>iKov xatfua xai TO "-nvzO\xa" -rfjq fluSiaq. The importance of vapors in the history
of religion, however, is much less than Marinatos and others suppose. Vapors
may have been the outward but never the inner occasion of the oracle, whose
functioning required the liberation of great human energies.

52 Iliad XVI 235.
53 The Homeric Hymn to Apollo 363-74, as though riu6co derived from

Tru6eiv, "to cause to rot."
54 L. Bayard, "Pytho-Delphes et la legende du serpent," pp. 25-27. See also

Kerenyi, Werke, I, 97 ff.; Jung and Kerenyi, Essays on a Science of Mythology,
pp. 68 f. (Princeton/Bollingen Paperback, pp. 50 f.).

55 "Parnassos" occurs as the name of a city in Asia Minor; see L. R.
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that island were recognized at Delphi. At one time the Delian cult had
close ties with the Lycian Patara: thither the god went from Delphi
during the winter months to deliver oracles in his temple,50 just as
from Delphi he went to the Hyperboreans.

A distinction must be made, however, between his historical and
his mythical apodemiai and epidemiai, departures and arrivals. The
ejpidemiai of Apollo's matriarchal family, his mother Leto and his sister
Artemis, from Asia Minor to Greece was a constitutive event in the
history of Greek religion, which is inconceivable without the presence
of these three deities. The Greek reaction to the arrival of Apollo as
a divine being who conferred and withdrew the sunlight57 was the
rise of a religion of sensuous and spiritual light, which at its summit
became the Greek spiritual religion with its insistence on clarity and
purity, order and harmony. This was a crucial element in the history
of Greek culture, far exceeding any importance ever attained by the
Delphic oracle. The mythical line of arrival from and return to the north
—in contradistinction to the historical east-west line—corresponded to
Apollo as the god not of the day but of the year. In the mythical dimen-
sion it reflected the itinerary by which as the nights grew longer the
god of light vanished in the direction of the longest winter nights and
ultimately attained his own realm among the Hyperboreans. As god of

Palmer, Mycenaeans and Minoans, p. 343, and map fig. 46. In the language
of the Luvians, the word parn-assos has the primary meaning "(mountain) of
the house"; "(mountain) of the temple" is only a secondary meaning.

56 Servius' commentary on Aeneid IV 143: Constat Apollinem sex mensi-
bus hiemalibus apud Pataram Lyciae civitatem dare responsa . . . et sex men-
sibus aestivis apud Delum.

57 Here I formulate Apollo's original nature, which includes not only a
positive relation to the sun and the light, but also an equally positive relation
to darkness; see Kerenyi, Apollon, pp. 33 ff
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the solar year, Apollo inevitably transformed the trieteric calendar
wherever he encountered it.

Our two oldest sources for the diadoche, the sequence of rulers
over the Delphic oracle, are Aischylos and Euripides. In the Eumenides,
Aischylos lists the owners in chronological order and Apollo appears
only in fourth place. First came the Earth Goddess, followed by two
of her daughters: Themis, her mother's double who was elevated to the
rank of guardian over natural right, and Phoebe, the mother of Leto.
To her grandson Phoibos Apollon, Phoebe left her name and the site
as well. Apollo was to deliver oracles that came from Zeus. This was
assuredly the classical doctrine of the Delphics concerning the inner
history of their oracle. Dionysos is very emphatically associated with
an adjoining territory, namely, the whole of Parnassos including the
Korykion antron, whose nymphs are named in a list including all the
great gods. Moreover, the hunt for Pentheus is also mentioned, so that
the entire mountainous region between Delphi and Thebes becomes
one great hunting ground.58

In Iphigenia in Tauris, Euripides mentions the goddesses Gaia
and Themis, mother and daughter, as possessors of the oracle before
Apollo and tells of the killing of Python.59 In Aischylos the Pythia had
no reason to go into this, while for the author of the Homeric Hymn
to Apollo this alone was worth mentioning and not the right of the
older goddesses to the oracle.60 Euripides had them defend their privi-
lege. Earth, the "nocturnal one," sent oracular dreams with which the
child Apollo could not compete, until finally his father Zeus set him
upon the Delphic throne. But Dionysos is not forgotten. Parnassos,

58 For the diadoche, see Aischylos, Eumenides 1-8; on Pentheus, 24-26.
59 Iphigenia in Tauris 1244-82.
60 The Homeric Hymn to Apollo 300-304.



v. Dionysos Trieterikos, God of the Two-Year Period 211

whither Leto bears her little son in her arms—it was in her arms that
he shot the snake—was already the scene of Bacchic rites in honor of
Dionysos.61 The "throne" of Delphi was the tripous, a tripod supporting
the kettle on which the Pythia sat in the historic period. According to
one of our learned sources, however, it was Dionysos who first sat on
the tripod, performing the role of the oracle-giving Themis.62 The
calendar is not the only indication that the cult of Dionysos preceded
the religion of Apollo at Delphi.

It is probable that before the arrival of Apollo, Delphi already pos-
sessed the cult with the mythologem of the "leather sack," a story that
came to Parnassos from the Orient at an early date.63 Its hero and
victim, the Greek Dionysos, entered into the chthonian-subterranean
and nocturnal sphere of the oracle. As the third possessor of the oracle,
after the goddesses Night and Themis, the learned scholiast mentions
not Apollo but Python, the serpent with the name formed from a Se-
mitic root. At the same time this source refers to Dionysos as the first
occupant of the tripous.6* The serpent's Greek name was "Delphyne,"
and according to a myth, common to both the Greeks and the Hittites,

61 Iphigenia in Tauris 1239-44.
62 Scholium on Pindar Pythia, u-rToGeaiq (in A. B. Drachmann, ed., Scholia

Vetera, p. 2 ) : TTPCOTTI NU£ expn^wtSricrev, ETTOC Gejiiq. fluScovoc; 6e TOTE KupieuaocvToq TOU

TTpcxpn'riKoG TpiTroSoq, EV dbi TrpcoToq Atovuaoq £8e|iiaTeuae . . . ("the first to give oracles

was the goddess Night, then Themis. But when Python gained power over the
prophetic tripod on which Dionysos was first to perform the function of the
[prophetic] Themis . . ."). Themis evidently gave oracles without a tripod, that
is, she sent dreams as in Euripides, Iphigenia in Tauris 1261-65, where earth
and night are one, nychia Chthon.

63 J. Fontenrose, Python, provides information about the spreading of the
cult, but strays too far from the main point, the connection between the Delphic
and the Cilician myths—already indicated in 1951 in Kerenyi, The Gods of the
Greeks, p. 26. See also "Mythology of the Leather Sack," above, in ch. II.

64 See note 62, above.
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the snakelike monster is for a time victorious and is defeated only when
its dismembered adversary and prisoner recovers the limbs that had
been taken from him and preserved in a leather sack. At Delphi this
could apply only to the dismembered Dionysos. The last victor and
slayer of the serpent was Apollo, who was also called—the name has
been preserved in the mystical literature—"Dionysodotes," "giver of
Dionysos."65

This completes the mythical history of the oracle's possessors from
the Earth Goddess to Apollo. Originally the cult did not require this
completion. The Thyiades, as the Dionysian women were called at
Delphi, awakened the god who for the first half of the two-year period
vanished into the dark depths of the Delphic mountain country around
Parnassos. Apollo and his priests helped the Thyiades in a manner
taken over from Crete, as the Homeric Hymn to Apollo records, with
the paean. Stressing the masculine element in the oracle, the hymn re-
lates that some Cretan merchants once sailed from "Minoan Knossos"
to Pylos. First in the form of a dolphin, then in that of a star more
luminous than the day, Apollo enjoined them to settle at Delphi as
priests of his temple, because no one could sing and dance the paean
like the Cretans.66 The god "Paian," in Homer "Paieon," physician of
the gods, was worshiped at Minoan Knossos as "Paiawon."67 He was
not yet Apollo in all the fullness of his being, but only in one of his
aspects: the god of light as healer,68 precisely the one to heal a god

65 Olympiodoros, In Platonis Phaedonem commentarii, p. i n : 6 6e 'ATTOA-
XQV cruvocyeipEi TE OCUTOV KOCI dv&yei KOcGocpTiKoq wv GEOC; KOU TOU Aiovuaou acoTf)p cbc; dAr]6coq,

KCCI 5id TOOTO AiovuaoSo-rriq dvuMErrai. ("But Apollo gathers him up and leads him aloft,
for he is truly the purifying god and the savior of Dionysos, for which reason
he is called 'Dionysodotes' in the songs to his praise.")

66 The Homeric Hymn to Apollo 389 ff., 516-19.
67 Iliad V 401-2 and 899-900; Knossos tablet V 52.2, pa-ja-wo.
68 See Kerenyi, Asklepios, pp. 81 f.
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who was suffering, dismembered, and dead, or one who was tempo-
rarily mad, and enable him to become alive and whole again.

Dionysos, the Trieterikos and Amphietes, had his great cult, oc-
cupying both years, at Delphi. The Athenians did not allow such a
cult to arise in their midst, nor did they permit their Pythion, the
Athenian sanctuary of Apollon Pythios, to become an oracle site. For
them Delphi was a superior holy site in more than one respect, defi-
nitely in respect to the Pythian cult of Apollo, but also in respect to the
Dionysos cult which was firmly correlated with the Apollo cult at Del-
phi. Athens was connected with Delphi by a ritual path over which
traveled the Pythais, a procession in which sacrificial bulls were sent
to Delphi accompanied by ax bearers.69 As a return gift they brought
a tripod back with them to Athens.70 Athenian women took the same
path to participate in the rites of the Delphic Thyiades. In this way
Athens participated in the trieteric cult that was the universal form
of the Dionysian religion from the Boeotian border on.

The path led over the pass to Daphni, where Apollon Pythios pos-
sessed a small sanctuary; passed near Eleusis; led through Oinioe, the
"wine village" that bordered on both Eleutherai and Boeotia; and
touched Thebes as well.71 Between Thebes and Delphi it entered into
the region of Parnassos below Panopeus. This dismal mountain city

69 The bearers are mentioned in relation to Athens in a scholium on Aischy-
los, Eumenides 4, with an explanation invented at a late date. The correspond-
ing procession of the Ainians is described in detail by Heliodoros, Aethiopica III
1 3-5; according to him the hecatomb consisted entirely of black oxen.

70 See A. Boethius, Die Pythais, who failed to note the reciprocity between
the Athenian and the Delphic gifts and consequently missed the meaning of the
procession. An imitation of the theft of the tripod committed by Herakles (Bo-
ethius, p. 73) is out of the question: the inscriptions cited by Boethius himself
argue against such an idea.

71 Ibid., pp. 47 ff.
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was known to Homer because of the crime of Tityos, the giant son of
Mother Earth who attacked Leto and tried to drag her away, and be-
cause of the fine dancing ground situated on the Great Goddess' path
to Delphi.72 It may be assumed that a pre-Homeric tradition numbered
Apollo's mother73 herself among the Dionysian women—all of whom
were divine in the primordial mythical past—who celebrated the thyia-
dic festivals on Parnassos. Pausanias came to understand the Homeric
epithet for Panopeus, the city "with the fine dancing ground," only
when the Attic Thyiades told him of the dancing grounds they had, not
only near Panopeus but also in other places on the way from Athens
to Delphi.74 Pausanias' belief that this was already the case in Homer's
day is by no means implausible. Over a period of more than a thousand
years, women selected for the purpose went from Attica—and surely
from other surrounding regions as well—to Delphi for the Dionysian
festivals that were cloaked in particular secrecy, and danced at certain
stations along the sacred road. It was forbidden to record this pil-
grimage in art or poetry.

From Pausanias we learn that this pilgrimage occurred annually,
though there is no doubt that the principal phases of the festive period,
and hence the period itself, were trieteric.75 In the solar year the shift-
ing trieteric phases always occupied roughly the same winter period.
That is why, as Plutarch tells us, they sang "the paean at their sacri-

72 Odyssey XI 580-81:

Ar)T« y a p fiAKqcre, Atoq Ku5pf|v TTCCPOCKOITIV,

n u 9 « 6 ' epxonEvriv 8 id KOcAAixopou riavotrnoq.

73 See Kerenyi, The Gods of the Greeks, p. 135 (Pelican edn., pp. 119 f .) .
74 Pausanias X 4 3.
75 Pausanias X 4 3: irapd e-roq. Aristonous Corinthius in his Paean 37 (in

Powell, Collectanea Alexandrina, p. 163) speaks of TPIETECTIV $avaTq. In Euripides,
Ion 550 and 716—17, dances illumined by torches, eq <t»avdq ye BCCKXIOU, are men-
tioned.
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fices for a large part of the year; but at the beginning of winter they
awake the dithyramb and, laying to rest the paean, they use the dithy-
rambs—and for three months invoked Dionysos instead of Apollo who
was also called "Paian." Plutarch characterizes these dithyrambs as
"full of passion and change, of confusion and swaying," and the paean
as "orderly, measured song."76 This difference between the tones of
the two different periods of the year was bound to strike the attention
of all (hence Plutarch speaks of it openly) even if the Dionysian period
possessed a changing character for the initiate. The period began—
roughly on the 8th of November77—with the first winter month, Dado-
phorios, the "torchbearing month," although we know that this par-
ticular month deserved its name only every second year. The torch-
light feast is explicitly termed trieteric.78 Likewise Plutarch's summary
of the events in the dithyrambic periods—"death and disappearance;
revival and rebirth"—cannot refer to the winter months of the same
year.79

The trieteris was replaced by two solar years which only seemingly
and only partially had the same cultic content. At most the same con-

7 6 De E apud Delphos 3 8 9 C. 3 8 9 A: TTOCGCOV iiecrTa: KCU |i£TOc(3oAfiq TTAavnv TIV&

Koci 5ia()>6pr|cnv exouanq. 3 8 9 B: TZTay\iivr\\f KOCI acocppova jiouaav.

77 "November 8th marks the early rising of the Pleiades and consequently
according to a widespread popular calendar is the beginning of winter." This
remark by F. Boll ("Zu Holls Abhandlung iiber den Ursprung des Epiphanien-
festes," p. 190) is cited in reference to the Delphic calendar by E. Norden, Die
Gehurt des Kindes, p. 36. But Norden is mistaken in also placing the awakening
of Liknites at the beginning of winter; see below, p. 222. According to this calcu-
lation, the wild hunter set in the sky at the end of the year; see Boll, Griechische
Kalender, III, p. 11.

78 On the torches, see note 75, above.
79 Plutarch, De E apud Delphos 389 A: <t>6opdc; Tivccq KOCI d<J>aviajiouq ETTCC 6J dva-

piwaeiq KOU TraXiyyeveaiaq. The older calendary investigations on Delphi already
showed that these were the occasions of the festival: "Every two years, the birth
of Dionysos—every two years, the death of Dionysos"; see Pomtow, "Delphoi,"
col. 1532.
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tent can be attributed to the first nine months beginning in the spring
with Apollo's supposed birthday on the seventh day of Bysios, when
the oracle began to give answers. In the earliest times, as was later
asserted, it gave answers only on this day.80 In its historical golden
age the oracle functioned in principle at all times except for certain
apophrades hemerai, "unlucky days,"81 which are more readily ex-
plained by the myth of Dionysos than by that of Apollo. There was
even a proverb to the effect that an answer was false because it had
been given in the absence of the god.82 Apollo was absent from Delphi
at the time of his apodemia; but the oracle functioned then too. Plu-
tarch gives the reason when he says that Delphi belonged to Dionysos
no less than to Apollo.83 Such was the reserve with which this initiate
into the secrets of Delphi expressed himself when, as so often, he knew
more than he was permitted to utter.

Not only were dithyrambs sung to Dionysos at Delphi; paeans were
also addressed to him, and not just implicitly (because he was in need
of healing and awakening), but sometimes quite explicitly as in the
Dionysian paean of Philodamos, whose beginning is similar to that
of the dithyramb by an unknown Athenian poet cited earlier. The words
of Philodamos are:

[AeOp' avoc A]i6upan|3e

i', f)piva[?s TKOU]

[TOCICTS'] lepocis Iv copais1

8 0 Plutarch, Quaestiones Graecae 292 E.
81 Plutarch, Alexander XIV 4.
82 Scholium on Pindar, Pythia IV 4; scholium on Kallimachos, Hymn to

Apollo 1.
83 De E apud Delphos 388 E.
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Come hither, Lord Dithyrambos, Bakchos

. . . Bromios now in the
spring's holy period.8*

At the latest Dionysos could be invoked with such words in Theoxenios
(March), the "month of hospitality to the gods," or in Bysios—in com-
mon Greek, "Physios," the "month of growth."85 This was possible either
in the year of his awakening or in that of his dismemberment, whereas
Apollo, according to his own myth, did not come to Delphi from the
land of the Hyperboreans until midsummer.

To the three Delphic winter months—beginning with Dadophorios,
whose wholly or partly secret feasts had the Dionysos myth as their
content—the distinction between thyiadic and maenadic character is
surely applicable, especially since the tradition relating to Delphi speaks
only of Thyiades and mentions only what contrasts with the somber
maenadic activities. "Thyiadic" applies with precision only to one half
of what happened in a trieteris; Aischylos alludes to the other half,
when he relegates the hunt for Pentheus to Parnassos, and Plutarch
speaks of it.8G At Delphi there is never any mention of an exclusive
college of Dionysian women, such as the Sixteen Women of Elis or
the fourteen Gerairai in Athens. We hear only of a square or locality
named "Thyiai," not far from the temple of Apollo but a little outside
the inhabited section of the holy place, probably on the present plateau
of the threshing floors.87 This was the gathering place of the selected

84 After Powell, Collectanea Alexandrina, pp. 165-66, but with sure addi-
tions.

85 Plutarch, Quaestiones Graecae 292 E.
86 Aischylos, Eumenides 11, 26; Plutarch, De E apud Delphos 389 AB.
87 The aAcovia; see £. Bourguet, "0YIAI-0YITION," p. 27; for the inscriptions,



Dionysos 218

women who came not only from Delphi and the surrounding region
but also from as far away as Athens and who were known by the milder
name for their consecrated character, to wit, as Thyiades.

These women were a part of the picture of the winter months at
Delphi, though it is hardly likely that they could be viewed close at hand
when they climbed Parnassos, which they apparently did repeatedly.
In one year of the trieteris this occurred by torchlight between the time
when, according to Plutarch, Dithyrambos was awakened and the
awakening of Liknites, the "being in the winnow" (liknon), who was
in need of revival. It is doubtful whether the hunt at the onset of winter
in the second year also began by torchlight. In the first period the Thyi-
ades ascended (repeatedly, so it would seem) Parnassos, running im-
petuously in a manner that made them resemble the thyellai, or storm-
winds.88 This was no mean accomplishment, especially in winter. Not
even the daughters of the rugged mountains would have been capable
of it without special training. We hear that Dionysos danced down from
Parnassos with thyrsos and deerskin, accompanied by Delphic virgins,
and we know that even as young girls the Dionysian women in Boeotia
practiced not only the closed rites but also the bearing of the thyrsos
and the Bacchic dances.89 At Delphi this enormous exertion of the
women, spontaneous despite long practice, was dedicated both con-
sciously and unconsciously to the service of zoe; psychosomatic ener-

see p. 25. With Wilamowitz (Sappho und Simonides, p. 209, note) we read
Guiniq in Herodotos VII 178.

88 That is why the Delphians erected an altar to the winds at the place
called "Thyiai" or "Thyia"; see Herodotos VII 178 and note 87, above.

89 Euripides, Hypsipyle in Nauck, TGF, fr. 752; see also above, ch. IV, at
notes 146 ff.
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gies were summoned up from the depths and discharged in a physical
cult of life.

The Thyiades from Athens began their dancing on the way. It
must have been in a trancelike state that these women kept a sure
footing as they danced over mountain paths by night. Sometimes they
knew and sometimes they did not know how far they had come. The
inner experiences of the Thyiades were not permitted to be made pub-
lic; they did not enter into literature. After the Lykourgos tetralogy
of Aischylos the Thracian bacchantes appeared in their stead, and
the Pangaion or Rhodope mountains took the place of Parnassos. In
Greek-inspired Roman poetry the experience of the Thyiades is as-
sociated with Thrace. In Horace Euhias, "she who calls Dionysos," is
astonished when the snow-covered landscape opens before her eyes
after she has danced through the night:

exsomnis stupet Euhias
Hebrum prospiciens et nive candidam

Thracen . . .<J0

The Hebrus which lies wintry-white at her feet is a river in Thrace.
Lucan imputes the experience of the Thracian bacchantes to a Roman
matron endowed with the gift of prophecy. He knows that in the
prophetic realm Apollo and Dionysos are scarcely distinguishable.
Possessed by Apollo, the matron flies across the sea to Thrace. These
are her words:

Quo feror, o Paean? Qua me super aequora raptam
Constituis terra? Video Pangaea novosis

Cana iugis . . .

90 Horace, Carmina III 25 9-11.
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Whither am 1 borne, O Paean, in haste across the sky?
In what land do you set my feet? I see Pangaeus white

with snow-clad ridges . . .91

The landscape is the same, and again it is wintry.
Concerning the outward experience of the Thyiades on Parnassos

we possess very concrete details. Once during a war in the middle of
the third century B.C., the entranced Thyiades lost their way and ar-
rived in Amphissa, a city near Delphi. There they sank down exhausted
in the market place and were overpowered by a deep sleep. The women
of Amphissa formed a protective ring around them and when they
awoke arranged for them to return home unmolested.92 On another
occasion—this probably occurred in Plutarch's time, toward the end of
the first or beginning of the second century A.D.—the Thyiades were
snowed in on Parnassos and it was necessary to send a rescue party.
The clothing of the men who took part in the rescue froze solid.93 It
is unlikely that the Thyiades, even if they wore deerskins over their
shoulders, were ever dressed more warmly than the men. The back-
ground of their thyein, a leaping run so impetuous as to verge on flight,
was the high, wintry mountain in all its concreteness, and from this
background they are inseparable.

In the southern winter, nature does not give the impression of
dying away, and this is generally true of Greece. The vegetation never
looks wholly dead. Nevertheless the reality of winter on 8,060-foot
Parnassos must be taken very seriously. The rigidity of its stony na-

91 Lucan, De hello civili I 678-80; see also Kerenyi, "De teletis mercuriali-
bus observationes, II," pp. 150 ff.

92 Plutarch, Mulierum virtutes 249 EF.
93 Plutarch, De primo frigido 953 D.
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ture is enhanced by the freezing of the watercourses. To a southerner
the snow in the mountains is in itself horror-inspiring. Horses and
mules take fright; and in antiquity this cannot have been very different
from today. The fir woods on Parnassos seem harsh and unfriendly
with their jagged contours and somber color. The innermost essence
of this mountain nature is, however, stone. Here stone in all its dead-
liness becomes the sole ruler. One would expect the movement of
the Dionysian women to have contrasted sharply with this stone
world, but this was not entirely the case. The impetuous movement
of the bacchantes had something rigid about it, exemplified, as the
representations show, in the gaze and in the attitude of body and head.
The rigidity of nature and the frenzy of the Dionysian women—a fren-
zy revealing almost unlimited power—converge and complement one
another. Where Dionysos rules, life manifests itself as boundless and
irreducible. Irreductibility is present in stone. Here it would seem
as though the Dionysian women, their frenzy enhanced by the wintry
stone, had become embodiments of both extreme rigidity and ex-
treme movement. With their living fire they became, as it were, a
counterweight to the ice-cold hardness of the stone world, where
without this contrast life would have been forgotten and only the
rigidity of death reflected.

The agitated bacchantes' rigid attitude of head and body was not
unerotic. This in itself was the source of erotic desire, and this too
called for discharge. It is certain that the Thyiades did not derive the
strength for their feat from wine. Wine would rather have rendered
them incapable of it just as one would expect the wintry cold to have
made them incapable of love. Yet those familiar with the popular
customs of the Austrian Alps tell of young people engaging in re-
peated acts of love while running up the mountains (on the occasion
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of certain church festivals).94 There is a classical account of a young

man's being taken along on the torchlight festival at Delphi, although

he was in a state of drunkenness, which was not necessarily true of

the bacchantes who were with him. Euripides treats this episode as a

possibility and relegates it to the heroic age: his hero Ion believes

that he was begotten on such an occasion. This was held to be a

marginal manifestation of the cult, occurring perhaps not among the

true Thyiades but among the younger bacchantes who went along,

virgins and not mature women.95 On the other hand, Plutarch speaks

of aschrologia, indecent language, in the holy rites themselves, ac-

companied by screams and heads flung backward.96 All this calls for

a distinction between preparatory dances and the cult action proper.

The cult of the three winter months, which may be termed "thyi-

adic" in the strict sense, attained its climax and goal in the first year

of the trieteris with the secret act of awakening, which—if everything

that happened during this period on Parnassos was not to be utterly

meaningless—had to take place soon after the completion of this festive

period, perhaps in or just before the month of Bysios. All that has

come down to us is a clear characterization of the action (an awaken-

ing), the nature of the small container in which the one to be awak-

ened lay (a winnow, liknon, hence the name Liknites),97 and the fact

that it took place simultaneously with another sacred action. Plutarch

was permitted to say just this much to his friend Klea, who was at

that time both the leader of the Thyiades at Delphi and an initiate

94 I owe this information (from Carinthia) to the archaeologist Rudolf
Egger.

95 Euripides, Ion 551-52.
96 Plutarch, De defectu oraculorum 417 c. / On the rigid head position,

see also above, ch. IV, note 80.
9 7 OTCCV oci ©uiccSeq £yeipcocnv TOV AIKVITHV; see note 9 9 , below.
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in the mysteries of Osiris.98 He tells her in order to draw her attention
to the consonance between the two mysteries: in both cases a reawaken-
ing was preceded by a state of lying in the tomb. The simultaneous
actions were performed secretly in the temple of Apollo by the Hosioi,
the specially consecrated bearers of the Delphic traditions, and in the
exact place, so it was said, where the remains of the dismembered
Dionysos were kept." Elsewhere Plutarch alludes to this rite as "that
with the tripod"!100 This is what the twofold action, in the temple
and in the place where the awakening from the liknon occurred, was
about.

The Thyiades did not celebrate the awakening in the temple of
Apollo; they had no access to the part of it where sacred actions were
performed. From the Mycenaean period on, there was at Delphi a
Dionysion—a small sanctuary—in a section densely occupied by dwell-
ings, to the east outside of the great holy precinct. Vestiges of the name
"Dionysos" have been found there.101 It is very doubtful, however, that
the bands—the thyiasoi—of Dionysian women gathered on the Thyia
plateau were led here; they would not have found room enough to move
freely. But the whole of Parnassos was available, as was the great
stalactite cave, the Korykion antron, where in times of war the male

98 Plutarch, De Iside et Osiride 364 E.
9 9 Plutarch, De Iside et Osiride 3 6 5 A: AeA<|>oi TCC TOU Aiovuaou XeiijKxva Trap'

auToTq irapd TO XPHOTHP'OV dtTTOK£Tcx8ai VO(II£OUCTI* KCCI 8uouaiv ot "Oaioi 8uaiav drrroppriTOv

ev TCOI iepcoi TOU 'AiroAXovoq, OTOCV ai OuiaSeq £yeip«o"iv TOV AIKVOTIV. ("The Delphlans be-
lieve that the remains of Dionysos rest with them, within the place of prophecy:
and the Holy Ones offer a secret sacrifice in the temple of Apollon, whenever
the Thyiads wake the One in the Winnowing Fan." English translation by L. B.
Holland in "The Mantic Mechanism at Delphi," p. 204.)

100 De E apud Delphos 385 D: TO TOO Tpi-TroSoq.
101 "Chronique des Fouilles en 1950" and ". . . en 1951," BCH, LXXV

(1951), 138, and LXXVI (1952), 249 f.; see also my note in Werke, II, 49.
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population could take refuge.102 Pausanias describes the way to the
cave and beyond in connection with the feat of the Thyiades: "The
climb to the Korykian Cave is relatively easy for a sturdy man or for
mules. . . . From the Korykian Cave on it is hard, even for a sturdy
man, to attain the peaks of Parnassos: for these peaks are higher than
the clouds and over them the Thyiades swarm in a trance for Dionysos
and Apollo. . . ,"103 The rocks of the cave shone golden in the torch-
light. A Greek inscription to the right of the entrance celebrates Pan
and the nymphs, who were said to be the possessors of caves every-
where, especially stalactite caves. In relation to this cave, Sophokles
calls them "Bacchic nymphs."104 To judge by the linguistic form, the
incised letters which also name the Thyiades are probably a forgery.105

A hoax of this kind was possible because of the general and enduring
belief that the scene of the secret thyiadic ceremony, the awakening
of Liknites, could only have been this cave. The fact that Pausanias
skips over the secret action but then refers to both gods, Dionysos and
Apollo, reveals his thinking. Like Plutarch he was thinking of the con-
nection between the festivals on Parnassos and the oracle and was
referring implicitly to the oracle.

From the lighting of the first torch,106 the rites enacted on Parnassos
and concluded in the Korykion antron were mysteries. Apart from the

102 In the Persian Wars (Herodotos VIII 36) and most recently in the re-
sistance of 1941-44.

103 Pausanias X 32 2 and 7.
1 0 4 Antigone I I28—29: EV8OC KcopuKiat crreixoucn vOjifai BaxxiSeq.

105 0YAAAN in H. Collitz and F. Bechtel, Sammlung der griechischen
Dialekt-inschriften, II, no. 1536 b, where it is rightly observed: "according to our
present knowledge, not Greek," that is, probably an awkward archaizing inven-
tion. *

106 Scholium on Lykophron, Alexandra 212: HETO (j>wT6q KCCI AaiiirdSoq ETTITE-

AeTcrSai OCUTOU TOC \ivoir\pia.
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torchlight that could be seen from afar, their "how" has remained a
secret: no source tells us what happened in the ceremony devoted to
the liknon and its contents. It seems likely that an older rite with the
same content took place in the cave. Originally, in an early age, the
god, who was but indestructible life, began to move in the korykos, the
leather sack containing honey and water. He who lay in the liknon,
which succeeded the leather sack in a later period of cultural history,
was treated by the women as an awakening child. He was spoken of
in such a way that inevitably everyone thought of a child, a Divine
Child cared for by his divine nurses. That was the mythological tale
and where the cult name "Liknites" was used, one thought not of Zeus
but only of Dionysos.107 Here again, however, as in all the original mys-
teries of antiquity the "what" was a "holy open secret."108 Long before
there were representations of the winnow with phallus, the phallus
was placed in the winnow. As the indestructible god's severed member
it had lain in the winnow ever since the unrevealed symbolic actions
by which the god was revived ceased to be leather-sack rites and be-
came liknon ceremonies. The awakening was "successful": that was
the meaning of the Thyiades' physical feat. It was successful because
they had begun it with their incredible exertions of the three winter
months.

107 See Quandt, Orphei hymni XLVI 1, LII 3. / See also in ch. II, above,
the section on "Mythology of the Leather Sack."

108 This Goethe quotation from the "Epirrhema" to the elegy in "Die Meta-
morphose der Pflanzen" is here employed in the same sense as in Kerenyi, "The
Mysteries of the Kabeiroi," p. 37: "What was concealed in the Greek cult
must certainly have been known to all those who lived in the vicinity of the cult
sites, but it was unutterable. It possessed this character—the character of the
arreton—independently of the will of those who participated in the cult. For in
the profoundest sense it was ineffable: a true mystery. Only subsequently did
express prohibitions make the arreton into an aporreton. Such 'holy open secrets'
were always more frequent than genuine arreta."



Dionysos 226

The "that with the tripod"109 at Delphi was a "holy open secret"—
if not an arrheton like the experience of the women who awakened
Dionysos, then at least an aporrheton, of which people knew though
they did not speak of it. It required that, simultaneously with the awak-
ening of the Liknites, the "consecrated men" should perform a secret
action in the temple of Apollo, or in the words of Plutarch, that they
should perform a "secret sacrifice."110 Throughout his Delphic Dia-
logues, which were not addressed to the Archythyias Klea, Plutarch as-
sumes a more or less general knowledge of the reasons for these apor-
rheta and for their simultaneity. Apparently it was only of the mysteries
of Osiris (into which Klea had been initiated by her family) that she
knew more than the local participants in the cults of Delphi. Before
speaking of "that with the tripod," Plutarch, in one breath with her,
tells us that women were forbidden to approach this main utensil sur-
rounded by open secrets.111 Altogether, as can be seen from the Ion
of Euripides, it was no easy matter for the "white feet of women" to
enter the temple of Apollo.112 Ultimately, perhaps only from the Clas-
sical period on, women under certain conditions were admitted as far
as a spot from which the tripod could be seen.113 It was forbidden, as
contrary to themis, religious law, for any woman except the Pythia to
approach the tripod, not to speak of touching it.

It is nowhere stated or even hinted at that a Pythia, at least during
the period in which she performed her feat, took part in the activity of

109 To TOO TpiiToSoq, in Plutarch, De E apud Delphos 385 D.
n o See note 99, above.
111 De E apud Delphos 3 8 5 CD: TO |in8e(iio:i yuvaiKi -npoq TO xpn°"rrjptov efvai

TrpoaeXGeTv. The women, however, were not forbidden to consult the oracle; see
Amandry, La Mantique, p. 111, note 4.

112 Euripides, Ion 222-32.
113 Ibid., 2 3 2 : irotvTa 8eaa8', 6 TI KOCI 6e|Jiq,
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the Thyiades. This feat, which was no less than that of the Thyiades
and Mainades, was that of one endowed with the powers of a medium
—that is the modern term for the phenomenon114—and she had to be
selected from the feminine population.115 In early times the requisite
physical and psychic gifts were abundant and large numbers of medi-
ums were available.116 Later on they became fewer and fewer. The uni-
versally human typology of the phenomenon has hardly changed to
our own day.117 It implies an ability to deal not with life in its material
forms, but with a stratum of the mind that knows or believes itself to
be outside the body, a distinction that does not alter the nature of the
phenomenon. The Pythia was not one of the awakeners or dismember-
ers of Dionysos. She was capable of communicating with that ap-
parently extraphysical realm where Dionysos held sway during the

114 Amandry, La Mantique, p. 116, speaks of "jouer le role de medium" but
does not treat in depth the question of the Pythia's medial nature. E. R. Dodds, The
Greeks and the Irrational, p. 73, also assumes that the Pythia acted as a medium,
though he does not enter into the question more closely: "I take it as fairly
certain that the Pythia's trance was auto-suggestively induced, like mediumistic
trance to-day." I have attempted a more precise treatment of the phenomena on
the basis of the known typology of medial activity; see Kerenyi, "Gedanken
iiber die Pythia," Werke, I, 357 ff.

115 When in Euripides' Ion 1353 the Pythia speaks of herself as -n-aacbv
AeA<j>i6cov £$aip£Toq ("chosen among all the women of Delphi"), this is not at all
an "expression vague"—as Amandry (La Mantique, p. 115) suggests—but im-
plies careful and necessary selection.

116 During the golden age of the oracle, two Pythias were in use and a
third in readiness; see Plutarch, De defectu oraculorum 414 B. In this case it
must be assumed that there were several successive oracle days.

117 See E. Bozzano, Ubersinnliche Erscheinungen bei Naturvolkern, citing
Louis Jacolliot, Occult Science in India and chiefly dealing with telekinesis:
"The fakir stretched out both legs in the direction of a bronze vessel filled with
water. After five minutes the vessel began to shake and finally to slide smoothly
toward the fakir. As the distance decreased, more and more frequent and loud
blows resounded on the bronze vessel, as though it were being struck with a
rod. . . ."
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time of his absence, and this required an exertion (bodily as well as
psychic) which was greater still than that of the Thyiades.

The famous tripous at Delphi was the utensil employed in this
extraordinary feat. A bronze kettle stood on three metal legs.118 Its
traces and that of a prop in the middle were found on a stone block
fashioned for the purpose, a remnant of the floor of the adyton, or holy
of holies, of the temple of Apollo [62].119 According to the most re-
liable representations, the omphalos was situated in front of the traces
of the tripous.120 The Pythia was the only mortal woman permitted to
penetrate to this place; at most others were permitted to come within
view of it. According to matter-of-fact ancient accounts, the kettle
contained "soothsaying lots that began to jump when a question was
asked of the oracle, whereupon the Pythia, carried away or filled with
the god, said what Apollo revealed."121 The lots jumped upward toward
the hand of the Pythia who then demonstrated the telekinetic power
typical of mediums: she was immediately able to read the lots, to
interpret them in terms of speech.

Plutarch describes how the Pythia was tested before her activity.
On the sixth day of the month—the questioning of the oracle took
place on the seventh—she was led to the prytaneion, gathering place

118 Both gold and bronze are mentioned in the tradition; see F. Willem-
sen, "Der delphische Dreifuss," pp. 80 f.

119 Ibid., p. 92.
120 See F. Courby, "La Terrasse du Temple," p. 67; Holland, "The Mantic

Mechanism," p. 207.
121 Suidae Lexion s.v. I~lu6co (in Adler, ed., IV, 268-69): . . . EV <5i XOAKOOC;

TpiiTOuq TSpuTo KCCI uTTEpSev <pidXT}, r\ Taq (iotvTiKaq ETXE ipifoouq, CCTTIVEC; epoiievcov TCOV IIGCVTEUO-

(iEvcov f\XKovTO, KCCI f\ riu8ia Eji(|>opounEvr|, fJToi evSouaiuaa, EAEYEV ot £§e<|>£p£v 6 'ATTOXXCOV.

This clear and decisive text, which is represented in Eudocia, Violarium (in Aman-
dry, p. 259), was overlooked at an important point by W. Fauth, "Pythia," col.
528, lines 42 f.
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of the overseers of the holy site. In addition to the Hosioi, at least one

prophetes, or priest, the Pythia's examiner and guide, was present.

She was obliged to try her hand at the lots: if her lots completed those

of the men to make five, she had withstood the test.122 It must be as-

sumed that she spent the night from the sixth to the seventh in the holy

of holies, on the kettle in a state of sleep or half-sleep. This was the

time of her physical contact with the mysterious source of her trance,

a state that endured by daylight under the sign of Apollo.123 A special

concave epithema, or lid, was put on the kettle in order that she might

sit on it.124 The water of the spring of Kassotis flowed through the

adyton.125 She drank of it early in the morning and when she trembled

in her cold ecstasy she clung to a laurel tree which trembled with her.126

She seems to have taken various positions after becoming one with her

god Apollo.127 The corresponding Greek word—aneile—refers strictly

speaking to the activity of the god.128 As Pythios he drew his prophecy

from the kettle and passed it on through the Pythia. The answers came

out of the tripous through her.

122 Plutarch, De E apud Delphos 391 D. This text is corrupt in certain
places but reliable in the main point I have cited.

123 A cruder explanation of the trance was that the Pythia with spread
legs received the dangerous vapor from below; see the scholium on Aristophanes,
Plutus 39.

124 According to Pollux X 81, the epithema "where the prophetess sits" is
called holmos. The spending of the night in the holmos follows from the proverb
EV 6A|icoi euvdcrco, meaning roughly "I become prophetic," and from other passages
collected by Amandry, La Mantique, p. 40, note 2, though he did not draw from
them this concrete inference for the procedure at Delphi.

125 Pausanias X 24 7; Holland, p. 210.
126 See Aristophanes, Plutus 213 and the scholium.
127 See F. Hauser, "Ein neues Fragment des Mediceischen Kraters," p.

43-
128 The usual expression is CCVETXEV 6 6e6q (see Amandry, p. 25).
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Knowledge of the connection between the tripous and the subter-
ranean, nocturnal sphere, the chthonian aspect of Delphi, was ex-
pressed in various ways, for it was actually spoken of. In the fourth-
century temple whose ruins have been investigated, the tripod was
not placed over the cleft in the earth, for which, according to a later
tale, this mechane, or mechanism, of the oracle was originally con-
structed. The use of a kettle at an oracle site that claimed to be con-
nected with the realm of spirits is attested by the phrase the "resound-
ing Thesprotian kettle," and the Thesprotian oracle of the dead, Ephyra
in Epirus, has been excavated.129 A similar connection between the
underworld and the Delphic tripous was expressed both in the myth of
the dragon Python and in that of Dionysos.

The story of Apollo's victory over Python may be read in a mytho-
logical handbook of the Augustan Age. It ends as follows: the god,
called Pythios after this event, threw the dragon's bones into a kettle,
set it up in his temple, and arranged funeral games, the Pythian agone,
for the slain dragon.130 At the time this story may have been told at
Delphi itself, probably in the vicinity of the tripod, to explain the
origin of the mechane. The bones and teeth, even the skin, the corium,
of the giant serpent (after which the kettle was called cortina in Latin)
were taken up by the Roman commentaries on the poets, suggesting

129 By Sotiris J. Dakaris. See the expression nx«v AePnq ©ecnrpd&Teioq in M.
Psellos, Graecorum opiniones de daemonibus, p. 39; and the finds reported in
"Chronique des Fouilles en 1964," BCH, LXXXIX (1965), esp. fig. 11. Dodona also
had its tripods with bronze kettles, probably around the sacred oak; see Dakaris,
"Neue Ausgrabungen in Griechenland," pp. 38 ff., fig. 5.

130 Hyginus, Fabulae 140: "Pythonem sagittis interfecit (inde Pythius
est dictus), ossaque eius in cortinam coniecit et in templo suo posuit, ludosque
funebres ei fecit, qui ludi Pythia dicuntur." This was done on the fourth day
after the birth of Apollo; so the author explains why the Pythian Agones were
repeated every four years.
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allusions to the lots and to a covering that was thrown over the kettle
when no oracles were being drawn from it.131 Another etymology of
cortina—"because it contains the heart" {quod cor teneat)132—shows
that these plays on the remains of the dragon were not based on mere
superficial invention.

After Onomakritos put forward—in the sixth century B.C.—a new
interpretation of the somber sacrifice, the Titans were regarded as the
murderers and renders of Dionysos. Their deeds were looked upon as
the models for the ceremonies of the second year of the trieteris. Thus,
in connection with the somber rites of the Thyiades in the "maenadic"
year, Plutarch refers to Dionysos not only as "Zagreus," "Nyktelios"
("the nocturnal"), and "Isodaites" ("the exact divider of the sacrificial
meat"), but also as "titanic and nocturnal."133 He had in mind the dis-
membering of Dionysos. Concerning the fate of the dismembered god
there were two Orphic traditions. According to one, which became a
widespread Orphic doctrine, the Titans devoured all the pieces but
one which, for the uninitiated, was the heart. According to the other
tradition, adapted to the situation at Delphi, Apollo took possession of
the pieces after the Titans had thrown them into a kettle standing on
a tripod and cooked them. Apollo then buried them on Mt. Parnassos.134

For the place of burial a vague expression was chosen: "somewhere

131 See Servius' commentary on Aeneid III 92 and 360. / The very plausi-
ble idea of the lots was stated by A. B. Cook, Zeus, II, 221: "Perhaps the peb-
bles, which for purposes of divination were really kept in the bowl of the tripod,
had been explained as the relics of Python. . . . " A snakeskinlike covering of the
holmos is described by Dionysios Periegetes, "Orbis descriptio," in C. Miiller, ed.,
Geographi Graeci Minores, II, 130, lines 443-44.

132 See Servius' commentary on Aeneid VI 347.
133 See De E apud Delphos 389 A and De hide et Osiride 364 F.
134 Kern, ed., Orphicorum fragmenta, fr. 35.
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on the Delphic tripod."135 In the holy of holies, however, the tomb of
Dionysos was shown. It is described by Philochoros, an Athenian his-
torian of the third and second century B.C., and is represented in an
Attic votive relief of the late fifth century.

According to Philochoros the tomb looked like a bathron, a kind of
stairway.136 The Attic votive relief represents a tripod on which Apollo
sits, his feet resting on a bathron consisting of two steps [63].137 In all
representations the Delphic tripous is so high that steps were necessary
if the Pythia wished to sit down on the concave epithema, the holmos.
Sitting in her place, touching the bathron with both feet, Apollo reveals
the idea and implication of the oracle, its connection with the upper
and lower worlds. What lay below was the sphere of the subterranean
Dionysos, from which Apollo derived his revelations. It was called a
tomb, but there was no actual tomb; rather, the steps were said to be
the tomb of Dionysos, and it was hinted that perhaps he made his way
to the underworld through the kettle. The report of an inscription say-
ing, "Here since his death lies Dionysos, son of Semele," is an inven-
tion,138 unless such an inscription was added at a late date. Even with-

135 This is the wording of Kallimachos, fr. 643. See also Etymologicum
Magnum, p. 2 5 5 , l ines 14—16: TTocpcc TWI Tphro8i dareOeTo lrapd TCH OCSEÂ COI.

136 Philochoros, fr. 7, in Jacoby, FGrHist, 328 (III, B, p. 100): (3d6pov 8e TI
ETVCU UTTOVOETTOCI f\ a o p o q . . . .

137 After Svoronos, Das Athener Nationalmuseum, pi. LIV. The link with
the indication given by Philochoros was pointed out by Cook, Zeus, II, 221:
"we should regard the stepped base . . . as a representation of Dionysos' tomb."
The traces that have been found of the tripod and omphalos do not preclude the
possibility that the bathron was situated before the tripod on the opposite side
from the omphalos.

138 Philochoros, fr. 7 (continuation of the quotation in note 136, above):
ev £1 YpoKpETccr 'Ev8d8e KETTCCI Gavcbv Aiovucroq EK lE]iiXr]<;. The invent ion fo l lows fami l iar

models which go back to the romance of Euhemeros; see Cook, Zeus, II, 220.
The last of such romanced variations was that of Porphyry, Vita Pythagorae
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out it the connection between Apollo and Dionysos was known. It was
stated by the tragic poets of Athens, by Aischylos as well as by Euripides
in whose lifetime the relief may have been cut.139

In the Lykourgos tetralogy of Aischylos, the cry "Ivy-Apollo, Bak-
chios, the soothsayer,"140 rings out, probably when the Thracian bac-
chantes, the Bassarai, attack Orpheus, the worshiper of Apollo and
the sun. The cry suggests a higher knowledge of the connection be-
tween Apollo and Dionysos, the dark god, whom Orpheus seemed to
deny in favor of the luminous god—Apollo and the sun as one person.
In the Lykymnios of Euripides the same connection is attested by the
cry, "Lord, laurel-loving Bakchios, Paean Apollo, player of the lyre."141

Another indication of the connection is the fact that at Delphi paeans
were addressed not only to Apollo but to Dionysos as well. But the
simplest, most unmistakable evidence of this relationship, without
which the oracle could not have functioned, is the sacrifice of a goat:
a Dionysian act preceding the Apollonian rite. In the story that traces
the origin of the oracle to vapors rising from a cleft in the earth, it is
the goats who are thrown into a state of ecstasy by the vapors and who
thus discover the special nature of the site.142 We know little about the
great sacrifice that inaugurated the official questioning of the oracle
on the seventh day of Bysios, the month of renewed growth143 cor-

XVI, according to which Apollo, son of the silenus—hence a second Dionysos—
was buried in the tripod. This invention also goes back to the chthonian char-
acter of the tripod.

139 Willemsen, "Der delphische Dreifuss," p. 85.
140 Mette, Die Fragmente, fr. 86: 6 Kiaaedq 'AiroMwv 6 Bdxxio^ 6 (jdvnq.
141 Nauck, TGF, fr. 480: 6ecnroToc (piX66a<t)ve BOCKXIE, Floidv 'ATTOMWV

. . . . Both passages are quoted in Macrobius, Saturnalia I 18 6.
142 Diodorus Siculus XVI 26 2-3.
143 Plutarch, Quaestiones Graecae 292 E.
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responding to the Attic Anthesterion. This season seems to have been
a great time of patet mundus, when the subterranean sphere lay open
and sent up its gifts, as well as a time of answers and injunctions to
men. Questioners were admitted in an order determined by lot,144

but when an individual came to question the oracle for some special
reason, it was a particular animal, usually a goat, who decided whether
he was to be admitted.145

In other sacrifices and chthonian rites, Plutarch tells us, it sufficed
for the animal, after having been sprinkled with water in the first phase
of the ceremony, to shal̂ e its head. But in the case of the sacrifice in-
augurating the official questioning, the entire sacrificial animal was
expected to shudder, to tremble in every limb and emit quaking
sounds.146 The sacrificial victim, standing for the sacrificer and the
god who descended to the subterranean sphere and opened it to ques-
tions and answers, consented as it were with his whole body.147 Once
in Plutarch's time the reaction required of the animal was obtained
by force, and the Pythia suffered in consequence. She was assailed by
terrible pains, ran out of the holy of holies with inarticulate screams,
and collapsed. Plutarch does not state expressly that this was the
cause of her death.148

There was a connection between the "voluntary" death of the sacri-

144 Aischylos, Eumenides 31-33.
145 The significance of the goat is stressed also by Amandry, La Mantique,

p. 104. The question whether it must not have been a he-goat is justified. But
even if the he-goat had a special significance in the rite (see ch. VI), we cannot
expect this to be stated. Most often Plutarch speaks merely of a "sacrificial ani-
mal": iepeTov.

146 De defectu oraculorum 435 c.
147 This interpretation is that of Plutarch himself: Quaestiones convivi-

ales 729 F.
148 De defectu oraculorum 438 AB.
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ficial animal and the functioning of the kettle on the tripod. The very
existence of the oracle demanded a cruel death, a repetition of the rend-
ing of Dionysos; such a death was re-enacted, probably in a very much
abbreviated and simplified form, in each sacrifice of a goat preceding
the questioning. Now we understand why no woman was permitted to
come too close to the tripous. The maenadic women on Parnassos had
been guilty of the murder indispensable to the oracle: they had torn
the god to pieces, perhaps with their own teeth. The tradition does not
reveal how the women performed their sacrifice every second winter at
the approach of spring, at a time when young animals were already
available. It permits only a general reconstruction which must take
account not just of the rending but also of a more methodical dismem-
berment.

At Delphi, if the oracle were not to function only every second year,
another ceremony was necessary. The secret rite which the Dionysian
women performed on Parnassos and which filled the kettle and the
underworld with the divine presence sufficed for Bysios of the first
year of the trieteris, but when the Hosioi awakened Liknites and
claimed him for themselves, they had to perform in the temple of
Apollo another ceremony the details of which might not be divulged.149

The Hosioi were five in number and were present at all important cult
actions at Delphi. They came of an ancient family, which traced its
descent to Deukalion, the primordial man whose ship landed on Mt.
Parnassos after the flood.150 This genealogical legend offered a guaran-
tee that they maintained the oldest tradition. It was they who knew
most about the secrets of Delphi.

149 See above, note 99.
150 Plutarch, Quaestiones Graecae 292 D; H. Usener, Die Sintflutsagen,

p. 40.
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Their quality as Hosioi, however, was not inherited but acquired.
It implied freedom from every sin of the kind that the Dionysian
women incurred every second year as murderesses of the god. Hosiotes
was acquired by the sacrifice of an animal, the hosioter.151 This was
obviously a substitutive sacrifice presupposing the identity of god,
man, and animal—a sacrifice characteristic of the Dionysian religion.
The processions of Pythaists have shown us that at Delphi the bull
may well have been the representative sacrificial animal. Through their
identification with the sacrificed one, the Hosioi enjoyed perfect free-
dom in the sphere ruled by the subterranean Dionysos. In a work by
the Alexandrian poet Lykophron telling of a secret sacrifice performed
by Agamemnon at Delphi, the oracle refers to Dionysos as Tauros,
"bull."152 An inscription relating to this legendary sacrifice has made
it possible to situate approximately the Delphic Dionysion, the small
sanctuary outside the great sacred precinct.153 It may be presumed that
the Thyiades did not gather in the Dionysion, but that quite possibly
the "consecrated men" officiated there.

It seems likely that this was the function of the Dionysian corner
outside the temple of Apollo, but this is no more than a presumption.
Parnassos formed a far larger precinct for the mysteries of Dionysos

151 See Kerenyi, Die antike Religion, 1952 edn., p. 87. See also The Re-
ligion of the Greeks and Romans, p. 111: "A characteristic of Greek religion is
the remoteness of the underworld domain, and this remoteness, though it varies
at different times, also keeps the idea of the 'sanction' more in the background.
It is part of hosiotes that the underworld domain is known to be in the back-
ground and at the same time kept at a distance. It is the quality of hosiotes, pre-
served in all situations, which keeps the menace of the subterranean beings at
a distance." On the hosioter, see Plutarch, Quaestiones Graecae 292 D.

152 Lykophron, Alexandra 209-10.
153 G. Daux and J. Bousquet, "Agamemnon, Telephe, Dionysos Sphaleotas

et les Attalides," pp. 119 ff.; also note 101, above.
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than did Delphi with its Apollo cult, and the mysteries of Dionysos out-
lived the public cult. The price of this survival was no doubt the sim-
plification and vulgarization of the rites, a development to which the
secret Dionysian orgies were always prone. About 400 A.D. the Roman
Macrobius reported a male thiasos—a. coetus of men who disguised as
satyrs took part in the rites of the Thyiades. "On this Mt. Parnassos," he
writes, "trieteric Dionysian festivals are celebrated; here a company of
satyrs (so it is alleged) is often seen and their voices frequently heard.
Often the sound of cymbals is also heard."154 The memory of the
Thyiades and of their cymbals (tympana), which people thought they
heard, was still alive in the vicinity of Mt. Parnassos at the beginning
of this century. For the peasants the Thyiades had become Neraides,
ghost women, of whom folk stood in awe believing that they possessed
a power which made the tops of the firs touch the ground.155 With
just such power Dionysos himself, in the Bacchae of Euripides, bends
a fir tree, and in unison the bacchantes imitate him.156 Perhaps this
motif, the bending of a fir, has been from time immemorial an ex-
pression of the superabundant force that filled the Thyiades.

154 Macrobius, Saturnalia I 18 6: "In hoc monte Parnaso Bacchanalia
alternis annis aguntur; ubi et Satyrorum, ut affirmant, frequens cernitur coetus,
plerumque voces propriae exaudiuntur: itemque cymbalorum crepitus ad aures
hominum saepe perveniunt."

155 A. E. Kondoleon, 'OSnyoq TOG Kcopuidou "AvTpou, pp. 15—18; WCTTE cci
TUV EAOCTWV Ka|iTTTO|iEvai eyyi^ouai TT\V yi\v.

156 Bacchae 1064—69, 1109—10.
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The Mystical Sacrificial Rite

AN ACCOUNT of a great living cult of antiquity, especially of one so
rich and varied as the Delphic cult, is bound to show large gaps and
to lean heavily on hypothesis. (This was the case at the end of the
preceding section.) Throughout the loud festivities of the winter
months and the secret ceremonies on Parnassos and in the temple
of the oracle, Dionysos remained in the background. His cult at Delphi
was the nurturing soil from which the illuminations of the religion
of Apollo grew. The Apollonian religion, however, concerned chiefly
the larger communities, the states. The god of zo'e was confined to his
trieteris, and found his way to man through smaller communities and,
paradoxically, through books.

In Greece a living cult needed no books. The content and design
of cult actions were provided by myth. These actions were myth, just
as myth was the reality expressed. The myth of Dionysos expressed
the reality of zoe, its indestructibility, and its peculiar dialectical bond
with death. The cult had set rites that were performed for centuries
according to the same patterns. All those entitled to witness and take
part in them did so. Innovations required literary expression, and the
Teletai ("Initiations") of Onomakritos provided such an expression.
The author, a definitely historical theologian of the sixth century B.C.,157

also wrote oracles and was accused of forgery; he was not numbered
among the sages of Greece or, later, included in the history of philos-
ophy. In addition to oracles, Onomakritos had available to him another
type of religious writing, and he chose to write in this genre.

157 Herodotos VII 6; see also Kerenyi, "Die Miinzen des Onomakritos."
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There was among the Greeks a variety of myth that had no con-
nection with cult but was literary from the first. Its concern was not
with life, but with its continuation in fantasy, with a permanence at-
tributed to life but distinct from it. Homer attempted this genre in his
own way in the eleventh book of the Odyssey, Odysseus' journey to
the underworld. The myth of Orpheus also included a journey to the
underworld. In contrast to the Dionysian religion—both the myth and
the cult—this myth was characteristically connected with literature,
a form of permanence. The Dionysian religion possessed its own in-
herent and immanent "philosophy"—its "dialectic"—differing from that
of the Orphic literature based on Orpheus' journey to the underworld.
In the journeys of mortal men (not of gods like Dionysos) to the un-
derworld, at least the beginnings of a psychology and ethical philos-
ophy are inherent: a doctrine of the immortality of the soul and of
the punishment of sinners. This is no longer a mere "immanent philos-
ophy" as in the dialectic of the Dionysian religion, but rather a pre-
philosophical view of the world.

There can be no doubt that when Melampous in introducing the
religion of Dionysos "interpreted" the phallophoria, the procession in
which phalli were carried about, and the phallagogia, the most con-
spicuous action of the cult, his interpretation consisted merely in a
telling of the underlying myth. There is no reason to suppose that his
explanation was "symbolic"—in the sense employed by later sym-
bolists—or philosophical. But when in the sixth century B.C. the philos-
opher Herakleitos of Ephesos encountered the phallophoriai, he hit
on the philosophical significance of the seemingly offensive action
with the words: "If they did not order the procession in honor of the
god and address the phallus song to him, this would be the most shame-
less behavior. But Hades is the same as Dionysos, for whom they rave
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and act like bacchantes."158 For Herakleitos this identity was a crucial
fact, which he could invoke because it was known to all. He used it in
support of his own philosophy of the identity of opposites, and because
of his philosophy he was able to recognize and express, as could no
one else, the importance of the unity of the god Dionysos and Hades.

Although the Orphic books never attained this height, Onomakritos,
appearing in the role of Orpheus—that is, as an Orphic writer-brought
about a reform of the Dionysian religion and gave it a new mission.
We have already seen a man, allegedly its first missionary in Greece,
Melampous of Pylos, prepare the way for the cult, but the most secret
ceremonies were enacted by women for the benefit of the whole com-
munity of men and women. The women's rites were concerned with
the life of all. Still, they were women's actions, exclusive women's
mysteries; women seemed to be in exclusive possession of the god,
although in this possession they necessarily became sinners. The
Athenian Onomakritos dissolved this archaic bond between the mystic
actions and women, and permitted the men, but only men of the
primordial age, to sin for all future mankind, in order that all men,
through the same mystic rites that now ceased to be a secret women's
cult, might identify themselves with the god and partake of his in-
destructibility.

Onomakritos is said to have taken the "name of the Titans" from
Homer159 and to have "composed" (synetheken) "orgies" (mystery ac-

158 Herakleitos, in H. Diels, ed., Die Fragmente der Vorsokratiker, 22 [12]
B 15 ( I , 154 f . ) : ei l̂ n yotp Aiovucrcoi iroirnTiv ETTOIOUVTO KOCI u|iv£ov ala\ia cciSoioicnv, dvai-

5£OTCCTCX eTpyaor' av* cbuToq 8e 'Ai6r|<; KOCI Aiovuaoq, OTECOI |iorivovToci KOCI Ar|vocT£ouaiv. In op-

position to the false interpretation of these lines given by A. Lesky in "Dionysos

und Hades," see G. A. Privitera, "I rapporti di Dioniso con Posidone in eta mice-
nea," p. 203.

159 Iliad XIV 279.
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tions) of Dionysos. He invented (epoiesa) the story that the Titans were
responsible for the death of Dionysos.160 This is known to us through
the pious Pausanias, who was well versed in the religious books still
available in his day, during the reign of Hadrian. One such work may
have been the Teletai of Onomakritos, a work that probably dealt both
with cult actions and with their mythical prehistory.161 The new mys-
teries of Dionysos that Onomakritos composed from the old required
a mythical foundation, which now had to be set forth in writing.
Through Onomakritos and his interpretation, the mystic sacrifice,
which the Dionysian women performed in secret, was taken into the
literature of the Neoplatonists; thus it can be reconstructed. The texts
we must analyze to this end are far removed from the Delphic cult in
place and time. They belong to the last centuries of antiquity and have
as their sources works which, by the mere fact that they were written
down, can have sprung from the old religion of Dionysos only in a
paradoxical way. Still, they enable us to reconstruct historical particu-
lars that may well reach back to the early, or even the earliest, days
of the god's presence in Greece.

After Onomakritos there was an Orphic doctrine that, although
never so stated, might have been expressed in the following words.
Not only in the Dionysian women, the handmaidens of Dionysos, but
in all human beings there lurks at all times an enemy of the god, ready
to erupt and to murder him. All men resemble the first enemies of the
god, because all are of the same substance; but all have within them
something of the selfsame god, to wit, divine indestructible life. Ono-

1 6 0 P a u s a n i a s V I I I 3 7 5 : Trcxpa 6E 'O|irjpou 'Ovo|i6tKpiToq TrapaAapcov TCOV TITCCVWV

TO 6vo|ja Aiovuacoi TE <JVV£QT)KEV opyia KCCI ETVOU TOUC; TIT&VCK; TCOI Aiovuacoi TCOV Tra9r||iocTcov

ETTo(r|CTEV auTOupyouq.

161 See Suidae Lexicon s.v. 'Op̂ Euq; A. Krueger, "Quaestiones Orphicae";
also K. Ziegler's criticism in "Orphische Dichtung," col. 1414.
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makritos gave expression to this thought by taking over the name of
the Titans from Homer. From the Titans men were descended, and in
a very special way that is described with precision by Olympiodoros,
a Neoplatonic philosopher, in his commentary on Plato's Phaedo. Ac-
cording to Olympiodoros, after Ouranos, Kronos, and Zeus, Dionysos
became the fourth ruler of the world, but at Hera's instigation the
Titans around him tore him to pieces and ate of his flesh. Zeus flew
into a rage and slew the Titans with his lightning. From the vapor
they gave off, soot formed, and from the soot, a stuff. Of this stuff men
were made.162

Thus, it is not simply stated as a "central dogma of Orphic theol-
ogy,"163 that the human race arose from the ashes of the Titans. If such
a summary interpretation of the doctrine were correct, it would have
been superfluous to note the details of the burning. "Our body is Dio-
nysian," Olympiodoros added; "we are a part of him, since we sprang
from the soot of the Titans who ate of his flesh." Soot and ashes are
not identical. In the alchemy of late antiquity the word employed for
soot, aithale, means "sublimated vapor."104 If this story had been a free
invention, not rooted in myth and cult, it would have sufficed to say
that the Titans sprang from ashes, in Greek, spodos. Both components,
the titanic as well as Dionysian, might have been contained in ashes.
The detour of vapor and its concretion into a stuff, the "soot of the
Titans," reveals the work of a thinker aiming at a synthesis in which
he wished to embrace all the elements at his disposal, and this thinker
can only have been Onomakritos.

162 Olympiodoros, In Platonis Phaedonem commentarii 61 c, in W.
Norvin, ed., p. 2, 21; in O. Kern, ed., Orphicorum fragmenta, fr. 220.

163 Kern, Orpheus, p. 43; "Orphiker auf Kreta," p. 554.
164 M. Berthelot, Collection des anciens alchimistes grecs, III, 250.
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He adopted the name of Titans for the beings who originally un-
dertook the somber Dionysian sacrifice, the murder of the god. But this
did not prevent the Titans from remaining concrete figures of Greek
mythology. Their fate was known: Zeus had defeated them in the
Titanomachia and hurled them into Tartaros. The belief, held by
popular philosophers of the Roman period,165 that men had sprung
from the blood of the Titans, appears to have been a secularization of
Onomakritos' new myth (which became a dogma of the Orphic mys-
teries) rather than the survival of an older myth. In the Orphic Hymn
Book, dating from the post-Christian period,166 there is a prayer to the
Titans, invoking them as "our fathers' ancestors," "origin and source
of all care-worn mortals." This they had been since Onomakritos.167

Moreover, they are called upon for help when a house is molested by
an ancestral spirit.168 The Titans have the power to dismiss disgruntled
spirits because they themselves have become such ancestral spirits
and ghosts. The hymn (XXXVII) follows the generally accepted tradi-
tion in assigning them to the deepest subterranean realm into which
Zeus had hurled them.

When the Titans came to kill the child Dionysos, they came like
ghosts from the underworld and were hurled back into their eternal

165 Dion Chrysostomos, Orationes XXX 10 ( in Cohoon, ed., II, 428) ; Ovid,
Metamorphoses I 156—62. See also Krueger, "Quaestiones Orphicae," p. 46.

166 See above, p. 198; Ziegler, "Orphische Dichtung," col. 1332.
167 Quandt, Orphei hymni XXXVII 2 : t\\xzripuv irpoyovoi TTCCTEPCOV, and 4 : apxai

KCCI TTriYai UOCVTCOV 6vnTcbv TTOAUJJI6X0COV. The following two verses in which all living
creatures are viewed as the progeny of the Titans embody the doctrine of the
transmigration of souls. In Greece this doctrine probably goes back to the Orpheus
myth and the orgiastic experiences of the Dionysos cult as known to us through
Euripides' Cretan Men. See Kerenyi, "Pythagoras und Orpheus," Werke, I, p. 43;
and above, ch. Ill, at notes 113 ff.

168 Quandt, Orphei hymni XXXVII 7-8.
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abode by Zeus' lightning. Accordingly, Onomakritos explains, they gave
off a smokelike vapor caused by the heat of the lightning. They them-
selves vanished into Tartaros; the vapor became soot; and the soot
became the stuff of mankind. Thus, two elements were combined: the
old myth of the Titans and another cultic element, a stuff that was the
residue of a fire. This stuff, says Onomakritos, contained not only the
earthly remains of the Titans, but Dionysos as well. The soot concealed
within it the Dionysian substance that is inherited by man from gen-
eration to generation. In this way Onomakritos endowed the god with
a material substantiality such as we find nowhere else in Greek religion
and certainly not in the Dionysian religion, but at most in the "physio-
logical" explanations of the gods.

Here the most concrete consequences were drawn from the myth
of Dionysos as embodied in cult. In Onomakritos' synthesis the myth
of the reappearance of the Titans, combined with an older myth of the
Divine Child, became the first act of a drama; its second act was the
myth of the fire in which the little Dionysos perished. These myths
were the content of two mystic ceremonies that Qnomakritos trans-
formed and reinterpreted by introducing the Titans. The concluding
section of Chapter V is devoted to the first act, the enthronement. The
second act was based on the mystic sacrificial ceremony of the Diony-
sian women, for a meal provided the tragic climax of the entire drama,
the katastrophe redounding to the benefit of mankind.

The Orphic history of the world169 culminates in the Dionysian
era, which succeeded the reign of Zeus. The Dionysian era—the period
of the Orphics themselves—takes in the thousand years from Onoma-

169 The Orphic history in its latest form is "The Holy Tales in Twenty-
Four Cantos" ('lepol Aoyoi ev âtpcoiSiaiq K6'); see Kern, Orphicorum fragmenta,
frs. 60-235.
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kritos to Nonnos, whose Dionysian epic is the last great record of the
Orphic Dionysian religion. Onomakritos had related that the Titans
took the Divine Child Dionysos by surprise, killed him, and prepared to
eat him. In the generally known version of the story, the child was
slain by being torn to pieces. This was the sparagmos, the ecstatic
action known to us from Crete. Nonnos, however, also mentions the
"infernal knife" of the Titans, the Tartarie machaire, the instrument
of the titanic sin. It had its part in the ceremony, but in another rite
that was more complicated than the sparagmos. Where the slain being
was cut into seven parts and one particular organ retained, the par-
ticipants must have used a knife. The preparation of the meal is de-
scribed as follows: The Titans' victim was cut into seven parts and
thrown into a kettle standing on a tripod. In it the seven parts were
boiled. Afterwards the pieces of meat were removed from the kettle,
put on spits and placed over the fire.170 The meal, however, was not
eaten. Enticed by the aroma, Zeus appeared and with his lightning
prevented the Titans from completing their cannibalistic repast. The
meal was cannibalistic because divine beings were preparing to eat
divine beings. The rites in which men imitated this event were not
cannibalistic because a sacrificial animal was substituted for the Di-
vine Child. That is why Nonnos calls the child Dionysos keroen brephos,
the "horned infant."

Dionysos himself was called "Eriphos," "kid," the animal form he
most often assumed in mythology.171 The boiling motif also occurs in

170 Orphicorum fragmenta, frs. 34, 35, 210, and 214.
171 Hesychios s.v. "Epi<t>oq, 6 Aiovuaoq. This is the correct reading. The Eriphi-

os in Stephen of Byzantium s.v. 'AKpcbpeia is probably Pan. See also Antoninus
Liberalis XXVIII; Ovid, Metamorphoses V 329; Mythographi Vaticani I 86 (in
Bode, ed., p. 24).
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a late myth.172 After the birth of Dionysos, Zeus entrusted the infant
to Hermes. Hermes brought him to Ino who is also known as the nurse
of Dionysos. She and her husband Athamas were to bring up Dionysos
as a girl along with their two sons. The jealous Hera made Ino and
Athamas mad. Athamas in his madness hunted Learchos, their elder
son, as a stag and killed him. Ino threw Melikertes, their younger son,
into a kettle full of boiling water and then flung herself into the sea
with him. Zeus saved his son Dionysos from Hera's fury by turning
him into a kid and sending him with Hermes to the nymphs of Nysa.

This tale is replete with Dionysian motifs: the young god dressed
in a manner suggesting effeminacy, madness, the hunt for a supposed
stag, the boiling of the Divine Child in a kettle, the transformation into
a kid. Undoubtedly the cultic background of the mythologem was the
Dionysian sacrifice in which a kid was slaughtered and boiled in a
kettle. The Titans had not yet been introduced, and the mythologem
shows that the rite could be performed without them, by a woman
or women. This was indeed the case in the Dionysian cult. Ino was
a primordial Dionysian woman, nurse to the god and a divine maenad.
She takes the place of the nurses who became the murderesses of their
charge whom they worshiped and—as we may safely say on the strength
of the Delphic cult—whom they had awakened.

In the Titans' preparation of the meal, however, not only the dis-
memberment and boiling were important, but also the roasting that
followed the boiling and the order in which these things were done.
We have express testimony that the whole procedure was a mystery
rite. In Aristotle's Anecdota problemata, so-called because they long
remained unpublished, it is asked: "Why is it forbidden to roast what

172 Apollodoros, Bibliotheca III 4 3; Kerenyi, The Gods of the Greeks, p.
264 (Pelican edn., p. 232 f.).
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has been boiled, but customary to boil what has been roasted?"173

Was it because of what was said in the mysteries? It was related in the
mysteries—first, no doubt, in the Teletai of Onomakritos—that the in-
fant Dionysos, like the sacrificed kid, was first boiled and then roasted.
This sequence ended in disaster: Zeus burned roast and roasters with
his lightning. The mystic sacrifice underlying the tale ended with the
burning of the meal, with the charred, smoking flesh that turned to
soot, the stuff to which Onomakritos attached so much importance.

We now have a good general idea of the ceremony from the dis-
membering of the sacrificial animal to the burning of the remains
(except for the one piece which was kept). All the questions have not,
however, been answered. What part of this ceremony was secret if not
unutterable: aporrheton or arrheton?1™ What are the details of Dio-
nysos' connection with the ceremony? This connection is now clear only
in the very general sense that we know of somber sacrifices to Dionysos
performed only at certain times and embodying his dark aspect. The
sparagmos of young animals, in which the maenads engaged, was such
a sacrifice: a murderous act performed without a knife. This was
public enough and was also described and represented. It seems likely
that at Delphi it was enacted only on the periphery of the mystic cere-
mony as an introduction to the arrheton in which the knife was used.

The cutting into parts—not the rending and devouring—calls for
comparison with the myth of Osiris. Isis found the parts of her hus-
band's body and put them together. She reawakened him by setting the
male organ in place and uniting herself with him in love.175 The Greek

173 Aristotle, Anecdota problemata III 43; see also S. Reinach, Cultes,
mythes et religions, V, 61 ff.

174 See Kerenyi, Eleusis, pp. 24 f.; and above, ch. V, at notes 109 ff.
175 After an old Egyptian text in E. Otto, Osiris und Amun, p. 27: "To

you [Osiris] comes your sister Isis, rejoicing for love of you. You have placed her
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myth as reflected in literature deviates from this story. According to
the Greek version, Rhea, mother of the gods, put Dionysos' pieces to-
gether and brought him back to life.176 Her role corresponded to the
genealogy that made Dionysos the son not of Semele but of Persephone,
here the daughter of Rhea rather than of Demeter. According to Dio-
dorus Siculus, this genealogy originated with the Cretans. The motif of
the search for the parts of Dionysos' body also occurs in variants of the
Dionysian myth. It has its place in the story of Antinoe, a sister of
Semele, and Antinoe's son, Aktaion, the hunter, a double of Learchos,
son of Ino, another sister in the same family. Antinoe had to search
for the pieces of Aktaion, who had been hunted like a stag and torn
to pieces by his dogs.177

If the cutting into pieces in the mystic sacrificial ceremony was
based on such a mythical cutting into pieces—prerequisite to the re-
constitution and reawakening of the god—the sacrificial flesh was cer-
tainly not meant to be eaten. Diodorus makes no mention of Rhea in
his story of the dismembered Dionysos, whom he calls the son of

on your phallus. Your seed flows into her . . . flows out of you as Horus." Otto
adds: "In later representations she, in the form of a sparrow hawk, . . . alights on
the body of her dead husband and receives a son from him." See Osiris und Amun,
p. 56; figs. 5, 16-19. Further documentation (pictures and text) in T. Hopfner,
Plutarch iiber Isis und Osiris, pp. 82 ff. According to Plutarch, De Iside et Osiride
358 B, Isis did not find the phallus because it had been devoured by certain
fishes. Consequently she set up a replica and so sanctified the phallus: dv-r' EKEIVOU
|iijir||ia -no\r\oa\kivr\v KOcSiEpcbaou TOV <j>aAA6v, coi KOCI VUV eopTa^eiv Touq AtyuTrriouq. The addi-
tion, "whom the Egyptians still celebrate today," makes it certain that the legend
explains the use of an artificial phallus in certain rites. Here Plutarch confined
himself to the Egyptian rites, since he was permitted to speak openly only of these
and not of Greek rites.

176 Philodemos, De pietate 44 (Gomperz, ed., p. 16) ; Euphorion, in Pow-
ell, Collectanea Alexandrina, fr. 36; Kern, Orphicorum fragmenta, fr. 36.

177 Kerenyi, The Gods of the Greeks, p. 146 (Pelican edn., p. 129).
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Demeter—which was compatible with the mythology of the Orphics
as well as the Cretans. He relates how Demeter gathered the parts of
her son Dionysos' body, and he offers the explanation of the "physi-
ologists": when the vine has been heavily pruned after the wine har-
vest, the earth restores it in order that it may bear fruit again in due
season. "This is consonant with what is said in the Orphic poems and
presented in the mysteries."178 This second explicit mention of the mys-
teries, which can only be those of Dionysos, refers to the same actions,
from the slaying and cutting into parts to the burning.

According to the great Orphic didactic poem, the last gift of Diony-
sos was wine, and the author of the poem calls the god himself "Oinos,"
"wine."179 The sacred action is transposed from the vineyards to the
books and mysteries of the Orphics through a reinterpretation of the
secret sacrifice with which the trieteris was concluded. A simplified
form of the great rite was preserved in the vineyards. Throughout
Greek and Roman antiquity the custom of sacrificing a goat to the
vine remained in force. The sacrifice was explained by a kind of law
of talion, for when goats were admitted to a vineyard they sinned
against the vines. "So it came about," says Marcus Terentius Varro,
"that the he-goats were sacrificed to Dionysos, discoverer of the vine,
as though to make atonement, a head for a head." This explanation
presupposes the idea of substitution—goat for vine. In an epigram by
Leonidas of Tarentum, a voice rises from the earth where the dismem-
bered Dionysos lies and threatens the goat: "Very well, eat my fruit-
bearing vines: the root will still bear enough wine to pour on you when
you are sacrificed."180

178 Diodorus S iculus III 6 2 7—8, TCC -rrccpeicrccyoiJEva Kara T&q TEAETOK;.

179 Kern, Orphicorum fragmenta, fr. 216.
180 Varro, Be re rustica I 2 19. See also Leonidas in Anthologia Palatina

IX 99, and Euenos, Anthologia Palatina IX 75.
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A still more extensive substitution was expressed in the boiling
of the sacrificial animal. This was also customary in the sacrifices to
the Horai, the goddesses of ripening, who first sheltered Dionysos in
Athens. In his On Sacrifices, Philochoros, a third century B.C. practi-
tioner and theoretician of cult actions, wrote: "When the Athenians
sacrifice to the Horai, they do not roast the meat, but boil it. They
petition the goddesses to avert lasting heat and drought and pray to
them to ripen everything that grows by favorable warmth and timely
rain. Roasting is indeed less useful; boiling not only takes away the
rawness but also softens the hard parts and makes the rest edible."181

For "to make edible" Philochoros used the word -pepainein, which also
means "to make ripe."

Thus far the meaning of the ceremony is patent, for thus far we
find no discernible reason for keeping it secret. A kid had to die in
order that the vine should grow again from the earth. The flesh of the
sacrificial animal was boiled, and by a similar process the grapes on
the vine would become ripe and edible. Then the flesh of the sacrifice
was held over the fire and burned. In Greek it was possible in this con-
text to say holokarpoun, "to make entirely into fruit," for "to burn
entirely."182 The mixing of burnt flesh with earth is stressed in an in-
scription from Perinthos, a city on the Hellespont. This oracular ut-
terance of the sibyl presents a rather mysterious summary of the act
of sacrificing a he-goat. The Dionysian community of Perinthos was
probably founded by an oracle, which enjoined the sacrifice as a foun-
dation ceremony:

181 Philochoros is quoted in Athenaios XIV 656 A; cited by Reinach, Cultes,
mythes et religions, V, 61 ff., in connection with the passage here quoted from
Aristotle, Anecdota problemata III 43.

182 See Wilamowitz-Moellendorf, Der Glaube der Hellenen, I, 288.
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errav 6' 6 B&KXOS eu&a

TOT£ ai|ja KCCI irGp Kai KOVIS

After Bakchos, who cried "euoi," is struck,

Blood and fire and dust will mix.183

This mixture includes fire instead of soot. The reserve with which the
sacrifice is alluded to not only here, but still more in other sources,
indicates that this was a highly ambivalent action of which people
did not like to speak. Here we have a hint of a reason for secrecy. The
oracle alone could permit itself to reveal more than any author until
Himerios—a late pagan orator living at a time when such secrets were
less closely guarded.

It is plain that the lines of the oracle referred to the killing of Diony-
sos, which was to be repeated in Perinthos in the form of a sacrifice.
The Bakchos who cried "Euoi!" was the young god whom the goat
represented. Himerios mentions the blow: "Dionysos lay there struck
down, still moaning under the blow."184 Then in his account of the
sacrifice the orator goes on to speak of the grief of the vine, wine,
and grape: "The vine hung down, the wine was disconsolate, the grape
as though bathed in tears." This sympathy strikes one as rhetorical
sentimentality, but basically it is not a sentimental invention any more
than is the lament in Homer's description of the wine harvest. The
sympathetic relation between the victim and the vine was essential
to the Dionysian sacrifice. The god was manifested no less in the
vine than in the sacrificial animal.

The continuity and indestructibility of zoe were not taught, but

183 After Albrecht Dieterich who supplied TrXnyncreTai in the poor copy; see
his "De hymnis orphicis," pp. 72 ff.

184 Himerios, Orationes XLV 4; Kern, Orphicorum fragmenta, fr. 214.
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were set forth as self-evident in a small, concrete sector of an equally
concrete over-all life. To the Greeks Dionysos was a god over goat and
vine. Goat and vine belonged to his myth, through which the common
element in them—but not in them alone—was expressed. The common
element was overflowing life. The self-evident assumption that it
passed from one to the other and continued was an allusion to the god
who was enclosed in no single being. Further reference to the great
myth contained in the great ceremony surpassed the limits of a wine
grower's religion which was not originally an exclusively Greek re-
ligion but which in Greece took on its spiritual character, its clear
"dialectic." Those elements in the ceremony that were kept most secret
are hints at the archaic core of the myth, which for the Greeks re-
mained unutterable.

None of the historic sources tell us what the liquid was in which
the dismembered kid had to be boiled. Tombs of the fourth to second
centuries in Crete, in Lipari, and near Sybaris in southern Italy, have,
however, disclosed gold leaves that were to accompany the initiates
in the Orphic mysteries to the other world. Near Sybaris, at the site of
the Greek city of Thourioi, two such gold leaves were found. The first
bears the words:

a V eiT6Tov •

A kid, I fell into milk.

The second reads:

Xoclpe TTOCOGOV TO TToOrina TO 8' ovhrco ixpooQ' e

0e6s eyevou e£ avOpcoTrov epi<pos eS yaXa ETreTes *

Welcome, thou who hast suffered such suffering as thou hadst
never before suffered.
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From man thou hast become a god; a hid, thou hast fallen into

milk!185

On one leaf an initiate speaks thus of himself and awaits a favorable
reception among the gods of the underworld. On the other he expects
them to speak thus to him. He equates himself with the kid that fell
into milk (that the kid was in pieces is not said) and so demonstrates
his divine rank. The words "thou who hast suffered such suffering as
thou hadst never before suffered" allude to the dismemberment and
clearly state the outcome, the apotheosis: "From man thou hast be-
come a god." The allusion to an initiation through the mystic sacrifice
is unmistakable. Thus, we learn that the sacrificed kid was boiled in
milk but was nevertheless to prove its divine indestructibility. The iden-
tification of a man with the animal and the god was an addition to the
original sacred action, which the Orphics not only reinterpreted but
also employed for purposes of private apotheosis. This could be done
through words spoken by the initiate, words such as those a Christian
author put into the mouth of the sun god: "in olla decoquunt . . . sep-
tem veribus corporis mei membra lacerata subfigunt" ("they boil me
in a kettle, they spit the torn-off parts of my body on seven spits .. .").186

No Roman or Greek author spoke more clearly of boiling in milk
at the mystic sacrificial ceremony than did the brief Orphic texts on
the gold leaves. It was customary for the Romans to boil kid and lamb
in milk or to pour milk over them after roasting.187 (The forbidden order
did not actually occur.) A neo-Attic work of art merits scrutiny in this

185 Kern, fr. 32.
186 See Firmicus Maternus, De errore profanarum religionum VIII 2: "aut

in olla decoquunt, aut septem veribus, etc." Firmicus probably did not know
the rite; he took the words from a Greek source and combined them erroneously
with aut.

187 Caelius Apicius, De re coquinaria VIII 6 6-7 and 11.
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connection. The reliefs on a marble pedestal in the Vatican, probably
after a model made in the second century B.C., seem to represent prepa-
rations for a more secret Dionysian sacrificial rite.188 It was customary
in ancient art to represent preparations for other mystery actions, but
not these. One side of the pedestal shows an often repeated picture:
the aged Dionysos, heavy with wine, visiting a Dionysian artist [64A].189

The other side depicts a highly suggestive scene: weeping, two Erotes
are burning a butterfly, "Psyche," their victim and beloved [64B]. (In
Greek, "Psyche" means "butterfly," "soul," and "the mythical companion
of the Erotes.")190 They do what the Dionysian women did to their vic-
tim, the kid, which in a way remains indestructible. A centaur bearing
a lyre-playing young satyr and a centauress bearing a maenad extend
the scene to the Dionysian hereafter, whither centaurs carry the
blessed.191 On both ends of the same pedestal we see scenes which take
on their true perspective only when we have understood that they are
preparations for a Dionysian sacrifice. On one end a fawn is taken
away from its mother who is suckling it [64c]. This is done by a half-
naked woman, probably a maenad who will perform the sparagmos
on the young animal. The shepherd who has raised the family of deer,
surely for this purpose, looks on. On the other end of the pedestal, an
elderly man is milking a goat whose head a woman is holding [64D].

188 See B. Nogara, "Una base istoriata di marmo nuovamente esposta nel
Museo Vaticano," pp. 261-78; W. Fuchs, Die Vorbilder der neuattischen Re-
liefs, p. 157.

189 See C. Picard, "Observations sur la date et l'origine des reliefs dits de
la 'Visite chez Ikarios,'" pp. 137 ff.; C. Watzinger, "Theoxenia des Dionysos,"
pp. 76—87; H. von Rohden and H. Winnefeld, Architektonische romische Ton-
reliefs der Kaiserzeit, pi. XXX.

190 See W. Helbig, Fiihrer, I, 138 f.; also Kerenyi, "Die Gottin mit der
Schale," Niobe, pp. 220 ff.

191 See K. Meuli, "Nachwort," in Bachofen, Gesammelte Werke, VII,
500 f.
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She is waiting for the milk, which in this series of representations can
be assumed to serve a ritual purpose.

The cooking of a kid in its mother's milk is not attested for Greece,
but in nearby Semitic territory. The testimony, which is indirect but
all the more compelling, is the often-repeated prohibition: "Thou shalt
not seethe a kid in its mother's milk."192 The Israelites were forbidden
to do something to which the neighboring Canaanites evidently at-
tached great importance. The occasion on which they boiled a kid in
milk seems to have been a rite of the wine growers, whose cultivation
of the vine is described in lines that had to be repeated seven times.193

We find these lines in a text from Ras Shamra, the region of the
Cilician-Hittite dragon myth which, when transported to Delphi, moved
from one Korykion antron to another. The language is the West Se-
mitic language spoken in Ugarit by the Phoenicians and in Palestine
by the Canaanites. We cite the lines in the literal translation of Theo-
dor H. Gaster:

Over fire seven times . . . young men
coo[k a k]id in milk, a . . . in curd
and over a basin seven times. . . .194

192, Exodus 23:19, 34:26; Deuteronomy 14:21. The explanation that this
prohibition was directed against a usage of the heathen Canaanites occurs in
the Jewish philosopher and commentator Maimonides' A Guide to the Perplexed
III 48 (cited by T. Gaster, Thespis, 1961 edn., p. 423). The historians of re-
ligions have come around only very slowly to this correct view. See W. M. Ram-
say, "Phrygians," in Hastings, Encyclopaedia of Religion and Ethics; S. Reinach,
"Une formule orphique," in Cultes, mythes et religions, II, 133; M. Radin, "The
Kid and Its Mother's Milk," pp. 209-18; S. H. Hooke, "Traces of the Myth and
Ritual Pattern in Canaan," in Myth and Ritual, pp. 71 ff.

193 T. H. Gaster, Thespis, 1961 edn., pp. 420 f. The title of the song should
be "Song of Vintage," not "Song of Vintage and Harvest." The titles are supplied
by Gaster.

194 Thespis, 1950 edn., p. 243.
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In the Greek ceremony seven pieces after having been boiled were
roasted on spits. If they were boiled in the milk of the mother goat,
the rite cannot have been without mystic content. It evoked the image
of infantile bliss with the mother. The kid become god was reunited
with her, as in the myth Dionysos was reunited with his divine mother
when he went down to her in the underworld. In the version of the
myth from which we know the story of the god's journey to the under-
world, his mother is called "Semele"; for the Orphics she was Per-
sephone, daughter of Rhea. The Argonauts regarded a giant vine195

as the most worthy wood of which to fashion a cult statue of Rhea,
who, as we know, put the dismembered child Dionysos together again.
This occurred in Asia Minor on Mt. Dindymon, the mountain of the
Great Goddess. In the Greek poetic language the vine or grape is called
the mother of the wine,196 and in the Orient we also encounter a divine
"mother of the grape."

One may speak of a Dionysian religion of the West Semites, which
was not introduced to that region from the Graeco-Roman world but
did take over certain late Graeco-Roman art forms. Franz Cumont
found such monuments on his travels in northern Syria. He was also
struck by the vineyards on Dolukbaba, the sacred mountain of Jupiter
Dolichenus. He suggests that the great Hittite god with the grapes197

may have been the predecessor of the sky god of Doliche since the lat-
ter was also a wine god.198 Cumont also speaks of Dusares, "the Arabian

195 Apollonius Rhodius, Argonautica I 1117-19.
196 Aischylos, Persians 614; Euripides, Alcestis 757.
197 F. Cumont, Etudes syriennes, p. 185.
198 Rock relief in Ivriz, a region possible for the "myth of the leather

sack." See the new reproduction in E. Akurgal, Die Kunst der Hethiter, pi. XXIV.
The god holds grapes in his right hand; in his left hand, ears of grain. Hence he
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Bacchus," whom Herodotos knew as Dionysos.199 The Sumerians had
a goddess whom they called "heavenly vine."200 As late as 1203/1204
A.D. an Arabic source speaks of a vineyard, wine, and grape cult so
deeply based as to have given rise to a curative magic—originally a
piaculum, an act of appeasement following the wine harvest.201 To
cure a disease of the throat the following words were spoken: "A Djinn
woman [Umm Unkud, 'mother of the grape'] has lost her son, and all
who have neglected to mourn his death are afflicted with this ailment.
Death can be avoided if we gather, beat our faces, and loudly raise the
lament: 'O, mother of the grape, forgive us! The grape is dead! We did
not know!'" The basis of this plea for forgiveness is the tradition that
in the Near East, as in Homer, the grape was entitled to a dirge at the
time of the grape harvest.

The existence of a massive non-Greek religion of Dionysos between
the lake of Genesareth and the Phoenician coast was attested by the
founder of Christianity, who journeyed through that region as far as
Tyre. He took many of his metaphors from the life of the wine growers,
as did the poets and prophets of the Old Testament before him.202 Of
himself he said: "I am the true vine."203 When Jeremiah spoke of the
originally noble but later bastard vine of Israel—the closest Old Testa-

is called a "peasant-god" (J. Garstang, The Hittite Empire, p. 165) or a "vegeta-
tion god" (E. Akurgal, Spdthethitische Bildkunst, p. 106). But a "god vine" occurs
in hieroglyphic Hittite as a "ruler," taparas (information provided by L. R.
Palmer). This is probably the same god.

199 Cumont, Etudes syriennes, p. 260; Herodotos III 8 1.
200 A. Moortgat, Tammuz, p. 30.
201 See W. R. Smith, Lectures on the Religion of the Semites, p. 417, citing

the Arab historian Ibn al-Athir.
202 Mark 7:24; Psalm 80:9; Jeremiah 2:21.
2 0 3 J o h n 1 5 : 1 : eyw etjai n CC|JTTEAOC; n dcAnQiwi
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ment parallel to these words of Jesus, and perhaps their model—204

he remained within the sphere of metaphor; not so Jesus, who took the
direction of a mystic identity. In the parable containing these words,
the wine grower stands for the father and the vines for the disciples.
In the gospel of St. John, this parable replaces and at the same time
explains Jesus' words about the wine at the Last Supper: "This is my
blood." When the fourth Evangelist was writing, the Last Supper had
already become the great mystery action of the Christians. The Evan-
gelist thought the story of its founding and first occurrence too sacred
to be narrated in a book intended for the public. In place of it he wrote
that Jesus equated himself with the vine. The consequence of this
equation was that Jesus spoke of the wine as his blood; and its exten-
sion was that he spoke of the bread as his body. By emphasizing that
he is the true vine, he dissociates himself from the vineyard, its vines
and events, with which he had identified himself too closely. It was
necessary to dissociate himself from the "false" vine, the vine that led
people astray, because it concealed within itself a false god and a false
religion.

The Mediterranean wine culture was the common concrete back-
ground of two very divergent realities, the founding of Christianity
on the one hand and everything that can be subsumed under the com-
prehensive term "Dionysian religion" on the other. Thus far an essen-
tial component of the Greek Dionysian religion, the great sacrificial
rite of the women and the Orphics, has been only partially laid bare.
One particular of this cult has not yet been decoded, and it is that
particular which contrasts most drastically with Christianity. When

204 See the Septuagint translation: £yu 6E £<t>uTeuad ae OĈTTEXOV Kap-rro<t>6pov
irdaav dXnQ'vnv ("God to the people of Israel: 'Yet I planted thee a chosen vine-
ya rd ' " ) .
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the sacrificial animal was dismembered, something was set aside and
kept. Concerning this piece the greatest secrecy was observed. In the
Greek context it is not easy to understand why. The secrecy proves
the importance of the thing in question and also proves that it was
charged with an irrational content which was of special concern to
the participants. Magic actions are rational in their structure. They
are rendered irrational by the mistaken idea and act of will by which
the agent tries to attain something that is impossible. In the Dionysian
sacrificial rite the irrational factor was not confined to the intention
of the women, who were pursuing not an idea of their own but a tradi-
tional custom; it was more far-reaching.

In dismembering the sacrifice, the sacrificers—the Titans according
to Onomakritos' version of the scene—set the heart aside. In the last,
philosophical formulation of the Orphic books we read:

voepf|v i \>rrov •

for they left only the knowing heart.2™

The heart is indeed a tough, none too edible morsel. It seems per-
fectly reasonable to have set it aside. This heart, however, was an
essential feature of the literary mythology of Dionysos that was con-
structed with the help of Orphism. Pallas Athena picked it up and
brought it to Father Zeus,206 who from it prepared a potion that he gave
Semele to drink. It is thus that Dionysos was born a second time. In
the Euhemeristic version that makes Zeus a Cretan king, his daughter

205 Kern, Orphicorum fragmenta, fr. 210.
206 Most clearly stated by Proklos, Hymn to Minerva 13: -nopeq 8e & tron-pi

$£povoa, cited by Kern in connection with fr. 210. On the second birth, see Hygi-
nus, Fabulae 167.
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Athena hid her brother's heart in a basket, and this basket—a true
cista mystica—was carried about with Dionysian utensils.207

What was carried about—whether in a cista mystica or in a liknon
—could not, however, be kept entirely secret. It was not a heart but a
phallus. This is evident from the Orphic books themselves. In a text
about which we shall have more to say later, the object that the goddess
Hipta took from Zeus and carried on her head in a liknon was called
the "Kradiaios Dionysos."208 "Kradiaios" can have two meanings, and
this is the key to the secret. It can be derived either from kradia
("heart") or from krade ("fig tree"); in the latter case, it means an
object made from a fig branch or fig wood. According to one myth,
Dionysos himself fashioned a phallus from fig wood for use in a mystic
rite connected with his return from the underworld. The soft wood
was suitable for the Dionysian utensil, which was referred to by the
euphemism "heart." According to the sources the object that was pre-
served by Pallas Athena was the sacrificed he-goat's male organ, which
was neither boiled nor roasted and burned, but set aside and hidden.
The action was symbolic, and it is very likely that in place of the dried
member, or along with it, a phallus of fig wood was used the following
year in the ceremony serving to "awaken" Liknites, the god lying in the
liknon, the basket serving as a winnow.

In the sacrificial rite, the animal member played the mystic role
in which it might not be mentioned. But it would not have been
charged with irrational content if it had not also signified the virility
that the wooden utensils carried about in the phallophoriai repre-
sented. The relation of the women to this pars pro toto of indestructible

207 Firmicus Maternus, De err ore profanarum religionum VI, cited by
Kern, Orphicorum fragmenta, in connection with fr. 214.

208 Proklos, In Platonis Timaeum 30 B, in Kern, Orphicorum fragmenta, fr.

199-
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life, to this concrete part of the concrete whole of zoe, was unutterable,
an arrheton. They took upon themselves both the part and the whole
by seemingly making themselves guilty of devouring and extinguishing
the male sex of their species. They killed the indestructible, the god,
but only seemingly, for they preserved and reawakened him periodi-
cally, in every second year. This was the content of their great mys-
teries.

The Delphic tradition to the effect that Apollo buried the parts or
even the heart of his dismembered brother in or near the tripous200

probably arose under the influence of Orphism but not within it. Ac-
cording to the Orphics, the parts of the body were burned and scattered,
whereas the heart went to Zeus. Originally there was merely a parallel
between the rites of the women in the Korykion antron and those of the
Hosioi in the temple, for the parts of the sacrificial animal's body were
not taken into the sanctuary. The ancient philosophical explainers of
myth were, however, struck by the fact that the number seven, which
plays so important a role in the mystic sacrificial rite, is the sacred
number of Apollo.210 This must indeed be regarded as a sign of a tie
with the Orient. We have encountered the number seven in the cere-
mony of Ugarit, a region from which Delphi derived still other ele-
ments that can be traced back to the Hittite and Semitic Near East via
Minoan Crete. Not the least of these other Oriental elements is the
Korykion antron.211 The Dionysian sacrificial rite with its complex
structure and strict inner logic was one of the basic facts of Greek re-
ligious history. This had far-reaching developments, including Orphism
in the form given it by Onomakritos.

209 For the burial on the tripous, see above, note 135. See also the scholium
on Lykophron, Alexandra 208; Servius' commentary on Aeneid VI 347.

210 Proklos, In Platonis Timaeum 35 B, in Kern, fr. 210.
211 Nilsson, Geschichte, I (1941 edn.), 329.
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The Enthronement

O R P H I S M has been termed "a religious-philosophical-literary move-
ment that cannot be denned with precision,"212 but within its own setting,
the Dionysian religion, it can be summed up and characterized. It was
a masculine, speculative tendency within a religion having women's
cults as its core. Onomakritos embodied this tendency. In the light of
its initiations, through which individuals made atonement and strove
for apotheosis, Orphism may be characterized as a kind of private re-
ligious exercise. The mythical prototype expressive of this tendency
was the figure of Orpheus, who was not only a solitary strolling singer
but also an initiator of men and youths.213 Another feature of Orphism
was its predilection for archaic elements of myth and cult, which it
sought to preserve in writing. The Orphics wrote sacred books, linked
myths together, and created a mythology of Dionysos.

They did not divulge the women's cult secrets. Rather, they covered
them with a cloak that was transparent enough to those in the know,
and they constructed their mythical history of the world in such a way
that everything on which the Dionysian religion was based had already
happened before either the women's cults or the Orphics' cults made
their appearance. In so doing they observed the spirit of the living
myth, whose function was precisely this,214 and largely followed the
history and Minoan prehistory of the Dionysian religion. From the

212 W. Fauth in his compendious article of 1967 on "Zagreus," col. 2222.
213 See Kerenyi, "Die orphische Kosmogonie und der Ursprung der Orphik,"

Werke, I, 323~39-
214 See my remarks in Jung and Kerenyi, Essays on a Science of Mythol-

ogy, pp. 5-9-
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Cretan tradition they took the doubly archaic myth of the god's birth
whereby his father in the form of a snake begot him incestuously upon
his own daughter. Also of Cretan origin was the act in Onomakritos'
dramatic composition that preceded the slaying and dismembering
of the scarcely born Divine Child. In this act, according to the Orphic
conception, Dionysos appeared whole for the last time as the ruler of
our age of the world.

At the heart of this act is a scene corresponding to a rite of initiation
known to us in other contexts: the thronosis or thronismos, the en-
thronement. In late antiquity Crete was still said to be threskeuousa
thronosin, practicing the rite of enthronement as a cult.215 Homer
characterizes Minos, in his function of judge of the dead, as seated and
holding his scepter in his hand while the others most uncharacteristi-
cally sit or stand.216 The throne itself is not of particular importance
to the Greek poet, but in the centuries that had passed since the Minoan
culture no one had forgotten the motif of the king sitting on his throne.
The prominent part in the throne room where the ceremonial sitting
occurred is known to us from the palaces of Knossos and Pylos.217

The worship of gods in the cult of thronosis meant more than the of-
fering of a chair or throne, which often occurred in Greek temples as
a sign of hospitality to the god.218 The thronosis was a special festive
act in which the god or his representative was placed on a chair stand-
ing by itself. If one looks closely at the painting on a calyx krater of the
Classical period [98], one sees that precisely this is being done with a

215 Oracula Sibyllina VIII 49; T. Klauser, Die Cathedra im Totenkult der
heidnischen und christlichen Antike, p. 44.

216 Odyssey XI 568-71.
217 For Knossos, see Evans, The Palace of Minos, IV, 915—20; for Pylos,

see Blegen and Rawson, The Palace of Nestor in Western Messenia, I, 87-88.
218 See A. Furtwangler, Meisterwerke der griechischen Plastik, pp. 188 ff.



Dionysos 264

frail human figure in the role of Dionysos. The thronosis is explicitly
said to be the first act of what happened to the myoumenoi, the par-
ticipants in an initiation.219 The most likely meaning of the word mu-
jo-me-no on a tablet at Pylos was found to be "on the occasion of the
initiation of the king."220

How the ceremony was to be performed is related in a didactic po-
em, Thronismoi metroioi kai Bakchika, attributed to Orpheus but be-
lieved to have been written by a certain Nikias of Elea.221 Such didactic
poems made it possible to perform initiations in private cults or in
small religious communities like the Orphic societies. The title indi-
cates the Dionysian character of the rites, and also shows that the
Mother Goddess Rhea or Kybele presided over them, as she may al-
ready have done over the enthronement of the Minoan kings. Her name
covers not only the period extending from the Minoan era to late an-
tiquity but also the whole territory from Crete via Asia Minor to north-
ern Greece and Samothrace. Her sons and servants who danced around
the enthroned one and carried out the initiation were called "Kouretes"
in Crete, but more often "Korybantes." In Samothrace they probably
danced on an archaic round platform and later in the Arsinoeion
erected over it.222 Sokrates describes the rite in Plato's Euthydemus,
in which he likens the courting of a young man by two Sophists to this
rite as it was performed in the Classical period. It seems unlikely that
the choreography of this rite—an ecstatic dance around the enthroned
one—had changed since earlier times. "They are doing the same as the
Korybantes do in their initiations, when the one to be initiated is being

2 1 9 Hesychios S.V. Gpovcoatq: Korrapxn frepi Touq (iuou|ievouq.

220 Ventris and Chadwick, Documents in Mycenaean Greek, p. 221.
221 See Kern, Orphicorum fragmenta, p. 64.
222 See K. Lehmann, Samothrace, pp. 49-52; with my interpretation, "Un-

willkiirliche Kunstreisen," in Werke, II, 148.
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enthroned. There is dancing and play there also, as you know if you
have been initiated; and now these are only dancing round you in play,
meaning to initiate you afterward."223

According to the Orphic history of the world, Dionysos was no
sooner born to Persephone daughter of Rhea than he was enthroned
king of the world—ruler of our era—in the birth cave itself. On an ivory
pyxis in Bologna, the birth and enthronement of Dionysos are shown
as two successive scenes in a series of four. This pyxis was fashioned
not before the fifth century A.D.,224 but it sums up most impressively
the Orphic myth, which was then still known and available in written
form. A nurse takes the child from his mother, who has given birth in
bed and—unlike the dying Semele depicted elsewhere [65A/ 65B]225—is
sitting upright [66A/ 66B], A second nurse is standing by and a third
holds up a mirror to the child who is already seated on the throne.
Behind him the wall of the cave is clearly discernible. The nude boy
raises both hands, as though saying delightedly, "Here I am!" Beside
him two armed Kouretes are seen. One is performing a knife dance;
the other, drawing his knife, is about to take part. The child will be
stabbed while looking at himself in the mirror. Nonnos provides the
text to the pictures.226 The mirror, which catches the soul along with
the image, gives promise that the murdered god will not pass away
entirely.227

The other scenes in the series on the Bologna pyxis show first the
boy riding away on a he-goat [66c], then the youth driving a team of

223 Euthydemus 277 D (in Plato: Collected Dialogues, p. 391).
224 See H. Graeven, Antike Schnitzereien, p. 5.
225 For the dying Semele represented on the silver vessel, see also A.

Maiuri, La Casa del Menandro, pi. XXXVIII, and fig. 130.
226 Nonnos VI 172-73.
227 See Kerenyi, "Der spiegelnde Spiegel," pp. 285-91.
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panthers to his marriage with Ariadne [66D]. In both representations
he has a complete Dionysian retinue. Neither Seilenos, nor Pan, nor
the maenads, nor a shepherd with a shepherd's crook is lacking [66E].

The murder is supposed to have taken place before these scenes. The
murderers were armed youths, the Kouretes, although in the Cretan
myth of Zeus they played a very different role. On Crete the child Zeus
was also threatened with destruction, but—according to the generally
accepted myth228—Rhea bade the Kouretes make a great deal of noise
with their war dance in order that Father Kronos who wished to de-
vour his son would not hear the child's cry at birth. A Cretan hymn-
incised in the third century A.D. but composed at least five centuries
earlier—invokes the Divine Child, the "greatest Kouros" and bids him
"jump."229 The invocation signifies that the Kouretes were called kouroi
for short. This is in keeping with a relationship already known to us
from the mythology of Rhea: the dancers are just as much her sons as
the smallest who is also the greatest.230 In the Cretan hymn the sacred
cave of Dikte is named as the place of birth. If the dancers had not pre-
viously danced around the child Dionysos in order, seemingly, to kill
him, it would be impossible to understand how they could cease to be
the child's saviors, as they were elsewhere in Greek mythology, and
become his murderers. The development is from less humane to more
humane gods, not the reverse. Ceasing to be murderers, they become
saviors, while the Minoan caves of Dionysos became Greek caves of
Zeus. In late antiquity it was still known that the Idaean Cave con-
tained a throne for Zeus, which was prepared each year for him to sit
upon.231

228 Kerenyi, The Gods of the Greeks, p. 94 (Pelican edn., pp. 81 f.).
229 See J. E. Harrison, Themis, p. 8.
230 Kerenyi, The Gods of the Greeks, p. 87 (Pelican edn., p. 76).
231 Porphyry, Vita Pythagorae XVII.
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Stories about a mythical murder that did not however end with the
total destruction of the slain child—a murder that was hinted at (how
we can only conjecture) in the rite of initiation232—have been pre-
served from the sphere of the Samothracian mysteries. The story told
by Clement of Alexandria of the three Korybantes of Thessalonike,
the two elder of whom killed the youngest, is an example.233 The mur-
derers wrapped the severed head in a purple garment, put a wreath
on it, and bore it on a bronze shield to the foot of Mt. Olympos—perhaps
because this was the birthplace of Orpheus, who, with the exception
of his head which went on singing, was torn to pieces by women like
a second Dionysos.234 According to our Christian source, the same two
brothers carried the pagan secrets unveiled, the phallus and with it
the Dionysian religion, in a basket to the Etruscans. These two stories
—the one speaking openly of a phallus, the other employing the cover
word "head"—are variations on the same theme.235 The murder of the
Divine Child was his reduction to an organ from which—or as which—
he could be reawakened. The murder was prerequisite to the reawak-
ening.

"He did not long occupy the throne of Zeus," writes Nonnos of
Persephone's just-born child, whom he calls "Zagreus." "Hera in her
anger moved the Titans, their faces whitened with plaster, to kill him
with infernal knives while he was looking at his reflection in the mir-
ror."236 Nonnos holds to the tradition that the murderers were two in

232 By blows with straps; see below, ch. VI, at note 304.
233 Clement of Alexandria, Protrepticus II 19 1.
234 Kerenyi, The Heroes of the Greeks, p. 286.
235 Along with KecpaXrj ("head"), there is also the word K&JXXAOC; (a "large-

headed sea-fish"), evidently an ambiguous word in Greek too. The Italian cognate
cefalo is also used for "phallus"—as, for example, in a pun by Cardinal Azzolino
to Queen Christina of Sweden, cited by S. Stolpe, Fran stoicism till mystik, p. 212.

236 Nonnos VI165-73.
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number.237 The meaning of the faces daubed with plaster is made evi-
dent by the Orphic Hymn to the Titans which invokes them as an-
cestral spirits and ghosts, and by a line in which the poet Euphorion
speaks of the "deathlike white face" of a mythological or ritual per-
son.238 In archaic times, we are told, the Phokians painted their faces
with plaster and fell on their enemies by night—under a full moon,
according to certain sources.239 Their enemies took them for an army
of the dead and were defeated in their first fright. The similarity of
this warlike ruse to the procedure of the Titans is evident.240 It seems
likely that the Phokians derived the idea of their ruse from an archaic
initiation ritual, in which the initiators appeared as ancestral spirits
to the boy initiand and seemingly killed him. References to the use of
plaster in initiations and a pun on titanos (lime) and titan (Titan)
have come down to us.241

There are numerous ethnological parallels to the role of the Titans
as initiators.242 Onomakritos' innovation, the introduction of the Titans
into the Dionysian religion as substitutes for the Dionysian women,
was not drawn out of the air. The idea had a basis in the initiations of
boys into archaic men's societies, which may be assumed to have ex-
isted in Greece as elsewhere.243 Moreover, there was a particular ecstatic

237 Ibid., XLVIII 28.
238 For the Hymn to the Titans, see Quandt, Orphei hymni XXXVI, and

above, note 167. See also Euphorion, in Powell, Collectanea Alexandrina, fr. 88:
n&VToc 8e oi vtKur|86v EAEUKOCIVOVTO -n-poawTra.

239 Herodotos VIII 27; Polyainos, Strategemata VI 18; Pausanias X i 11;
L. Weniger, "Feralis exercitus," pp. 223-30.

240 See K. O. Miiller, Prolegomena zu einer wissenschaftlichen Mythologie,
pp. 390 ff.

241 C. A. Lobeck, Aglaophamus, p. 654; L. Weniger, "Feralis exercitus,"
pp. 242 f.; A. Dieterich, "De hymnis orphicis," pp. 120 ff.

242 Harrison, Themis, pp. 17 ff.
243 See Kerenyi, "Man and Mask," pp. 162 ff.; "II dio cacciatore," pp. 7 f.
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type of boys' rite which was preserved as the first act of the mysteries
of the Great Mother and her sons—the Kouretes, Korybantes, or, as they
and their father were called on Samothrace and in the vicinity of
Thebes, "Kabeiroi." This rite may well have harked back to the Mi-
noan and Mycenaean epochs and originated in the enthronement of
future kings and rulers.

The master of the Bologna pyxis, who probably drew on the work
of earlier masters, recorded only the essentials of the mystic career
in which Dionysos preceded the initiates into his mysteries. He omits
not only the use of the knife in carrying out the initiation, which as
actually performed consisted in the sacrifice of a substitute animal,
but also a particular of the rites: the boy's games the purpose of which
was to divert him from the murderous intentions of his enemies by
lulling him into the blissful existence of a true Divine Child. His ene-
mies were his elder brothers, sons like himself of the Great Mother.
Here we discern the influence of a wholly anthropomorphic myth. The
toys, cited from a didactic Orphic poem on initiation, perhaps the Tele-
tai of Onomakritos, are: tops, a bull-roarer, jointed dolls, golden ap-
ples, and others.244 These are not mystic symbols but real toys worthy
of a Divine Child. Women executed the Korybantic dance around a
sick child in order to lull it to sleep and make it well again.245

The mirror seems to have been the last addition to the accessories.
The enthroned boy was supposed to fall blissfully asleep over his
toys. This prepared him for the rite that was originally confined to
human beings. The sacrifice of an animal can have been substituted
only at a relatively late date. In early times, where human children
were concerned, it seems likely that the rite consisted in a mutilation

244 See Kern, Orphicorum fragmenta, fr. 34.
245 Plato, Laws VII 790 DE.
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of the genitals, such as circumcision, which, though not customary

among the Greeks, was practiced by the Egyptians, Semites, and many

other primitive peoples.246 It is attested by Herodotos among the Colchi-

ans, a people of Asia Minor.247 The human sacrifice could, however,

be totally excluded when the representative animal made its appear-

ance. It was perhaps a calf like the one on Tenedos that was sacrificed

in hunting boots. In Greek territory the usual substitute animal was a

he-goat. In a later day, when the strict forms of ancient art were relax-

ing, a hybrid figure appears. The Bologna pyxis still shows three Diony-

sian women as the child's nurses—persons already eliminated in the

Orphic version—but the horns of the enthroned boy are visible [66A] :

he is a hybrid like Zagreus in Nonnos, a "horned infant."248

In the following scene on the pyxis Dionysos is shown as a little

naked boy riding off on a he-goat [66c]. This means that the knife had

no power to harm them: they were preserved—the goat assuredly in

the form of a vine to which he gave his blood. The name "Oinos" was

given to Dionysos by the Orphics, who also taught that the wine was

his last gift to man.249 Here we have an intimation that, after having

been enthroned as Zeus's successor and seemingly murdered, the god

was given the vineyards for his dwelling place, his Olympos. True, he

ascended to heaven with Ariadne, but it was not out of keeping with

the spirit of the Orphic history that the "physiologists" attributed his

third birth to the vine.250 This world history culminated in the Diony-

246 See A. E. Jensen, "Beschneidung und Reifezeremonie bei Natur-
volkern."

247 Herodotos II104.
248 See Nonnos VI 165. For the sacrifice of a calf in hunting boots on

Tenedos, see above, ch. V, at notes 4 ff.
249 Kern, Orphicorum fragmenta, fr. 216.
250 Diodorus Siculus III 62 6.
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sian life, which was full of feasts and zoe. Though it lacked the sever-
ity of the great archaic rites, the enthronement and the mystic sacri-
fice, the Dionysian life preserved an unbroken continuity with them.
Orphism helped by raising the continuity to greater awareness and
by preserving the meaning of the various elements. Orphism was never
the sole bearer of the Dionysian religion, but only its interpreter for
many.

A whole series of terra-cotta friezes adorning Roman buildings of
the late Republican or early Imperial period reflect this situation ex-
actly. In these often exceedingly fine works, we encounter the Divine
Child growing out of the roots of the vine, which in Greek is also called
oine [67].251 Vines and grapes grow from the same roots; two crude
satyrs, treaders of grapes at the wine harvest, welcome the little god
with Dionysian instruments. He will be the god Oinos if he is not al-
ready. The treaders take over the role of the former male and female
renders, not that of the Titans who dismembered and devoured the
child. The wiry satyrs who appear as dancers and companions of
lovely maenads are neither titanic beings nor representatives of the
Titans [68].252 The mirror in the hands of the two satyrs relates no
doubt to the murderous deed of the Kouretes, but far more to the
happy outcome. For the god is present in the state of the celebrants.
The rigid posture of the dancing men and women—their upturned
faces [69]—reveals an erotic agitation enhanced by flute playing. The
panther [70] and the half-naked girl flute player bear witness that the

251 See Rohden and Winnefeld, Architektonische romische Tonreliefs der
Kaiserzeit, pi. XXIV 2; and E. Simon, "Zagreus," p. 1424 (her mention of the
Titans is a mistake).

252 See Rohden and Winnefeld, pi. XVI; and Simon, pp. 1419 ff.
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supreme limit will soon be attained. A satyr and a maenad dance wildly
and swing the liknon with the child [71 ],253 who is awake. They swing
the liknon not in order to tear the child to pieces but in order to cele-
brate the awakened Liknites.

253 Rohden and Winnefeld, pi. XCIX; misinterpreted by Simon, p. 1426.



VI. THE DIONYSOS OF THE ATHENIANS

AND OF HIS WORSHIPERS

IN THE GREEK MYSTERIES

The Thigh Birth and the Idol with the Mask

T H E Q U E S T I O N as to the form in which zoe was concealed in the
liknon and reawakened has now ceased to be anything more than rhe-
torical. It remains, however, to elucidate the reasons for a secrecy
that was not confined to one object and for the perpetuation of the am-
biguity that presented Liknites as an infant and the women who
awakened him as his nurses. In the Greek world the phallus as such
gave no grounds for secrecy. A separate scene is devoted to the un-
covering of the phallus in the series of terra-cotta reliefs whose manu-
facture was Roman but whose subject matter was Greek [72]. The
phallus stands upright in the liknon and a kneeling woman uncovers
it; a virginal, winged goddess is repelled but an ithyphallic man is
drawn to it.1 Thus, it was permissible to represent the phallus removed
from the context of a cult scene.2

Aretaios of Cappadocia, a physician of the first century A.D., tells
us that reference to the ithyphallic state could, however, have a very

1 See Rohden and Winnefeld on pi. CXXIII. Concerning a variant, they
remark (p. 53): "What arouses the horror of the winged figure" is "not only the
phallus in the basket and on the satyr, but also the unmistakable order of the
garments on the kneeling girl's belly." See also A Description of the Collection
of Ancient Terracottas in the British Museum, pi. XVI 27 (no longer extant:
"perhaps removed because of its indecency").

2 Representation of the phallus was permissible also in a preparatory con-
text; see below, in ch. VI, the text following note 46.
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special extramedical significance. He speaks of the agitation of the
satyrs, the "sacred" companions of Dionysos in many representations,
and says expressly that this is a "symbolon of the theion pregma."3

Writing in the same Ionic dialect as the physician, Herodotos says that
in connection with a pregma such as mourning and the tomb he would
not wish to mention a certain god by name.4 Thus, we can be sure that
Aretaios' "divine pregma" was not a thing but a fact, a reality that
stood in the same relation to Dionysos as mourning and the tomb to
Osiris. The name of Osiris would have divulged the mystery. The rea-
son for secrecy in connection with the theion pregma is to be sought not
only in the thing that lay hidden in the liknon and was visible on the
satyrs, but also in a mystery, as is expressly stated: "The phallus was
uprighted for Dionysos in accordance with a mystery."5 The phallus
itself was not the mysterion and divine pregma but had to do with it.
Indeed, though not intended as such, the phallus could be interpreted
as its symbolon—suggestion and abbreviation.6

The Orphic source that speaks of the Kradiaios Dionysos, the "fig-
wood Dionysos," tells how he was given to the goddess Hipta, who
carried him on her head in a liknon around which she allowed a snake
to entwine itself.7 This particular and the name of the goddess—who,
we learn in the same source, "assisted the child-bearing Zeus" at the

3 Aretaios, "De acutis morbis," in Corpus medicorum graecorum, Hude,
ed. , II, 1 2 : oi aocTupoi TOU AIOVUCTOU lepoi iv Trjiai ypacpfjiai KCCI ToTai dydAjiaai 6p0ia Tayouai

-ra ai6oTa, ûnPoAov TOU Seiou irpnyiiaToq ("The satyrs belonging to Dionysos are rep-
resented as ithyphallic in the paintings and sculptures, a symbol of the divine
thing [pregma]").

4 Herodotos II 132 170.
5 Scholium on Aristophanes, Acharnians 243: 'laTcn-o 6 <t>dXXoq TQI Aiovuacoi

KocTOt TI liuorrjpiov.

6 See Kerenyi, "Symbolismus in der antiken Religion," Werke, II, 213—20.
7 Kern, Orphicorum fragmenta, fr. 199.
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birth of Dionysos—are of Near Eastern origin, as presumably was the
author of the Orphic book On Hipta.8 According to the Orphic Hymn
Book, Hipta's home was in the Tmolos mountains of Lydia and on Mt.
Ida in Phrygia.9 Originally she was the Great Mother, who was also
called Rhea. The Hymn Book also has a Phrygian name for the god
she assisted: "Sabazios," who could be either Zeus or Dionysos in the
Greek interpretation.10 When in the fifth century B.C. his cult was ac-
cepted by the city of Athens—though not by the state—it was as though
the Dionysos cult had been reintroduced in an archaic form. We are
told expressly that the content of the religion of Sabazios was the same
as that of the mysteries of Dionysos.11 In this hymn addressed to him,
Sabazios is invoked as the son of Kronos; hence he is equated with
Zeus. It was he, according to the hymn, who sewed Dionysos, the Eira-
phiotes, into his thigh, in order that when "he who had been sewed
in" was "ripe" he might be brought to the goddess Hipta on Tmolos.
Here it is not said that Hipta carried him on her head, but only that
she received him after his birth. And it was known that he was reared
by Rhea.12

For one region, at least, it is easy to answer the question as to
whether this child was really borne by his father or whether the father
merely mutilated and emasculated himself. In Asia Minor the Great
Mother's priests and her lover Attis sacrificed their manhood to her,13

8 See Kern, "Die Herkunft des orphischen Hymnenbuchs," pp. 90 ff.
9 Quandt, Orphei Hymni XLVIII 4, XLIX 5.

10 Orphei Hymni XLVIII 1. On Zeus, chiefly in Phrygia, see T. Eisele, "Sa-
bazios," col. 236 (even in a city that was called "Dionysopolis"). On Dionysos,
see J. Schaefer, "Sabazios," col. 1542.

11 Strabo X 3 1 5 : TrccpaSouq TOC TOO Aiovuaou KOCI auToq.

12 Scholium on Iliad VI131.
13 See H. Hepding, "Attis, seine My then und sein Kult," pp. 121, 160 ff.
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and from her Phrygian mysteries the story has come down to us that
after committing incest with her, his mother, Zeus seemingly emascu-
lated himself. In reality he threw a ram's testicles into the goddess'
womb.14 The inner logic of this myth and of a corresponding rite per-
formed in Asia Minor is clear. Nothing is said of a dismemberment of
the god or of a substituted sacrificial animal. Whether it was a bull,
a ram, or some other male animal, its severed manhood had to return
to the Great Mother in order that the endless cycle of births might
continue. In the mother religion of Asia Minor this concept of woman-
hood was dominant. In Greece the women preserved and cared for
manhood as the zo'e entrusted to them. Just as Hipta herself became
the "nurse of Bakchos" among the Orphics,15 so in Greece, and perhaps
even in Crete, Dionysian colleges of women replaced the Mother God-
dess and represented themselves only as the god's nurses.

The logic of the Greek version of the myth—and this version had
its impact on the Phrygian Sabazios—is marred only by the substitution
of the thigh birth for the god's self-emasculation, a terrible but not
meaningless act. The invention of a birth from the thigh of Zeus had
its function in Greece: to cover over the god's lavish gift at the expense
of his own body. The myth cruelly emphasized the eternally neces-
sary self-sacrifice of male vitality to the feminine sex, and hence to
the human race as a whole. One account of the concrete mission of
the Dionysian religion—in its more masculine form, the mysteries of
the Kabeiroi—tells us that the murderers of the god brought his male
organ in a basket from northern Greece to Italy. "For this reason,"
Clement of Alexandria, our Christian source, concludes, "certain per-

14 Clement of Alexandria, Protrepticus II 15 2; Arnobius, Adversus na-
tiones V 21.

15 Quandt, Orphei Hymni XLIX 1.
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sons, not inappropriately, equate Dionysos with Attis, because he too
was separated from his reproductive organ."16

Eunuchism was as characteristic of Dionysos as of Attis. It was one
of the secret components of the Dionysian religion, but to the con-
noisseurs of the Dionysos cult cited by Clement it was an open secret.
This probably accounts for a strange cult usage encountered in Asia
Minor. On Cyprus the person who imitated a woman in labor, so re-
calling the labor pains of Ariadne dying in childbirth, was not a Zeus-
like man but a youth.17 In all likelihood his pains were only symbolic,
but they were the symbolic pains of an Attis, veiled—just as the mis-
carriage and death of Ariadne veiled the birth of Dionysos by the mis-
tress of the underworld.

His birth from his father's thigh linked Dionysos with the epithet
"Eiraphiotes," and not Dionysos himself but Father Zeus was made
into the sufferer. "Eiraphiotes" means "he who has been sewed in."18

The god of zoe had been sewed into a skin at a time when skins con-
tained not wine but fermenting honey water, at the time of the myth
of the leather sack. The epithet "Eiraphiota" was preserved in poetry19

and cult. It was revived at a relatively late date by way of Hellenizing
an archaic myth of non-Greek style. In the Orphic Hymn Book Diony-
sos is "Trigonos," "thrice born," but only "Dimetor," "he with two moth-
ers."20 The Hymn Book also includes a hymn to Semele, the Theban
mother of Dionysos, but the main book of Orphic literature says noth-

16 Protrepticus II 19 4 : 81' r\v ocmocv OUK dareiKOTCoq TOV Aiovuaov TIVEC; "ATTIV

TrpoaayopeuEcrGai GeAoucnv, aiSoicov i<jj£pr)\xivov.

17 Plutarch, Theseus XX 4, after the historian Paion of Amathus.

18 EipacpiwTnq comes from evpa<i>i«Tn<; by way of
19 See Homeric Hymns I 2, 17, 20.
20 Quandt, Orphei Hymni XXX 2; L 1; LII 9.
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ing of her or of the thigh birth. The Orphics were not responsible for
the palliating invention of the thigh birth.

Its ready acceptance in Athens suggests that the thigh birth was an
Athenian invention modeled on the famous "head birth," the springing
of Pallas Athena from the head of Zeus. It presumably stems from the
period when the Attic religion of Dionysos fused with the Theban
myth and cult. This fusion, going hand in hand with a radical sim-
plification, resulted in the Athenian mythology of Dionysos, which also
took into account the content of the Mysteries of Eleusis—to wit, the
proclamation of the birth of a Divine Child in the underworld and the
epiphany of his mother Persephone seven months after the subter-
ranean marriage.21 The Athenians did away with the two-year period.
They found room for their Dionysian festivals and for their mysteries,
the Lesser Mysteries of Agrai and the Great Mysteries of Eleusis, in
a single year, which was at the same time the year of the vineyards.
The calendar they created—assuredly before Onomakritos and inde-
pendently of the Orphics—was a discreet compromise, respecting both
the phases of wine-making and the parousia of zoe in women and men.
Since the lunar periods retained their validity, the result could only
be an approximation, a product of the human imagination rather than
mathematical precision.

21 In my book Eleusis I assumed no connections which were kept secret but
had existed from time immemorial between the Eleusinian religion and the Dio-
nysian religion; see Eleusis, p. 241, the index s.v. Dionysos. The Eleusinian re-
ligion believed that Hades-Plouton-Dionysos was in command of his virility dur-
ing the period of the Lesser Mysteries, following the Anthesteria. Orphic influ-
ence can be inferred from an Eleusinian inscription Aiovuacoi -rraponTaiCov-n of the
third century; see K. Kourouniotes, 'EXEuatviocKd, pp. 171 ff. A thymiaterion was
dedicated to the playing Divine Child with this inscription: "To Dionysos, he who
plays alongside." On the subterranean birth, see further the section on "Ariadne,"
in ch. Ill, above.
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The annual birthday of Dionysos depended not only on the posi-

tion of the sun at the solstice, but also on the state of the wine, whose

clearing coincided with the first intense winter cold.22 At this time, at

the festival of the Lenaia, the Dadouchos, the second priest of Eleusis,

summoned the Athenians to call the god.23 By then he had long been

"sewed in," that is, the wine had been poured into earthenware ves-

sels and was almost ready. The people cried out: "Son of Semele,

Iakchos, bestower of wealth!" This cry presupposes a unification. The

birth celebrated in the autumn at the Great Mysteries—the birth of the

subterranean Persephone's child—was a provisional birth. In the winter

he was born definitively as the son of Semele and Zeus. Dionysos' two

mothers, Semele and Persephone, were originally two names for the

same goddess. Now they were equated by the Athenians. Likewise

equated were the young Cretan Dionysos, god of the light that ripens,

who participated as Iakchos in the Eleusinian festival, and the mature

son of Zeus to whom Zeus himself gave birth. The representations of

the thigh birth reflect this state of the mythology of Dionysos in Athens.

The oldest in the series of thigh birth representations shows the

son already standing on Zeus's lap [73]. Turned outward with two

torches, he announces his completion to Hera, at the risk of sending

her into a rage. According to the inscription he is AIOZ <&Q1, "the light

of Zeus." This is a dignified representation from the late sixth century

B.C., by the artist now known as the Diosphos painter. Recording not

the realistic process of birth but the outcome, this representation cor-

responds to the cover myth in which Zeus played the role of a child-

bearing god rather than that of one who emasculated himself. Yet, de-

22 See Kerenyi, "Parva realia," p. 9.
23 Scholium on Aristophanes, Frogs 479; L. Deubner, Attische Feste,

p. 125.
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spite the seriousness with which this version of the myth was rep-

resented, it struck later generations as unintentionally comic. On a

Tarentine vase of the late fifth or early fourth century the realistic

scene of the thigh birth gives the impression of a common happening

in the life of the gods, an event without deeper meaning [74].24 When

in the third century B.C. a pupil of Apelles painted Zeus in labor and

wearing headbands (mitratus)— which in the Dionysos cult, as the

ornament of Dionysos Mitrephoros, assuredly had a seriously justified

significance—his work was regarded as an impertinence.25 It is very

different when in a vase painting by the Altamura painter, circa 465

B.C, a Zeus-like Dionysos, identified by thyrsos and panther skin, is

shown sitting (like the Zeus of the Diosphos painter), confronting his

youthful alter ego [7s].26 The alter ego appears as a nude boy with a

kantharos, a large plant, and an ivy wreath, who is standing on the

god's knees and is admired by a Dionysian woman or nurse. This rigid

standing on the lap or knees, in contrast to more flexible postures,27

indicates the closest relationship—between Zeus and Iakchos in the

work of the Diosphos painter, and between Dionysos and his alter ego

or mystic son in that of the Altamura painter. A comparison of these

two representations shows that they embody a deeper meaning, which

is to be sought not in the myth of Zeus but in that of Dionysos.

24 See A. D. Trendall, "A Volute Krater at Taranto," pp. 175-79, pis. VIII-
IX.

25 C. Picard, "Aiovucroq MiTpntopoq," pp. 709-21, does not analyze the scenes
in the vase painting in which Dionysos or men who are celebrating him wear the
mitra. As to the impertinence, see Pliny, Natural History XXXV 140: petulanti
pictura.

26 See Alfieri, Arias, and Hirmer, Spina, pis. 10-11, with the misinterpreta-
tion of the boy on p. 31.

27 See the volute krater in Ferrara and the bell krater of Compiegne, in
H. Fuhrmann, "Athamas," p. 117, fig. 4; and p. 119, fig. 8. Here other inter-
pretations are admissible, but only here.
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Two characteristic Dionysian idols, both easily fashioned, were
in use in the Archaic period. They complemented one another and
bore witness to a myth of Dionysos that never became as public as that
of the thigh birth. One of these idols was unphallic. The paradoxical
term is unavoidable: the unphallic character is stressed. Not only in
comparison with the pronouncedly phallic beings who appear as
the god's companions and worshipers, but also taken in itself, this idol
lacks all phallic suggestion. Over a column in the sanctuary a mask
was hung and below the mask a long garment—sometimes two, an
overgarment and an undergarment—which also embraced the column.
A column with a capital is a recurrent component of this rigid com-
position, which can also include plant life; branches can grow from it.
The column can also be without a capital, that is, it can be a post, but
—and again this is stressed—this post does not resemble an authentic
herm. Sometimes, even when the idol is standing out of doors, it bears
a capital, which seems to have been added for the sole purpose of
avoiding all resemblance to a herm and stressing the column char-
acter. An Attic skyphos with black figures on a white ground discloses
a rare rural scene: before the idol an ithyphallic satyr is pursuing a
maenad, while two men approach the idol, leading a half-naked hetaira
and a he-goat to be sacrificed [76A-76C].28 It seems unlikely that the
idol is the abbreviation of a cult statue with similar face and dress.
More probably it is an abbreviation of a small sanctuary that was con-
structed for this cult statue. From the idol there developed the "bearded
Dionysos with long garment" type of representation which so many
cult statues show in movement [39A, 40, 41] and which appears so
impressively on the "visit of Dionysos relief" [64A]. This is discernibly

28 See A. Frickenhaus, Lenaenvasen, no. 2, with the erroneous remark
that only the representation on one side is "interesting."
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an emasculated Dionysos. A number of representations exemplify the
transition [77, 78].29

This type of idol also occurs in the cult of Osiris and a myth re-
corded by Plutarch relates it closely to the dead god.30 Osiris' coffin,
according to this myth, was borne by the sea to Byblos where it was
washed ashore at the foot of a heath tree. The tree grew around it, so
that it became part of the tree. From the tree a pillar of the royal palace
was made. There Isis, searching for her husband, found him in the
pillar. She took the dead Osiris with her, but she wrapped the heath
column in a garment, anointed it with oil, and left it with the kings
of Byblos to be worshiped in her own temple.

Quite apart from the mask, which belongs specifically to the Greek
god, the exact correspondence between this tale and representations
of Dionysos points clearly to the meaning of the construction. The
mask confirms this meaning. The correspondence not only indicates
the "primitive" character of these cult statues but also demonstrates
that such an idol could be regarded as the tomb of a dead god. The
construction was retained not as a vestige of a former day but as a
meaningful symbol appropriate to the god during his absence beneath
the earth. Its characterization as "markedly unphallic" fits in with the
reduced existence befitting the god—Osiris as well as Dionysos—in his
underground state.

The temple of Dionysos in Ikarion possessed this type of cult statue
in a renovated form. The mask, which was originally carved from wood
—probably fig wood—was copied in marble about 530 B.C. and retained
its character as a mask except for the highly impressive eyes given

29 On [77], see Frickenhaus, Lenaenvasen, pp. 6-7. On [78], see Fricken-
haus, p. 12, no. 26; cf. nos. 27, 29A.

30 De Iside et Osiride 357.
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it by the sculptor [79].31 They gaze at us like the eyes of a bull. This

may or may not have been the artist's intention, but it fits in with the

god's re-emergence from the underworld in the form of a bull, as ex-

pected by the women of Elis. The garment that hung below the mask

was of heavy material and was renewed from time to time. Whether

mask and garment were attached to a column with a capital or to a

pillar cannot be determined. But along with its mask and garment

idol, the temple in Ikarion had another cult statue, a statue of Diony-

sos seated on a throne and holding a kantharos in his right hand [81,

80].32 Enthroned, Dionysos was wholly himself; the mask and garment

hung on the pillar or column were only a part of him. In the event

that the trieteris was observed in Ikarion in earlier times, it is not hard

to guess that mask and garment represented Dionysos in the year of

his absence. If among his idols in the Attic countryside there were

double masks [82A/ 82B, 83A-83C],33 these meant, after the two-year

period was done away with, that in both his aspects Dionysos was

ruler over the whole year. One mask was never the whole god, for only

in half his being was Dionysos the "mask god" or the bearded Dionysos

in the long garment who developed from this idol.

In Athens the "mask god" was the cult statue of the Lenaion, the

temple in which Dionysos' birthday was celebrated. A series of mag-

nificent vases—rightly called "Lenaenvasen" after the feast, the Le-

naia34—give us a view of the temple. We see dignified women, probably

31 See W. Wrede, "Der Maskengott," pp. 57-70; Kerenyi, "Man and Mask/'
p. 157. / On the bull envisioned by the women of Elis, see above, ch. IV, at notes
159 ff.

32 According to H. Luschey (see Kerenyi, Werkey III, 159), the seated
statue is at the most fifty years more recent than the marble mask, which is
dated to about 530 B.C.

33 Frickenhaus, Lenaenvasen, nos. 5 and 7.
34 By Frickenhaus, whose original twenty-nine Lenaenvasen have been
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the Gerairai, in the role of nurses attending the birth of the wine.
Before an idol of the god, consisting of a mask, a garment, and ivy
branches [84, 85],35 they are ladling wine very carefully, thus con-
firming its completed birth to the people outside who—from the intro-
duction into Athens of the Theban myth—would be shouting "son of
Semele." In one vase painting36 a woman celebrant has at her breast a
child who is holding out his hands [86A/86B]. Why does he appear
before the idol whom the women are worshiping at the same time?
Here again we find an analogy with the religion of Osiris. The birth
of Harpokrates, son of Isis and Osiris, was celebrated at a time when
Osiris was simultaneously mourned as dead and greeted as king of the
underworld, as though he had come to life again.37 In Athens the mask
and long garment suggested the god whose role Zeus took over with the
thigh birth and who now stood there, distinct from the child Dionysos
and at the same time celebrated as ruler of the underworld. As he gave
himself to the people, the long garment concealed his condition—that
he was only a part of himself, an earnest dignified god of the Athenians,
comparable in his uniqueness to no foreign god. The mask belongs
only to him, not to Osiris. It is only seemingly empty. Behind it dwells
a world of spirits, which sends its inhabitants out onto the Dionysian
stage.

supplemented by the examples given in A. Pickard-Cambridge, Dramatic Festi-
vals, pp. 30 ff. In opposition to Nilsson's criticism, see Deubner, Attische Feste,
p. 130, and my remarks now in the present work.

35 For [84], see Frickenhaus, Landenvasen, no. 19 (in Beazley, Attic Red-
Figure, p. 621, no. 33). For [85]: Frickenhaus, no. 29; Beazley, pp. 1151-52,
no. 2.

36 Once in Paris. See J. J. Witte, Description des Collections d'antiquites
conservees a VHotel Lambert, p. 48, pis. XI and XII.

37 See T. Hopfner, Plutarch iiber Isis und Osiris, I, 77.
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The second type of idol characteristic of Dionysos was simpler: it
represented a phallus. Dionysos separated and yet did not separate
from this part of himself. His contradictory condition—the consequence
of a contradictory identity—is evident even to a superficial observer.
To quote a succinct account: "The phallus is the constant companion
of Dionysos." It seems to have been absent from scarcely any Dionysian
procession; the participants tied it to themselves, so that it became an
accessory of comic actors and was also set up as a choragic monument.
The god never wears it, but his companions, the sileni and satyrs, are
ithyphallic. Phallus processions and merry Dionysian festivals were
held throughout the Greek countryside. As Plutarch describes them,
"in the lead an amphora of wine and a vine branch were carried about;
then came a man drawing behind him the sacrificial animal, a he-goat;
another followed him with a basket of figs, and last a phallus was car-
ried."38 Examples can easily be multiplied, lending some support to
the contention—though this explanation could not account for all the
facts, let alone the contradictory character of the god—that "Dionysos
was, among other things, a god of fertility."39

The myth solves the contradiction of identity and non-identity by
drawing a distinction between the god and his gifts, corresponding
to the similar relationship between zoe and its embodiments. The myth
does not, however, speak even indirectly of fertility, as it might, for
example, by saying that Dionysos had afflicted his enemies with barren-
ness. In introducing the phallophoriai, Melampous had explained them
probably with the myth of the god's dismemberment and emascula-
tion, and had called on the faithful to worship the part for the whole.
The oldest idol of Dionysos known to Athenian tradition was a phallus

38 Plutarch, De cupiditate divitiarum 527 D; Nilsson, Geschichte, pp. 590 f.
39 Nilsson, p. 593.
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set up in the temple of the Horai, but the identity disclosed in the epi-
thet "Orthos," "he who stands erect," was intentionally veiled by the
explanation that the right mixture of wine and water enabled men
to stand upright. On Samos and Lesbos the epithet "Enorches," "he
who is in possession of his testicles,"40 points clearly to emasculation.
When set up as a phallus, Dionysos was Enorches, in contrast to the
"mask god" who was no longer in possession of his testicles. In a later
day the outspoken archaic epithet seemed so offensive that it was
transferred, with a different explanation, to another mythical being.

The Dionysos myth with its inner logic resolved the contradictions
of the living cult and of cult life, but not the contradictions and am-
bivalences inherent in the sexual sphere which was drawn into the
cult of zoe. An essential quality of this myth is that it was applicable
to the universal, in this case very concretely to that which is charac-
teristic of all men; hence it was capable of cutting through such am-
bivalences. Comparison of a phallic poem by Walt Whitman with a
song of the Greek phallophoriai clearly brings out the impact that the
rule of Dionysos had in this sphere. What sets the phallophoriai in mo-
tion is phallic pride, which is also evident in Whitman's poem "From
Pent-up Aching Rivers":

From pent-up aching rivers
From that of myself without which I were nothing,
From what I am determined to make illustrious, even

if I stand sole among men,
From my voice resonant, singing the phallus,
Singing the song of procreation,

40 Hesychios s.v. 'Evopxns. See also J. Tzetzes' scholium on Lykophron,
Alexandra 212.
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Singing the need of superb children and therein
superb grown people,

Singing the muscular urge and the blending,
Singing the bedfellow's song.41

The American poet is proud of his phallic pride, proud of his daring
to express it, proud of the superb progeny as though it were the in-
fallible consequence of his virility, assured throughout the generations.
The poem is sustained by a highly self-conscious observation of, and
reflection on, a condition which is normally characterized by self-
forgetfulness. The Delian poet Semos' song of the phallophoriai is
wholly faithful to the condition that Whitman describes and Rilke
tried to describe.42 Semos calls upon the people who fill the theater:

dvAyeT* eupvxcopiocv

e\re TCOI Oecor i0£Xet y a p

[6 0eds] opOos £a<pv8

Give way, make room
For the god! For it is his will
To stride exuberantly
Erect through the middle.

The phallic pride is transferred to the god: "It is his will." One must
give way to him, make room for him. This god is Dionysos, who from
time to time strides proudly through the countryside in this form.
His right to be proud is consecrated, for example, by a choragic monu-

41 Walt Whitman, Leaves of Grass, p. 79.
42 Semos in Athenaios XIV 622 B. Rainer Maria Rilke, Sdmtliche Werke,

p. 473: "Dies ist das schweigende Steigen der Phallen."
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ment in the form of a marble phallus set up in the theater to celebrate
the victory of a male chorus.43 He is at the root of masculine achieve-
ment in his own realm, the realm of zoe, though this gift of the gods
is not always easy for men to bear and it ultimately consumes them.
Two representations on a black-figure cup show in comic exaggeration
the relationship between mortal men and the divine phallus [87A/
87B],44 for the realm of Dionysos takes in the entire province of comedy
and with it the counterpart of phallic pride, the laughter to which it
can give rise. The bearing of the phallus is made more difficult for the
scrawny ithyphallic men shown in the picture by the fact that along
with it, on the same tray, they are obliged to carry huge Dionysian
figures. Here the phallophoria becomes a satiric drama or a comedy.

It may seem strange to us but it is only natural that the women
should have adhered so tenaciously to the concealing fiction that the
Dionysian women served as nurses in awakening and caring for the
Liknites. In contrast to the phallophoriai, which were essentially pub-
lic—though we find them represented only in the vase painting men-
tioned above—during the Classical period the contents of the Diony-
sian women's liknon was kept no less secret in Athens than at Delphi.
In about 440-430 B.C., a well-known vase painter devoted a picture on
a magnificent krater to the mysteries of Sabazios and the Great Goddess
of Asia Minor, which had been introduced as an archaic Dionysos
cult. Snakes figure in the prologue, the ecstatic dance of the women
and girls who are to be initiated [88B-88D].45 Sabazios, a Pluto figure

43 See "FouHles de Delos," BCH, XXXI (1907), pp. 504-11; E. Buschor,
"Ein choregisches Denkmal," pp. 96-98.

44 See Pickard-Cambridge, Dithyramb, p. 303, no. 15.
45 The identification by E. Simon (Opfernde Gotter, pp. 79 ff.) of the

Sabazios cult, whose earliest monument in Athens is this vase, is confirmed in
this context. See also S. Patitucci, "Osservazioni sul cratere polignoteo," pp.
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without the impressive features of the subterranean Dionysos as shown
in his mask, also has snakes in his headband [88A]. The priestess who
is to initiate the women steps before the divine pair bearing the liknon
on her head, but the liknon is wholly covered by a cloth.

On a chous of the same period, the liknon, which is entwined in
ivy, lies on a ceremonial table; in the liknon is the ivy-crowned mask
of Dionysos [89].46 Two women officiate at this wine ceremony: one
holds the kantharos; the other, a bowl containing sacrificial cakes.
The second woman is followed by a smaller figure, evidently a maid-
servant. Beside the first woman, a krater has been prepared. Because
the mask lies on a cloth in the liknon, the actual content is concealed,
and only an introductory rite is performed. This prelude however
makes it clear whom the women are worshiping and to whom the
secret action that is not represented is addressed, namely, the sub-
terranean Dionysos, who in addition to wine bestowed still another
gift on man: a gift in which he, as the perpetually increasing and
decreasing abundance of zoe—comparable to the son of Poros and
Penia in Plato's Symposium47—remained present. The gift was his man-
hood, distributed among men.

The secret action performed by itself may have been unutterably
lustful, but no such action can be performed by women without an un-
reflecting, irrational, and unconscious implication, rooted in woman's
innermost nature, of the child. Thus, there was a profound truth in
the concealing fiction of the Dionysian women's nursehood. From the

146 ff. The new (and yet age-old) gods are greeted in the inscriptions over the
divine pair as KCCAOC; ("the beautiful one," masc.) and KOXT\ ("the beautiful one,"
fern.)- Further hypotheses, including my own, are now superfluous.

46 See G. van Hoorn, Choes and Anthesteria, p. 24.
47 Symposium 203 BC.
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standpoint of animal fertility this action could only be sterile. This
was hinted at by the pairing of sterile animals, two mules, on another
Attic chous [55].48 In the ceremony whose prelude rite [89] we have
witnessed, Dionysos arose revived as a child and youth, a repetition
of himself. One person, the queen, had celebrated the mysterion on
behalf of the women of Athens, but long before she entered the sacred
room of which we shall speak in the next section she had derived
strength from the vision of all Athenian women. The significance
of the Altamura painter's work [75] representing a silent dialogue
between the enthroned Dionysos and the mysterious young Dionysos,
nowhere else depicted in this way, is that the Athenian religion of
Dionysos knew him as a divided and double god.

The Dionysian Festivals of the Athenians

IN ATHENS as at Delphi the winter months belonged to Dionysos.
Though nowhere explicitly stated, this can be reliably inferred from
the Attic calendar and from the traditions of the cult, provided con-
crete natural realities are given priority over learned speculation.49 At

48 This was not recognized by the archaeologists. At least one of the ani-
mals was regarded as an ass. A. Rumpf took them both for asses; see his "At-
tische Feste-Attische Vasen," pp. 209 f. He failed to notice that the animals are
painted, and not only with broad stripes on the shoulders but also with dots. It is
possible that these animals were harnessed to the car in which the queen, ac-
companied by a man disguised as Dionysos, rode to the Boukoleion; see below,
p. 308. The mule on an Attic vase in New York is also painted; see the Bulletin
of the Metropolitan Museum of Art, XX (1925), 130, fig. 5. Concerning mules,
see here ch. IV at notes 112 ff., and Bachofen's remarks on the "sterile passion of
the mule" in "Die Unsterblichkeitslehre der orphischen Theologie," Gesammelte
Werke, VII, 102.

49 Pickard-Cambridge, Dramatic Festivals, presents a learned discussion
that is more copious than fruitful.
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approximately the time of the beginning of the Dionysian winter pe-
riod at Delphi,50 a very natural festive action was performed in Athens.
Since this action depended on the state of the wine and was not at-
tached to any particular day, it was not indicated in any festive calen-
dar, but it was described by Phanodemos, an Athenian historian, and
his account has come down to us.51

Near the temple of Dionysos worshiped "in the swamps"—en lim-
nais—the Athenians mixed wine and offered it to the god. At their
homes they drew the still sweet new wine—gleukos—from large clay
vessels—pithoi—and brought it to the scene of the festival where they
themselves drank it. Phanokles, an author of the post-Classical period
in which the Dionysian religion had grown tame, was interested chiefly
in the civilized mixing of the wine. Consequently it is he who stresses
the presence of springs near the temple of Dionysos Limnaios, springs
whose nymphs, in his opinion, were known as the nurses of Dionysos
because water made the vine grow. He goes on to describe the activi-
ties of the Athenians on this occasion. They sang songs to Dionysos,
danced, and invoked him as "Euanthes," "Dithyrambos," "Bakcheutas,"
and "Bromios." He does not speak of a date fixed by the calendar for

50 Roughly November 8th; see above, ch. V, note 77.
51 Phanodemos' account is preserved by Athenaios, who quotes it in The

Deipnosophists 465 A (in Gulick, ed., V, 26—28). The passage is also recorded
by Jacoby, FGrHist, 325, fr. 12 (III, B, p. 82; for the different readings of par-
ticular words, see Jacoby's critical apparatus, p. 82). The account given by
A t h e n a i o s i s a s f o l l o w s : OocvoSnpoq 6 E Trpoc; TCOI iepcoi <t>rjcri TOO EV Ai| ivaiq Aiovuaou TO

yXeuKoq <pipo\n<x<; Touq 'A6nvaiouq EK TWV Tri8cov TCOI 6ECOI Kipvdvai, ETT' [auToTq] TrpoCT<pEp£O"8ai •

[OCUTOTC; i s t h e c o r r e c t r e a d i n g , n o t ccuToTq.] 60EV KCCI AifjivaTov KAr|9nv<X' TOV Aiovuaov, o n

mxQev TO YAEGKOC; TCOI U5OCTI TOTE TTPCOTOV ETr68r| KEKPOCHEVOV. Sio-nrep ovojiaaSfivai Totq [irriyaq]

Nu|i<j>aq KCCI Ti8rjvaq TOU AIOVUCTOU, OTI TOV OTVOV OCU£OCVEI TO uScop Kipvd(iEvov. fyrSevTEc; oOv TX\I

Kpdaei EV coi6a?q E|i£XTrov TOV Aiovuaov, XOPEUOVTEC; Kai dvaKa^oOvTEq EuavSn KO' Ai66pafiPov

Kai BaKXEUTav Kai Bpojiiov.

Everything happens Trpoq T6I iepui ("at the sanctuary"); this meaning of irpoq
TCOI is confirmed by other examples.
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the festival or for the opening of the temple. All we know is that people
came to the sanctuary with the gleukos, mixed it with water for the
god, and drank to him for the first time in the new wine year.

According to Thukydides, the temple of Dionysos Limnaios was
situated to the south of the Akropolis and was one of the city's oldest
sanctuaries.52 The nature of the "swamps" is indicated by representa-
tions on certain choes showing a rock53 and by Phanodemos' state-
ment that the wine was there mixed with spring water. The place must
have been a geological formation characteristic of Greece, the best
known example of which is the swamp of Lerna: water pours abun-
dantly from under the rocks, yet despite its purity it forms a "swamp."
Dionysos entered into the underworld and returned from it near Lerna;
it was a gateway to Hades. The limnai of Dionysos must have had the
same significance for the Athenians. That is why in Aristophanes the
song of the frogs of this swamp accompanied Dionysos on his journey
to the underworld, and why at the end of the all-souls-feast of the An-
thesteria the people returned once again to this sanctuary of Diony-
sos.54

In time the springs dried up. According to Strabo—at the time of
Christ's birth—the sanctuary stood on dry land.55 The connection with
the Anthesteria, the "old" Athenian festival of Dionysos set by the
calendar,56 remained unchanged. Only on the principal day (Choes
Day) of this festival was the sanctuary opened to the people and then
for a rather brief visit.57 Beside the altar of the temple stood a stele

52 Thukydides II 15 3-4.
53 See Van Hoorn, Choes and Anthesteria, p. 29.
54 See Aristophanes, Frogs 215-16, 217-19.
55 Strabo VIII 5 1. 56 Thukydides II 15 4.
57 Pseudo-Demosthenes LIX (In Neaeram), 76.
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bearing the law regarding the queen—after the introduction of de-

mocracy, the wife of the archon basileus. She had to be an Athenian

and a virgin at the time of her marriage, because it was her duty to

perform the "ineffable sacred rites"—arrheta hiera—for the city and to

be given to Dionysos as his wife.58 She had to swear in the fourteen "ven-

erable women"—the Gerairai—who devoted themselves to the Athenian

cult of Dionysos at fourteen altars.59 It may be inferred that an archaic

college of women functioned in the Dionysos cult of Athens as in that

of Elis. Strange to say, the difference in the numbers—fourteen in

Athens, sixteen at Elis—also appears in the religion of Osiris, where

the number of the god's members, who must be gathered together,

is sometimes set at fourteen and sometimes at sixteen.60 The sanctuary

in the swamps was regarded in Athens not only as the oldest but also

as the most sacred temple of Dionysos.61 Where the fourteen altars

were located we do not know; in connection with the temple en lim-

nais only the altar is mentioned. But a connection with the old Diony-

sos cults of the Peloponnese—of Lerna and Elis—is as good as manifest.

Near this temple associated with the secrets of the Dionysian

women, the wine was mixed with water not on Choes Day, the one

day when the temple was open, but considerably earlier and, as we

have already seen, not on any fixed date. The date of this festival, at

which the gleukos, the first wine of the year, not yet fully fermented

but nevertheless intoxicating,62 was brought to the temple for tasting

depended on the date of the harvest. According to an interpretation of

58 Ibid., 73, 75.
59 Ibid., 78; Pollux VIII 108. On the Gerairai, see note 88, below.
60 See H. Brugsch, "Das Osiris-Mysterium von Tentyra," pp. 88 ff. / On

the Sixteen Women of Elis, see above, ch. IV, at notes 159 ff.
61 Pseudo-Demosthenes, 76.
62 "Suser im Stadium," in Swiss dialect; see Kerenyi, "Parva realia," p. 9.
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the Codex Theodosianus, relating to Spain, wine was harvested be-

tween August 23rd and October 15th.63 The conventional period for

the first fermentation was forty days. Thus, the gleukos was usually

ready in November, or at the latest in December, roughly the period

corresponding to the Delphic Dadophoriai. November 3rd and St.

Martin's Day on November n t h are dates frequently mentioned in

Italy and Greece, and they are also mentioned in the more recent litera-

ture.64 At this time Dionysos was "called" in the swamps of Athens

and—as is usual when the gods were called in this way65—he was al-

ready present. The names used in calling him anticipated the festivals

that were to follow and whose advent now began: "Euanthes" and

"Dithyrambos" anticipated the Anthesteria; "Bakcheutas" and "Bro-

mios," the time of Dionysian swarming in Athens.

In the artfully constructed Attic calendar the myth of zo'e ap-

proached its fulfillment on different levels. These were first the wine;

then the generation, that is, the embryonic state (premature birth), and

the birth of the child; and finally the re-established wholeness of a

dismembered god who had dwelt for twelve months with the dead.

For all this, room had to be found in the solar year which encom-

passed the content of a trieteris. The motif of premature birth was so

important an element in the Dionysian religion that on the basis of the

early bond between the two religions it was taken into the myth of

Osiris, probably into its latest stratum. Horus, the son of the dead

Osiris, was said to have been born at the end of eighty-one or eighty-

seven days.66

63 Codex Theodosianus II 8 19; see H. Usener, "Der Heilige Tychon," p.
44, note 2.

64 See Kerenyi, "Parva realia," pp. 8 f.
65 See Kerenyi, "Ankunft des Dionysos," Werke, II, 271.
66 Plutarch, De hide et Osiride 358 E, 377 BC; Hopfner, I, 79 f. According

to the older Egyptian sources he was born after nine months and a few days.
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A more human measure is observed in the myth of Dionysos, who

spent seven months in the womb. This seven-month period not only is

recorded in the literature, but also entered into a tradition that modern

Greek folklore has preserved in a Thracian Shrovetide play.67 The con-

nection between Dionysos and the embryonic state was reflected in

concrete observances. A law of the temple of Dionysos in Smyrna in

the second century A.D. barred from the sanctuary not only those

women who had exposed a child but more particularly those in whom a

pregnancy had been violently interrupted.68 Dionysos was the protector

of life especially in those phases where it was little else than zoe.

The Attic calendar provided, as we have seen, for an interval of

seven months between the Lesser Mysteries of Agrai, which followed

the Anthesteria,69 and the Great Mysteries of Eleusis. In the Athenian

interpretation, the Divine Child whose birth in the underworld was

proclaimed to the initiates in Eleusis was the child of Semele, born

after seven months. A full period of pregnancy—ten lunar months in

the ancient reckoning70—and hence the additional pregnancy of Zeus

according to the Athenian myth, was not yet complete at the first half

of November when the Athenian month of Maimakterion began. Nor

was the fermentation of the new wine complete. With regard both

to the pure, finished wine and to the Divine Child, there began a period

of advent, which, exceeding the limits of human pregnancy, extended

over the ensuing months. Beyond the birth and marriage of the god—

67 On the seven-month period, see above, ch. Ill, note 197.
68 See J. Keil, "Inschriften aus Smyrna," p. 17. Probably the parallel to

this, a monument of Greek religion in Egypt (G. Plaumann, "Ptolemais in Ober-
agypten," p. 55, place of find not given), also comes from a Dionysian sanctuary.
Its significance was not understood by Nilsson, Dionysiac Mysteries, pp. 134 f.

69 This is attested by the chous in the hand of Herakles in Agrai; see Ke-
renyi, Eleusis, pp. 51-52 and fig. 10.

70 See Virgil, Eclogae IV 61; E. Norden, Die Geburt des Kindes, p. 61, note
1, and p. 116.
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in Gamelion and Anthesterion, our January and February—the Dionysi-
an period was extended to Elaphebolion, our March, the month of the
Great Dionysia.

The month of Poseideon, our December,71 was filled with the Dio-
nysian activities of the Attic peasants. These rites were known as the
"rural Dionysia," as opposed to the "city," or "Great Dionysia."72 This
distinction was possible only after the institution of the great Dionysian
procession and the dramatic plays for Dionysos Eleuthereus in Elaphe-
bolion, which was an elaborate festive period, a sumptuous state dis-
play. In it the rural communities, especially Ikarion, played an im-
portant part. On the other hand, from the Classical period on, the
Great Dionysia exerted an important influence on the rural communi-
ties and led to the building of theaters in small towns. A differentia-
tion between what occurred in the country and what occurred in the
city in the winter months of Maimakterion, Poseideon, and Gamelion
is probably unjustified. The rural Dionysia probably continued in Po-
seideon what had begun in the city at the sanctuary in the swamps
with the tasting of the first mixture of the wine. This rural festival
was the "Lenaia" of the countryfolk, a festival that the city dwellers
celebrated in a concentrated fashion later, in Gamelion. According to
one testimony, the rural Dionysia was even called "Lenaia."73 It was a
prolonged anticipatory celebration of the birth of Dionysos.

The character of this country festivity excludes the possibility that
the Dionysian women who were called "Lenai" gave their name to the
festival of the Lenaia in the historical period. For this was the time

71 Our months correspond only approximately to the movable Attic lunar
months. I equate the first half of the month with the modern month.

72 Pickard-Cambridge, Dramatic Festivals, pp. 42 ff., 57.
73 Scholium on Aristophanes, Acharnians 202.
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of the phallophoriai. Men were now the bearers of the god—if not of
the whole god, then of as much of him as could be gathered from the
not yet fully fermented wine. Not only the birth of Dionysos but also
the impending birth of comedy was in the offing.

A magnificent representation on a large calyx krater shows the god
Poseidon, to whom the month of Poseideon was dedicated, in his rela-
tion to Dionysos [90].74 He is one of three brothers, the supreme gods.
Identified by his trident, the ruler of the sea lies on a raised couch,
but bottommost among the gods of Attica. It is certain that the artist
—known as the Kekrops painter, from the main figure of the painting-
did not wish to represent him as the ruler of a single month. In the
composition Poseidon looks across to an enthroned god distinguished
by a long scepter, situated in the same low region, and to him also point
the three serving figures in front of him: an Eros and two nobly dressed
Dionysian women standing on either side of a large krater, with one
woman holding a wine pitcher that is probably empty. This other god
is not without resemblance to Poseidon, nor is he lower in rank; evi-
dently he is the ruler of the underworld, Hades and Dionysos in one,
Poseidon's brother. He is awaited in order that Eros may proffer not
only a grape but also wine to Poseidon. For while holding out the grape
Eros points his finger at the enthroned figure—a composition which
shows as clearly as possible the situation I have designated by the
word "advent." In his month Poseidon himself, like the women of
Athens, is filled with Dionysian expectation.

The next month, which might be called the Attic Christmas and
Epiphany month, was called in Athens "Gamelion," the "wedding

74 CVA: Deutschland, Schloss Fasanerie (Adolphseck), pi. 46. The en-
throned deity and the situation were not understood by the volume's editor,
Frank Brommer.
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month"; on Ionian territory, "Lenaion"; and on the island of Amorgos,
probably "Eiraphion," month of Eiraphiotes, the "sewed in" Dionysos,75

who was now to appear. The name "Lenaion" came from Lenaia, the
name of the festival, but the Lenaia were not always and everywhere
a festival of the Lenai, as the bacchantes were called in Ionian ter-
ritory and elsewhere.76 In Athens the women who celebrated the Diony-
sos cult in its highest form in the city were called Gerairai, the "ven-
erables"; and those who went to Delphi each year, "Thyiades."

The festival name "Lenaia" is derived from lenos, "pressing vat,"
and lenaion, "the place where the wine was pressed and preserved until
fermentation was complete." The nature of such a place is indicated by
an early nineteenth-century report from Cyprus, where the word for
wine cellar is still linos. "The grapes, which have previously been
shoveled into a pile, are brought to the linos, where they are crushed
and then placed under the press. The juice is poured into large earthen-
ware jars which are half buried in the ground. Here the wine ferments
and is not moved until it is poured into skins and taken to the mar-
kets."77

The conflicting reports concerning the Lenaion of the Athenians—

75 See J. Delamarre, "Location du domaine de Zeus Temenites," pp. 180 f.
76 See Hesychios s.v. Anvai: BdKxai, 'ApKdSeq. It was believed that the Ionian

name of the bacchantes, Anvai, must be distinguished from Anvoq, "wine press,"
since it pointed to an old n among the Arcadians, where the word for "wine press"
would have to be Accvoq. This is contradicted by the fact that on Cyprus, where the
Arcadian dialect was spoken, the place where wine is made and stored is called
linos (Anvoq). Anvai means the "wine-press women" who assisted at the birth of
Dionysos.

77 See A. Mommsen, Heortologie, footnote on p. 341, citing A. Jullien,
Topographie der Weinberge, II, 139. This indication is lacking, however, in the
French original (Paris, 1822, pp. 469 f.); it was taken into the German trans-
lation from another source.
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in the city and in the country78—indicate that there were at least two
such sanctuaries of Dionysos, which were also wine cellars resembling
the one described on Cyprus. These sanctuaries were exemplary wine
presses where the religious rites connected with wine-making were
performed on behalf of the numerous productive lenoi throughout the
city. The city Lenaion was near the Agora. Here the birth of the wine
and the Divine Child was celebrated before the idol of the subterranean
Dionysos, while the people filled the square outside the temple. Per-
haps the large crowds were the reason why, in time, a second Lenaion
was built outside the city.

In Greece the month of the Lenaia is the coldest of the year. Wine
needed cold weather for its final clearing;79 this is one reason why
the gestation of the god was extended, beyond that of humans, to our
January. Another reason was the winter solstice which was also to
determine the dates of the Christian Christmas and Epiphany. In
Egypt the night of January 5th had since 1996 B.C. been a festive date,
marking the birth of light.80 On the island of Andros, after the intro-
duction of the Julian calendar, the same date was set for a Dionysian
miracle, the transformation of the water from a certain spring into
wine—a form of the god's birth.81 Such precision was not possible
with the Attic calendar.

It seems strange, however—and was already thought strange in
antiquity—that the Athenians should have chosen so cold a month
as their Gamelion for marriages. Surely they did not, as Aristotle sup-

78 Pickard-Cambridge, Dramatic Festivals,, p. 37.
79 See Kerenyi, "Parva realia," p. 9.
80 Norden, Die Geburt des Kindes, p. 38.
81 Pliny, Natural History II 231, XXXI 16. Also see Kerenyi, "Die andri-

otische Saule," Werke, III, 408-9.
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posed, do so for reasons of health.82 Each year a general marriage cele-
bration followed the festival of the marriage of Zeus and Hera.83 The
month took its name from this festival which in late antiquity is men-
tioned as Theogamia and among the Athenians was called Hieros
gamos, "sacred marriage/'84 The celebration on the night of Choes Day
is never called by this name and, as we shall see, Aristotle distinguishes
between this celebration and the gamos, or marriage, in which earthly
couples followed the example of the divine pair. The marriage per-
formed between the two festivals of Dionysos, the Lenaia and the
Anthesteria,85 permitted the young wives to participate in the second
festival in a different way from the virgins. In that night Dionysos
appeared as the woman's higher husband, the embodiment of inde-
structible zoe, and for this their marriage was a preparatory phase.

The winter drew to an end, and the first flowers sprang from the
ground, sometimes through the snow; hence—from the verb anthein,
"to flower"—come the names of the festival and the month, "Antheste-
ria" and "Anthesterion." There now began a time for which the Romans
coined the expression mundus patet:86 for some days the lower world

82 Politics VII 1335a.
83 See A. Brueckner, "Athenische Hochzeitsgeschenke," pp. 114 f.; and

Kerenyi, "Zeus und Hera," p. 248.
84 Photios, Lexicon s.v. iepoq ydjjoq. See also Kerenyi, Mepdq yd^oq. Concern-

ing the Theogamia, see Deubner, Attische Feste, pp. 177 f. The supposition that
this festival was a Neoplatonic invention is quite arbitrary.

85 This can also be inferred from the scholium on Hesiod, Works and Days
780, according to which the marriage feast of young couples took place on one
of the days before the new moon. According to Menander, fr. 320, line 4 (in
Edmonds, III, B, pp. 678-79), the feast of the Hieros gamos was held on the
24th of the month, and this is not subject to doubt. The Lenaia were held at the
time of the full moon, "most probably" on the 12th; Deubner, Attische Feste,
p. 123.

86 See W. W. Fowler, "Mundus Patet," p. 25.
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was open. The god who had been called since November now made
his entrance—which was his emergence from the underworld—among
the women of Athens. Of the names by which he was called at the
temple in the swamps, "Euanthes" and "Dithyrambos" referred to the
Anthesteria. One of the dithyrambs mentioned earlier has the line:
"Now the time has come, now the flowers are here." A dithyramb by
another unknown poet describes the time of flowers that has just be-
gun:

"Ev0cc 6f)

|3a60aKtov Trap' dAcros a|3poTrap0evous

eOtcoTas x°Po^S ocyK&Aais SEXOVTOCI.

When the divine fields of motley flowers
In the shady grove receive with open arms
The Bacchic dances performed by tender virgins.*7

These verses are of the post-Classical period and the scene, like that
of the other dithyramb, is not Athens, but rather the fantastic shores
of Okeanos where Persephone was picking flowers when she was car-
ried away by the king of the underworld. From Athens we hear only
of the swinging of the virgins on the second day of the Anthesteria.
Moreover, the women were represented vis-a-vis the god by one per-
son, the wife of the archon basileus, who for that reason retained the
dignity of a queen of former times. Apart from her, the fourteen "ven-
erable women" whom she swore in joined in evoking the god at four-
teen altars with the help of the contents of fourteen mystery bas-

87 Powell, Collectanea Alexandrina, p. 192, fr. 22. For the dithyramb
containing the line, ". . . now the flowers are here," see the quotation above,
in ch. V, at note 30.
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kets.88 The central action was performed in the deepest secrecy within
the narrowest limits of strict women's mysteries which no man could
approach. The vase paintings, however, show that the whole city was
very much concerned with the secret action of these days. The restric-
tion of its efficacy to the feminine sex seems to have relaxed in the
course of time and may never have existed in the uplands between
Athens and Mt. Kithairon.

The cult actions of the Anthesteria were performed in and near
the temple of Dionysos Limnaios. Thukydides states expressly that this
occurred on the second day of the festival, the only day of the year on
which the temple was open. The three feast days fell on the eleventh,
twelfth, and thirteenth of the month. The first was called "Pithoigia,"
"day of the opening of the pithoi." The large earthenware jars, which
were usually half buried, were certainly not dragged to the "swamps"
any more than they had been in November when wine was drawn from
them for the first mixing and tasting. At the time of fermentation the
jars had to be left open; afterwards they were covered—otherwise all
sorts of things, even a child, might have fallen in. If the lid was re-
moved on this day, it was for a religious reason. In Plutarch's time
and in his social circle this reason was no longer understood.89 The

88 See Deubner, Attische Feste, p. 100, note 5. On the fourteen altars, see
Etymologicum Magnum s.v. yepaipai. On the basket, see Pseudo-Demosthenes
LIX (In Neaeram), 78.

89 See Plutarch, Quaestiones conviviales 655 A, where an obviously false
explanation is given for the Athenian Pithoigia, as though this festival occurred
at a time when a fermentation was still possible. The wine is said to be an am-
bivalent medicine (pharmakon), a notion connected with an earlier stage of
fermentation. The Romans celebrated the wine festival of the Meditrinalia on
October n t h , on which occasion they said, "Novum vetus vinum bibo, novo
veteri morbo medeor" ("I drink new old wine, I heal new an old sickness");
see G. Wissowa, Religion und Kultus der Romer, p. 115.
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explanation has been found in the Mycenaean texts of the Pylos clay
tablets. Here the souls of the dead are called dipsioi, the "thirsty ones."90

They were thirsty not for water but, in the year when Dionysos dwelt
emasculated among them, for wine. A painting on an Attic lekythos
of the fifth century shows winged souls under the supervision of
Hermes, guide of souls, swarming around a half-buried pithos on the
day of the Pithoigia, when the underworld was open for the ascent
of Dionysos [91 ].91 One is seen rushing up to drink while three others
are flying away satisfied.

Attracted by the smell of the wine that rose from the opened pithoi
and spread throughout the city, the souls emerged from the under-
world. No one, not even slaves, was prevented from drinking wine on
this day, even though it was only a day of opening, not just of the wine
jars to lure the souls, but also of the festival, the main day of which,
on the twelfth, took its name of "Choes" from the wine pitchers.92

With their mundus patet the Romans meant something very simple:
"When the world is open, it is as though the gates of the sad subter-
ranean gods were open."93 It would be a mistake to apply this literally
to the festival of the Athenians. Choes Day was marked by an erotic
atmosphere and the presence of ghosts, an unusual phenomenon but

90 See L. R. Palmer, The Interpretation of Mycenaean Greek Texts, pp.
244 f. Palmer (p. 252) connected di-pi-si-jo-i (Pylos Fr 1231) with the Anthes-
teria.

91 This representation has been connected with the Anthesteria by J. E.
Harrison, "Pandora's Box," pp. 101 ff., and Prolegomena to the Study of Greek
Religion, pp. 43 f. In her view the pithos itself was the entrance to the under-
world : a gratuitous assumption which provided sterile discussion.

92 See the scholium on Hesiod, Works and Days 360; and the scholium on
Aristophanes, Acharnians 961.

93 Varro, in Macrobius, Saturnalia I 16 8: "Mundus cum patet, deorum
tristium atque inferum quasi inanua patet."
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not humanly impossible.94 Even if we had no other example of it, the
documents show that this was here the case.

There can be no doubt of the Athenian belief that the city was full
of ghosts on Choes Day, for the next day, the "Day of the Pots"—the
13th of Anthesterion, which was dedicated to Hermes as well as Diony-
sos95—was wholly devoted to driving out and appeasing the spirits. The
god who had led them up from the underworld was supposed to lead
them back down again. A sentence called out to them became pro-
verbial: "Out, you Keres, it is no longer Anthesteria !"96 The pots, after
which the day was named "Chytroi," contained food for the journey
of the Keres: cooked vegetables and seeds, a sacrifice to Hermes Chtho-
nios and in Greece from time immemorial to the present, the food of
the spirits of the dead.97 Their heads heavy with wine, the ghosts re-
turned to the "swamps," whither the Athenians escorted them.98 Ac-
cording to the trieteric order, Dionysos would now have remained on
earth for the next twelve months. According to the Athenian order,
he was divided again after a brief period and became double, simul-
taneously above and below.

It was the superstitious fear in a later period that made the Atheni-

94 See M. Buber, ed., Chinesische Geister- und Liebesgeschichten.
95 Rightly included in the scholium on Aristophanes, Acharnians 1076.
96 Oupa£e, Krjpeq, OUKCT* [or: OUK evi] 'Av8£cnT|pta; see Suidae Lexicon s.v. 0upa£e.

The explanation to the effect that the Keres are not spirits of the dead but Kares,
"Carian slaves," is far removed from the archaic and classical content of the
feast day. See Deubner, Attische Feste, p. 113.

97 See E. Gjerstad, "Tod und Leben," pp. 152-86.
98 Aristophanes, Frogs 213-19 (Rogers, ed., II, 317):

The song we used to love in the marshland up above,
In praise of Dionysos to produce, of Nysaean Dionysos, son of Zeus.
When the revel-tipsy throng, all crapulous and gay,
To our precinct reeled along on the holy Pitcher day.



vi. The Dionysos of the Athenians 305

ans chew rhamnus leaves all day on the 12th of Anthesterion and
smear their doors with pitch." The singers of dithyrambs who ap-
peared that day at the Altar of the Twelve Gods on the Agora must also
have been chewing leaves! For the first time we glimpse such a chorus
on an Attic krater of the fifth century [92A/92B].100 This vase painting
represents four men whose names are indicated, all wearing long gar-
ments. The poet Phrynichos101 and a flute player are in the middle.
They are all characterized by branches or wreaths of ivy, and since
they do not wear masks or theatrical costumes it seems probable that
they are singing no other Dionysian song than the dithyramb. The
strange structure consisting of a long pole and a crossbeam around
which they are grouped is also carried on an Attic chous by children
acting out the marriage procession of Dionysos [93]. This same struc-
ture appears again much later in representations of the myth of Diony-
sos' childhood. This object can only be explained as a vestige of the
Dionysian idol,102 which after the thigh birth was replaced by the god
in mobile, dynamic forms.

In the dithyramb the god is sung to as one who has just been born
after a long childbirth. "Dithyrambos" was one of the names of Dio-
nysos himself, and this name was given to the type of choral song
whose original, though not exclusive, theme was the birth of the god.
Archilochos, the earliest known composer of dithyrambs, confessed
that he knew how to sing the dithyramb as soon as the wine shook his

99 Photios, Lexicon s.v. tiiapd f\nipa and pdiivoq. The rhamnus is probably
the spina alba of the Romans; see E. Rohde, Psyche, p. 198, note 95.

100 See K. F. Johansen, Eine Dithyrambosauffiihrung, pp. 3 ff.
101 Probably the Phrynichos who also wrote comedies. See Johansen, p. 10.
102 The Swedish maypole as parallel in Johansen, p. 31, seems to have

been invoked as a last resort.
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mind with its lightning,103 a clear allusion to the lightning that struck
Semele and ushered in the birth of her son. Timotheos, a younger poet,
was the author of a dithyramb entitled "Semele's Labor" (Odis Seme-
les) in which the mother's cries could be heard.104 In Euripides, Zeus
calls out to the prematurely born child: "Come, Dithyrambos, into my
virile womb."105 The basis of Pindar's pun, "Lythirambos" for "Dithy-
rambos," is the story that when delivering the child the king of the
gods cried out: Lythi, rhamma, lythi rhamma—"Seam, undo yourself,
seam undo yourself!"100 Dionysos had all this behind him on this feast
day, on the eve of which his full presence was expected.

The throng sent ahead of him was formed by the children of the
city, who took no notice of the spirits flitting about them and feared
no harm from them. This throng consisted chiefly, and at first entirely,
of boys beginning at the age when they were able to crawl, often rep-
resented on the pitchers given to them as though they were the child
Dionysos himself.107 The three-year-olds, who in the same year were
inscribed in their phratria or clan, were especially heaped with pres-
ents. As representatives of the male sex in its first childlike form, they
received among other things a chous, a somewhat smaller version of the
customary vessel with which on the same day the men poured their
wine in their drinking bouts.108 The paintings on the pitchers show that
on this day of joyous mundus patet, the children took part in everything

103 Archilochos, fr. 77, in Diehl, Anth. lyr.-.

wq AICOVUCTOI' &VCCKTO<; KOCAOV e^dpfcci

oT8oc 8i9upcc|if}ov OTVQI auyKepauvcoSEic; <j>pevaq.

104 Athenaios VIII 362 A.
105 Bacchae 523—24: T9i, AiSupccpP' i\xav dpcrEva TotvSe vrjSuv.

106 See Bowra, Pindari Carmina, fr. 75.
107 See Van Hoorn, Choes and Anthesteria, p. 26.
108 Deubner, Attische Feste, pp. 96 ff., 116.
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and imitated everything that was permitted to be seen of the festive

happening. By their drinking contest—their share in Dionysos—the men

were diverted from the mystery action of the women.

Amid this erotic, ghostlike atmosphere of the Aiora, the virgins did

their swinging in the houses and in the courtyards where the pithoi

stood open [94, 95].109 The swing moved in the world that had opened

between the upper and lower regions, in imitation of the exalted and

spectral Erigone, the Ariadne of Ikarion, who belonged to both realms.

A skyphos, a form of drinking cup that was probably customary on

Choes Day, shows on one side a girl on a swing being pushed by a

silenus and on the other a dignified lady accompanied by a silenus

holding over her head an otherwise unknown three-cornered umbrella

[42A/42B].110 It was in all likelihood thus that the fourteen Gerairai

were escorted by their servants to the sanctuary where they performed

their mystic actions. Most respectable in appearance, they were sur-

rounded by a Dionysian atmosphere. A possible scene of their actions,

in addition to the temple in the swamps, was the so-called Boukoleion.

Among the cult objects depicted on the pitchers, a conspicuous role is

played by ithyphallic herms, one with the head of the young Dionysos.111

It seems probable that on Choes Day these figures indicate Dionysos and

not Hermes Chthonios as a god distinct from him. These are two names

for the same divine person, whose condition points to the mysteries for

which the "venerable women" performed preparatory services.

As for the queen's preparations,112 we can merely guess that she is

the distinguished woman whom the Meidias painter represented on

109 The boy is also allowed to swing. On this and the Aiora (the "feast
of the swings"), see above, p. 156.

n o See also E. Simon, "Ein Anthesterien-Skyphos des Polygnotos," pp. 8 f.
i n Van Hoorn, fig. 5, and pp. 26 f.
112 See Buschor, "Ein choregisches Denkmal," p. 100, note 2.



Dionysos 308

a notably sumptuous chous [96]. Her heavy festive garments, lying on
a swing, are being perfumed with incense. A wreathed boy representing
the common people is looking on as a woman pours aromatic oil on
the fire. A magnificent chair on which garments have been set out is
waiting for the queen. Perhaps she will soon be led to a building that
will be opened for her alone. In her fragrant dress she will enter a musty
place, the Boukoleion, or "bull's stable," situated on the official estate
of her husband, the archon basileus.113 The name "bull's stable" is evi-
dently a vestige of the old stratum of the Dionysian religion, to which
belong the Sixteen Women of Elis and their call for the god with the
"bull's foot."

We learn something about the queen's privileges and duties from
a court oration of the middle third century B.C.114 She was privileged-
while executing the mystic ceremonies—to see something that no non-
Athenian woman might look upon. This must have been an archaic
cult statue, an agalma. The Gerairai, "venerable women," may have
been permitted to glimpse it, but the queen alone was allowed to enter
the place where it was kept. This place was the Boukoleion or perhaps
its innermost room. The queen was escorted to the threshold. Was she
brought there in a kind of marriage procession? This seems to follow
from the painting in which the children act out such a procession [93].
A boy disguised as the bearded Dionysos is sitting under a canopy on
a wagon drawn by mules, to judge by their visible hind parts. Another
boy, dressed as a bride, is about to take his place beside the bride-
groom, and behind the wagon the mysterious pole and crossbeam

113 The archon basileus lived next to the Boukoleion—see Suidae Lexicon,
s.v. "ApxovTeq, and Bekker, Anecdota Graeca, I, 449, line 20—but it was within his
sphere of power, according to Aristotle, Atheniensium Respublica III 5, in Ross,
ed.,vol.X.

114 Pseudo-Demosthenes, LIX (In Neaeram), 73.
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structure is carried. A man could represent the god in every pompe or
procession, as on the ship in the Great Dionysia,115 but afterwards he
had to disappear, for a marriage procession to introduce the events
awaiting the queen could only be a game and masquerade. The digni-
fied persons who escorted her to the threshold were probably the four-
teen Gerairai.

In order to fulfill her duties the queen had not only to be an Athe-
nian, but also to have been a virgin at the time of her marriage to the
archon basileus.116 Her pure, unmarred womanhood was required for
the fulfillment of her duties; for it was as her husband's wife that she
was given in marriage to Dionysos and performed the ineffable sacred
ceremonies connected with this event in accordance with the ancient
tradition.117 The two duties were inseparable and yet there was an im-
portant difference between them. It was permissible to speak of the
queen's marriage to Dionysos, but not of the "ineffable sacred cere-
monies." They were the "divine pregma" hinted at by the physician
Aretaios, the mysterion. No one doubted that she could become the
wife of Dionysos only through a mysterion. It was a theion pregma
that joined her to the god, but here we have come to the threshold of
secrecy.

Aristotle did not break this secrecy when he spoke of the marriage
in the Boukoleion in well-balanced words that were understood in his
time and would also have been understood in the Classical period. The
words are symmeixis and gamos.lls The second word stands for a

115 See above, ch. IV, at notes 104 ff.
116 Pseudo-Demosthenes, LIX 75.
117 Ibid., 7 3 : e££568r) TCOI Aiovucrcoi yuvrj. c. 7 5 : Tva KCCT6C TOC Trdnrpia 6ur)Tai TOC

dppryra iepd imip Tnq TroAecoq. / For Aretaios, see above, note 3 .

118 Aristotle, Atheniensium Respublica III 5 : Tnq TOU PacnAecoq yuvaiKoq av\i-

jiei^iq evTocGSa YIVETCU TCOI Aiovuacoi KOCI 6 ydjioq.



Dionysos 310

bodily union, a consummatio matrimonii, between the god and the
queen. It would be wrong, however, to interpret the word symmeixis
as a crude concretization of the physical union; on the contrary, it
shifts the accent to the non-physical union. The copulation of animals
could be termed meixis, "mixing," but not symmeixis.119 In a model
wedding oration from the first century B.C., we read that in contrast
to the meixis of animals human marriage was meixis and koinonia,
"companionship."120 Still more plainly, it was symmeixis and koinonia.
The introduction of the word symmeixis in place of meixis is a raising
of the plane. Symmeixis and gamos signify a higher marriage than
gamos alone. According to Aristotle, the wife of the archon basileus121

entered into a higher marriage with Dionysos, made higher no doubt
by the ineffable sacred ceremonies whereby she restored the god's
wholeness and created his full parousia. It was her duty to do this each
year.

Despite the plural form, arrheta hiera, "ineffable sacred ceremo-
nies" need not refer to more than one action. The rite may have con-
sisted of a single pregma, a single mysterion. Three analogies come to
mind that make this seem possible. One is the secret awakening of
Liknites, which in the trieteric order was enacted every second year
on the same date as the queen's mysterion in the Athenian Bouko-
leion. Another is the union of Isis with the reassembled Osiris, who

119 See the fundamental observations of A. Wilhelm in "Symmeixis," pp.

39-57-
120 Dionysius of Halicarnassus, Ars rhetorica II 3; Wilhelm, "Symmeixis,"

P-49-
121 It was probably she who had borne the title PaartAiwa, "queen," from

time immemorial, and it was probably because of her that the apxwv ftaaiAeuq re-
tained the title "king." G. M. Macurdy comes to an erroneous conclusion in "Basi-
linna and Basilissa, the Alleged Title of the 'Queen Archon' in Athens," pp. 276-
82.
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was thereby reawakened. The third is the myth that explained why
in a place by the bottomless Alkyonic Sea—near Lerna where Dionysos
found his way to Hades and back122—a phallus stood on a tumulus. The
description of the place is instructive enough in itself. Phalli as mortu-
ary monuments are known to us from antiquity.123 They are explained
by the myth of the subterranean Dionysos. The local myth, however,
relates not to mortuary phalli, but to the usual fig-wood phalli. Dionysos
set up such a phallus out of gratitude to Prosymnos or Polymnos—both
names signify the cult phallus celebrated with songs—who had shown
him the way to the underworld and in return demanded that Dionysos
serve him as a woman. Prosymnos died, however, before the god's re-
turn. Dionysos performed his act of subservience by sitting down on
the phallus.124

Through these archaic analogies we can reconstruct an archaic
core, a strange act of zo'e that was presumably retained even in later
times in the women's mysteries outside of Attica. At a time when
Athens was far removed from the archaic period, the most likely
hypothesis seems to be a physical contact of the queen with an archaic
agalma, the primitive sign for the phallic quality of indestructible life.
It also seems likely that in the solitude of the Boukoleion the queen
engaged in a conversazione sacra with the divine image that had been
worshiped for centuries—a highly erotic conversation, but the meta-
phors employed even by Christian nuns in their mystic conversations
can also be highly erotic. Such a conversation took place no doubt in
the plane of symmeixis. Along with it, Aristotle retained the word
gamos to express the complete event. For all Athens knew that the

122 See Pausanias II 37 5; Arnobius, Adversus nationes V 28.
123 See H. Herter, "Phallos," cols. 1728-33.
124 Clement of Alexandria, Protrepticus II 34 5: KKOSOV O(5V auKfjq, cbq ETUXEV,

£ K T E | i c b v d v 6 p e ( o u j i o p t o u a K e u & ^ E T c u T p o i r o v £ < t > £ £ e T a t T E T C O I K A & 8 C O I . . . .



Dionysos 312

queen was given the god to wife in the manner customary in earthly
marriages—even if, paradoxically, a heavenly marriage was earthly
or an earthly marriage heavenly.

Athens had prepared all day for the queen's divine marriage. The
girls, and probably the women as well, did so by swinging. It does not
seem humanly possible that alone in their homes they did not also
expect the god. As we have seen, the attention of the men was diverted
from them. The archon basileus was also away from home, presiding
over the great festive event of the day in the Thesmothetion, the palace
of the archontes.125 This event was the drinking contest, the winner
of which was the man who could empty a drinking cup of a certain
size the most quickly; the archon basileus was the supreme judge,
and it was he who conferred the first prize, a wineskin.126 The drinking
was done in silence, but each round was opened by a blast of the
salpinx. The salpinx, as we know, was also the instrument employed
to call Dionysos and introduce him at the Great Dionysia. At the end
of the contest the wreaths worn by the men were carried down to the
sanctuary in the swamps.127 All this was done strictly in the service of
the wine god, the other aspect of Dionysos, not his aspect as the god
of women. The men, however, do not seem to have returned home to
their wives after the officially scheduled festivities. Askoliasmos, jump-
ing on wineskins, is mentioned as an additional entertainment, and
Aristophanes also speaks of hetairai and dancing girls who joined the
men in their drinking.128 Would the women have languished alone at
home on the feast day of their god? Might they not have received a

125 See Deubner, Attische Feste, p. 96.
126 See Aristophanes, Acharnians 1224 and the scholium on it. For the

salpinx, see line 1001: -n-iveiv OTTO -rnq cxdX-nriYYoq, and see also above, in ch. IV, the
text at notes 129 ff., and in ch. V, the text preceding note 34.

127 Athenaios X 437 D.
128 Aristophanes, Acharnians 1091, 1092; see also the scholium on 1000.
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Dionysian visit in their homes or a Dionysian call from outside? Was
the presence of the god not actualized outside the Boukoleion and the
drinking contest?

Except for what was scheduled and supervised by the Athenian
state, we have no written evidence as to what happened in the night
between Choes and Chytroi, but the vase paintings relating to the pe-
riod record nocturnal doings. A skyphos of high artistic quality shows,
on one side, a young woman answering the "call" [97A]. Her facial ex-
pression, dress, and head covering are not those of a bacchante. With
wide-open eyes she strides forth to an unknown adventure.129 This
adventure is probably similar to that of the less distinguished couple
on the other side of the skyphos [97B], where both man and woman
are characterized by a thyrsus—the man also by a silenus face and
pointed ears—as participants in a Dionysian thiasos. He is leading her
by the hand as a bridegroom leads his bride. The woman with the
wide-open eyes is not led in this way. The man walking ahead of her
is also disguised as a silenus, but he is more elegant than the man
on the other side and wears hunting boots. He is carrying two torches.
The woman is probably being led to a nocturnal thiasos in the moun-
tains, but she is not led by the hand like a bride. She is being brought
to a higher husband. The escort with the two torches is not—at least
not in this painting—the one to whom she is hastening. On her own,
apart from the state order, this woman is on her way to an action
parallel to that of the queen in the Boukoleion.

A corresponding figure is a man on the back of the fifth-century
krater [92B] showing the dithyrambic chorus; in all likelihood it re-
lates to the same festival. The man has the beard and blunt nose of

129 The skyphos has been published by E. Simon, Opfernde Gotter, who
interprets the young woman as the queen herself on her way to the Boukoleion.
There is nothing in the scene to indicate this.
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a silenus, but is wrapped in his cloak as sileni never are. Two women
with thyrsoi are abducting him, but he is offering no resistance. "Per-
haps," writes the publisher of the vase, "the painter is alluding to the
festivities in the streets of Athens on the night of Choes Day."130 Here
again the silenus was probably a masked Athenian. It was easy and
customary to mask oneself as Dionysos. We have seen a small man,
probably a youth, being dressed and enthroned as Dionysos [98],131

but this was not even necessary: the headbands of Dionysos Mitre-
phoros sufficed to indicate festive worship of the god and hence self-
identification with him.

A representation on an Attic chous shows a man wearing such
headbands. He is probably a drunken Athenian in the role of Dionysos
[99]. We see him storming through the door of a house at night. The
lady of the house, bearing a little lamp, receives him with a gesture
of secrecy.132 In a mythological scene Dionysos, wearing the same head-
bands, is announced by a real silenus and accompanied by a boy
satyr [ioo].133 A heroine, the no longer young Althaia, is awaiting him
in the house of her absent husband, King Oineus. In the Boukoleion
no man represented the god with the queen. But the same night, the

130 Johansen, Eine Dithyrambosauffuhrung, p. 42.
131 Not recognized by N. Himmelmann-Wildschiitz, Zur Eigenart des klas-

sischen Gotterbildes, pp. 27 f.
132 The homecoming master of the house would not approach so impetu-

ously, nor would he be received with such an air of mystery. This is a visit of the
god even if the husband represents him.

133 The main figures in this painting have been mistakenly interpreted as
Dionysos and the Basilinna by L. Curtius, "Zur Aldobrandinischen Hochzeit." /
The text that explains the scene is in Hyginus, Fabulae 129. Euripides alludes to
the scene, perhaps a scene in a satyr play, in Cyclops 38-40:

. . . OTE BOCKXICOI

Kcbpoi CTuvaCTiTi^ovTeq 'AXSaiaq Sojaouq

•npoaniT1 doiSouq PapptTcov aauAoujievoi.
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second night of mundus -patet, according to the Greek reckoning the

night of Chytroi ("pots for the food of the dead"), offered the possi-

bility of Dionysian mysteries of which the written sources say nothing,

but which are attested in vase paintings from many regions.

The Beginnings of Tragedy in Attica

If we are truthful, we shall admit that we do not understand
it. Philology has not yet sufficiently prepared us to attend
a Greek tragedy. Perhaps no product of artistic creation is
so shot through with purely historical motives. It must not
be forgotten that in Athens the tragedy was a religious
ceremony, enacted not so much on the boards as in the
souls of the spectators. Stage and audience were enveloped
in an extrapoetic atmosphere: religion. What has come
down to us resembles the libretto of an opera of which we
have never heard the music—the reverse of a carpet, ends
of multicolored thread that come through from a surface
woven by faith. Greek scholars are baffled by the faith of
the Athenians; they are unable to reconstruct it. Until they
have done so, Greek tragedy will be a page written in a
language to which we possess no dictionary.

—ORTEGA Y GASSET, Meditaciones del Quijote13*

DITHYRAMB and Boukoleion connected the feast of the Anthesteria

with one ancient stratum of the Dionysos religion. The dithyramb was

the accompaniment for the sacrifice of a bull, and correspondingly

a bull was the prize given to the leader of a victorious dithyrambic

134 Jose Ortega y Gasset, Meditaciones del Quijote (Meditacion Primera:
17, La tragedia), pp. 191-92: "Si somos sinceros, declararemos que no la entende-
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chorus.135 The bull was the representative sacrificial animal offered
up as the ship procession entered the city for the Great Dionysia. With
this feast the Dionysian festive period in Athens, which opened with
the beginning of winter, reached over into Elaphebolion, our March.
Thus, it exceeded in scope not only the Dionysos cult of Delphi, which
remained essentially a women's cult, but all other Dionysos cults of
the same style. The Anthesteria, the oldest Athenian festival of Dio-
nysos, preserved the old style; it was rooted in a broad stratum of Greek
culture reaching back to the Mycenaean era.136 The Great Dionysia
were a creation of the Athenians themselves, in which the mundus
patet of the Anthesteria became the occasion for an extraordinary ar-
tistic activity, a particular type of dramatic art, distinguished from
another type which originated in the Lenaia and of which we shall
speak in the next section.

The motivation for this first type of drama was present wherever

mos bien. Aun la filologia no nos ha adaptado suficientemente el organo para
asistir a una tragedia griega. Acaso no haya produccion mas entreverada de
motivos puramente historicos, transitorios. No se olvide que era en Atenas un
oficio religioso. De modo que la obra se verifica mas aun que sobre las planchas
del teatro, dentro del animo de los espectadores. Envolviendo la escena y el pub-
lico esta una atmosfera extrapoetica—la religion. Y lo que ha llegado a nosotros
es como el libreto de una opera cuya miisica no hemos oido nunca—el reves de
un tapiz, cabos de hilos multicolores que llegan de un enves tejido por la fe.
Ahora bien, los helenistas se encuentran detenidos ante la fe de los atenienses, no
aciertan a reconstruirla. Mientres no lo logren, las tragedia griega sera una pa-
gina escrita en un idioma de que no poseemos diccionario."

135 See Pindar, Olympia XIII 19, where Dithyrambos is called PonAcrrriq
("bull driver"). The answer to the riddle of Simonides—in Athenaios X 456 CD
—to the effect that the "bull-killing servant of Dionysos" is the dithyramb, points
in the same direction. Another solution to the riddle would be the double ax;
see ch. IV at note 140. Simonides won the "bull and tripod" 56 times; Anthologia
PalatinaVI 213.

136 The Ionians are mentioned in Thukydides II 15 4.
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the parousia of the subterranean Dionysos was celebrated and the
dithyramb sung. Later, when Attic art had long since triumphed, peo-
ple came to believe that the "tragic choruses" (tragikoi choroi) and
the "tragic genre" (tragikos tropos) had also existed elsewhere.137 The
view that the Great Dionysia with their art were an appendage to the
Anthesteria derives from the Athenian festive calendar, but this art
soon made its appearance at the Lenaia as well. It prolonged the mun-
dus patet and, insofar as it was not related to Dionysos himself, de-
rived its justification from the festival that opened the world toward
the past, toward what had been. The opening at the Anthesteria was
too brief. Zoe wanted to leave the dead behind it. But the somber aspect
of Dionysos, in which death and the destruction of life were connected
with life itself, was manifested most impressively after the god was
brought to Athens from Eleutherai. Apart from being a festival of
souls, the Anthesteria were chiefly a festival of children and of women's
mysteries. The Great Dionysia became a true festival of the men.
Though plenty of wine was consumed, the men participated in other
ways than by getting drunk. The drinking began early in the morn-
ing before the play.138 Men alone wore masks and were the spirits
who appeared.

The dithyrambic poet with his Dionysian theme entered into the

137 Herodotos V 67; Suidae Lexicon s.v. 'Apiwv. Solon gave Arion preced-
ence over Thespis, to whom he was not well disposed. Considerations of elegiac
style make it highly improbable that he should have used the word tragodia in
the poem.

138 Philochoros, fr. 171, Jacoby, FGrHist, 328 (III, B, p. 148): 'A0nvaToi -roTq
AIOVUCTIOCKOU; dycocri TO pev TTpwTov ripiairiKOTEc; KCXI TreTrcoKOTEq e3d5i^ov ETTI TT\V 8EGCV KCCI EOTE-

(pavopevoi ESecopouv, irapa 8 E TOV dywv a TT&VTOC oTvoq OCUTOT<; WIVOXOETTO. ( " A t t h e t i m e o f

the Dionysian contests the Athenians went to the theater after breakfasting and
drinking; during the play they wore wreaths and wine was poured for them
during the entire contest.")
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"opening" and, just as the bull sacrifice was not confined to a single
festival or god, the poet did not confine himself to any particular
season or theme. An authentic dithyramb could deal with the recol-
lections of heroes or with Herakles' journey to Hades.139 Aristotle's
statement that tragedy "began with those who struck up the dithy-
ramb"140 is perfectly correct and in keeping with the history of Greek
literature and religion. But the name of the new genre—tragodia, to
which belongs the adjective tragodikos or more frequently tragikos—
points to an element of the cult with which the innovation was con-
nected : another sacrificial animal, no longer the bull. From this alone
one could infer a synthesis that occurred within the framework of
the Great Dionysia. The word tragodia may be rendered as "song on
the occasion of a he-goat." A parallel to the word tragodos—singer of
a tragodia1*1—has come down to us. The word arnodos is formed in
exactly the same way and is explained by the fact that a sheep {oren)
was the prize for the song,142 its occasion, one might say, just as a he-
goat was the occasion for a tragodia.

The bull is not wholly absent on the pitchers at the Choes, but it is
not drawn into the children's games.143 A bull was sacrificed when the
dithyramb was sung. The he-goat is represented more frequently, not
however as the sacrificial animal, but as the children's playfellow.
Yet this is not the same kind of comradeship as that between child
and dog, which is often shown.144 On one pitcher we see a wreathed

139 See Bowra, Pindari Carmina, fr. 61.
140 DepoeticalV 1449a: yevo|jevr| . . . dfro TCJV ££apx6vrcov TOV 6i8upanf3ov.
141 See W. Burkert, "Greek Tragedy and Sacrificial Ritual," pp. 92 f., with

reference to the parallels.
142 So says Dionysios of Argos, fr. 2, in Jacoby, FGrHist, 308 (III, B, p. 14):

TOO 6e aQXou TO?<; VIKCOCTIV dpvoq d-rroSeSeiyjiEvou •npoaccyopeu8fjvai • • • dpvcoiSouq.

143 Van Hoorn, Choes and Anthesteria, fig. 296.
144 Ibid., pp. 46, 47.
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boy riding on a he-goat; another boy is holding out a cluster of grapes
to him [101].145 The scene raises play to the level of myth and makes
the riding boy into a little Dionysos. The same occurs in a representa-
tion of a child playing with what seems to be a fawn [102].146 Pitchers
with such scenes were originally intended to be placed in the tombs
of children; they are the precursors of the children's sarcophagi with
reliefs showing the Dionysian thiasos of dead boys. He-goat and child
are Dionysian partners.

The he-goat became the sacrificial animal in the month of Elaphe-
bolion. In the calendar frieze which was built into the Small Mitropo-
lis in Athens and has been preserved, the month is symbolized by a
bigger-than-life size woman and by a small he-goat that is being led
away to sacrifice [103]. A bearded man is drawing the kid along with
him. The sacrifice the artist had in mind will take place out in the
country: consequently the man is wearing the costume worn by
peasants in the New Comedy.147 Concerning what must have taken
place in the city in the sacred precinct of Dionysos Eleuthereus, a
sacrifice of black goats to the god with the epithet "Melanaigis," we
possess no representation or even so much as a hint. It is, however,
highly probable that this sacrifice was performed on the sacrificial
table, known as thymele, situated in the sacred precinct of the thea-
ter.148 The table was also called eleos, a word which its accent distin-
guished only seemingly from eleos, "pity," and which played an im-
portant role in the early phase of the tragodia.1*9 We must assume

145 See also ibid., fig. 306. 146 Ibid., p. 46.
147 See Deubner, Attische Feste, p. 252.
148 See Etymologicum Magnum s.v. 8u|ieAn; and Pickard-Cambridge, The

Theatre of Dionysus in Athens, in the index s.v. Altar in Orchestra.
149 See Pol lux IV 1 2 3 : ^Aeoq fjv TpdTrê cc dpxaia, i<p' r\v Trpo ©eairiSoq eTq Ttq dva-

pdq ToTq xopeuTcuq d-rreKpivctTo. Hesiod, Works and Days 2 0 5 : n 5' eAeov ("lui, pitoyable-
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that the sacrificial rite was not public, but was performed before the
dramatic play, presumably at night after the statue of Eleuthereus
was brought from the Akademeia. It was not connected with the bull
sacrifice of the epheboi and seems rather to have been a mystic
sacrifice performed not by Dionysian women but by priests of Dio-
nysos.150 Only in the case of Thespis is a he-goat named as the victor's
prize in the dramatic contest.151 Later on the prize was a tripod, a
highly solemn object with an important role in the mystic ceremony
at Delphi.

The significance of a goat sacrifice in the country and in this
month is known to us. In March the vines are still bare leafless stalks.
They will now be given to drink the blood of their enemy the he-goat,
a Dionysian relative almost consubstantial with them. The antici-
pated punishment will strike a sinner who knows nothing of his sin,
who indeed has not yet committed it. In a prescribed ceremony he
becomes the victim of the cruel game that life plays with its creatures,
so sharing in the fate that will come to be known as "tragic"—from
tragos, the he-goat. This ambivalence—the intentional killing of the
animal accompanied by compassion for it—would not in itself have
given rise to an art form, any more than did the bull sacrifice, at
which the women cried out with terror and pity.152 Tragodia, the art
form "on the occasion of a he-goat," had two other constitutive ele-

ment"—Mazon). See also Kerenyi, "Geburt und Wiedergeburt der Tragodie,"
pp. 46 and 58.

150 The hypothesis that a he-goat was sacrificed at the thymele is also put
forward by Burkert, "Greek Tragedy and Sacrificial Ritual," pp. 101 f.

151 Marmor Parium 43. / On the sacrificial rite alluded to as "that with
the tripod," see above, ch. V, at notes 109 ff.

152 See Kerenyi, The Religion of the Greeks and Romans, p. 181.
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ments: a myth and an attempt to explain it. The myth was that the
killing of the animal at the god's behest gave the god pleasure and that
he himself suffered this death. The other element was a rationalization
of the simple sacrificial rite, according to which the goat sacrifice was
punishment for the goat's sin. But this attempt at an explanation in-
volved a difficulty. How can one account for the punishment of a being
that knew nothing of its sin? The only possibility was to take an an-
thropomorphic view of the sinner, and this seems to have been easier
in the case of the he-goat, with whom the shepherds lived on terms
verging on friendship, than in the case of the bull, which was more a
theomorphic animal of the primordial period. Thus, the foundations
of tragedy—both its name and its inner form—were laid in the country
and not in the city where the bull sacrifice predominated. The Diony-
sian hero, who was at the same time the god's persecutor—Dionysos
and Anti-Dionysos in one—made his appearance in the literary phase.
It had been preceded by a phase of improvisation.

Aristotle's point of view in his Poetics was literary. He contented
himself with saying that tragedy began with the improvisation of dithy-
rambs, but in this he is very explicit: ap' arches autoschediastike.153

The dithyrambs were improvised songs in celebration of Dionysos,
who was now recognized not as the mover of children, women, and
drunkards, but as the lord of all who participate in zoe. Unlike the
choral or solo songs of the Anthesteria, the dithyrambs, if tragedy was
to be born of them, must have at least included dances and elements
of mimicry. Singing and dancing choruses had been current since the
rural Dionysia which gave, not to the jokes, of which we shall speak
in the next section, but to the improvisations and choruses of the dithy-

153 De poetica IV 1449a 9.
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rambic poets, an impetus that was not forgotten. An incursion of
countryfolk from Ikarion would seem probable even if it had not been
recorded in the tradition. A community of winegrowers and shepherds
offers the sociological foundation of what I have called the inner form
of tragedy. Despite the unchanging dialectic of the myth of zoe, the
mystic sacrifice of a kid—of a young he-goat as a representative of
Dionysos—lacked the social motif: the idea of punishment. This was
what made the sacrificial ceremony stageworthy, whereas the sacrifice
itself, without this idea of punishing a sinner, provided the general
foundation for the drama.

Virgil, who was thoroughly familiar with the centuries-old realities
of a winegrowing country, lends support to this derivation of the literary
tragodia of the Athenians from the improvised tragodia of the Ikarians.
No mean witness!154 As we have seen, the necessary religious condi-
tions were present in Ikarion. We have spoken of two cult images in
the temple. Toward the end of the sixth and at the beginning of the
fifth century, these were replaced by works in marble, a sign of the
temple's increasing importance. The mask was replaced after the vic-
tory of Thespis with his tragic chorus at the Great Dionysia in Athens

154 In Georgics II 380 ff., Virgil speaks of the damage done to the vine-
yards by the herds:

non aliam ob culpam Baccho caper omnibus aris
caeditur et veteres ineunt proscaenia ludi,
praemiaque ingeniis pagos et compita circum
Thesidae posuere, atque inter pocula laeti
mollibus in pratis unctos saluere per utres.

("For no other crime is it that a goat is slain to Bacchus at every altar, and
the olden plays enter on the stage; for this the sons of Theseus set up prizes for
wit in their villages and at the crossings, and gayly danced in the soft meadows
on oiled goat skins.")
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(536-532 B.C.).155 The enthroned Dionysos, the god who arrived in Athens
in this seated form, was the lord of all living creatures. According
to the trieteric order the two statues stood for festivals of two kinds:
one centering on the apparent slaying and mutilation of the god and
the real slaying of his representative, the kid; the other expressing joy
at the happy end of the somber action that had been performed a year
before. When the trieteris was replaced by the one-year period—a proc-
ess probably completed in the sixth century156—the sad and joyful ele-
ments were combined in a complex game. The Ikarians had a tragic
myth, that of Ikarios and his daughter Erigone. It was not tragic enough
for the purposes of the tragodia that was emerging in this century.
Ikarios was given wine by Dionysos; it was he who brought the un-
known drink to his compatriots and was killed by the intoxicated
shepherds—as the god's representative no doubt, but not as a sinner
against him.

It was in Ikarion, so we learn from the Erigone of Eratosthenes,
that people "first danced around a he-goat."157 Eratosthenes, to be
sure, was an Alexandrian, but his line presupposes an established
tradition and its authority is not open to doubt. At the most we hesitate
between two possible meanings, but they do not conflict. Peri tragon
("around" or "for a he-goat") could mean that the he-goat was the
prize of victory, but also that the game in which victory was possible
was a dance around the he-goat. As a sinner against Dionysos, the goat
had to die after having been his representative. At the end the tri-

155 Marmor Parium 43. On the two cult images in Ikarion, see above,
ch. VI, at notes 31, 32.

156 In an epigram of Dioskorides (Anthologia Palatina VII 413 3) Tpie-rri
was conjectured. More likely is TpuyiKov.

157 'IKCXPIOT, T66I TrpwTcc irepi Tpdyov cbpxnCTccvTo. This is the correct reading, as
in Powell, Collectanea Alexandrina, p. 64.
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umph over the sinner was enacted in a special way: this was the sig-
nificance of the askoliasmos, a game also played in Athens at the An-
thesteria.158 After the animal was sacrificed this other Dionysian use
was often made of its skin. A wineskin was made of it. Before it was
filled with wine, it was blown up and men jumped on it. It was even
made slippery with oil. The contestant who could keep his place on it
the longest was the winner. In this way the enemy was trampled amid
general laughter: a gay conclusion to the sacrifice of the he-goat.

Nietzsche believed that in line with an unassailable tradition the
oldest forms of Greek tragedy dealt exclusively with the sufferings of
Dionysos and that for a long time the sole hero of tragedy was Diony-
sos.159 This is false, for there was no such direct tradition. Such a view
is also a misunderstanding of the tragic form which implied the funda-
mentally contradictory character of zoe, the basis of its dialectic. The
oldest stage hero was an enemy of Dionysos. In order that the god
himself might be embodied in his enemy as in a representative sacri-
ficial animal, his representative had to die and before dying try to kill
the god himself. For this he had to atone. The tragodia of the Ikarians
went still further. The jumping on the skin of the enemy—not of the
one slain enemy but of any representative of the enemy species—con-
stituted a happy ending. In Athens, by way of fulfilling the same func-
tion, Pratinas of Phleious, a Dionysian tragic poet of the first generation
after Thespis, introduced the satyr play160 from Doric territory: after

158 Hyginus, Astronomica II 4. The excerpt combines the two parts of the
game—the dance around the he-goat and the askoliasmos—but they are easily
distinguished. The Eratosthenes quotation given above in note 157 pertains to
the first part. On the askoliasmos, see also above, ch. VI, at note 128.

159 In §10 of The Birth of Tragedy (in Basic Writings, pp. 73-74), Nietz-
sche draws this inference from the proverb Ouden pros ton Dionyson. See fur-
ther pp. 329-30, below.

160 Suidae Lexicon s.v. npomvaq. See also Athenaios XIV 617, where the
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the tragedies a ridiculous piece was played. It seems most unlikely
that such an element was lacking in the improvisations that preceded
tragedy, but for a long time there were probably no rules governing
its use. Choruses of satyrs could exist without being used in a dramatic
context, and certain vase paintings show that they played a minor role
in the Anthesteria.161 Such choruses did not represent the enemies of
Dionysos. On the contrary, there is good reason to assume that "Dio-
nysian brotherhoods" existed in Athens and elsewhere in Attica.162

These were groups of men who, half-disguised as animals, played the
roles of the god's mythical companions, the bearers of his phallic
quality. In Attica the elements of their disguise were taken not from
the he-goat but from the stallion.

The one piece of information we possess about the nature of a
dramatic play at the Great Dionysia before the appearance of Thespis
suggests that such beings played an important role. Before Thespis
someone climbed on the table, the eleos, on which the sacrificial ani-
mal was dismembered, and responded to a chorus.163 A dialogue de-
veloped. Was it the supporters of the god who questioned the performer
of the sacrifice, in this capacity a seeming enemy of Dionysos? This
appears to be the most likely interpretation because in this early phase
the sacrificial animal was not yet represented as the enemy. With the
killing of the enemy, the play became serious. Aristotle regarded the
development of tragedy from the early improvisations as a "growing
serious." It began, so he tells us, with a satyrikon based on lesser myths

song and dance with which the new chorus of satyrs burst into the Athenian
theater are mentioned.

161 See [87A / 87B]. Macrobius speaks of certain male groups which still
existed in late antiquity; see above, ch. V, note 154.

162 See H. Herter, "Vom dionysischen Tanz zum komischen Spiel," p. 16.
163 Pollux IV 123; see also note 149, above.
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(mikroi mythoi).16i The myth in which a mythical enemy of the god
appeared was a great myth.

Thespis is not mentioned in the Poetics, but in a lost work Aristotle
assigned him first place in the development of the tragedy.165 For the
Athenians Thespis was an "Athenaios," so designated in a monument;
in the history of literature he was an Ikarian.166 We are free to regard
him either as the earliest known Dionysian artist, actor, and stage di-
rector, who learned from the Ikarians and brought their dramatic ac-
complishments to the city, or as an Ikarian who enriched the Great
Dionysia with the art of his native place and replaced the flights of
the dithyrambic poets with very earthly dramatic action. The date
assigned to his first victory—roughly a quarter of a century after Ono-
makritos had completed his very different work—is a significant date
in the cultural history of Athens. In the Athenian democracy the Dio-
nysian religion was to take not an Orphic form but a poetic and ar-
tistic one. The name Thespis cannot serve as a title for any chapter
dealing exclusively with the history of religion.

Concerning Thespis there were innumerable ancient traditions rich
in concrete detail. A historian can dismiss none of them. The ancients
knew of the "cart of Thespis," on which he carried the properties for
his plays, and they told an anecdote about the effect of a play on the
aged Solon. The old man reproached Thespis for what we should call
the core of the dramatic art, its hypokrisis, then still signifying the
power of evocation, which the productions of the dithyrambic choruses

1 6 4 De poetica IV 1 4 4 9 a : £K yiKpcov nu8cov KCCI Xê ecoq yeAoiaq 610 TO £K craTupiKou

liETaPaAeTv oijje orrr£<7£(ivuv9ri.

165 See Themistios, Orationes XXVI 316 D; A. Lesky, Die tragische Dich-
tung der Hellenen, pp. 40 f.

166 On the designation of Thespis as an Athenian, see Lesky, p. 39; as an
Ikarian, Suidae Lexicon s.v. Gecrn-tq.
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did not possess.167 For Solon this amounted to a monstrous lie,168 per-

haps among other reasons because it brought the dead forth from the

underworld. There was also a tradition concerning the experiments

of Thespis with the masking of his actors.169 At the Lenaia, lees of the

wine were still available, an excellent substance for painting faces.

Thespis also made use of white chalk, well suited to the spirits of the

dead, and in the end used canvas masks which perhaps made the he-

roes look more dignified. For their wreaths he used fronds of a not

un-Dionysian plant, andrachne, the wild strawberry tree, which in

Greece is also called komaros and whose fruits are used for fortifying

wine.170 According to a Boeotian tradition Hermes, who as the guide

of souls tacitly participated in this evocation of heroes, grew up under

such a tree.171

Like the dithyrambic poets, Thespis entered into the Dionysian

"opening" of the world. His tragodia was still a drama with one actor,

a masked person who took the place of the animal enemy. It does not

seem too venturesome to speak of this as the "primordial tragedy."

There was, one might say, a point of intersection between the religion

of Dionysos and the worship of heroes. An awareness of this is ex-

pressed by the "hero Dionysos," who was "called" by the women of

Elis and who on Spartan tombstones is represented as an enthroned

god, holding the kantharos172 and closely resembling the seated cult

167 Horace, Epistolae II 3 275-77; Plutarch, Solon XXIX. See also Kerenyi,
"Geburt und Wiedergeburt der Tragodie," pp. 42 ff.

168 TriAiKccuTa tyeuSonevoc;.

169 See Suidae Lexicon s.v. Qiamq.
170 According to my own inquiry this is done in Greece, especially on An-

dros.
171 Pausanias IX 22 2.
172 See Tod and Wace, A Catalogue of the Sparta Museum, p. 102, and

figs. 1-3, io; also Kerenyi, The Heroes of the Greeks, pp. 16 f.
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statue at Ikarion. This awareness lived in Thespis and was reflected in
Aischylos when he derived the costumes for his heroes from the mag-
nificent dress of Dionysos, so that—to quote the archaeologist who
made this observation after thorough study—they corresponded in all
significant details "to the Athenian conception of the god."173

At the time of Aristophanes, at the end of the fifth and beginning
of the fourth century, there were still old men who at night, drunk
and inspired by the playing of a flute, danced out the plays in which
Thespis had appeared before the Athenians.174 In Horace's day the plays
were still available along with those of Aischylos and Sophokles.175

Four quotations and the titles of four plays have come down to us;
one of the quotations is from the Pentheus.176 Meager as they are and
perhaps falsified in the light of a general idea, these fragments provide
an over-all picture which no forger could have invented and which
agrees with what has been said here about the poet and his relation
to the Dionysian religion. Of the four dramas, the Athla Peliou or
Phorbas dealt with an otherwise unknown incident that occurred at
the funeral games of the Thessalian king Pelias. The subject is the
destiny of a hero, Phorbas, an arrogant boxer and enemy of Apollo,
who was struck down by the god. This much can be inferred from
other mentions of Phorbas. We have no quotation from Hiereis (The
Priests), but something from Eitheoi (The Youths), and more from the
Pentheus. It would have been surprising if there had been no tradition

173 M. Bieber, "Die Herkunft des tragischen Kostiims," pp. 15-48; the
phrase cited is at the end.

174 Aristophanes, Wasps 1476-78.
175 See Horace, Epistolae II 1 161-63.
176 Suidae Lexicon s.v. ©ecrmq; Nauck, TGF, pp. 832 f. / On the hero Phor-

bas, mentioned below, see the scholium on Iliad XXIII660.
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concerning a Pentheus of Thespis, or if such a tragedy had not at least
been attributed to him.

Not Dionysos pure and simple, as Nietzsche believed, but Pentheus
was the subject and hero of the primordial tragedy. The suffering
Dionysos was at one time called "Pentheus," the "man of suffering."
As a hero, only an enemy and victim of the god could bear this name.
This Pentheus was in the Theban myth. He was hunted like a hare
and the Dionysian women—among them his own mother—tore him to
pieces as if he had been a lion. The primordial tragic theme was treated
in this way in the Bacchae of Euripides, which by chance was the last
work of the last of the great Greek tragic poets. Before him Aischylos
had twice taken up the theme: once in his Pentheus and once in his
tetralogy, the Lykourgeia,177 in which not only the Thracian king Ly-
kourgos, another enemy of Dionysos, but also Orpheus, a seeming
enemy of the god, is punished. In the second play of the tetralogy,
Neaniskoi (The Youths), he is torn to pieces by the Thracian mae-
nads.178 Thespis, in his Eitheoi, may have dealt for the first time with
the same material, or perhaps it was merely thought appropriate to
the traditional image of Thespis to attribute an Orpheus to him in
addition to his Pentheus.

Tragedy presupposed an awareness of the intersection of the Diony-
sian and heroic spheres, based on the myth of the subterranean Diony-
sos. Such an awareness was lost when a judgment of the Athenians,
which had become proverbial, was no longer understood. When a
tragedy displeased the Athenians, they said: Ouden pros ton Dionyson
—"It has nothing to do with Dionysos." If this judgment had originally

177 Mette, Die Fragmente, pp. 25-34, 137.
178 See Kerenyi, Preface to Orpheus und Eurydike, pp. 12 f.
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referred to the subject matter, very few tragedies would have had any-
thing to do with Dionysos. It was not a thematic judgment but a judg-
ment on the superficiality of a play, its irrelevancy to the god in whose
sacred precinct it was performed. The perception of the immanent
relationship demonstrated by the possibility of such an immaterial
judgment was not something that could be handed on to all those who
acquired Athenian culture. Plutarch was one of those who could no
longer learn it. In Phrynichos and Aischylos, we read in Plutarch,
tragedy had already digressed into mythoi and pathe, "stories" and
"passions," both of course un-Dionysian.179 Chamaileon, a pupil of Aris-
totle, seems to have accused even Thespis of digression into fields un-
related to Dionysos. In this view only the satyr plays would still have
been worthy of Dionysos.

The Birth and Transformation of Comedy
in Athens

Think of something compared to which Mozart's music for
Figaro or a bacchanalian scene from the brush of Rubens
seems awkward. Think of a dance, a real dance, devised
after a delightfully clever plan—in which all that in your
language is called theater ceases to be anything other than
the motifs and figures of a dance; the whole world put into
masks and dancing with the most exuberant, unrestrained
gestures—the whole burden of life transformed not into
dark-glittering dreams as in Shakespeare but into whirling
movement; even the most insolent insolence ennobled by

179 Plutarch, Quaestiones conviviales 615 A. / For Chamaileon, see Suidae
Lexicon S.V. Ou5ev -nrpoq TOV Aiovucrov.
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a nameless rhythm. Think of all this and on it shimmering
the dew of early times, the wind of the Greek sea blowing
through it, the breath of saffron and crocus and the pollen
of the bees of Hymettos. All this mortal, but born from
what a world! Think of that world, the bloody lances of the
Peloponnesian War, Socrates' cup of poison, the informers
lurking in the darkness, the Council of Ten Thousand, the
hetairai of Alkibiades, as colorful and winged as birds, and
over it all the golden shield of Athene. Think of this all-in-
all: in the whirl of this world this comedy dancing like a
top lashed by wild children.

—HUGO VON HOFMANNSTHAL, Prologue to

Aristophanes' Lysistrata180

T H E O P I N I O N expressed by Ortega y Gasset in 1914 to the effect that

we were inadequately equipped for an understanding of Greek tragedy

was valid so long as the great presence of the subterranean Dionysos,

the reverse side of life itself, was not discerned in the background of

tragedy. Up to now this has been largely the case. For this posterity

cannot be blamed. Even contemporaries, their perceptions deadened

by the baffling involvements of earthly affairs, which beginning with

Euripides became the exclusive concern of tragedy, began to forget

the archaic god. The way in which the Athenian people received and

assimilated tragedy and its immanent connection with the dark god

is the greatest miracle in all cultural history. The magnitude of the

miracle can be measured by the richness and complexity of the lan-

guage of the plays, especially the choruses, which the audience was

expected to follow (and as a rule did follow) through all their subtleties.

This assimilation of the drama also meant the greatest deepening of

180 Hugo von Hofmannsthal, "Prolog geschrieben fiir die erste Auffiihrung
der Lysistrata des Aristophanes im deutschen Theater," p. 78.



Dionysos 332

religion—though not in the sense of the Christian or any other spiritu-
alist-mystic religion—ever achieved by any people. This deepening was
balanced by the broadening that distinguished the dramatic counter-
part of tragedy: to the Dionysian systole, or concentration, of tragedy
corresponded the Dionysian diastole, or expansion, of comedy.

Aristotle says in his Poetics: "Though the successive changes in
Tragedy and their authors are not unknown, we cannot say the same
of Comedy; its early stages passed unnoticed, because it was not as
yet taken up in a serious way. It was only at a late point in its progress
that a chorus of comedians was officially granted by the archon; they
used to be mere volunteers. It had also already certain definite forms
at the time when the record of those termed comic poets begins. Who
it was who supplied it with masks, or prologues, or a plurality of
actors and the like, has remained unknown. The invented Fable, or
Plot, however, originated in Sicily, with Epicharmos and Phormis;
of Athenian poets Krates was the first to drop the Comedy of invective
[mockery] and frame stories of a general and non-personal nature, in
other words, Fables or Plots."181 The archon to whom Aristotle refers
was the archon basileus, the highest religious official of the state. The
fact that he presided over performances of comedies is sufficient proof
that not only systole but diastole as well was a sacred affair. Earlier
in the Poetics182 Aristotle points out that, just as tragedy stemmed from
the improvisations of the dithyrambic poets, so comedy originated in
phallic dances and songs. Here he makes it clear that before under-
going the influence of the mimetic farces of the Dorians of Sicily,
comedy was without dramatic action. The introduction of masks was
a crucial event in the history of the Attic comedy.

181 Aristotle, Be poetica V 1449a 37-b 9, in Ross, ed., vol. XI.
182 Ibid., IV 1449a 11-13.
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Here again, as in tragedy, language serves as a guide. The word

"tragedy" is a lasting reminder of a strict and somber Dionysian rite.

Tragodia meant "song on the occasion of a he-goat," the sacrificial

animal condemned to death both as the god's representative and as his

enemy. The word "comedy" embodies a similar memory. It points to

komos. Komodia is a "song on the occasion of a komos" Since time

immemorial, komos or komazein had referred to the swarming bands

of men who went about honoring the wine god with dancing and sing-

ing, but following no strict, let alone somber, rite.183 In these non-

dramatic rejoicings, Dionysos was no less present than in the dithy-

ramb, though in a different way: not in dithyrambic tension, but free

and unrestrained, a true diastole.

This diastole requires special attention, for it is a specific Dionysian

state rooted in the myth of the god as it affected men. It is a male in-

toxication. This intoxication there is good reason to distinguish from

mere drunkenness, for in this state men executed intricate dances

with a light step and spoke difficult lines full of ingenious wit. The

salient characteristic of this intoxication was the falling away of in-

hibitions, including those of the mind. Laughter swept away the last

barriers. The atmosphere of comedy can be said to have originated in

the ecstasy of the komos.

The intoxication of the men in the komos developed into a unique

artistic game, exemplified by the works of Aristophanes, full of Diony-

sos but also full of phoberai Charites, "terrible Graces."184 Aristotle

also noted that comedy abandoned its character of mockery only when

the singers and dancers formed a chorus that appeared on the stage.

183 This follows from the texts cited in Pickard-Cambridge, Dramatic
Festivals, p. 102.

184 Anthologia Graeca IX 186 3-4 (Paton, ed., Ill, 96).
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Actually, comedy never renounced this character entirely, but only at-
tenuated it. An ancient explanation connected this mockery with
home, "village," by a false etymology of the word komodia. But this
explanation also takes account of the older manner of masking the
members of the chorus, a masking without masks. Supposedly the
komos consisted originally of poor peasants who entered the city at
night, went to the houses of rich people from whom they had suffered
injustice, and avenged themselves with songs of mockery. In thus
playing the part of avenging spirits, they supposedly were obliged to
smear their faces to avoid being recognized in the theater where they
were allowed to make their public appearances.185 The expression of
private vengeance was turned into a harmless and indeed educational
institution. Even this explanation which was adjusted to pedagogical
designs cannot conceal an archaic world in which "openings" for spirits
were still possible. The "spirits" were smeared with lees of wine, in
Greek tryx or trygia. Writers of comedies jokingly called their genre
trygodia,186 "song on the occasion of lees," thus associating it with
tragodia. From the first this parodistic association with the other, strict
and somber, Dionysian genre played a role in the genesis of comedy.
Comedy was both younger and older than tragedy, older in its formless
beginnings, younger as a set form. And it occupied an earlier position
in the calendar.

None of the elements of the ecstasy of the komos thus far men-
tioned could be said to "have nothing to do with Dionysos": neither
the aggressive unrestraint—of men who had made themselves unrec-
ognizable—nor the occasion for such disguise. The great moment for
smearing oneself with lees was the festival that was always most

185 See the scholia on Dionysios Thrax 18, lines 27-31.
186 Aristophanes, Acharnians 499-500.



vi. The Dionysos of the Athenians 335

closely bound up with comedy, the Lenaia. Comedy and contest—an
agon presided over by the archon basileus-were included in the festive
order of the Lenaia, although comic contests were not excluded from
the Great Dionysia any more than tragedy was from the Lenaia.

New comedies were an essential feature of the Lenaia. Each
year comedies that had never been seen or heard were performed, just
as at the sacrifices—the comparison is relevant187—new, flawless young
animals had to be offered up to the gods. In the golden age of comedy
(for the Old Comedy, up to roughly 400 B.C.; for the so-called "New Com-
edy," after 320 B.C.), it was very rare for a play to be performed more
than once. Thus, the comedy preserved its character of festive surprise.
This was especially true at the Lenaia, since at the Great Dionysia the
emphasis was on the works of the tragic poets. At the Lenaia the suf-
ferings of the hard winter days, the days which, as Hesiod said, "flay
the oxen,"188 were forgotten amid pleasures and customary amuse-
ments that were not always regulated by strict ceremony. Such cus-
tomary amusements contributed to the fullness and greatness of Athe-
nian life: the komos was one of them.

In the country the komoi went about from the beginning of winter
on, throughout the Dionysian period of the year. Every occasion for
a komos was seized upon, both the phallophoria and the dressing of
the men as women.189 The peasants celebrated the rural Dionysia in
December; these were their Lenaia.190 The peasants did not perform

187 See O. Weinreich, Einleitung, p. xxxi.
188 Works and Days 504.
189 The doubts as to whether komoi were permitted at the Lenaia (Pick-

ard-Cambridge, Dramatic Festivals, p. 36) are unfounded. See also Deubner,
Attische Feste, p. 133.

190 On the rural Dionysia, see above, ch. IV; and Pickard-Cambridge,
Dithyramb, pp. 144 ff.
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comedies, but there were contests between the komoi of the different
villages,191 and on all these festive occasions new wine was drawn. In
Athens this was done officially and with the solemnity of an important
rite in the Lenaion. The Gerairai drew new wine from large jars before
the idol with the mask. They drew it carefully, with ladles, in order that
the lees should remain behind when the wine was transferred to an-
other vessel: first drink, then theatrical makeup.192

Lees for the concealment of faces were provided ritually in the
temple and in all the wine presses of the countryside as the self-evident
gift of the god who was born. While the childbirth proceeded in the
sanctuary, the people outside—who called out from time to time for
the Divine Child193—were entertained with dramatic contests, or in
earlier times with a contest of undramatic komoi. Even at perform-
ances of comedy it remained customary for the poet's servants to throw
nuts among the spectators.194 Aristophanes, however, thought it un-
worthy of himself to heighten their pleasure in this way. His plays
were themselves gifts for the day of Dionysos' birth, and that was true
of all comedies. Comedy was born with Dionysos in the increasing
light, an occasion for, and product of, the greatest masculine unre-
straint.

The phallic element was only at the root of this unrestraint. A
scene in the Acharnians, an early play by Aristophanes, shows that a
phallic procession in itself implied no particular unrestraint. The
higher unrestraint of the Old Comedy, which developed from that of

191 Deubner, Attische Feste, pp. 136 f.
192 See Kerenyi, "Parva realia," pp. 9 ff.
193 Scholium on Aristophanes, Frogs 4 9 7 : KOAETTE 8E6V, KOH oi u-rraKouovTEq

Power 1.

194 Aristophanes, Wasps 58-59 with the scholium.
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the komos, went far beyond the merely phallic. The unrestraint sprang
from a thought winged by desire and breaking through all barriers.
How would it be—this is the sublime thought of the Acharnians—ii in
the midst of the hopeless and horrible Peloponnesian War a highly
respectable citizen of Athens, a just state, should decide to make his
own peace with the Spartans and actually succeed?

The citizen is Dikaiopolis, the play's protagonist. His eloquent name
signifies his natural appurtenance to a just state. At the very start of
the comedy, he succeeds in making his private peace. We look on as
with his household he prepares for the first peaceful cult rite on his
country estate. He cries out "Euphemeite, euphemeite," the injunction
to avoid any word that does not pertain to the festival. He is accom-
panied by his daughter as kanephoros, bearer of the sacrificial basket,
by his wife, and by several slaves, one of whom is named Xanthias.

DIKAIOPOLIS : Let the basket-bearer come forward, and thou, Xanthi-
as, hold the phallus well upright. Daughter, set down the basket
and let us begin the sacrifice.

DAUGHTER: Mother, hand me the ladle, that I may spread the sauce
on the cake.

DIKAIOPOLIS: It is well! Oh, mighty [Dionysos], it is with joy that,
freed from military duty, I and all mine perform this solemn rite
and offer thee this sacrifice; grant that I may keep the rural Dio-
nysia without hindrance and that this truce of thirty years may
be propitious for me.195

195 Aristophanes, Acharnians 241-67; English translation in Oates and
O'Neill, eds., The Complete Greek Drama, II, 438.
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He had concluded a thirty-year peace: a Utopia, product of wishful
exaltation, that had not yet found its name. Here we have in germ
the squaring of the circle that will be made explicit in the Birds.196

Dikaiopolis, as the Acharnians continues, now celebrates the feast of
Dionysos in the country, the Lesser Dionysia, but at a time when Athe-
nians were forbidden to visit their country estates. The festival of the
peasants preceded the city Lenaia at which this play was performed,
but in the comedy itself the calendar is of no importance. Time is
suspended. At the end Dikaiopolis will celebrate the drinking contest
of Choes Day, which would not take place in the city until the follow-
ing month. Now he turns again to his daughter.

DIKAIOPOLIS : Come, my child, carry the basket gracefully and with
a grave, demure face. Happy he who shall be your possessor and
embrace you so firmly at dawn, that you fart like a weasel. Go
forward, and have a care they don't snatch your jewels in the
crowd.

The dividing line between the area of illusion, Dikaiopolis' country
estate where the procession takes place in time of peace, and the real
scene in the theater, where anything can happen in the crowd, is broken
by this reference to the possibility of a thief's robbing one of the char-
acters during the performance. Dikaiopolis now gives his orders to
one of the two slaves playing the role of phallophoros, bearer of the
wooden implement. The implement is regarded as a person and
addressed by the name of Phales.

DIKAIOPOLIS : Xanthias, walk behind the basket-bearer and hold the

196 Birds 1 0 0 5 : 6 KUKXO<; yEvr)Tai aoi TETpdycovoq. See also Kerenyi, "Ursinn

und Sinnwandel des Utopischen," pp. 11 ff.
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phallus well erect; I will follow, singing the Phallic hymn; thou,
wife, look on from the top of the terrace. Forward! (He sings:)

Oh, Phales, companion of the orgies of Bacchus, night reveller
[merry companion in the komos], god of adultery and of pederasty,
these past six years I have not been able to invoke thee. With what
joy I return to my farmstead. . . . m

The atmosphere is one of phallic intimacy, not confined to the song
in which Dikaiopolis addresses the tangible symbol, but embracing
the whole audience. This was the foundation of Attic comedy—its
specific element, to which the audience opened itself—but not its only
characteristic. The setting aside of all barriers and inhibitions in the
ecstasy of the komos and still more in the higher unrestraint of the
Old Comedy goes far beyond the phallic liberties of a Dikaiopolis.
Komos and comedy were phallic in spirit even without the display of
the impudent cult implement. It is characteristic of Attic comedy that
a scene such as that cited above involved no break in style. To be sure,
leather phalli tied on by the actors were among its original accessories,
but they became mere vestiges of its beginnings and were only some-
times used.198 All this and much more was made possible by the uni-
versality of comic unrestraint. By "comic" we should understand not
what modern aesthetics has abstracted from comedy, but what was
essential to Attic comedy as a whole. This common element left room
for every development and intensification characteristic of comedy as
opposed to komos.

The original restriction to the male sex was already breached in
the komos. A komos was a "chorus of men." But the question cannot

197 Acharnians, 267-70; in Oates and O'Neill, loc. cit.
198 See Pickard-Cambridge, Dramatic Festivals, pp. 220 ff.
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be dismissed: Did the komoi in Attica not replace earlier choruses of
women, the lenai, in this month? It is certain that they did not do so
through the appearance of men in feminine roles, as was customary
in crude farces known to us elsewhere in Greece, especially among the
Dorians.199 The imitation of women by design should probably be dis-
tinguished from that freedom from inhibition which enabled the men,
in the ecstasy of their komos, to assimilate themselves in an otherwise
forbidden manner to Dionysian women. Here the exclusivity of the
processions and throngs of women was breached.200 The same freedom
from inhibition enabled women in the roles of men to share in the
masculine pleasure of the komos.201 This seems to be the most plausible
explanation of paintings on Attic vases, not only of the Archaic pe-
riod [104], but also of the Classical period [105], showing male choruses
in women's dress. They were komoi and nothing else.202

This freedom from inhibition had far-reaching consequences for
comedy. The choruses of the comedies were male choruses. Women
appeared on the comic stage only as mute persons displaying their
physical beauty. In the Thesmophoriazusae of Aristophanes, the chorus
of women consisted of men. In the Lysistrata, half the chorus was
made up of men in women's dress; the other half, of men as men.
Quite strange—"comic" in the strictest sense of the word—is the situa-

199 See Pickard-Cambridge, Dithyramb, p. 165.
200 The participants in a komos could also insist on such exclusivity;

see Lucian, Calumniae XVI. For vase paintings from the Archaic period, see
Pickard-Cambridge, Dithyramb, pi. VIA/B.

201 This has been attested by Philostratos, Imagines I 2 (in Kayser, ed.,
I, 298); Aristides, Rhetorica XLI 9.

202 See Nilsson, "A Krater in the Cleveland Museum of Art with Men in
Women's Attire," p. 84: "This is sufficient for the explanation of our vases; they
represent a komos." The question (also raised by Beazley, Attic Vase Paintings
in Boston, II, 55 f.) as to whether this was done publicly or at private banquets
is irrelevant to a psychological judgment of the matter.
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tion in the Ecclesiazusae, or Assembly of Women. Here the men play
the roles of women disguised as men: a double masking and costum-
ing that goes still further than the Thesmophoriazusae, in which Eu-
ripides and his companion disguise themselves as women in order to
mingle with women who are themselves men disguised. In the Old
Comedy, illusion was at all times counterbalanced by the crassest real-
ity which could break through at any moment. Thus, the world of the
Old Comedy was a world without limits.

In comedy the world of men was not even distinct from that of
animals. Here we perceive most clearly the universality of what we
have called comic unrestraint, and here again comedy probably in-
herited from komos. Some seventy years before the performance of
Aristophanes' Birds, at a time when there were as yet no officially
contesting comic choruses, vase paintings represented persons dis-
guised as birds.203 In this Dionysian area of suspended boundaries,
where the world was not the limited world of men but a world of life
shot through with spirit, Aristophanes was at his greatest. As one of
his precursors, he mentions the little-known poet Magnes of Ikarion,
whence also came Sousarion, the first known author of comedies. But
it was Magnes

Who first won the trophies of victory for the choruses he
led in contest,

For he offered you sounds of every kind, such as harps and
whirring plumage,

The song of Lydians, the buzzing of gnats and the croaking
of tree-frog masks.Wi

203 Herter, "Vom dionysischen Tanz," p. 8; Pickard-Cambridge, Dithy-
ramb, pi. IXA/B.

204 Aristophanes, Knights 521-23; also see in Oates and O'Neill, II, 501.
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Since the plays usually took their titles from their choruses, we know
that in the Old Comedies there were frogs and fishes; ants and griffons;
wasps, gall flies, and bees; nightingales, storks, and birds; goats, and
simply "animals." For this very reason, however, unrestraint was of
the highest order. The animal choruses did not lead to a world of bes-
tiality, not at least in those examples of which we are able to form an
opinion; they led to a fairy-tale world, the better world of wishes. This
was particularly the case in the Animals of Krates. An animal, surely
an edible one, probably a bull, is appointed by the gods to be ruler of
the world. His orders to mankind suggest the rules of Pythagoras.

"You may eat boiled radishes / And fish, baked and pickled, but
leave us in peace." The representative of mankind asks in horror: "Do
you mean that from now on we shall have no meat / That there will
be no meat pasty or sausages for sale at the market?" The animals,
who apparently govern the world, also abolish slavery. Men are still
more horrified. Their question is: "What's this? No one is to buy a
man servant or maid servant from now on? / A feeble old man will
have no one to care for him and wait on him?" Then the new ruler of
the world explains the new state of affairs:

HE : No! At my bidding everything you see will come alive.
THE MAN: What if it does? What good will that do us?
HE: You need only cry out and every household utensil will obey

you. For instance: Table, come here. Kettle, warm up the soup.
Hola! Where's my cup? I want it to come here and rinse itself
on the way. Come along now, you rolls. Pot, pour out your vege-
tables. Hurry up, carp! "Oh, wait please, my right side isn't done
yet." Then turn over, salt yourself and put on some oil.205

205 Krates, T& ©npioc, frs. 14, 17. The English translation quoted here is
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Everything fabulous was appropriate to the birthday of Dionysos,
anything that could provoke the wildest ideas about the return of the
Golden Age. The most recent editor of the fragments of Attic comedy
prefaced his collection with the quotation: "I will go back to the Coun-
try of the Young."206 The comedy that was born at the Lenaia in Athens
is the most youthful of all literature. The Athenian democracy was an
element in the youth that produced it. When it died out, the Old Com-
edy, uniquely characterized by Hofmannsthal in his Prologue to the
Lysistrata, died with it. It burst like a soap bubble and was gone. It
gave way to the crudeness of the so-called Middle Comedy, and in a
still later day a masculine sobriety, one might say a premature old age,
reduced the festive play to the greatest simplicity. These plays too
revolve around an element that is made understandable by the char-
acter of the festival.

After Aristophanes, the most important author of Greek comedies
was Menander. In The Arbitration, which has come down to us only in
fragmentary form, we see figures who strike us almost as old acquain-
tances. One of these is a woman with a child in her arms, similar to the
Dionysian woman shown in a vase painting holding her child at her
breast at the Lenaia.207 But the woman in the Menander play is the
wife of a simple charcoal burner. To one side of her stands her hus-
band; to the other, a goatherd. They have come to the village from a
wild region of Attica and are now quarreling in the street.

SYRISCUS (A CHARCOAL BURNER) : You're afraid of a fair trial.

based on the German version of T. Zielinski, in Die Gliederung der altattischen
Komb'die. For the Greek text and an English translation of the fragments, see
Edmonds, The Fragments of Attic Comedy, I, 158-61.

206 John Maxwell Edmonds, loc. cit., p. [v].
207 See [86A].
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DAVUS (A GOATHERD) : You've no honest claim, curse you.
SYRISCUS: You've no right to keep what's not yours. We must get

someone to arbitrate.
DAVUS : I'm willing; let's argue it out.
SYRISCUS : Who's to decide it?
DAVUS : Anyone will do for me. It serves me right though. Why did

I give you anything?
SYRISCUS (indicating SMICRINES, an old man): How about that

man? Does he suit you as a judge?
DAVUS : Yes, good luck to it.

[Smicrines, the rich man coming down the street, does not suspect that
the child in the arms of the charcoal burner's wife is his own grand-
child, the reason for the quarrel between his daughter and her husband,
who have separated. In approaching him, the contestants are also un-
aware of this. The spectators are in for less of a surprise, for they know
how often the whole action of a New Comedy revolves around a child.]

SYRISCUS (to SMICRINES): If you please, sir, could you spare us a
minute?

SMICRINES (testily): You? What for?
SYRISCUS : We have a disagreement about something.
SMICRINES : Well, what's that to me?
SYRISCUS : We are looking for someone to decide it impartially. So

if nothing prevents, do settle our dispute.
SMICRINES : Confound the rascals. Do you mean to say that you go

about arguing cases, you fellows in goatskins?
SYRISCUS : Suppose we do. It won't take long and it's no trouble to

understand the case. Grant the favour, sir. Don't be contemptuous,
please. Justice should rule at every moment, everywhere. Whoever
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happens to come along should make this cause his own concern,
for it's a common interest that touches all men's lives.

DAVUS (alarmed at this burst of eloquence): I've got quite an orator
on my hands. Why did I give him anything?

SMICRINES : Well, tell me. Will you abide by my decision?
SYRISCUS: Absolutely.
SMICRINES: I'll hear the case. Why shouldn't I? (Turning to the

sullen DAVUS) YOU speak first, you that aren't saying anything.
DAVUS (sure of his case but not very sure of his words . . . ) : 111 go

back a bit first—not just my dealings with this fellow—so you'll
understand the transaction. In the scrubland not far from here I
was watching my flocks, sir, perhaps a month ago to-day, all by
myself, when I found a baby left deserted there with a necklace
and some such trinkets as these. (He shows some trinkets.)

SYRISCUS : The dispute is about them.
DAVUS : He won't let me speak.
SMICRINES (to SYRISCUS) : If you interrupt, I'll take my stick to you.
DAVUS : And serve him right too.
SMICRINES: Go On.

DAVUS : I will. I picked it up and went back home with it and was
going to raise it. That's what I intended then. In the night, though,
like every one else, I thought it over to myself and argued it out:
"Why should I bring up a baby and have all that trouble? Where
am I to get all that money to spend? What do I want with all that
worry?" That's the state I was in. Early next morning I was tend-
ing my flock again, when along came this fellow, he's a charcoal
burner, to this same spot to get out stumps there. He had made
friends with me before that. So we got talking together and he
saw that I was gloomy and said: "Why so thoughtful, Davus?"
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"Why indeed," said I, "I meddle with what doesn't concern me."
So I tell him what had happened, how I found the baby and how
I picked it up. And he broke in at once, before I had finished my
story, and began entreating me: "As you hope for luck, Davus,"
he kept saying every other thing, "do give me the baby, as you hope
for fortune, as you hope for freedom. I've a wife, you see," says
he, "and she had a baby, but it died." Meaning this woman who
is here now with the child. Did you entreat me, Syriscus?

SYRISCUS : I admit it.
DAVUS : He spent the whole day at it. Finally I yielded to his coaxing

and teasing, promised him the child and gave it to him. He went
off wishing me a million blessings. When he took it too, he kissed
my hands. Didn't you, Syriscus?

SYRISCUS: Yes, I did.

DAVUS : He took himself off. Just now he and his wife happened on
me and all of a sudden he claims the objects that I found with the
child—it was some small matters, tomfoolery, nothing really—
and says he's cheated because I don't consent and lay claim to
them myself. I say, though, that he ought to be thankful for the
share he did get by his entreaties. Though I don't give him all of
it, that's no reason why I should have to stand examination. Even
if he had found it while we were going about together and it had
been a case of share-your-luck, why he would have got part and
I the rest. But I was alone when I found it and you weren't even
there and yet you think you ought to have all and I nothing.

To conclude, I have given you something of mine. If you are
satisfied with it, you may still keep it; but if you aren't satisfied
and have changed your mind, then give it back again to me and
take neither more nor less than your due. But for you to have the
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whole business, part with my consent, the rest forced from me,
is not fair. That's all I have to say.

SYRISCUS (keeping a respectful eye on the stick): Is that all?
SMICRINES : Didn't you hear what he said? He has finished. . . .
SYRISCUS : Good. Then I'll take my turn. He was alone when he found

the baby. He is right about everything he has mentioned. The
facts are as stated, sir. I dispute nothing. I got the child from him
by entreating and imploring him. For his story is true.

Information came to me from a certain shepherd that he had
been talking to, one of his fellow-workmen, to the effect that he
had also found at the same time some trinkets. (With a dramatic
gesture toward the infant.) To claim these has come, sir, in per-
son, my client here. Give me the child, wife. (Taking the baby
from his wife's arms.) This infant claims from you his necklace
and his tokens, Davus.208

Syriscus, the charcoal burner, stands there with the child in his arms
and demands the child's property. And the child will obtain not only
his property but his parents as well, who, after a number of dramatic
misunderstandings among all, will be reconciled.

This is not the place to speak of the dramatist's art, his knowledge
of human character, nor of the central theme of this comedy. Such
scenes, characteristic of the New Comedy, show us how very con-
cretely the play revolved around a child. And in this connection still
other plays of Menander might be cited. The abandoned child whose
lot it is to be found again became the basic and to our taste tedious

208 Menander, Oi ETTITPETTOVTE(;, fr. 172H (in Edmonds, III, B, pp. 1000-
1009). For the English version quoted here, see Oates and O'Neill, II, 1148-51.
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theme of the whole genre.209 In The Arbitration, the charcoal burner
himself evokes mythical examples from tragedy.210 The poet's inten-
tion, however, was not to enhance the credibility of his invention, for
with his audience there was no need to. In the light of the law of patria
potestas over the life and death of children, which was reinforced by
Solon,211 the exposure of infants was a distinct possibility in Athens
and quite common in the case of girls. It is not inconceivable, though
it cannot be proved, that the harshness of the patriarchal law was
directed against the excessive power of women resulting from the
Dionysian religion of earlier times. Nevertheless, in Athens it never
required an unbridled imagination to identify plain human foundlings
with the children of heroes or with the little Dionysos, and thus as it
were to secularize the Divine Child.

The universality of comic unrestraint was a thing of the past. In-
stead we encounter in Menander a universality of philanthropeia, hu-
man sympathy, which in the New Comedy is inseparable from the Dio-
nysian aura. The resulting transformation of comedy is among the
most miraculous events in the history of European culture. Here the
religion of Dionysos disclosed its finest, most humane possibility, fore-
shadowing the possibility of a true humanism.212

209 The word "tedious" (ermiidend) is from A. Korte, Die hellenistische
Dichtung, p. 32.

210 Loc. cit., lines 149—57 (in Edmonds, III, B, p. 1008; in Oates and
O'Neill, II, 1151).

211 See R. Tolles, "Untersuchungen zur Kindesaussetzung bei den Grie-
chen," pp. 37 ff.

212 See "Humanismus und Hellenismus," in Kerenyi, Apollon, pp. 232 ff.
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The Greek Dionysian Religion of Late Antiquity

TRAGEDY and New Comedy were high spiritual forms of the Dionysian
religion. Starting from the Great Dionysia and the Lenaia, they con-
quered the world. Perhaps it would not be correct to say that a world
conquest also started from the Anthesteria, but the Dionysian religion
whose monuments we encounter in later antiquity, from the Hellenistic
period on—and I am not referring to the monuments of the theater-
is most readily understood through the Anthesteria. This religion con-
cerned bios, the life of the individual, which derived its existence and
hope of survival after death from zoe itself. If we wished to obtain a
complete view of its radiation, we should have to go back to still earlier
times and to the Etruscans; in this book, this is possible only in a very
limited degree. "Fair Italia's guardian Lord," cries the chorus in
Sophokles' Antigone.213 An account of the Dionysian religion in East
and West would exceed our aims. We wish merely to give some idea
of the consistency and coherence of the Greek religion of zoe down
to the period of the Antonines.

A myth had to be consistent and coherent if for almost a thousand
years men were to live and die by it in countries and cities where it
was not a state myth—not even in a special sense as in Athens. Men
lived and died by the myth, for the god himself lived and died, again
in a special way—not like the gods of vegetation who can mean some-
thing to man only by analogy. Men and women experienced Dionysos
in themselves, in the most intimate life of their own sex, and they had
no experience of the cessation of this experience. What death might

2 1 3 L i n e 1 1 1 9 : KAUTCCV oq dM^eiTeiq ' ITOCMCCV.
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be they experienced at the high points of enhanced life, and what is
almost death they experienced in the sexual exhaustion that is so close
to the exhaustion of zoe. In the myth of Dionysos zoe expressed itself.
Through the myth men trusted in zoe as they went to their graves, but
they did not express zoe; it expressed itself. The tombs give evidence
of this trust in images that make no distinction between god and man.

There is no reason to suppose that any essential change occurred
in the content of the Dionysian religion, in its living myth, after Ono-
makritos gave his philosophical interpretation of the aggressive, death-
bringing element in the vital urge itself.214 The new features we per-
ceive are: a modified social setting, a greater freedom in the artistic
representation of the cult, and perhaps certain excesses of concretiza-
tion. We do not know how much may have been crudely concretized
even in earlier times. Wherever the Dionysian religion remained,
within the old social order, a partly secret cult of women, supervised
and to some extent shared by the men, such innovations did not even
make their appearance! At most there were amplifications or reforms
in organization as were required by the change in the times. It was
very much the same with the Mysteries of Eleusis. Only where there
was no set place for the mysteries—no setting hallowed from time im-
memorial as was the Boukoleion in Athens—a place had to be sought
and the setting created.

214 Nilsson, in The Dionysiac Mysteries of the Hellenistic and Roman
Age, fails to take note of the basic unity of the religion of Dionysos. See the re-
view by F. Matz, Gnomon, XXXII (i960), 542: "In regard to the later period
Nilsson's method does not do justice to the complexity of the sources, nor in
regard to the early period to the abundance of clear statements they offer." By
benevolent interpretation Matz tries to save something out of the book, but he
shares Nilsson's basic misunderstanding as to the role of the "horrors of the
Underworld" in the Dionysian mysteries; see further in ch. VI, the text at note
282, below.
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A "cowherd" (boukolos) as sayer of prayers, singer, and offerer of

sacrifices was already known from the Orphic Hymn Book,215 and as

long as there was no thought of organized mysteries it was possible

to regard him merely as a pious cowherd. But it was not difficult to

recognize in him the bearer of an office in the mysteries of Dionysos,

the representative of their setting. This is proved by a number of in-

scriptions that even record the rank of a "chief cowherd" (archibouko-

los). Surrounded and served by their own boukoloi, the divine Diony-

sian pair, Sabazios and his lady, came from Asia Minor to Athens at

a time when they could not hope to be admitted to the state Bouko-

leion.216 The chorus of boukoloi in a play by Kratinos, a representative

of the Old Comedy, probably related to the new cult. It began with a

dithyramb.217 The Sybilline oracle according to which a Dionysos cult

was to be founded in Perinthos on the Hellespont with the mystic

sacrifice of a kid was cut in stone by an archiboukolos represented by

a chief initiate (archimystes).218

We learn more from inscriptions in Pergamon, dating from the rule

of Attalos I and his successors in the third and second centuries B.C.219

These inscriptions mention an archiboukolos, boukoloi, hymn teachers

(hymnodidaskaloi) and sileni (seilenoi) in the cult of Dionysos Kathe-

gemon, probably founded in honor of the tutelary deity of the royal

215 Quandt, Orphei hymni I 10 and XXXII 7. See A. Dieterich, "De hymnis
orphicis," pp. 70 ff.; his reference to the Boukoleion of Athens is on p. 77.

216 See Aristophanes, Wasps 10: TOV CCUTOV ap' £pol |3ouKoAeTs Ic$d£iov.
217 Kratinos, fr. 18 (in Edmonds, I, 28-29). See also Dieterich, "De hym-

nis," p. 76.
218 Dieterich, "De hymnis," p. 7 2 : IireMioq EunSiq dpxiPouKoAoq 'HpctKteiSou

'AXe^dvSpou dpxinucnrouvroq.

219 See Quandt, "De Baccho ab Alexandri aetate in Asia Minore culto,"
pp. 123 f.
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family.220 It would seem that wherever a Dionysos cult with mysteries

was introduced, sacral "cowherds" took over the function performed

in Athens by the Boukoleion and presided over by the archon basileus.

They created a symbolic boukoleion for the god and his consort. In

Pergamon they performed dances when the "divine pregma" was cele-

brated—every second year in accordance with the trieteric order.221

In view of the scantiness even of these inscriptions, it remains

hypothetical whether the pregma, or mysteries, were of the same kind

as in Athens. The traces of the cult, however, lead into the halls of the

royal palace. Though the Dionysos cult of the Pergamene kings seems

to have been a private family cult,222 it nevertheless required boukoloi.

The role of the queen is not mentioned and one would not expect it

to be mentioned, for it must have been self-evident. The failure to

mention women in a Dionysos cult can only signify a gap in the tradi-

tion. This gap is bridged in a sense by two large Dionysian monuments

in Italy. One is an inscription near Rome; the other, murals in the

Villa dei Misteri at Pompeii. They show a matrona or domina in the

same position as that of the Athenian queen in the state Dionysos cult.

A good deal can be learned from the first of these monuments, the

inscription of a priestess of Dionysos in the vicinity of Rome. This

priestess was a lady of high degree, whose consular family had an

estate in the Alban mountains in the second century A.D. Her name has

been reconstructed very probably as "Agripinilla,"223 and her con-

220 E. Ohlemutz, Die Kulte und Heiligtiimer der Gotter in Pergamon, pp.
90 ff-

221 This appears twice in the inscriptions cited by Quandt, "De Baccho,"
l o c . c i t . : oi xopeucrocvTEq POUKOAOI *rr|v ETT' GCUTOG TpiETr|pi8a.

222 Ohlemutz, Die Kulte, p. 96.
223 A. Vogliano, "La Grande Iscrizione Bacchica del Metropolitan Mu-

seum," pp. 218 ff.
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nections with Lesbos have been disclosed. Her father Marcus Pompeius
Macrinus, eloquently surnamed Theophanes, came from that large
Greek island. He and Neos Theophanes, Agripinilla's brother, to judge
by their surnames must have had something to do with apparitions of
gods, personal religious experiences. Agripinilla herself was surrounded
by a Dionysian thiasos, probably composed of her familia in the ex-
tended sense, comprising relatives, clients, and slaves. Five hundred
initiates (mystai) set up the statue for her; the statue itself was not
preserved but only the Greek inscription giving the names and dig-
nities of the members of the Dionysian community. In all likelihood
Agripinilla was its founder.

The thiasos consisted of men and women, as it happened, more
men than women. Their functions in the mysteries are indicated by
their dignities, though these are not always intelligible to the profane.
There is a wide range of degrees and offices. In addition to Agripinilla,
two priestesses are named, both from the noble family of the Manlii.
There were three archiboukoloi, seven "holy boukoloi" (boukoloi hieroi),
and eleven plain boukoloi. The hierophantes, who probably proclaimed
the events of the mysteries after the manner of the hierophant in Eleu-
sis, bore the name of a slave: Agathopous. More noteworthy are two
other persons, a man and a woman, in two different functions.

A hems by the name of Macrinus is first on the long list of initiates
given in the inscription. According to the known genealogy, he may
have been Agripinilla's brother, but it seems more likely that he was
an otherwise unknown nephew.224 The men of the family old enough
to possess authority, probably including Agripinilla's brother, formed

224 Vogliano, p. 223. F. Hiller von Gaertringen, "Neue Forschungen zur
Geschichte der Epigraphik von Lesbos," p. 112, is mistaken. Heros in this list
cannot refer to any deceased.
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the college of priests. The heros, however, it may be assumed, took the
role of the expected god, the "Heros Dionysos." The god himself is
designated in inscriptions relating to the mysteries of Dionysos as
"Theos Dionysos."225 Ordinarily a god mentioned by name is not termed
theos without some special reason.226 Such a reason was present when
someone played the part of Dionysos in the mysteries; then the true
Dionysos had to be called Theos Dionysos. The most detailed inscrip-
tion concerning a Dionysian thiasos of a still later period, the third
century A.D., names Dionysos without theos, and in this case he was
definitely a man appearing in costume.227 Agripinilla was surrounded by
bakchoi and bakchai of various degrees; a Dionysos Archebakchos, "a
Dionysos who leads the bakchoi," is known to us from another inscrip-
tion.228 Here the only possible mortal Dionysos is the heros, and he, as
we have seen, heads the list of initiates.

The most striking person of all on the list given in the inscription
is a woman who, coming after three liknon bearers (liknophoroi),
apparently in the order of the procession, bore the phallus and is desig-
nated as phallophoros. The role of the phallus in the mysteries, which
were presided over by priestesses—two Manliae in addition to Agripi-
nilla—is not concealed. More veiled is the role of the heros, the human
manifestation of Dionysos. The Athenians trusted in the visionary
power of their queen and her contact with the phallic idol. There is
no reason to suppose that a notorious incident, recorded in Roman
history, was imitated in the mysteries of Agripinilla, supervised as they
were by a worthy college of priests drawn from her family. There were

225 Quandt, "De Baccho," pp. 153, 161; Nilsson, Dionysiac Mysteries, p.
53, note 47.

226 See Kerenyi, Griechische Grundbegriffe, p. 19, note 75.
227 Nilsson, Dionysiac Mysteries, p. 60.
228 Ibid., p. 9.
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assuredly gradations between a visionary symmeixis and a consum-
raatio matrimonii with a young representative of the god.

The famous incident led in the year 186 B.C. to the prohibition in
Rome of the mysteries of Dionysos that had been making their in-
cursion from Etruria. The gist of the story told at excessive length
and none too clearly by Livy is that for the secret cult of Dionysos
the women needed a young man of no more than twenty.229 The mys-
teries took place by the Tiber, in the grove of "Stimula," a cover figure
who was interpreted as "Semele,"230 but whose name is a feminine
form of stimulus, "goad" or "spike." The young man was needed for
abuse by the bacchantes. His mother was willing, but his beloved pre-
vented it. The case finally came before the Senate which then handed
down its decision against the Bacchanalia. Such excess, as the last
form of decadence, is a part of the over-all picture. The unique monu-
ment in Pompeii, however, gives a much clearer picture of the true
matronae and dominae of dignified mysteries.

This monument consists of the painted walls of a large room in
the so-called Villa dei Misteri in Pompeii, which, through great art that
is a far cry from copying, convey the dignity of the secret cult. The
murals show the matrona, or domina, of the house observing the prepa-
rations for the mysteries. Her meaningful presence dominates the
painted frieze which has preserved its radiant colors since roughly
60 A.D. To us her person is in every respect a connecting link, both his-
torically and in terms of place. Historically, she points back to the
queen of Athens who received the god, though not in her own house
like the matrona, but in the "bull stable" of her husband, the king.

229 Livy XXXIX 18 3 ff.
230 Ibid., 12 4. See also Ovid, Fasti VI 503 (dubium Semelae Stimulaene

vocetur); CIL VI 9897 (ab luco Semeles).
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As in the official Athenian rite, there was no need in the matrona's

situation for the boukoloi we encounter in a later day on Agripinilla's

country estate. The room at Pompeii, wide open in two directions, could

not have served for mystery ceremonies to be participated in by per-

sons of various ranks but nevertheless to be kept secret. This room

could serve only for preparations. It was permissible to depict the

preparations, not the mysteries themselves.

The lady is sitting at the head end of a bed, but only half the bed

extends into the picture, that is, into the room where the preparations

were being made [106]. This signifies a connection between the room

and the adjoining cubiculum, the bedroom of the domina and domi-

nus.231 The connection exists not only in physical fact but also on the

higher plane of mystic events, which the painting introduces into

both rooms. To quote the words of the archaeologist who has observed

the scene most closely: "The cubiculum is the only room in the whole

house whose painting corresponds, both in form and content, to that

of the large room with the frieze: here too the figures and groups of

the thiasos, mingled with mortal women, move before the red wall

mirrors like living images before the beholder, while discreet little

priapic sacrificial scenes are embedded in the upper part of the wall

of the one bed niche."232 These scenes are painted windows which

open out on such views in the landscape; one is crude and rustic, the

other, more fanciful [ 107,109].

"Here everything is naturally adapted in size, composition and

rhythm to the small size of the room, but may, if we choose, be taken

as a kind of prologue to the larger and more magnificent painting of

231 See R. Herbig, "Neue Beobachtungen am Fries der Mysterien-Villa in
Pompeji," pp. 39 f.

232 Ibid., pp. 51 f.
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the frieze. Or, if we prefer to reverse the relationship, we may regard
the painting of the bedroom as a kind of condensation, a transposition
of the great symphony into a more intimate chamber music. In any
case it is evident that the two go together; the two rooms form a unit,
not only architecturally but also from the standpoint of decoration
and utility: a marriage chamber with its ceremonial vestibule." And,
our observer adds, "women must have played the leading role both in
the conception and in the utilization of these rooms."233

Indeed, we must go further and observe that apart from Dionysos
and a boy, the male sex is represented in the murals of both rooms only
by mythical Dionysian figures. In these rooms any other man could be
only a representative of the god, not a person in his own right and
surely not a representative comparable to the youth in Rome who
caused the prohibition of the Bacchanalia. Accordingly, the question
of where these preparations were taking place assumes a special im-
portance and cannot be answered on the basis of purely archaeo-
logical considerations.

The large room is intended for all the preparations; this at least is
the only hypothesis that makes it fully intelligible. The lady's gaze
rests thoughtfully on the bride, who is separated from her by a wide
door and from the continuous frieze by a large window. It is not the
domina, a woman of indeterminate age, who is preparing herself, but
the bride, who is decking herself out for the wedding [108]. The domina
is merely thinking back to the days before she was initiated, and to
the day of her initiation.234 She herself is in a sense the bride. The art
of the painter—who may have had a great model before him but, as
we said, did much more than copy—does not clearly express any in-

233 Ibid., p. 52.
234 A. von Salis, "Pompejanischer Beitrag," p. 92.
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dividuality yet does not exclude it. The bride's gaze rests on a young
woman in an advanced state of pregnancy in the opposite frieze
[HOB], who, holding a tray to be used in a sacred action, is approach-
ing a group of three women who are engaged in preparations for the
rite. One of them, who is seated, might be the domina again. Preg-
nancy will follow marriage and the boy this young woman is carrying
in her womb might, even in this state, be a little Dionysos. In the first
group of the frieze he is a nude boy standing between two women,
reading in preparation for his initiation [IIOA]—to judge by his face,
a terrible initiation, the outcome of which is not contained in the scroll
he is holding. Probably the dark-clad woman, the first figure in the
frieze (she may be the domina), will direct the initiation ceremony.
The other woman, affectionately stroking the back of the boy's neck,
is holding a second scroll, which probably contains an account of the
happy outcome.

All this could have taken place, in this room, perhaps over and
over again, but strangely enough something else enters in, as though
the whole scene were being enacted on a stage. Ordinarily Pompeiian
painting opens up the houses: the eye looks through into the open
countryside.235 Here the red squares (in Herbig's description, "mirrors")
of the background, separated by greenish-black borders, are opaque
[HOB]. In front of them, like stage props, stand boulders on one of
which a pair of shepherd children, half human, half satyr, are seated.
The boy is playing the syrinx; the girl is nursing a goat at her breast—
a sign of the Dionysian state. Also in this state and likewise seated
on boulders, two aged sileni are instructing young satyrs and initiating
them into satyr manhood [HOB/HOC]. One silenus is their teacher in

235 See Kerenyi, "Pompeji und der Zauber der Malerei," Werke, II, 209-
212.
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lyre playing and song; the other is performing the initiation ceremony.
The content of the ceremony is that in a silver bowl, serving as a con-
cave mirror, the boy to be initiated sees a reflection not of his own
face but of a crude silenus mask which is being held aloft by another
boy, probably already initiated.236 The initiate is being prepared for
the thiasos with Dionysian women.

His preparation corresponds to that of the bacchantes. That it is no
simple matter may be inferred from this series of representations. The
phallus, set up in a liknon, is not unveiled, but the goddess Aidos
(Shame), with dark wings like the night,237 strikes a blow [HOD]. One
of the candidate bacchantes runs away [HOB]; she does not accept
the Dionysian world. Behind her the youthful satyrs make their prepa-
rations in vain. Another bacchante, with the devotion of a novice,
receives the goddess' blow on her bared back [HOE]. This is the mys-
tery beating that the maenads received at their initiation as advance
punishment for a cruel deed. Kneeling, the novice buries her head in
the lap of one of three Dionysian women, a group of noble young
feminine figures who as bacchantes occasionally became maenads in
their mysteries. The seated woman lays her hand on the head of the
one who is being beaten. The second brings her the thyrsos which
she, having been beaten and initiated, will bear. The third, nude, hold-
ing cymbals over her head and striking them, summons an invisible
band to the dance. This too is a gesture of preparation. But the gesture
with which she takes the first dance step is that of one who has been
fully liberated, unveiled in her perfection.

236 See Kerenyi, "Man and Mask," pp. 151 ff.; Herbig, p. 43.
237 Aidos can be conceived of as a daughter of Night, like Nemesis in

Hesiod, Theogony 23—24, with whom she is also closely connected in Works
and Days 200. She guards the secrets that belong to the night.
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One archaeologist interprets these paintings as a representation
of "the life of Greek women in its mysterious tenderness";238 and an-
other, of "the life of women in the upper-class society of Magna Grae-
cia."239 It would be more correct to speak of a feminine society molded
by the mysteries of Dionysos, a society whose ideal is represented by
the divine pair in the center, dominating the room [HOC]. They too
are in a state of preparation. The truly central figure (though the
painting here is badly preserved) is the enthroned woman and not
the ivy-wreathed boy reclining, rather than sitting, on a narrow chair
placed beside the throne. He is her Dionysos, characterized as the
heros.240 He is wearing only one sandal. Thus, he is a monosandalos
in the manner of daring heroes and warriors, who established com-
munication with the underworld by going into battle with one bare
foot.241 The right sandal of the long-haired young Dionysos lies below
the step of his mistress' throne. It is not entirely certain what mytho-
logical name she should be given. Ariadne would require a different
arrangement, for in relation to Ariadne, Dionysos should occupy the
higher level, to which she would first be raised by her divine husband.
The name "Semele" is quite possible for the enthroned woman,242 but
then she would be a Semele combining the dignity of the mother—
the primordial image of the mother as Great Goddess and mother of
Dionysos—with the happiness of the wife. The myth relating that un-
der the name "Thyone," Semele became her son's bacchante243 points

238 L. Curtius, Die Wandmalerei Pompejis, p. 370.
239 Herbig, p. 39.
240 This characterization was noted by Curtius, p. 336.
241 See Frazer's edition of Apollodoros, The Library, I, p. 94, note 1.
242 Suggested by P. Boyance, "Le disque de Brindisi et l'apotheose de

Semele," p. 202. Opposed is F. Matz, "Ariadne oder Semele?" pp. 110-11.
243 Diodorus Siculus IV 25 4; and Apollodoros HI 5 3. See also Homeric

Hymns I 21.
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to the dual quality of the Dionysian woman initiated as queen of Athens

or as priestess: she was at once the god's mother and his bride, in a

transcendent dual relationship. The woman on the throne seems to

meet this requirement. Might the picture not disclose the features of

the domina if this part of the painting had not been destroyed? The

question is justified, but cannot be answered.244

The picture of the divine pair points to a higher marriage, like the

symmeixis of the Athenian queen. Was theirs the marriage in the ad-

joining room? Perhaps the narrowness of the door leading into this

room is significant [in].245 The legitimacy of the marriage between

the lord and lady of the house is itself expressed in the paintings. The

marriage document, a double tablet, is standing beside the lady on

the bed246 which extends into the cubiculum [106]. And in the cubicu-

lum, the lady, wreathed and looking grave but in rather informal dress

that leaves her shoulders bare, stands holding a document in her left

hand [112F].247 Here—as [112A-112F] will show—in her quality of ma-

trona, she is joining a dispersed Dionysian thiasos. In the room of

preparations there is no hint of drunkenness. It is otherwise in the

cubiculum, but not with the domina herself.

In Athens the drunkenness of the men at the Anthesteria and the

reception of a drunken Dionysos by a woman left at home alone, even

the staggering of another Dionysos supported by a silenus [113],248

were lesser mysteries compared to the "divine pregma" that took place

244 Also destroyed are: two slender feminine figures and a large pole
which the woman who uncovers the liknon carries over her shoulder. A possible
—perhaps the only possible—interpretation is a frame such as that used for
the mask and garment of the Dionysos idol; see above, ch. VI, at note 102.

245 Herbig (p. 14, note 1) calls this narrow door a "Schlupfpforte."
246 Herbig, p. 39.
247 A. von Salis, "Pompejanischer Beitrag," pp. 90 ff.
248 Deubner, Attische Feste, p. 97. See also [100].
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in the Boukoleion. Presumably the same situation prevailed in the

Greek cities of southern Italy. A bell krater from Thurii clearly shows

the division between the higher and the somewhat lower mysteries

[114]. This painting shows, sitting enthroned to one side of an Ionic

column, a nude Dionysos with horns; he is the divine bridegroom in

his boukoleion. The woman who crowns him takes the place of the

basilinna. Outside, on the other side of the column, stands a young

man in conversation with a woman who seems to be calling him

back to her.249

The dispersed thiasos which the domina of the Villa dei Misteri

joins is characterized by drunkenness. It is "dispersed" because its

members are situated in different fields of the mural. It is headed by

a fat old silenus,250 who is trying to look potent but is unable even

though a satyr is helping him [112A]. After him comes Dionysos as a

nude drunken youth, supported by a silenus [112B]. There follow two

maenads in loose garments with dance movements that are anything

but wild [112C/112D]. The painting of a third maenad is in a poor

state of preservation. She seems, however, to be only lightly veiled

and is perhaps conceived as a pendant to the young Dionysos.251 The

next to last figure in the murals is a naked young satyr, his foot

raised in a long stride [112E]. Then finally comes the lady, who hesi-

tantly and looking somewhat surprised is following the thiasos [112F].

Her marriage will be the fulfillment of Dionysian mysteries, but surely

only of substitute mysteries, accessible by a back door. From the state

of the male figures it can be inferred that there was drinking in the

249 See E. M. W. Tillyard, The Hope Vases, pp. 115 ff.
250 This is the order according to Von Salis, "Pompejanischer Beitrag,"

p. 89.
251 See A. Maiuri, La Villa dei Misteri, p. 178.
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larger room, probably from a krater placed in the center. The krateri-
zein was a sacred Dionysian action, and since it was no secret it is
known to us from many representations as a preparation for the
greater mysteries. The word itself is attested in Athens in connection
with the mysteries of Sabazios.252 The reality is represented on Attic
sarcophagi, with children imitating the Dionysian action [115].253 Over
all these preparations hovered the great mysteries.

The influence of the Anthesteria in southern Italy can be followed,
as though by fossile traces, with the assistance of the choes that
were manufactured there.254 To these are related other painted vases,
such as the one from Thurii [114]. The two great Italian monuments
of bios, the murals in the Villa dei Misteri and the inscription of Agripi-
nilla, show how little account life—not only naked zoe, but also the
simplest human manifestations of life and especially the life of women
—took of the prohibition of the Bacchanalia in Italy. Under Julius Cae-
sar this prohibition had been explicitly lifted.255 The great number of
Dionysian sepulchral monuments also bears witness to Dionysian bios.
Such monuments include the vases for burial with the dead. Many of
these provide pictorial texts which, once we sense that they are texts,

252 Demosthenes XVIII (De corona) 259.
253 A krater is at the center of a band of Dionysian boys on one of these

sarcophagi, the sarcophagus with the so-called children's komos. This, however,
is not a komos but a deceased boy's first initiation, which is to be followed by
another. A list of these sarcophagi was compiled by F. Matz, Ein romisches
Meisterwerk, pp. 82-84. Clear examples are nos. 2, 10, and 29. Compare the
details that are common to the sarcophagi and the choes (Matz, p. 101). Matz
goes too far, however, when he expresses the opinion that the "children's komos
of the Attic sarcophagi finds its explanation as a representation of the Choes
feast."

254 Van Hoorn, Choes and Anthesteria, pp. 30 ff.
255 Servius' commentary on Virgil's Eclogues V 29. See also F. Cumont,

Les religions orientales dans le paganisme romain, p. 198.
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can be read. They are purer texts of the Dionysian religion in regard

to the state after death than are the representations on the plaques

or disks found in the tombs of Crete and southern Italy. These last

combine the Dionysian apotheosis, attained through the Orphic use

of the mystic kid sacrifice, with conceptions of the afterlife that origi-

nally had nothing to do with the religion of Dionysos.256 In the pictorial

text of countless vases, the Dionysian religion stands by itself.

The pitchers used at the Choes, however, do not take us beyond

Naples. It is interesting to note that there are very few such pitchers

among the archaeological finds of Etruria or in the Naples Museum.257

Vases with other forms of Dionysian representation were distributed

over a much larger territory. This means that in Italy as well as in

Greece these pitchers pertained only to a particular festival and that

this festival was celebrated only in certain Greek cities of southern

Italy. It must have been a feast of all-souls related to the Athenian

Anthesteria. One of these choes from Italy shows—through a siren

approaching the sacrificial altar—a connection with the realm of souls,

and the picture on a larger vase even indicates that this form of vessel

was used in the funeral sacrifice.258 The conception of the departure

of the youthful dead, especially women, as an exodus from the city

to Dionysian nuptials—such an exodus is represented on innumerable

south Italian vases—was based on actual departures to private mys-

teries during the Anthesteria. An Italic chous bears the image of a

characteristic figure in this nocturnal exodus: a boy satyr with torch

and situla [116].259 A chous from near Brindisi shows Dionysos and

256 Such conceptions, for example, are those regarding the sources of
forgetfulness and of memory. See Kerenyi, "Mnemosyne-Lesmosyne," Werke, I,
311-22. / On the dischi sacri, see further ch. VI, at note 322.

257 See Van Hoorn, Choes and Anthesteria, pp. 51 f.
258 Ibid., figs. 403, 406. 259 Ibid., fig. 404.
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his female companion on a couch served by a boy satyr [117].260 The
vases with these scenes were found in tombs, and it was for this pur-
pose no doubt that they were manufactured in such quantity. The
spread of this conception required vases for burial with men as well
as women; or better still, vases with pictures of two kinds that could
be buried with persons of either sex.

A happy and unique find is a krater in the Naples Museum, be-
cause the painting is clarified by an inscription [118].261 A winged
youth throws a colorful embroidered ball to a hesitant woman. Look-
ing outward but at the same time inward, she is resting one hand on
a stele which bears the inscription. This stele is a horos, a boundary
stone, and here it probably marks the boundary of the hesitant woman's
home country, which she, wearing no ornament and lightly clad, must
now leave. She does not reach for the ball, but looks with the shadow
of a sly smile at the messenger who has thrown it to her. She will go.
On the other side stands a woman with a grave expectant face, hold-
ing out to her a mirror and a tainia, a festive ribbon. The woman who
thus hesitates is not a hetaira; she is a bride-to-be, but one who already
knows. She would prefer not to travel this road.

Who the winged youth is and what the ball means we are told in a
well-known poem by Anakreon:

Eros with the golden curls
Throws me the purple ball
And calls me to play with
The girl with the bright-colored sandals.262

260 See G. Marzano, 11 Museo Provinciate: Guida, pi. XXVII; RM, LXX
(i963),pl.XLIII.

261 The importance of this monument was recognized by J. J. Bachofen,
Gesammelte Werke, VII, 64. See also Kerenyi, Bildtext einer italischen Vase in
Giessen, pp. 334-48.

262 Anakreon, fr. 5, in Diehl, Anth. lyr.; see also Kerenyi, Bildtext, p. 337.
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It is Eros—golden-curled in Anakreon, here dark-haired—who summons

the girl to the game of love with his ball. The ball is an erotic message.

Whence and whither? Eros is only the intermediary. What the hesitant

woman thinks we are told by the inscription on the boundary stone:

"They have thrown me the ball"263—"they" in the plural, not any definite

individual, even if the bridegroom is waiting in the background. .The

plural does not befit the language of ancient erotic poetry, but it does

that of sepulchral epigrams: "The goddesses of fate . . . led me down

to Hades."264 Ordinarily they sent a messenger to act as guide, in this

case, Eros. Often it was Hermes, the guide of souls. The woman to

whom the daimon of love has been sent as messenger and guide still

hesitates to accept death fully, though it has already taken possession

of her. She is unwilling, but she goes nevertheless to the great erotic

adventure. For such was death in the atmosphere of the Anthesteria.

Eros with the ball is an aspect of death.

A series of vase paintings shows us the rest of the story as—so we

must assume—it was set before the painters of the pottery works, in

model books.265 The painters were free and at the same time restricted.

Although they never copied their models exactly, they nevertheless

followed the main lines of a coherent pictorial text representing a story

with its own inner logic. If the deceased woman was lightly dressed

and without ornament in starting on her way to the Dionysian nup-

tials, it meant, according to this conception, that her adornment—

which in the picture with the inscription is suggested by the woman

waiting with mirror and tainia—would follow. The painting on a bell

263 The inscription was read correctly by J. Millingen, who first published
the vase; see his Ancient Unedited Monuments, I, 30: Teadv noi TOV <7(t>aTpav.

264 Kerenyi, Bildtext, p. 338.
265 See K. Schefold, "Buch und Bild im Altertum," pp. 104 ff.; E. Bielefeld,

"Zum Problem der kontinuierenden Darstellungsweise," pp. 30 ff.
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krater in Lecce shows a woman who is no longer hesitant but willing
[119]; already in festive garments, she is washing her hair in the
presence of two delicate nude Dionysian youths. The one, with a festive
band round his head (he is thus a mitrephoros) holds the thyrsos and
the burning torch for the night journey. The other holds a basket, the
contents of which are destined for the impending sacrificial banquet,
and a strigil, the brush with which athletes cleansed themselves; in
this context it identifies him as the other's younger companion. Are
they ordinary youths? Or rather does not the mitrephoros with the
thyrsos represent Dionysos as bridegroom? Here we have already
passed the boundary stone dividing "mortal" and "immortal."

Though the willing woman on another krater in Lecce is also mak-
ing use of a mirror and arranging her hair, there can be no doubt that
two divine beings are visible beside her [120]. One is a silenus from
the Dionysian sphere. He holds out to her a perfume bottle and an
apple, evidently sent by the waiting bridegroom to whose retinue he
belongs. On the other side of her, Hermes is on the point of leaping
away, impatient to escort the bride. He is carrying a folded sheet for
the marriage bed; such a sheet is included in the bride's dowry on
the votive tablets from the sanctuary of Persephone in Lokroi in south-
ern Italy.266 This sheet lends the psychopompos a double meaning;
Hermes is a guide both to souls and to brides. The basin in the center
alludes to the bridal bath, and the objects to the right of Hermes are
probably krotaloi, Dionysian instruments which the bride will hold in
each hand in her maenadic dance before the god. After the dance she
will probably rest on the bed with Dionysos and refresh herself from
the bowl that the satyr boy gave to her on the Brindisi chous [117].

266 See P. Zancani Montuoro, "II corredo della sposa," pp. 37 ff.
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Bearing another instrument characteristic of Dionysian dancing girls,

a large tympanon, she is shown following the winged Eros in the pas-

sionate representation on an Apulian amphora in Bonn. It is on the

basis of this painting that an erotic Dionysian abduction was for the

first time recognized to be a journey to death [121].267 With the gesture

of his left hand, Eros is drawing her after him—and the resisting ges-

ture of her right hand is unmistakable.

A bride such as this one with the tense, frightened face, followed

by the escorting boy with a wreath—the wreath of Ariadne!—is not be-

ing led to an ordinary wedding. With this escort and this expressive

face she can only be going to a mystery. With his right hand the winged

Eros beckons to those who have remained far behind; it is a gesture

of farewell, farewell to the thiasos. In the vase paintings of the south

Italian group from which all the examples cited here are taken, we can

also discern the details of the exodus in which only a few persons

participate, the executants of a particular ceremony separate from

the general thiasos in the open. The two possibilities presented by this

ceremony—"earthly love" with a mortal silenus and "heavenly love"

with the god—are indicated in exemplary manner by a work of the

Meidias painter.268 The exodus to the "earthly marriage" is represented

on a krater in Barletta [122].269 The little procession consists of the

couple—a mortal silenus and his torch-bearing bride, hand in hand—

and those who will take part in the ceremony. They are going out of

the city, as is shown by the fact that the wine is carried in a wineskin

with a light situla, a kind of pail, rather than in a krater which is hard

267 See E. Langlotz, "Eine apulische Amphora in Bonn," pi. IV.
268 See [96], also [97A/97B].
269 Published by F. Bartocchi, "Un nuovo cratere a campana del pittore

di Amykos," pp. 193 ff.
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to carry and rarely occurs in these scenes. The none too decorative
situla, from which the wine is perhaps drawn with a drinking horn,
is also characteristic of the "heavenly nuptials."

People do not go to "heavenly nuptials" hand in hand. To a divine
encounter one is called, seduced by a superior power. Where a living
person is concerned, this person will achieve the telos in a mystery
ceremony through the gamos. Just this happens in the death of young
people. Dionysos lured them and also summoned them with a bell;
he is shown thus luring a woman on a krater in Ruvo [123].27° She
follows him with the tympanon which will accompany her dance when
she sues for the god's love. Her face expresses the magic spell that
has come over her. One of the two sileni, representing the servants
who accompany her, bears both torch and situla. On a bell krater in
Lecce a youth, naked except for the cloak thrown lightly over his shoul-
ders, is standing before a seated woman; she is the divine maenad
from whom he desires fulfillment [124]. He has arrived as though
from a journey, and the egg he brings her is the egg that is buried with
the dead.271 She is awaiting him with a large thyrsos; a silenus holds
another behind her. He also holds a wreath in preparation for the mar-
riage which is to resemble that of Dionysos to Ariadne.

Throughout southern Italy the name "Ariadne" suggests itself for
Dionysos' divine partner, into whom the female deceased are trans-
formed, while the males are transformed into Dionysos. On a large
bowl in Ruvo she is borne heavenward by two winged Erotes [i25].272

One holds the torch. The other holds the situla, a certain indication

270 See H. Sichtermann, Griechische Vasen in Unteritalien. Aus der Samm-
lung Jatta in Ruvo, pp. 36 f.

271 See Juvenal, Satires IV 84.
272 Sichtermann, Griechische Vasen, p. 54.
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that the subject was originally a mortal, just as Ariadne in the classical
myth was the mortal daughter of a king. Mortal men are awaited by
immortal maenads. On a krater in Lecce a stately seated feminine
figure, holding a tympanon in her left hand as a sign that she is a
maenad, welcomes a timid youth and hands him a bowl of the wine
which a silenus is pouring from a wineskin into a situla [126]. The
youth already bears a branching, flowering thyrsos, but the mystery of
his transformation into a true Dionysos is still to come. In other paint-
ings a maenad lures and leads a youth who is already fully equipped
as a young Dionysos. On a krater in Barletta he holds not only the thyr-
sos but also a kantharos in the manner of a Heros Dionysos [127]; on
a krater in Bari he holds a cluster of grapes [128]. On a large bowl
similar to that showing the erotic ascension of an Ariadne,273 the ways
of initiation of both a man and a woman are indicated. On one side
the woman, already holding the tympanon, is being lured by a torch-
bearing Eros and a maenad [129A].274 On the other side, the youth is
sitting beside his tomb as heroified dead sit beside their monuments
in vase paintings [129B]. Behind the tombstone—it is at the same time
a boundary stone, as always in this type of representation—stands the
luring maenad with a tympanon; behind her stands an already initiated
youth bearing clusters of grapes. Both sexes achieve the same Diony-
sian apotheosis in death.275

The luckiest find among these relatively early sepulchral relics of
the Dionysian religion is the pointed amphora with continuous paint-

273 See [125].
274 The appended name was read by J. Thimme; see note 275, below.
275 The fish in the painting on the inside of the bowl [129c] can be related

to another kind of apotheosis, Urwasserseligkeit (the term is mine). See J.
Thimme, "Rosette, Myrte, Spirale und Fisch als Seligkeitszeichen," pp. 156 ff.
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ings in Giessen [130A-130E],276 probably dating from the third cen-
tury B.C. (The south Italian vases we have been discussing up to now
are from the fourth century.) We know for sure that the Giessen
amphora was found in Italy, though we do not know exactly where.
Its sepulchral use is certain. The handles are two double snakes which
seem to be tasting the liquid that was contained in the vessel and
served as a libation for the dead. This pointed amphora was set on a
stand or buried in the ground up to the bottommost stripe. The tomb
in which it was found may have been near Rome. In any event, as the
realistic treatment of the nude female body and of the phallus affixed
to the pillar indicate, it must have been situated in a region where
Etruscan art prevailed.277 The nude woman leaning against the pillar
has been mistakenly interpreted as Aphrodite. An Aphrodite with such
an attribute would be incompatible with this series of figures, all the
rest of which are fully consonant with Greek artistic conceptions. The
fact that there is a series of figures makes this a very unusual instance
of a single vessel bearing a continuous pictorial text. The painting has
been rightly compared to the frieze in the hall of preparations in the
Villa dei Misteri.278

We must regard as the front of the vase the side on which the end
and the beginning of the way of initiation came together.279 The end
of the initiation is represented by a nude, wreathed woman leaning
against the phallus pillar; she turns toward the viewer and is holding
out her right hand [130E]. An almost wholly covered woman with an
ineffably sad facial expression stands for the beginning [130A]; her

276 Published by W. Zschietzschmann, "Die Giessener Spitzamphora,"
pp. 115 ff.; also see Kerenyi, Bildtext, pp. 344 ff.

277 See Bildtext, pp. 347 f.
278 Zschietzschmann, "Die Giessener Spitzamphora," pp. 119, 120.
279 See Kerenyi, Bildtext, pp. 344, 347.
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sadness is that of one who has died young. She is being lured by a
little Eros who is holding out a bird to her and by a girl flute player
who is to accompany her on the way. On the back of the amphora,
another sphere is delimited by two trees. The first figure behind the tree
can only be the woman who was so sad before [130B]. Her head is no
longer covered; beside her a swamp bird denotes an atmosphere of love,
as did the Eros with his bird. Naked and wreathed in ivy, Dionysos is
awaiting her on his couch [130c]. A serving woman hangs a garland
over the couch; only the preparation for the marriage is represented.
On the Brindisi chous, the bride is welcomed by a Dionysos lying on
a couch in very much the same way [117].280 Later, as mistress,
wreathed in ivy, she sits on a special chair or on the end of the bed
[130D]. In the model books she may have held a thyrsos or more prob-
ably a scepter. In this painting she merely holds her right hand up-
ward, but the similarity to the domina of the Pompeiian frieze is
striking.

Here again, on the Giessen amphora, the unveiled perfect bacchante
is not absent. She stands in front of the tree delimiting the scenes on
the back of the vessel, revealing herself with a gesture that seems to
say: "Here I am again, look at me!" [130E]. She is nude and wreathed
in ivy. Her garment lies on the pillar, the nature of which is empha-
sized by the phallus. She can be no other than the sad woman who,
having been lured away from bios, has experienced a Dionysian mar-
riage and become the ivy-wreathed mistress on the other side. The
painting on a vase from Aderno in Sicily shows a similarly covered
or veiled bride—or dead woman—enthroned, with a little Eros in the

280 This chous—from the Canessa collection—is, according to Van Hoorn,
p. 158, in the "early Kertsch style," surely not designed for the Attic usage.
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background [131 A].281 On the other side of the same vase, we see the
more-than-half-naked bacchante sitting on a stone and looking back
at her former veiled state [131B]. On the pointed Giessen amphora the
pillar with the phallus, which was likewise unveiled for the viewer,
hints so openly at the "divine pregma" that it is probably an indirect,
innocent, and involuntary disclosure of the mysteries of the Bouko-
leion in Athens. In all this the mystery of death is presented as a mys-
tery of enhanced life in a divine marriage.

With such a conception of death the Dionysian religion of late
antiquity divested itself almost entirely of the ethical philosophy of
the Orphics. The terrors of death were overcome by the identification
of a deceased man with Dionysos and by the belief that a deceased
woman gave herself in love to the god. In all ancient literature it has
been possible to find only a single, very late testimony stating that
something was done to frighten the initiand before he was admitted
to the Bacchic mysteries.282 This was a common feature of secret cults
and had no bearing on torments in the underworld. It may have been
introduced into the Dionysian mysteries from elsewhere—from lower,
cruder initiations. In its original significance as a proof of the inde-
structibility of life, the myth of the killing of the child Dionysos re-

281 See A. D. Trendall, "Two skyphoid-pyxides in Moscow," pp. 32 ff.
282 Origen, Contra Celsum IV IO: TOI<; ev TocTq BaKxiTocTq TeAeTOtlq TCC (jxKTiicnra

Kcci TOC SeiiiocTcc TrpoeiadyouCTi. Ni lsson, Dionysiac Mysteries, p. 122, misread the pas-
sage (TTocpEiaocYoucri for irpoeiadyouai), connected it with Plutarch's polemic against
the Epicureans (Consolatio ad uxorem 611 D) , which he misunderstood, and
on this double error based his view that "the belief in the punishments and hor-
rors of the Underworld were integral elements of the Bacchic mysteries." His
mistake was taken over by Matz, and by Boyance ("Dionysiaca," p. 44, note 4),
among others, without examination of the texts. The monuments invoked by
Nilsson refer to the blow in initiation; see my comment in the text at note 304,
below.
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tained enormous importance. The undergoing of the mystic sacrificial
rite was looked upon as a necessary phase in Dionysian bios, as a sym-
bolic act of self-sacrifice whose purpose it was to bring about early
identification with the god.283 The reading boy in the Villa dei Misteri
is being prepared for it, for an act which in the Dionysian calendar
was to follow the mysteries of Choes Night. The performance of this
rite was probably a duty of the Dionysian women, including the youth's
mother.

Athenian boys, whose festival Choes Day was, required no initia-
tion ceremonies in order to appear as manifestations of the god who
would be present in another form on the Night of the Queen. If they
died at this age, they went down to the underworld as little Dionysoi.
They needed no initiation other than a sip of wine—probably their first
—from a small chous which, if they lived not much longer, was put
into the tomb with them as an identification. (This explains the large
number of these vessels in the museums. The child mortality rate was
not inconsiderable in antiquity.) Where the Dionysian religion pre-
vailed as a mystery cult, the mystic sacrifice that served the Orphics
as an apotheosis was taken over, even if the philosophical interpreta-
tion of Onomakritos might not be. As in other mysteries, the sacrifice
and the identification of the mystes with the sacrificial animal were
not represented; the representations show only the preparations for
the mystic rite. Only in one work—a relatively late one, as we shall see
—does a whip stroke give an intimation of the symbolic sacrifice. The
entire happening, everything that was done visibly or invisibly on the
way of initiation, was transferred to the child Dionysos with whom the

283 It is not excluded that Theokritos XXVI 27-29 justifies an excess of
concretization which occurred in Egypt under the Ptolemies, or it may refer
to a mere rumor of a "ritual child murder."
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initiate shared an immanent identity, especially in the grave where
the separation between mortal and immortal ceased to exist.

In a large tomb on Isola Sacra, the cemetery of the harbor of Rome,
we find, along with other mythological scenes, representations of the
initiation of the boy Dionysos. This is shown in four scenes adorning
four wall niches.284 Although these murals were done in the second
or third century A.D.,285 a procession is shown going out of doors as in
the mysteries of the Dionysian couples in the south Italian vase paint-
ings discussed earlier. The procession is led by a panther and a slender,
fine-footed figure, surely not "Hercules" as the ignorant painter wrote
over it, but Hermes [132A].286 There follow, according to the inscrip-
tions, Silenus and then the sacra, the holy accessories, borne by an
ass as was already customary in the itinerant mysteries in Aristopha-
nes' day.287 The last figure in this niche is a Pan-like being, named
"Aegypas" instead of Aegipan. These figures represent an excerpt from
the procession.

In the next niche Liber Pater, the Latin name for the child Diony-
sos, stands wreathed and bearing a thyrsos before an altar [132B];
behind him stands one of his nurses, here named "Nysis oros," Mount
Nysis. Behind the two an area, or ark, containing the mysteria (as the
inscription says), is lying on the ground after having been unloaded
from the ass. The paintings in this niche also include a Dionysian
female double-flute player named "Antiope," and Satur, a satyr. In

284 See G. Calza, "Rinvenimenti nell'Isola Sacra," pp. 156-61.
285 See G. Becatti, "Rilievo con la nascita di Dioniso e aspetti mistici di

Ostia pagana," pp. 14, 36.
286 The figure is interpreted as "Hercules" by U. von Wilamowitz-Moellen-

dorff, "Sepulchri Potuensis imagines," p. 95. "Hercules" occurs again instead of
Hermes in Laudamia; see Wilamowitz, p. 90. The painter probably did not
know the Greek name but only "Mercurius."

287 Aristophanes, Frogs 159: ovoq aywv [
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the next niche Satur is leading the panther; an animal with the thyrsos
is following "Liber Pater Consacratus," Dionysos who has received
the initiation (consecratio);288 and behind him follows Silenus, all
under tall vines. As for the fourth niche, we are told that only feeble
traces of its tree and leaf ornament have been preserved.289 After the
consecration, began the periodic existence of Dionysos in the open
with the maenads290 who were prepared for his coming. To the Diony-
sian consecratio corresponded the maenadic consecratio hinted at in
the Villa dei Misteri.

We can only guess at the secret contents of the ark, the arcana
(as they were called in Latin after their container), and in this broad
historic canvas we must confine ourselves to essentials. In all likelihood
the arcana were essentially the same as the contents of the liknon,
which was often covered with fruits and cakes. The stucco ornament
of a patrician house, which was excavated near the Villa Farnesina
in Rome and is consequently called "La Farnesina,"291 reveals a few
more details concerning the preparation of the initiates, or mystai
[133]. The little initiand, with wholly covered head and holding a
thyrsos, is facing a silenus, the male initiator who is busy with the
liknon which he seems to be covering rather than opening.292 On an
ointment jar in the Florence Archaeological Museum, we see a boy
bearing a covered liknon on his veiled head and approaching a no-
longer-young female initiator who is holding a kantharos, the vessel

288 See Kerenyi, Eleusis, p. 198, note 42.
289 Calza ("Rinvenimenti," p. 156) regarded this niche as the first: "La

prima nicchia di fronte all'ingresso doveva contenere anch' essa delle figure, ma
sull'intonaco rosso son rimaste soltanto debilissime traccie di alberi e fogliami."

290 See Kerenyi, The Gods of the Greeks, p. 258 (Pelican edn., p. 227).
291 See F. Matz, AIONYIIAKH TEAETH, pp. 1394 ff.
292 This action is misinterpreted by Matz, p. 1402.
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characteristic of the young Dionysos, in readiness for him [134].293

The boy's proportions liken him to a small god.
The relation of the Dionysian boys and the male sex in general to

the contents of the liknon is different from that of the Dionysian
women.294 The two architectonic terra-cotta reliefs facing one another
in Hanover show the difference. For the female initiands the contents
are disclosed; the male initiand approaches with eyes covered and the
liknon with phallus is placed on his head [135].295 The liknon on the
head of the boy initiand expresses an identification: the bearer is iden-
tified with the contents of the carried basket. On the stucco relief in
La Farnesina, the liknon is brought in for the initiation of girls, one
of whom is shown caressing a panther in the next scene [136].296

The art of the sarcophagi, which began to flower in the period of
the Isola Sacra paintings (the second or third century A.D.), carries us
further than the smaller monuments showing the exodus to private
mysteries.297 If we could lay hands on the model books used by the
artists, we would have overpowering testimony to the consistency and

293 See E. Simon, "Drei antike Gefasse aus Kameoglas in Corning, Florenz
und Besangon," pp. 21 ff.

294 The parallelism in the stucco figures of La Farnesina was pointed out
by Matz, in AIONYZIAKH TEAETH, but he, however, did not understand the dif-
ference between them.

295 For representations in codices, see Matz, pis. 20 and 21.
296 Ibid., pi. i i ; see also [132A].
297 An example is the so-called Morgan Cup (see Simon, "Drei antike

Gefasse") showing an ass on whose back the mysteria are loaded; also repre-
sented is the preparation of a cult action behind a curtain. The reason for the
curtain is not, as Simon believes, that the contents of the liknon might not be
revealed under the open sky. Horace, Odes I 18 11-13, speaks of his own re-
serve in the face of the ecstatic behavior of the bacchantes who swung the
liknon and freely displayed its contents, as they were permitted to do and as,
in a way, is shown in the Morgan Cup representation; also see [71]. For other
examples of the use of the curtain, see [139], [140], [142].
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coherence of the Dionysian religion as imprinted in Attica. Even in
their fortuitous selection, the works that have come down to us present
a picture of extraordinary richness. And despite their lack of coherence,
they throw additional light on the Dionysian calendar of the Athe-
nians.

The central scene on a luxurious marble sarcophagus in Baltimore
is the triumphal procession of Dionysos, a motif which after the fa-
mous pompe of Ptolemy II pertains more to the history of culture than
to that of religion.298 The lid bears a frieze in three parts, showing the
two births of Dionysos. The first scene shows the "labor of Semele";299

the second shows Zeus, whose thigh an Eileithyia is tending like a
midwife, while Hermes is hurrying off with the child. In the third
scene, Dionysos is represented with his four nurses, one of whom
holds him on her lap [137]. An aged silenus with a very earnest face
approaches him, bowing low. He is bringing the child the mysterious
cruciform structure that was carried about in Athens at the feast of
the Anthesteria, an intimation of Dionysos' impending stay in the
underworld, during which time the mask and garment hanging on
the structure will represent the god.300

Three other reliefs on sarcophagi show Dionysos in the last phase
of his childhood, and two of these suggest the mystic happening that
has been enacted with the nurses since the child's infancy. On a sar-
cophagus in Munich the central motif is the preparation for the child's

298 For the Baltimore sarcophagus, see pi. 47 in Simon, "Dionysischer
Sarkophag in Princeton." / The pompe of Ptolemy II is described by Kallixeinos
of Rhodes, in Athenaios V 197 CD.

299 See [65A/65B] also.
300 For the "mysterious cruciform structure," see I93]. Simon, "Dionysi-

scher Sarkophag," p. 145, calls it a "staff adorned with a large bow."
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bath [138].301 A half-naked maenad is pouring something into the
boiling water in a kettle. The boiling itself is indicated by the surface
of the water. Another maenad is preparing to immerse the child, who
is lying on her lap, in the hot water. The viewer can only infer that
the child is to be cooked. Beside this scene the mystic sacrifice is in-
dicated in another way: the naked boy is riding on a ram and bearing
the liknon on his head.302 This animal, which replaces the he-goat for
the sake of secrecy, is being led to the sacrifice by a youth with a
thyrsos; the two women accompany him. In the third scene, as on the
two other sarcophagi, the little consecratus is standing there.

A sarcophagus in the Capitoline Museum provides, in addition to
the bath, another important hint. A silenus is beating a boy satyr as
though to punish him [139].303 Thus, the symbolic sacrifice would
seem to have involved blows. The instrument employed was a folded
strap.304 The whip in the hand of the winged goddess in the Villa dei
Misteri seems to betoken a similar mystery blow in the initiation of
the maenads. On the Capitoline sarcophagus, there are two additional
scenes along with the two allusive mystic scenes. In the scene on the
far left, the consecratus is standing in his hunting boots; on the far
right, a half-naked maenad is standing before a curtain awaiting the
loving visitor.

The last sarcophagus in this series, one in Princeton, shows three
scenes that may correspond to the Attic Elaphebolion, the "Dionysian
March" which took place in the latter half of our March and the first

301 Simon, p. 137.
302 So also N. Himmelmann-Wildschiitz, "Fragment eines attischen Sar-

kophags," p. 28.
303 See Matz, AIONYIIAKH TEAETH, p. 1452.
304 Two other examples of this usage are cited by Matz, p. 1452, note 3.
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part of our April [140].305 Evidently the three events represented take
place simultaneously. In the scene on the right, the attendants have
almost finished dressing the consecrated little god; in a raised position
he is standing and receiving his insignia. He is already clothed in the
nebris, a small deerskin. A youthful satyr is fastening a hunting boot
on the god's right foot, while two Dionysian women and a satyr are
busy with the bands he will wear on his head and hands. Apparently
his thyrsos, a branching narthex stalk, is being tied to his hand. In the
center scene, according to an archaeological description, two nude
youths sitting on a panther skin are being served by two girls "with
fruits or cakes [probably cakes at this time of year] for refreshment
or as a pastime."306 This description takes no account of the velum
hanging behind the two couples, a sure sign that the entertainment
will have an erotic continuation. In the scene on the left of the relief,
something is being set up by three powerfully built satyr youths: the
aged Dionysos in the form of a herm.

This herm has been defined more closely by Erika Simon: "It de-
veloped from the idol of the mask god familiar to us from Attic vases
of the fifth century. Wooden pole, garments, and mask are here trans-
posed into durable material, stone. The arms, mere stumps on the Attic
vases, are here rendered in their natural form in accordance with the
Hellenistic tradition. The god holds the kantharos in his right hand."307

We know that on Spartan sepulchral steles this two-handled drinking
vessel (the kantharos) was represented as an attribute of the hems.308

Thus, as shown in the Princeton relief, the god is again divided into

305 See Simon, "Dionysischer Sarkophag," p. 137.
306 Matz, p. 1447. 307 Simon, p. 143.
308 On the heros, see above in ch. VI; see also G. W. Elderkin, Kantharos,

pp. 1 ff.
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two, the emasculated "lord of the dead" and the young hunter, and he
remained with the men in their virility. This was a secret happening
in the month of Elaphebolion in Athens, in the background of the
public celebration of the Great Dionysia.

The Athenian tradition which the Attic sarcophagus workshops
passed on to the Romans through models and model books can be
followed up to this Princeton sarcophagus from the early Antonine pe-
riod, the first half of the second century A.D. The tradition would not
have lasted if the corresponding religion in the form of Greek mys-
teries had not also subsisted up to this time—not, to be sure, in its old
style but as a kind of mixture of religious archaism and classicism,
such as marks the style of the so-called neo-Attic reliefs. Thus, we have
come to the end of the field that this book set out to explore: the re-
ligion of zoe in its Greek form. An account of the cosmic, cosmopoli-
tan Dionysian religion, whose last religious book was the Dionysian
epic of Nonnos in the fifth century A.D., would require a separate work.
Here we can merely sketch in the main features of this development.
One is that the Attic structure was replaced by a so-called syncretism,
a Dionysian baroque, whose devotees may not even have understood
the ancient mysteries. The myths of the god's childhood and his divi-
sion into two, for example, take on a new form. The division takes
on a static universality, reflected in a dual view of the world.

Ten important sarcophagi dating from the latter half of the second
century to the beginning of the third century A.D. were found in the
burial ground of the distinguished and wealthy family of the Calpurni
Pisones in Rome.309 The works include several Dionysian representa-
tions, which are not, however, sufficient grounds for regarding the

309 See K. Lehmann and E. C. Olsen, Dionysiac Sarcophagi in Baltimore,
p. 10.
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family as a Dionysian community, a sect of initiates as it were.310

Rather, they indicate the spread of the Dionysian religion and provide
magnificent examples of what I have just called "Dionysian baroque."
One of these works is the sarcophagus with the Indian triumphal
procession of Dionysos; its lid represented the birth myth in accor-
dance with an old model book.311 A second fine example of this baroque
shows the arrival of Dionysos on Naxos [141 ].312 Along with Dionysos
(shown here arriving with his divine companions), Ariadne, whom he
finds asleep, will dominate the Dionysian view of the world. These
sarcophagi are now in Baltimore.

On another of these sarcophagi, the rearing of the child is repre-
sented in a "humane" manner that no longer implies any allusion to
the mythical sacrifice [142]. The infant has already been bathed and
placed in the lap of one of the nurses, who is holding him to her breast.
The broad basket on the head of a serving woman points only in a
very general sense to the mystery rites. The second half of the rep-
resentation has been described as follows: "The remaining part of the
relief is dominated by a fat, bearded old man, who in his drunkenness
is supported by two satyrs. He wears long feminine garments and boots,
and his fat body is distinguished by the feminine character of the
breasts."313 The old man's noble features ought to have suggested to
the archaeologist who wrote this description that here the return of
the emasculated Dionysos to the underworld is not indicated by the
setting up of an idol, but finds a new artistic and wholly human ex-

310 Lehmann and Olsen, pp. 20 ff.
311 On the model books, see above, note 265. For the sarcophagus itself,

see Lehmann and Olsen, fig. 7 and pp. 12 ff.
312 Lehmann and Olsen, fig. 9 and pp. 14 f.
313 Lehmann and Olsen, fig. 2 and pp. 11 f.
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pression. The lid of the sarcophagus is decorated by a frieze showing
erotic banquets before lowered curtains; the couples are seen not from
outside but from within. This motif, too, is treated in such a way that
one can think only of a profane ceremony. The cista mystica from
which a snake raises its head at the bottom right corner of the sar-
cophagus itself clearly points to erotic mysteries. It also did so in the
Villa dei Misteri murals [143], although not in the festive hall of
preparations or in the cubiculum.31* This is the motif that achieved its
widest popularity in Athens with Sabazios. This same Sabazios was
now very much favored by the tendency to "syncretism."315

In an ancient scholarly compendium of writings on Dionysos,
Diodorus Siculus wrote: "He seems to be dual in form because there
are two Dionysoi: the bearded Dionysos of the old times, since the
ancients wore beards, and the younger, beautiful and exuberant Dio-
nysos, a youth."316 On Roman sarcophagi the old and the young Dio-
nysoi appear quite openly in the same scene. The archaeological finds
provide firm grounds for the observation "that the later Imperial Age
was familiar with the dual nature of the god" and that only the icono-
graphical forms were Roman.317 These finds are not copious. A single
composition is varied, but it does yield a view of the world, a static view
that was more directly connected with the Attic tradition than the
mobile view, shifting with the calendar, that was discernible in the

314 See A. Maiuri, La Casa del Menandro, fig. 88.
315 See Lehmann and Olsen, pp. 21 ff.
3 1 6 Diodorus S iculus IV 5 2 : 6i|iop<|>ov 6' OCUTOV SOKETV utrdpxeiq 8td TO 8UO AIOVU-

CTouq yeyovevat, TOV [iiv iraAaiov KaTorrrcbycov 616c TO Touq dpxaiouq TravTCtq TrcoycovoTpo^eiv,

TOV 8e vecoTEpov upaTov KCH Tpucpepov KOH veov. See a lso R. Turcan , "Dionysos Dimor-

phos," p. 293.
317 Matz, AIONYIIAKH TEAETH, p. 1426. Only five pieces comprise the

finds; see Matz, p. 1421.
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earlier Dionysian sarcophagi. In the last analysis, however, both views
derive from the ancient myth of Dionysos.

The new, static view of the world was represented on sarcophagi
of a particular t;.pe in the form of a lenos, the pressing vat where the
new wine was kept. The lion's heads in the marble reproductions seem
to have taken the place of the taps. This view of the world shows the
earthly and heavenly nature of the wine god. In both the examples
shown [144,145], the composition is divided into two parts. In the lower
part an emasculated old man lies beside an open vat in which the
grapes are being trodden by satyrs. As a pendant—on the sarcophagus
in Salerno [144]318—he has a drunkenly dancing maenad, or—on the
one in the Museo Chiaramonti in Rome [145]319—a sleeping Dionysian
woman. When a sarcophagus was adorned only with thiasoi of danc-
ing maenads and satyrs, these groups of figures represented the hap-
piness that arises when zoe is enhanced by wine. Such representations
expressed the possibility of a supraterrestrial existence, free from
crude conceptions of the afterlife. But though such a possibility finds
expression on many sarcophagi, it is not taken into account in these
two examples. In the upper part of these reliefs, we have an example
of a higher beatitude, far above the earthly enjoyment of wine: Diony-
sos and Ariadne are joined in a "higher marriage." It is a heavenly
marriage, to be sure, but not without sensuality—here again a mystery
aim growing out of the Cretan myth.

We know the myth's itinerary, which led through Naxos. From this
itinerary the great artistic composition of the "goddess with the bowl"

318 This is an example of the more recent type according to Matz, p. 1422,
but it is not proved.

319 The Museo Chiaramonti sarcophagus is one of the older type accord-
ing to Matz, who places it in the nineties of the second century A.D.
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entered into Roman bios and was recorded on a magnificent sarcopha-
gus found near the Porta Latina, not far from the house that con-
tained this composition.320 It is one more testimony to the closeness
of Dionysian life to Dionysian death. The connection between the
myth and the astronomical heavens has left us a more modest monu-
ment in southern Italy. This medium-sized terra-cotta disk, found in
Brindisi, is adorned with a relief of the cosmos [146].321 Smaller disks
shaped like cakes, and marked with the attributes of many gods, served
as symbolic sacrificial offerings in this region. The large number of
such dischi sacri found not only in and around Taranto but also in
almost all of Magna Graecia322 permits us to infer that they were
buried with the dead. But the sepulchral use of the Brindisi disk is only
secondary. A mythological representation such as this ascension of
a divine pair served primarily for the worship of the represented dei-
ties in their temple. This disk, however, like the smaller dischi without
mythological representations, may also have been found in a tomb.

The Brindisi disk includes the earliest known representation of
the zodiac on Greek or Italian soil. To the artisan who fashioned it,
the zodiac was still new. He inscribed it on the edge of the disk but
he did not understand its figures. His Capricorn, originally an Oriental
hybrid with horns and a fish's tail, has no tail; his Virgo is holding a

320 See Kerenyi, "Die Gottin mit der Schale," Niobe, pp. 208-30, pis. Ill,
IV, and VI.

321 The diameter is 35 cm. See Kerenyi, "Anodos-Darstellung in Brindisi,"
pp. 271-307, and "Die religionsgeschichtliche Einordnung des Diskos von Brin-
disi," pp. 93-99-

322 F. T. Elworthy (see his "Dischi Sacri," pp. 51 ff.) found in the museum
of Tarentum fifty-six more pieces which I was unable to find. I did, however,
find various pieces and fragments in Brindisi, Bari, and Potenza; and in Pali-
nuro, a well-preserved mold for such "cakes." See Kerenyi, Werke, III, in the
index s.v. foccaccie sacre ("holy cakes").
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slender vessel and is so low-waisted that the artisan's model may have
stemmed from as early as the fourth century B.C. He also changed the
order of the constellations but surely followed a very early model, for
like the original Babylonian zodiac his has only eleven signs and a
double-length Scorpio.323 From this it may be inferred that the Brindisi
disk was fashioned between the fourth and the first century B.C.

The divine pair at the center of the disk, in a chariot drawn by four
horses, guided by Hermes and driven by Eros, show the same order of
importance as do Dionysos and his enthroned beloved in the Villa dei
Misteri frieze, but here it is expressed by other means. Here the femi-
nine figure is on the right, and she is larger and holds the scepter. The
man, though somewhat more in the foreground, is smaller and bears
no scepter but a magnificent thyrsos. Here again the idea of an apothe-
osis of Semele has been suggested,324 but the presence of Eros in the
center of the zodiac marks this journey as an erotic ascension and
argues in favor of Ariadne. Moreover, no cult monument of Semele
has been found in southern Italy. Dionysos and Ariadne, however,
appear on the gable of a Pompeiian sanctuary on the outskirts of the
city, evidence that the Greek Dionysos cult was taken over by the
Oscan-speaking inhabitants.325

The vessel by which, in addition to the thyrsos, the male figure in
the chariot is distinguished can hardly, to judge by its shape, be any-
thing but a chous. The chous found near Brindisi—and reproduced
here [117]—shows Dionysos and his companion on their couch. On the

323 See F. Boll, C. Bezold, and W. Gundel, Sternglaube und Sterndeutung,

PP- 7, 52-
324 See P. Boyance, "Le disque de Brindisi et l'apotheose de Semele," and

also ch. VI, above, at notes 242 ff.
325 At the sanctuary entrance there is an Oscan inscription.
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disk Dionysos himself is carrying the vessel as he rides heavenward

with Ariadne after their marriage at the Choes festival.326 Around them

the cosmos unfolds, surrounded in the outermost zone by the zodiac.

The upper segment of the relief shows the background of the ascen-

sion, the firmament, characterized by the two Atlantes which support

it, by the sheaf of lightnings, by sun, moon, and stars, by the star on

the caps of the Dioskouroi, and the distaff of the Moirai. The symbols

of the lower segment indicate the deities and cults relating to existence

on the earth and sea: the wheel of Tyche, the crosstorch of Demeter

and Persephone, a cornucopia, a covered liknon and its contents, three

cakes and a phallus set down in a particular way, Hekate's torch, a

thyrsos with band, the sickle of Kronos, Poseidon's trident, and a sign

that is not clear. The ladder, obviously leading to the upper sphere

(which the chariot bearing the bridal pair has already reached), points

to the cult of Adonis. It was in this cult that the women went out on

the roof terraces to celebrate the god of youth.327

By this combination of divine attributes, the dischi sacri of Magna

Graecia bear witness to a tendency to universalism, a cult of pantes

theoi, all the gods. This feature is stressed by the use of the zodiac. It

points to a Dionysos-dominated universalism rising above all ties with

any particular city or state, a universalism latent in the pre-Greek

and extra-Greek Dionysian religion and in a very special way inherent

in it. The widespread use of Dionysian images in tombs, as disclosed

in vase paintings and sarcophagus reliefs, implies such a tendency,

for it was in connection with the burial of the dead that the need to

celebrate indestructible life was most absolute and universal. This is

as true of the Dionysian religion as it is of Christianity. The amplifica-

326 See Kerenyi, The Gods of the Greeks, p. 269 (Pelican edn., p. 237).
327 See Kerenyi, "Der entschwebende Adonis," Werke, II, 226-32.
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tion of the Dionysos cult in late antiquity to a cosmic, cosmopolitan
religion was a very natural development, but such a development was
possible only insofar as zoe could exert a spontaneous religious influ-
ence. This influence, in the mythological and cultic forms here de-
scribed, had a historical limit.
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42B. Girl swinging, pushed by a silenus, on the other side of the same
skyphos



43- Girl swinging. Terra cotta from Hagia Tri-
ada: reconstruction. Heraklion, Archaeological
Museum

44. Erigone mounting a chari-
ot, with Dionysos in front of
her, on an Attic krater. The he-
goat with a man's head is a
representation of the Dionysian
afterlife. Palermo, Museo Ar-
cheologico Nazionale

45. Maenad between the beard-
ed Dionysos and a nude man,
on the other side of the same
krater



46. Ascension scene in a variation of the "goddess mounting her
chariot" theme. Transcript of the painting on an Attic lekythos

47. Vase painting of a scene in the underworld. Dionysos mounting
a chariot is about to leave his mother, Semele, and ascend



48. Dionysos, accompanied by
two ithyphallic sileni, is re-
ceived by a royal woman, on a
neck amphora. Orvieto, Museo
Etrusco Faina



49. Arrival of Dionysos on shipboard, accompanied by sileni and
women, on an Attic amphora. Tarquinia, Museo Nazionale Tar-
quiniese

50. Variation of the "arrival of Dionysos on shipboard" theme, on an
Attic amphora. Tarquinia, Museo Nazionale Tarquiniese



5i. Dionysos on shipboard, on a cup from Vulci
painted by Exekias. Munich

52A. Dionysos with a rhyton on board
a ship with a mule's head prow, on the
inside of a black-figure Attic cuv. Berlin.
Staatliche Museen

52B. Maenads riding on mules sur-
rounding Dionysos, on the outside of
the same cup



53- Maenads arriving at a banquet on ithyphallic mules. Transcript
of the painting on an Attic lekythos

54A. Dionysos with kantharos
on an ithyphallic mule, on an
Attic amphora. Museo Nazio-
nale di Villa Giulia, Rome

54B. Ithyphallic mule dancing
among drunken sileni. Frag-
ment of an amphora, by the
Amasis painter, that was found
on Samos and later lost in the
sack of the museum



55- Love play between mules with
painted hides, on an Attic chous in
Munich

56. Dionysos in a ship car, with masked
men as sileni. Painting (with transcript)
on an Attic skyphos. Bologna, Museo Ci-
vico Archeologico



57- Dionysos in a ship car. Transcript
of a fragmentary skyphos in Athens

58. Procession with a sacrificial animal,
on an Attic skyphos. London, British
Museum



59A. Dionysos in a ship car
with a dog's head prow, on an
Attic skyphos. London, British
Museum

t'
59B. Transcript made when the skyphos was in
better condition

60. Arrival of Dionysos and a companion at the house of Ikarios and Erigone with
the she-dog Maira. Relief from the Bema of Phaidros. Athens, Ancient Theater



6IA. Motley bull in procession, on a sixth-cen-
tury Attic lekythos. London, British Museum

Procession led by a salpinx. Transcript of
ainting on the same lekythos
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62. Stone slab with traces of
the tripod from the temple of
Apollo, Delphi

63. Apollo sitting on a tripod and resting his
feet on a bathron. Late fifth-century Attic votive
relief. Athens, National Museum



64. Scenes of preparations for a Dionysian sacrificial rite: the visit
of Dionysos, the burning of Psyche by two weeping Erotes, the suck-
ling fawn, and the milking of the goat. Reliefs on a neo-Attic marble
pedestal in the Vatican





65. The dying Semele, on a silver vessel from
Pompeii (with transcript). Naples, Museo Arche-
ologico Nazionale



66A-E. Scenes from the life of Dionysos: birth, enthronement, the boy
riding away on a he-goat, and the youth driving a team of panthers
to his marriage with Ariadne. Relief on an ivory pyxis. Bologna, Mu-
seo Civico Archeologico
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66E

67. Epiphany of the Divine Child out of a vine. Terra-cotta relief
from a Roman building. London, British Museum



68. Dancing satyrs and flute-playing maenad.
Terra-cotta relief from a Roman building. Paris,
Louvre

69. Satyr zfi£/i mirror, and a dancing maenad.
Terra-cotta relief from a Roman building. New
York, The Metropolitan Museum of Art



70. Maenad with snake and satyr with panther.
Terra-cotta relief from a Roman building. New
York, The Metropolitan Museum of Art

71. The child awake in the liknon, swung by a
maenad and a satyr. Terra-cotta relief from a
Roman building. London, British Museum



72. The uncovering of the phal-
lus. Terra-cotta relief from a
Roman building. Paris, Louvre.

73. Birth of Dionysos from the thigh of
Zeus, on an amphora by the Diosphos
painter. Paris, Bibliotheque Nationale



74- Birth of Dionysos from the thigh of
Zeus, on a volute krater from the late
fifth or early fourth century. Taranto,
Museo Archeologico Nazionale

75. Dionysos with his mystic alter ego,
on a krater by the Altamura painter. Fer-
rara, Museo Archeologico Nazionale



76A. Dionysos idol with an ithyphallic
satyr and a maenad, on an Attic skyphos
with black figures on a white ground.
Athens, National Museum

76B/76C. In the same scene, two men
approach the idol, leading a half-naked
hetaira and a he-goat



77- Dance around the Dionysos idol in the Lenaion, on an Attic cup
from Vulci by Makron. Berlin, Staatliche Muse en

78. Cult around the Dionysos
idol in the Lenaion, on an Attic
stamnos from Vulci. London,
British Museum



79- Marble mask of Dionysos from his
temple in Ikarion. Athens, National Mu-
seum

80. Kantharos in the right hand
of the enthroned Dionysos from
Ikarion. Athens, National Mu-
seum

81. Torso of the enthroned Di-
onysos statue from Ikarion.
Athens, National Museum



82. Double mask of Dionysos worshiped
by maenads, on an Attic lekythos.
Athens, National Museum

83. Variation of the double mask of Di-
onysos worship. Athens, National Mu-
seum



84. Women ladling wine before
the Dionysos idol in the Lenai-
on, on an Attic stamnos. Rome,
Museo di Villa Giulia

85. Variation of 84 with dancing women, on an Attic stamnos.
Naples, Museo Archeologico Nazionale



86A. The child Dionysos at the
Lenaia, on an Attic stamnos.
Warsaw, National Museum

86B. Dionysian women with
wine at the Lenaia, on the other
side of the Warsaw stamnos



87. Comic phallophoriai, on a black-figure Attic
cup. Florence, Museo Archeologico



88A. Sabazios and the Great Goddess of
Asia Minor enthroned, on a krater paint-
ed by Polygnotos. Ferrara, Museo Ar-
cheologico Nazionale

8 8 B / 8 8 D . Ecstatic dance by the initiates
in honor of the divine pair on the Poly-
gnotos krater



89. Rite around a liknon containing an ivy-
crowned mash, on a chous by the Eretria painter.
Athens, Vlasto Collection

90. Attic deities, on a large At-
tic cup hrater by the Kehrops
painter. Adolphseck, Schloss
Fasanerie



gi. Hermes and the winged
souls of the dead beside a half-
buried pithos, on an Attic leky-
thos. Jena University

92A. Singers of the dithyramb,
on a fifth-century Attic krater.
Copenhagen, National Museum

92B. Cloaked man being ab-
ducted by two women with thyr-
soi, on the other side of the
same krater



93- Children miming the rites on Choes Day on
an Attic chous. New York, The Metropolitan Mu-
seum of Art

94. Girl swinging over an open pithos, on an
Attic hydria. Berlin, Staatliche Museen



95« Swing game over an open pithos, on
a chous by the Eretria painter. Athens,
Vlasto Collection

96. Festive preparations of a distin-
guished woman, on a chous by the Mei-
dias painter. New York, The Metropoli-
tan Museum of Art



97A. Athenian lady guided by a torch-
bearer in silenus costume and hunting
boots, on a skyphos by Polygnotos, in the
possession of Oskar Kokoschka

97B. A less distinguished couple, on the
other side of the same skyphos

98. Enthronement of a youth as Diony -
sos, on an Attic cup krater of the Clas-
sical period. Copenhagen, National Mu-
seum

99. Reception of a Mitrephoros at night,
on an Attic chous. New York, The Met-
ropolitan Museum of Art



ioo. Visit of Dionysos to Althaia, on an
Attic krater. Tarquinia, Museo Nazionale
Tarquiniese

101. Dionysian boys after death, on an
Attic pitcher. Baltimore, Walters Art
Gallery

102. Boy playing with a fawn, on an
Attic chous. Athens, National Museum
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103. Figures of the month of Elaphebolion. Calendar frieze built into
the Small Mitropolis in Athens

104. Archaic komos of men dressed as
women, on an Attic cup. Amsterdam,
Allard Pierson Museum

105. Classic komos of men dressed as
women, on an Attic krater. Cleveland,
Museum of Art



io6. The domina, the door to the cu-
biculum, and the first figure of the prep-
arations, from murals in the hall of prep-
arations in the Villa dei Misteri, Pompeii

107. View of a rustic ritual scene, from
murals in the cxibiculum in the Villa dei
Misteri



108. The adorning of the bride,
from murals in the hall of prep-
arations in the Villa dei Misteri
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109. View of a fantastic ritual scene, from murals in the cubiculum
in the Villa dei Misteri



IIOA. A boy, standing between
two women, reading in prepa-
ration for his initiation, from
murals in the hall of prepara-
tions in the Villa dei Misteri

11 OB. Pregnant young woman
holding a tray (left); candi-
date bacchante running away
(right). Continuation of hall of
preparations murals in the Villa
dei Misteri



HOC. Initiation by mirroring
the mask, and the divine pair.
Continuation of hall of prepara-
tions murals in the Villa dei
Misteri

HOD. Before the uncovering of
the phallus. Continuation of
hall of preparations murals in
the Villa dei Misteri

HOE. The novice, initiates, and
the initiated maenad. Continua-
tion of hall of preparations mu-
rals in the Villa dei Misteri



i n . View from the cubiculum into the hall of preparations. Villa
dei Misteri



H2A. Old silenus, from murals
in the cubiculum in the Villa
dei Misteri

ii2B. Young Dionysos, from
murals in the cubiculum in the
Villa dei Misteri



H2C/H2D. Dancing maenads, from
murals in the cubiculum in the Villa
dei Misteri
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ii2E. Young satyr, from murals in the cubiculum in the Villa dei
Misteri



H2F. The domina holding a document, from murals in the cubicu-
lum in the Villa dei Misteri



113. A drunken Dionysos be-
ing brought home at night by a
silenus, on an Attic chous.
Athens, National Museum

114. A horned Dionysos as bridegroom
in his Boukoleion, on a bell krater from
Thurii, one of the Hope Vases

m

115. Deceased boys playing around a krater, on an Attic sarcophagus.
Ostia, Museo Archeologico



116. Boy satyr with torch and
situla, on an Italic chous. Vien-
na, Kunsthistorisches Museum

117. Dionysos and his beloved,
served by a boy satyr, on an
Italic chous. Brindisi, Museo
Provinciate



118. Eros throws the ball to a hesitant woman,
on an Italic krater with a Greek inscription.
Naples, Museo Archeologico Nazionale

119. A willing bride washing
her hair, on an Italic bell krater.
Lecce, Museo Provinciale



I2O. Bride with a mirror, pre-
paring to go with Hermes, on
an Italic krater. Lecce, Museo
Provinciale

121. A deceased woman as a
maenad led by Eros, on an Apu-
lian amphora. Bonn, Antiken-
sammlung



122. Exodus to the Dionysian nuptials. Tran-
script of the painting on an Italic krater. B arietta,
Museo Civico

123. Dionysos with a bell summoning a woman,
on an Apulian krater. Ruvo, Museo Jatta



124- Youth with an egg before
an Ariadne, on an Apulian bell
krater. Lecce, Museo Provinci-
ale

125. Ascension of an Ariadne,
on an Apulian bowl. Ruvo, Mu-
seo Jatta



126. A Dionysos before a divine
maenad, on an Apulian krater.
Lecce, Museo Provinciale

127. Dionysian exodus, on an
Apulian krater. B arietta, Museo
Civico



128. Another version of the Dionysian
exodus, on an Apulian krater. Bari,
Museo Archeologico

129. T/ie ways of initiation of
a woman and a man, on the
sides of an Apulian bowl, in the
possession of an art dealer



130. Continuous pictorial text
of the initiation of a woman, on
an Italic pointed amphora (with
transcript). Giessen, Antiken-
sammlung
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131. Deceased woman as bride ana maenad, on a skyphoid pyxis
from Adernb, Sicily, Moscow, State Museum of Decorative Arts
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132. Scenes of the initiation of Dionysos. Traces of murals in a tomb
near Ostia. Ostia, Museo Archeologico



133. Scene from the initiation of a boy. Stucco ornament from La
Farnesina in Rome. Museo Nazionale delle Terme

134. Scene from the initiation of a boy.
Transcript of an ointment jar. Florence,
Museo Archeologico



135- Scene from the initiation of a man. Terra-
cotta relief. Hanover, Kestner Museum

136. Scene from the initiation of a maenad. Stucco relief from La
Farnesina. Rome, Museo Nazionale delle Terme
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137. Tfee cfiiid Dionysos with his nurses. Detail of lid frieze of a
marble sarcophagus in Baltimore, Walters Art Gallery

I

138. Scenes from the childhood of Dionysos, with preparation for the
bath. Sarcophagus in Munich, Glyptothek
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139- Further scenes from the childhood of Dionysos, with silenus
beating a boy satyr. Sarcophagus in Rome, Museo Capitolino

140. Scenes showing the setting up of a Dionysian idol. Sarcophagus
in Princeton, The Art Museum of Princeton University



141. Dionysos and Ariadne on Naxos. Sarcophagus in Baltimore,
Walters Art Gallery

142. A later version of the childhood of Dionysos. Sarcophagus in
Baltimore, Walters Art Gallery



143- The domina and basket zvith snake. Villa
dei Misteri, Pompeii

144. Dionysian cosmos. Sarcophagus in Salerno



145- Another version of the Dionysian cosmos. Sarcophagus in Rome,
Museo Chiaramonti

146. Cosmos and zodiac, with the ascension of Dionysos and Ariadne.
Terra-cotta disk found in Brindisi. Brindisi, Museo Provinciate
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"lord of the wild beasts," 81-82, 84,
203, 25 *; marriage with Ariadne, 109-
110, 114, 121-123, 384; marriage with
queen of Athens, 293, 300, 301, 307—
312, 361; in mysteries, impersonated,
354-355, 357, 360-362; names and
epithets, 63, 67, 69, 83, 84, 85, 123,
163, 198, 203, 231, 245, 277, 291, 294,
301; Nietzsche's view of, xxiii-xxiv,
324, 329; as old man, 382-384, 142 *,
144*, 145*; Oriental, 81; Persephone
his mother, 83, 110-114, 248, 256, 265,
279; pirates capture him, 152, 167; Po-
seidon and, 297, 90 *; as ruler of world
(Dionysian era), 242, 244-245, 263,
265; as sacrificial victim, 203, 241-261,
see also suffering god; scenes from life
of, 66A * - 6 6 E *; second birth, 259; Sem-
ele his mother, 106-108, n o , 120,
16188, 181, 184, 185, 194, 256, 279,
295, 306, 378; statues of, at Thebes,
195-196; third birth of, 270; three
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phases of his myth, 119-121; tomb at
Delphi, 49, 232-233; in underworld,
180-182, 199-200, 256, 292, 303, 304,
311; as wine god, see wine; wine-mak-
ing invented by, 57-60, 142-143; year
of, see trieteris; Zeus his father, 69,
83, 106, 110-114

Dioskorides, 323 156

Dioskouroi, 387
Diosphos painter, 7573, 279, 280
dischi sacri, 385-387, 146 *
dithyramb /dithyrambos, 198-199, 215,

216, 301, 305-306, 315-316; singers,
305, 92A*; tragedy related to, 317-
318, 321-322, 326

Dithyrambos (epithet), 218, 291, 294,
301, 305, 306

Divine Child, 45, 84; Dionysos, 55, 58,
244, 245, 246, 263, 265-272, 284, 299,
336, 348; in Eleusinian Mysteries, 78,
118, 278, 295; Liknites, see Liknites;
Zeus, 30-33

Dodds, E. R., 85118, 138 2\ 13922, 158 *\
176138, 227114

Dodona, 208, 23012e

Doliche, 256
Dolukbaba, 256
domina/matrona, 352, 355-358, 361, 362,

372
Dominic, St., 61
Donus/Donusia, 122
Dorians, 332, 340
double ax, 190-193
Drachmann, A. B., 21162

drama, 197; Dionysos and, xxiv, xxv, 296,
327-330, 331, 333, 334, 336, 348; sys-
tole and diastole in, 332, 333; see also
comedy; tragedy

Drios, Mt, 123
drinking, 35, 36, 131, 135-137, 3*7; con-

test on Choes Day, 312, 338; in mys-
teries, 361-363

Dummler, F., 167107

Dusares, 256-257

Earth Goddess, see Gaia
Ebert, M., 35 M

Edmonds, J. M., xxxii3, 168n, 300w,
343205206, 347*", 348210, 351217

Edwards, M. W., 2746, 61 M

egg as offering, 369
Egger, R., 222 M

Egypt* 43, 67, 72, 73, 77, 167, 270; beer,
36; festival of light, 299; viticulture,
56-57; year, beginning of, 29, 73

Eileithyia, 32, 133, 378; cave of, 18
Eilmann, R., 92143

Eiraphion (month), 298
Eiraphiotes (epithet), 275, 277, 298
Eisele, T., 27510

Eisler, R., 85120

Elaphebolion (month), 296, 316, 319,
379, 381

Elderkin, G. W., 380 **
Eleusinian Mysteries, 33, 108, 118, 124,

187, 295, 350; dances, 93; Divine Child,
78, 118, 278, 279, 295; drink (kykeon),
24, 53; poppies as symbols, 24; proces-
sion before, 78-79

Eleusis, 213
Eleuther/Eleutheros/Eleuthereus (Diony-

sos), 69, 163, 172, 175, 296, 319, 320
Eleuther, daughters of, 163, 165
Eleutherai (place), 163, 165, 172, 175,

201, 317
Elis, 183, 190, 197, 293; Sixteen Women,

69, 181, 184, 1902, 197, 217, 293, 308,
327; song of women, 141, 181-182

Elworthy, F. T., 385 s22

emasculation, 275-277, 285, 286
Enorches (epithet), 286
enthousiasmos, 200
enthronement, 262-272, 80*, 81*, 98*
epheboi, 145, 162, 173
Ephyra, 230
Epicharmos, 332
Epidauros, 30
epidemia, 139, 140, 141, 170-171, 205,

209
Epikrates, xxxii3

Epimenides, 25, no2 1 0

Epiphany (Christian), 299
epiphany, 9, 13, 1416, 16, 17, 140, 159;

of Dionysos, 124, 139, 140-141, 168,
200, 202; in Eleusinian Mysteries, 278;
gestures and, 21-22, 9 *- i2 *
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epithema, 229, 232
Eratosthenes, 4151, 4253, 149, 152, 153,

155, 323, 324158

Erigone, 148, 149, 154-161, 307, 323,
44*

Eriphos (epithet), 245
Erman, A., 5619, 167107

Eros, 297, 386; as guide of souls, 366, 368,
369, 370, 372, 121*, 125*; throwing
ball, 365-366, 118*

Erotes (cupids), 66, 123233, 254, 64B *
Etruria, 355, 364
Etruscans, 174, 267, 371
Etymologicum Gudianum, 82100, 19520,

319148

Etymologicum Magnum, 83110

Euanthes (epithet), 291, 294, 301
Eudocia, 228121

Euenos, 249180

Euhemerism, 259
Euhemeros, 23213S

Euhias, 219
Euios (epithet), 67
Euoi (cry), 59, 251
Euphorion, 248 m, 268
Euripides, 3319, 233, 331, 341; Antiope,

19622; Bacchae, 311 0 1 \ 78 s8, 89, 1316,
136, 158w, 192-193, i94? 203, 237,
306105, 329; Cretan Men, 84, 85, 86,
243187; Cyclops, 1316, 314133; Helen,
112221; Heraclidae, 174132; Hippolytus,
109; Hypsipyle, 21889; Ion, 21475, 222,
226, 227115; Iphigenia in Tauris, 210,
2IIei62. Lykymnios, 233; Orestes, 37s6;
Phoenissae, 174132, i96a2ff; Rhesus, 132

Europa, 105, 116
Euryale, 41-42
Eusebios, 14332, i87177

Eustathius, 41 M

Evans, Sir A. J., 5, 73, 84, 17 s0, 53, 62,
8198, 95, 101173, 152 • 64, 15985, 263217

Exekias, 167

Fallmerayer, J. P., 58 *
Farnell, L. R., 113222, 119
Faure, P., 182122, 19 2\ I O I ]

Fauth, W., 22812\ 262212

fawn, 254, 319, 64c *, 102 *
fermentation, 34, 38
festivals, 290-315; Agrionia, 178, 185;

Aiora, 156, 157, 307; all-souls, 364; of
Ariadne, 192; Chytroi, 304, 315; of new
wine, 291-294, 296, 297, 30289; Oscho-
phoria, 102, 144-146, 162; Panathe-
naia, 167, Panegyreis, 197; of pentaete-
ris, 151-152; Pithoigia, 302-303; Thy-
ia, 183, 1841G9, 190; of trieteris, 141-
142, 199-202; see also Anthesteria;
Choes Day; Dionysia; Lenaia

fig tree or wood, 260, 274, 282
fire in ceremonies, 33, 77, 78
Firmicus Maternus, 83109, 84113, 11722y,

253 1S6, 260207

five-year cycle/pentaeteris, 37, 38, 151-
152

flute-playing, 66-67, 271, 305, 68*-7<>*,
92A *

Fontenrose, J., 211 m

Forsdyke, J., 72 s2

Foucart, P., 1443T

Foucher, L., 94 149

Fowler, W. W., 3008G

Frangois Vase, 144, 37 *
Frazer, Sir J. G., xxvii, 3527, 404y, 4570,

6128, 15770, 183 167, 360241

Freud, S., 157 m, 20441

Frickenhaus, A., 16610\ 167103, 170110,
171119, 172123, 173 126, 174133, 28128,
282 20, 283 **34, 28435

Frisk, H., 99165

Fuchs, W., 254188

Fuhrmann, H., 7573, 28027

Furlani, G., 47™
Furtwangler, A., 14434, 15780, 263 218

Gaia/Ga/Ge, 83, 207, 210
Galen, 52 \ 6027

Gamelion (month), 296, 298-299
gamos, 3°9-3io> 3 n , 369
Garstang, J., 4673, 257198

Gaster, T. H., 255
Gerairai, 69, 217, 284, 293, 298, 301, 307,

308, 309, 336
gesture, 10-14, 20-22
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ghosts, 303-304
Giessen amphora, 371-373, 130A *-

130F *
Gillen, F. J., 3s27

girls, initiation of, 377; see also children
Girodet, A.-L., 158M

Gjerstad, E., 30497

goat/kid, 76, 80, 87-88, 24 *; children
with, 318-319, 101 *; Dionysos as kid,
245, 246, 256; Dionysos riding on, 265,
270, 66c *; kid boiled in milk, 252-
256; male organ in sacrifices, 260; as
prize, 320, 323; sacrifice of, 20237, 203,
233-235, 249, 250, 252-256, 270, 281,
318-324, 333, 351, 364, 76B*, 76c*,
103 *; tragedy related to, 318-324, 333;
wild, 87

"goddess mounting her chariot," 161,
161 w, 44*, 46*, 47*

Goethe, J. W. von, 225 108

Goetze, A., 47™
Graef, B., 92 141142, 171120

Graeven, H., 265 s24

grapes/grapevines, 64-65; Arabic cult of,
257; Dionysos as child in vine, 270-
272, 67 *; harvest, 65, 74; Jesus as true
vine, 257-258; mother of grape or wine,
256, 257; myths of origin, 58-60, 75-
76; sacrifice for vines, 249—252; seeds
found in excavations, 51; treading, 59-
60, 65-66; viticulture, 50, 51, 55-60

Great Goddess, 7-8, 57-58, i n , 133, 207,
214, 256, 360; Ariadne as, 90, 99, 106,
107, 124; Artemis as, 155; bull game
and, 12-13; Hera as, 184, 187; in Saba-
zios mysteries, 288, 8 8 A * ; on seal, 7,
13, 16, 1 *

Great Mother, 8, 24, 264, 269, 275-276
Groenewegen-Frankfort, H. A., 108

Guarducci, M., 4566

Gundel, W., 386 s23

H

Hades (god), see Plouton
Hades (place), see underworld
Hadrumentum, mosaic, 94, 31 *
Hagia Triada, 159; frescoes, 62; Harvester

Vase, 72; sarcophagus, 54, 21A *, 21B *

Haliai, 177
Halliday, W. R., 1821C0

hanging, 106, 157, 158
Hanslik, R., 103182

hares, 88-89
Harmonia, 19625

Harpokrates, 284
Harpokration, 14747

Harrison, J. E., 85118, 266 s29, 268242, 303 91

Haspels, C. H. E., 7573, 92143, 16188

Hastings, J., 255192

Hauser, F., 22912T

Head, B. V., 192al

head, severed, 267
headbands, 280, 314, 367
heart, 261; in sacrifices, 231, 259-260
Hebe, 116
Hegel, G. W. F., 204
Hekataios, 4568, 75-76
Helbig, W., 97lfll, 122243, 254 19°
Helen, 157
Heliodoros, 213 G9

Heller, J. L., 9615\ 971GL'
Helm, R., 143 32

Hepding, H., 275 13

Hephaistos, 65, 98
Hera, 116, 133, 181, 184, 242; Dionysos

and, 187, 246, 267, 279; marriage with
Zeus, 300; punishes daughters of Proi-
tos, 186-187

Herakleion, Archaeological Museum, 5,
19, 53 7

Herakleitos of Ephesos, 239-240
Herakleotic knot, 112
Herakles, 180, 21370, 295 °9, 318
Herbig, R., 356, 356 23\ 357, 358, 35923C,

36023e, 36124524(J

herm, 307, 380-381, 140*
Hermes, 48, 195, 246, 375, 378, 386;

guardian of the dead (Chthonios), 303,
304, 307, 327, 366, 367, 120*; as in-
fant, 44; staff of, 112-113

Hermippos, 168
Herodotos, 43, 72, 73, 164-165, 167, 188,

2188788, 224102, 238157, 257, 268 23°,
270247, 2744, 317137

heros, 353, 354, 360, 370, 380
Herrmann, A., 5721

Herter, H., 311123, 325162, 341203
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Hesiod, 65, 74, 109206, i n 2 1 8 , 165",
186174175, 300 re, 303 92, 31914e, 335, 359237

Hesychios, xxxiv12, 42, 43, 78, 8 2 1 0 \
8 6 1 2 \ 99165, 104183, 14530, 153 ", 185172,
203 *°, 245 1 7 \ 264219, 2864 0, 2987 6

hetaira, 281, 312, 76B*, 7 6 c *
Hieronymus, 143 32

hierophantes, 353
Hieros gamos, 300
Hiller von Gaertringen, F., 3941, 202 **,

353 224

Himerios, n o , 113, 20543, 251
Himmelmann-Wildschiitz, N., 314131,

379 -
Hipparchos, 29 s

Hippokrates, 37
Hipponax, 65 **
Hipta, 260, 274-275
Hirmer, M., 1212, 53 7, 5615, 7262, 87MB,

2802G

Hittites, 255, 256, 257198, 261; weather
god, story of, 46-47, 49

Hofer, O., 88128, 161 "
Hofmannsthal, H. von, 343; quoted, 330-

331
Holland, L. B., 223", 228120, 229125

holmos, 22912\ 232
"holy open secret," 225, 226
Homer, xxxiii, xxxiv, 54, 55, 65, 67, 73,

99, 100, 106, 109, 174, 214, 251, 257;
Iliad, xxiii078, xxxiv10, 34, 42M, 54 9,
55 13U, 65 37, 74 e8~, 98, 105 193, 1313'\
174 13°, 176, 177, 178145, 17915\ 192 u,
20852, 212 w, 240159, 27512, 328176; Odys-
sey, xxxiii7, 15-16, 18, 25, 37, 41 M, 54°,
57 ™, 65, 7050, 98, 101, 103, 21472, 239,
263 216

Homeric Hymns, 152, 181, 198*, 27719,
360243; to Apollo, 45 M, 50, 20748, 208 M,
210, 212; to Demeter, 112, 149; to Dio-
nysos, 88-89, 167; to Hermes, 44, 49

honey, 31, 34-35, 36, 38, 42, 44, 48, 50,
52, 118, 225; Dionysos and, 31, 49;
mead from, 35-38, 43, 49-50, 90, 98;
thieves, 30-31, 33, 44, 16*

Hooke, S. H., 255192

Hoorn, G. van, 2894G, 292 s3, 306]07,
307ln, 318143, 363^, 364257, 372 28°

Hopfner, T., 24817i\ 284 s7, 294M

Horace: Carmina (Odes), 219, 377s97;
Epistolae, 327167, 328175

Horai, 163, 250, 286; Dionysos with, 144,
37*

horned child, 114, 115, 245, 270
horned Dionysos, 362, 114*
Horus, 294
Hosioi (holy men), 49, 223, 229, 235-236
hosion (commandment), 30, 31, 33, 44
hosioter (sacrifice), 236
humanism, 348
human race, creation of, 242
Humboldt, W. von, xxxi1

hunters/hunting: animals caught alive,
82-89; Dionysos, 87, 88-89, 26 *; Ores-
theus, 75-76; Zagreus, 80-89

hunting boots, 55, 88, 190, 270, 313, 379,
380

Huxley, A., 139
Hydra, 180
hydromeli, 36, 37
Hyginus, 7677, 106397, 109209, n o 2 1 0 ,

120235, 1547072, 15573, 15778, 18517°,
230130, 259206, 314133, 324158

hymnodidaskaloi, 351
Hyperboreans, land of, 20543, 206, 209,

217
Hyria, 42-43
Hyrieus, 42
hysteria, collective, 138-139

I

Iachen/Iachim, 77
iachron, 78
Iakar, 73, 77
Iakchos/Iakos/Iachos, 73, 77, 78-79, 279,

280
Iasion/Iasios, 83
ichor, 34
Ida, Mt., 275
Idaean Cave, 33, 84, 86, 266
Ikarion (deme), 148, 149, 152, 155, 160,

172, 296, 307; idols of Dionysos in,
282-283, 322-323, 328, 79 *, 80 *, 81 *;
tragedy originated in, 322, 323, 324,
326

Ikarios, 149, 151-156, 162, 163, 164, 323;
Dionysos visits, 148, 171, 41 *, 60 *
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Ikaros/Ikaria (island), 151, 152, 153
Iliad, see Homer
Illuyankas, 46-47
Inachos River, 180, 181, 184
Inatos, cave sanctuary, 19
incest in birth of Dionysos, 110-114
Indians, American, visions, 15, 26
initiation: of boys, 268-269, 358, 359,

373-377; °f child Dionysos, 374-376,
132A *-i32C *; in Dionysian mysteries,
358-361, 373-377; enthronement as,
263, 264; of girls, 377; murder simu-
lated in, 267; whitened faces in, 268

Ino, 246, 248
Ion (poet), 108**
Ionia, 298
Iphigeneia, 155
Isis, 154, 247, 282, 284, 310-311
Isler, H. P., 16188

Isodaites (epithet), 231
Isola Sacra, murals, 375-376, 132A *-

132c *
Israelites, 255
Italy, Dionysian religion in, 360, 362, 363,

37i, 385-388; see also Bacchanalia;
mysteries of Dionysos

ivy, 61-64, 187, 196, 305

Jacoby, F., 4578, 4981, 7575, 10217617

123 24\ 14332, 180152, 185 m , 192a

195 ™, 232136, 29151, 317138

Jacolliot, L., 227117

Jeanmaire, H., 85118119, 13821

Jensen, A. E., 270 ^
Jesus Christ as true vine, 257-258
Johansen, K. F., 305101102, 31413°
Julius Caesar, 363
Jullien, A., 298"
Jung, C. G., 208M, 2622U

Jupiter Dolichenus, 256
Juvenal, 369271

K

Kabeiroi, 195 *, 269, 276
Kadmos, 143; daughters of, 185; palace of

(Kadmeia), 194-197

Kadmos/Kadmeios (epithet), 195
Kahler, H., xxiv3

Kakoure, K. I., 23 3>

Kallimachos, 32, 44, 83uo, 140, 21682,
232 135

K a l l i x e i n o s of R h o d e s , 6 0 2 0 , 6 6 4 l , 3782 < ) 8

kanephoros, 173
kantharos, 327, 376-377, 380
Karouzou, S., 6639, 170113

Kasion, Mt., 46, 47
Kastalia spring, 207
Kastor of Rhodes, 14332

Kathegemon (epithet), 351
Kato Zakros, 53 6 7, 56
Kees, H., 77 s4

Keil, J., 295 s8

Kekrops painter, 297
Keller, G. A., 15367

Kenna, V. E. G., 2230, 819S

Keos, 39, 77, 191-192
Kephaisodotos, 195
Keramopoulos, A. D., 19414, 19621

Keres, 304, 304 M

Kern, O., 3528, 3630, m2ir>, 11221*, 23113\
242162163, 244169, 24817G, 249179, 25118\
253 18\ 259205 **, 260 ^208, 261210, 264221,
269 24\ 270 249, 2747, 275 8

kid, see goat
Killen, J. T., 71 57

Kinkel, G., 83 107

Kissos (Dionysos), 63, 196
Kithairon, Mt., 179149150, 192
Klauser, T., 263 215

Klea, 222-223, 226
Kleidemos, 102
Klitias and Ergotimos, Krater of, 144, 37 *
Klytaimnestra, 155
Knackfuss, H., 91137

Knossion (pattern), 96-98, 34 *
Knossos, 5, 8, 53, 54, 7261, 193, 212; coins,

96-97, 104-106; frescoes, 1212, 62, 94,
10173, 2* , 32A*, 32B*; labyrinth, see
labyrinth; mysteries, 79, 118; palace,
17, 263; tablets, 69, 71, 7781, 89, 98,
100, 2126 7

koinonia, 310
komodia, 333, 334
komos, 72, 333-337, 339-34O, 34i, 104 *,

105 *; children's, 363 253, 115 *
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Kondoleon, A. E., 237 155

Kontoleon, N. M., 8197

Kore, 116
Korgos, 46
Korkyne, 122 213

Koronis, 103, 104, 106-108, 120
Korte, A., 348 209

Korybantes, 264, 267, 269
Korykion antron (cave), 48, 49, 210, 223-

224, 255, 261
Korykos (localities), 43, 45-46
korykos, 43, 45, 225; see also sack, leather
Koukoules, P., 674647

Kouretes, 264, 265, 266, 269
Kourouniotes, K., 27821

Kouros, 266
Kradiaios Dionysos, 260, 274
Krates, 332; Animals, quoted, 342
Kratinos, 351
Kretschmer, P., 32 13, 107 ^
Kritikos, P. G., 24 s7

Kronos, 35, 113, 242, 266, 275, 387; cas-
tration of, 36

krotaloi, 367
Krueger, A., 24116\ 243 165

Kiihn, C. G., 52 \ 6027

Kunze, E., 84112

Kybele, 150, 264
Kydonia, 45; seal from, 81, 25 *
kykeon, 24, 53
Kyllenian grotto, 44
Kynaithai, 54

labyrinth, 90-107, n o , 117-118, 2 8 * -
35*; dance in, 94, 97-101, 107, 118;
mistress of, 90, 95, 98-99, 101, 102,
105, 106, 107, 118

Lacroix, L., 1915

Lambert, W. G., 193 13

Landau, O., 715859

Lang, M., 97163

Langlotz, E., 8 1 " , 92m 1 4 2, 171120, 3682G7

Latte, K., 104183

Lawrence, D. H., 6130

Lawson, J. C, 148 ™
Learchos, 246, 248
leather sack, see sack, leather

Lehmann, K., 264 s22, 381309, 382810-313,
383 815

Leipoldt, J., 14020

Leitch, J., 2743

Lenai (bacchantes), 296, 298, 340
Lenaia, 199, 279, 283-284, 296-300, 316,

317, 327; drama in, 335, 336, 338, 343,
349

Lenaion (month), 298, 299
lenos, 65, 66, 298, 299, 384
Lenschau, T., 14436

Leonidas of Tarentum, 249
Lepsius, K. R., 167107

Lerat, L., 20749

Lerna, 174, 178, 183, 201, 207, 292, 293,
311; lake of, 179-181

Lesbos, 286, 353
Lesky, A., 240158, 32616516G

Leto, 209, 211, 214
Levi, D., 62, 2027, 5186, 53 7, 119231

Lewis, D. M., 14849

Lhote, H., 57
Liber Pater, 375, 376
Liddell, H. G., 34 s4

life: after death, 349, 364-373, 118*-
131B*; and death in Dionysian reli-
gion, 52, 179-181, 183, 192, 197, 200,
204-205, 261, 317; indestructibility of,
115, 200, 241, 373, 387; zo'e and bios
distinguished, xxviii, xxxi-xxxvii

light: Apollo as god of, 209, 233; and
birth of Zeus, 30-35; Dionysos associ-
ated with, 74-75, 77-78, 279; festival
of, 118; and new year, 43; of Zeus, 32,
75, 78

Liknites (Dionysos), 44, 49, 21577, 218;
awakening of, 222-226, 235, 260, 272,
288, 310

liknon (winnowing basket), 44—45, 218,
222, 223, 225, 379, 387; child in, 272,
274, 71 *; mask in, 289, 89 *; in mys-
teries, 354, 359, 361244, 376, 377; phal-
lus in, 260, 273, 276, 288, 359, 377,
72*

Lindemann, F. O., xxxii2

linos song, 65
lion, 84
Lipari, 252
Livy, 45*, 355
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Lobeck, C. A., 268241

Lobel, E., 84115, 18718°, 20543

Locrians, Ozolian, 76
Lokroi, 367
"lord of the wild beasts," 81-82, 84, 203,

25*
Lorimer, H. L., 17413°
Lucan, 219—220
Lucian, 78, 106107, 161 °°, 16497, 340 20°
Luschey, H., 283 s2

Lycia, 209
Lydia, 275
Lykaion, Mt., 32
Lykophron, 18115G, 19520, 224106, 236,

261209, 28640

Lykourgos, 176-178, 219, 233, 329

M

Maass, E., 153 67, 15471

Macrinus, Marcus Pompeius (Theopha-
nes), 353

Macrobius, 233 m , 237, 303 93, 325 161

Macurdy, G. M., 310 m

madness, 131-134, 163, 165, 176, 179,
186, 188

maenads, 31, 52, 78, 88-89, 176, i79>
197, 202-203, 217, 227, 231, 254, 266,
271-272, 281, 17*, 64c*, 6 8 * - 7 i * ;
in heavenly marriage after death, 370;
maenadism, 138-139, 176, 189; on
mules, 169, 52B*, 53* ; in mysteries,
359> 362, H O B * , H O D * , I I O E * ,
112c*, i i2D*; as nurses of Dionysos,
379, 138*; on Parnassos (Thyiades),
218-224, 235, 237; snakes used by,
60—61, 64, 22A *, 22B *; Thracian bac-
chantes, 219-220, 233, 329

Magna Graecia, see Italy
Magnes, 341
Mago, 40
Maimakterion (month), 295, 296
Maimonides, Moses, 255192

Maira (dog), 153, 154, 171-172
Maiuri, A., 265 225, 362 25\ 383 314

mankind, creation of, 242
Mari, 159
Marinatos, S., 12 v\ 18 2\ 30' , 53 ' , 5615,

7262, 8712\ 208S1

Marmor Parium, 320151, 323 155

marriage: in Dionysian mysteries, 355,
357-358, 36O-362, HOC*, I I2F*,
114"; of Dionysos and Ariadne, 109-
110, 114, 121-123, 384; of Dionysos
and queen of Athens, 293, 300, 301,
307-312; heavenly, after death, 366-
373; of Poseidon and Amphitrite, 9;
significance of, symmexis and gamos,
309-310, 311; of Zeus and Hera, 300

Marzano, G., 365260

masks, 80, 166, 24 *; of actors, 327, 332;
of Dionysos, 123, 192, 281-284, 76A *-
79 *, 82A "-85 *; of grape treaders, 67;
in Great Dionysia, 317; in liknon, 289,
89*; in mysteries, 359

matrona, see domina
Matton, R., 6233

Matz, F., 14]0, 1823, 11622T, 3502U, 360 2r\
363 253, 373 282, 376291292, 377 Lm ™\
379 3033°4, 380**, 383 8n, 384318319

mead, 35-38, 43, 49~5O, 52
meander (pattern), 90-92, 94-96, 104
meat, boiling and roasting, 246-247, 250,

252-256
Megapenthes, 70, 72, 185
Meidias painter, 307-308, 368
Meilichios (epithet), 123
Meineke, A., 14951

meixis, 310
Melampous, 72, 164-165, 167, 187, 239,

240, 285
Melanaigis (epithet), 163, 319
Melikertes, 246
melikratos, 37
Mellen, C , 2 6 u

Melpomenos, 16188

men: in Choes Day celebration, 312-
315; in choruses, 325, 339~34i; in Dio-
nysian mysteries, 353—355; in Diony-
sian religion, 164, 202—203, 226, 235—
237, 240, 297, 307, 309, 350; in Great
Dionysia, 317; heavenly marriage after
death, 370; holy, see Hosioi; in komos,
333-336, 339-34O; in women's parts on
stage, 340-341, 104*, 105*

Menander, 30085, 348; The Arbitration,
348, quoted, 343-347

Menelaos, 7054



Index 436

Merkelbach, R., 154
mescalin, 26
Mette, H. J., 181155, 233 140, 329177

Meuli, K., 254191

Meyer, E., 29 *
Milani, L. A., 15984

Milchhoefer, A., 14953, 15055

milk, kid boiled in, 252—256
MiUingen, J., 366263

Minoan culture, see under Cretan-Minoan
Minos, 41, 82, 98, 102, 109, 263
Minotaur, 86, 91, 104, 105, 109, 117-

120; in labyrinth, 91, 94, 99, 28 *, 31 *
Minyas, daughters of, 179, 184, 185, 186,

188183, 192
mirror, 365, 366, 367; of child Dionysos,

265, 267, 269, 271; in initiation, 359
Mitrephoros (epithet), 280, 314
mitrephoros, 367
Mittelhaus, K., 173 m

Mnaseas, 1962324

Moirai, 387
Mommsen, A., 29877

moon: Ariadne associated with, 104, 105-
106, 116, 124; Erigone associated with,
155

moon goddess: Artemis, 155; Hera, 184
Moortgat, A., 257200

Morgan Cup, 377297

Mother Goddess, see Great Mother
mountains, shrines on, 7, 13, 16, 19-20,

1*, 7*, 8*
mules, 169-170, 290, 52A*-55*
Miiller, C. F. W., 13819, 231131

Miiller, K. O., 27, 28, 129, 17410, 268 24°
Miiller, W., 15
mundus patet, 300, 306, 315, 316, 317
Murray, G., 203w

Muses, 178, 179
Mycenaean culture, 11, 138, 184, 187,

191, 194, 195, 198, 269
mysteries, Dionysian, 350-363, 381-383;

Dionysos impersonated in, 354-355,
357, 360-362; initiation, 358-361, 373-
377; Villa dei Misteri murals, 352, 355-
363, 37i, 374, 376, 379, 383, 386,
106 *-H2F *, 143 *

mysterion, 309, 310
Mythographia Vaticani, 7676, 116 ***, 245 171

N

Naples, 364
Nauck, A., 83108, 84110, 86 m , 21880,

233 140, 328176

Naxos, 120-123, 151, 152; Dionysos in,
382, 141 *; festivals of Ariadne, 192

Neoplatonism, 241, 242
Neos Theophanes, 353
Neraides, 237
Nestor, palace of, 69
net, animals caught in, 87-88
New Testament: John, xxv18, 257**, 258;

Luke, xxv 18
; Mark, xxv18, 257 **; Mat-

thew, xxv18

Newton, C. T., 1915

New Year's festival, 41, 43, 50
Nicander, 42 M

Nietzsche, F. W., xxiii-xxv, 129, 132,
134-138, 324, 329

Nikias of Elea, 264
Nikomachos, 124249

Nikosthenes, 42
Nile, 167, 184; rising of, 29, 73
Nilsson, M. P., xxvii, 306, 6027, 118 23\

138 s0, 159 ", 169112, 203 *, 261 »\
285 s839, 295 ^ 340"*, 35O *\ 354225227,
373 282

Nilus, 8511S

Nogara, B., 254188

Nonnos, 57, 6025, 114, 245, 265, 267, 270,
381; myth of grapevine, quoted, 58-60

Norden, E., 21577, 29570, 299 w

Norvin, W., 242162

numbers: three, 37; four, 40; seven,
106197, 261

nurses of Dionysos, 120-121, 178, 179,
246, 265, 270, 276, 284, 288, 289, 291,
378-379, 382

Nyktelios (epithet), 231
nymphs, 199, 210, 246, 291

O

Oates, W. J., 337195, 339197

Odyssey, see Homer
Oellacher, H., 199 *
Ohlemutz, E., 3522a0282

Oikonomos, G. P., 14745

3482
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Oineus, 75, 76, 314
Oinioe (place), 213
Oinoa (place), 69
Oinoe (place), 152
Oinopion, 76—77
Oinops (epithet), 54, 63
Oinos (epithet), 270, 271
Old Testament: Deuteronomy, 255192; Ex-

odus, 255192; Isaiah, 67, 140; Jeremiah,
257-258; Psalms, 257 **

Olsen, E. C, 381 *», 382310-313, 383315

Olympia, 30, 181, 184
Olympias, 60
Olympic Games, 37
Olympiodoros, 21265, 242
Olympos, Mt, 267, 270
Omadios (epithet), 84, 203
Omestes (epithet), 84, 203
Onasimedes, 195
O'Neill, E., Jr., 337 ie% 339197> 348210

Onomakritos, 231, 238, 240—245, 247,
261, 262, 263, 268, 269, 278, 326, 350,
374

opium, 24-27
opora, 73, 74
oracle at Delphi, see Delphi, oracle
Oracula Sibyllina, 263 *"*
Orchomenos, 179148149, 192
Orestheus, 75, 76
Origen, 373282

Orion, 76-77, 82, 87, 88, 103; birth of,
41-43, 76; constellation, 73-74; scorpi-
on associated with, 42, 18 *; Sirius his
dog, 41, 73-74, 75

Orista, 7670

Orpheus, 239, 262, 264; killed by bac-
chantes, 233, 267, 329

Orphic Hymns, 198, 202 K, 243, 277, 351;
to Amphietes, 198, 199, 20032; to Hipta,
275; to Perikionios, 196; to the Titans,
268

Orphic literature, n o , 239-245, 249, 260,
269, 274-275

Orphic religion, 35-36, 93148, 110-112,
118, 231, 256, 259, 261, 276, 277-278,
364, 373, 374; Dionysian religion and,
240-245, 262-272; gold leaves used in,
252-253

Ortega y Gasset, J., 331; quoted, 315

Orthos (Dionysos), 144, 163, 286
Oschophoria, 102, 144-146, 162
Osiris, 154, 247, 247175, 274, 282, 284,

293, 294, 310-311; mysteries of, 223,
226

Otto, E., 247176

Otto, W. F., xxv, xxvi, xxviii, 5513, 64 s6,
85, 89133, 10318\ 106195, 107 **, 120»,
131-134, 138, 139, 176138, 190 s\ 20442,
20647; quoted, 63-64, 131-134

Ouranos, 242
Ovid: Fasti, 319, 35s7, 36, 4040, 42s6,

355 23°; Metamorphoses, 106197, i n , 158,
17714°, 179149, 243165, 245171

paean/paian (song), 79, 212, 214-217,
233

Pagasai, 192
Page, D., 84115, 187180, 20543

Paian/Paieon (god), 212, 215
Pallas Athena, see Athena
Palmer, L. R., 20855, 257198, 303 *
Palmer, R. B., xxv4

Pan, 266
Panathenaia, 167
Panegyreis, 197
Pangaion mountains, 219
Panofsky, E., 15883

Panopeus, 103, 213-214
panthers, 266, 271, 376, 377, 66D *, 70 *
Papadaki, S. P., 24 s7

Papadimitriou, I., 151 M

Paribeni, R., 15985

Parmenides, 94
Parnassos, Mt., 44, 208, 210-214, 217,

231 > 235; secret ceremonies on, 236-
237; Thyiades on, 218-224, 235, 237

parousia, 202, 278, 310, 317
Parrot, A., 16088

Pasiphae, 86, 116, 117
Patara, 209
pateterion, 65, 66
Patitucci, S., 2884 5

Pausanias, 321 6, 498 1, 541 0, 63 34, 7678,
103179, 105102, i n 2 1 9 , 1 1 3 m , 13716,
141», 143 », 14540, 150 M, 15779, 161 *,
16494, 165, 166, 174130, 177143, 178144,
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Pausanias (cont.)
180154, 181156159, 183 167, 184169, 194, 195,
1962425, 20237, 20748, 214, 224, 229125,
241, 268239, 311 m, 327 m

Pearson, A. C, 94150, 99167

Pegasos, 163-166
Peisistratos, 164
Pelekys (epithet), 192
Pendlebury, J. D. S., 95156

Penelope painter, 157
pentaeteris, 37, 38, 151-152
Pentelikon, Mt., 148
Pentheus, 69-71, 89, 185, 193, 203, 210,

217, 329
Pergamon, 351-352
Perikionis (epithet), 198
Perinthos, 250-251, 351
Persephone, 103, 104, 106, 116, 120, 124,

199, 301, 387; Ariadne as, 107, 113,
116; with dancers and flower, 13, 16,
4 *; in Eleusinian Mysteries, 278; moth-
er of Dionysos, 83, 110-114, 248, 256,
265, 279

Perseus, 176, 177, 179, 180, 184
Persius, 67
peyote, 26
Pfuhl, E., 172122

Phaidra, 102, 109
Phaistos, 51, 537

Phaleron, 102, 144, 145, 162, 170
Phales, 71
phallophoriai/phallagogiai, 71-73, 239,

260, 285-288, 297, 335, 338, 354, 87A *,
87B*

phallus, 19, 71-73, 144, 195, 387; arti-
ficial, 285, 339; in basket (liknon), 225,
267, 276, 288, 359, 377; ithyphallic
state, significance of, 273-274; in mys-
teries, 354, 359; of Osiris, 247, 247175;
phallic element in comedy, 332, 336-
339; on pillar, 371-373; in sacrifices,
260-261; symbol of Dionysos, 163, 164,
165, 181, 285-290, 311; uncovering of,
273, 72 *

Phanodemos, 291, 292
Phanokles, 291
pharmaka, 24, 25
Pherakydes, 185171

philanthropeia, 348

Philistines, 53
Philo, 202 38

Philochoros, 4981, 232, 250, 317138

Philodamos, 216-217
Philodemos, 248176

Philostratos, 10117\ 16498, 168109, 340 W1

Phoebe, 210
Phoenicians, 255
Phokians, 268
Phorbas, 328
Phormis, 332
Photios, 14541, 14747, 300 s4, 305"
Phrygia, 36, 275, 276
Phrynichos, 9415\ 305, 330
Physios (Bysios, month), 217
physis, xxxii, 7
Phytios, 75
phytou bios, xxxiii
Picard, C, xxvi, 81", 88130, 1598), 17112\

254189, 28025

Pickard-Cambridge, A., 14643, 164e5,
284 3\ 288 4\ 29049, 29672, 29978, 319 U8,
333 183, 335 18919°, 339 198, 34O 199 200, 341 **

pillar, see column
Pindar, 49 s4, 74, 106196, 183163, 21162,

21682, 306, 316135

Piraeus, 144
pirates, Dionysos captured by, 152, 167
Piskokephalo, 9
Pithoigia, 302-303
Platakis, E., 86123

Plato: Euthydemus, 92, 93144, 264-265;
Laws, 74, 131, 269245; Phaedo, xxxiv,
93, 242; Symposium, 289; Timaeus,
xxxiv13

Platon, N., 6, 7, 8, 12, 1822, 19 2\ 2026,
53 67, 5616, 72 6\ 13818

Plaumann, G., 295 s8

Pleiades, 84, 21577

Pliny the Elder, 36 s4, 37, 38, 3943, 4357,
50, 5723, 6538, 28025, 29981

Plotinos, xxxv
Plouton/Pluto/Hades, 83, 113, 297; Di-

onysos identified with, 239-240
Plutarch, xxxv, 93, 181, 183, 214-215,

218, 222-223, 228, 231, 234; Alexan-
der, 60 2\ 6131, 21681; Consolatio ad
uxorem, 373 s82; De cohibenda ira, 84114;
De cupiditate divitiarum, 285; De defec-
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tu oraculorum, 222 s6, 227116, 234146148;
De E apud Delphos, 2157670, 217 *,
223 10°, 226, 2 2 9 m , 2311 3 3; De Iside et
Osiride, xxxv1 7, 446 2 , 49 s2, 180152,
2239 8 0 9 , 231133, 248175, 282, 294"; De
primo frigido, 22003; Moralia, xxxiv14;
Mulierum virtutes, 22092; Quaestiones
conviviales, 64 s6, 122 24\ 178146, 179148,
234 m, 30289, 330; Quaestiones Graecae,
3 2 1 7 , 4 8 7 0 , 5 5 1 2 , 178 1 4 6 1 4 7 , 182 1 6 0 1 6 2 ,
1 8 3 164, 2 0 6 4 6 , 2 1 6 * , 2 1 7 8 5 , 2 3 3 143,
23515°, 236151; Quaestiones Romanae,
623 2, 187178; Solon, 327167; Themistocles,
84114, 20237; Theseus, 102174-17617S,
106195198, 107199, 108204, 122243, 123 "",
2771 7

Pollux, 6744, 174131, 229124, 2936 e , 31914e,
3 2 5 163

Polyanos, 268 s39

Polydoros, 195
Polymnos, 311
Pompeii: graffito, 96; Villa dei Misteri,

murals, 352, 355-63, 37*, 374, 37^,
379, 383, 386, i o6*-H2F* , 143*

Pomponius Mela, 4570, 46
Pomtow, H., 20646, 21570

poppy/poppy seed, 23-24
poppy goddess, 23, 24, 15 *
Porphyry, 84115, 86123, 20237, 23213S, 266asl,
Porto Raphti, 148-151
Poseidon, xxxiii, 9, 41, 111, 122241, 387;

Dionysos and, 297, 90 *
Poseidon (month ), 296
Pottier, E., 6129

Poussin, N., 158M

Powell, J. U., 14951, 19930, 21475, 217 8\
248176, 268238, 30187, 323 157

Pozzo di Santulla, 46
Prasiai, 149-152, 183-184
Pratinas of Phleious, 324
pregma, 274, 309, 310, 352, 361, 373; see

also mysteries, Dionysian
pregnancy, 358; interrupted, 295
Preisendanz, K., 183 165

Preller, L., 103181

premature birth, 106, 108, 294-295
Priene, 201
Privitera, G. A., 240158

Probos, 7676, 186174

processions of Dionysos, 166-175, 285-
288, 296

Proitos, daughters of, 165, 184-188
Proklos, 93144, 145 4\ 260208, 261209

Prometheus, 142
Propertius, 15470

Prosymnos, 311
Protrepticus, 27716

Prott, H. von, 183165

Psellos, M., 230129

Pseudo-Demosthenes, 29257, 29361, 302 w,
308114, 309110117

psyche, xxxiv, 354
Ptolemaios Philadelphos, 6026, 66
Ptolemy II, 378
Puhvel, J., 6951, 165101

Pylaochos, 180
Pylos, xxvi, 23, 28, 71, 165, 188, 263;

tablets, 68-69, 71 ra, 77 8\ 82, 97, 98,
137, 264, 303, 34 *

Pythagoras, 342
Pythais (procession), 213, 236
Pythia (prophetess), 49, 206, 210, 211,

232, 234; duties of, 226-229
Pythian games, 230
Pytho (Delphi), 208
Python, 48, 210, 211-212, 230-231

Q

Quandt, W., 84115, 19624, 1982829, 19931,
225107, 243 167168, 268238, 2759, 27615,
27720, 351215219, 352221, 354225

queen of Athens, 76, 160, 162, 169, 170,
290, 352, 354, 355; marriage with Di-
onysos, 293, 300, 301, 307-312, 361

R

Radin, M., 255192

Radke, G., 122240

ram, 180, 379
Ramsay, W. M., 255192

Ransome, H. M., 352<J

Ras Shamra, 46, 255
Rawson, M., 263 m

Rehm, A., 90136

Reichhold, K., 14434, 157 *°
Reinach, S., 247173, 250181, 255192
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Reni, G., 158 n

rhamnus leaves, 305
Rhea, 8, 24, 30, 57-58, 59, 60, 111-112,

114, 116, 119, 124, 256, 264, 275; and
birth of Zeus, 266; restores Dionysos to
life, 248, 256

Rhodes, 201
Rhodope mountains, 219
rhyton/rhyta, 53, 54, 55, 60, 19*, 20*
Richter, G., 1823

Rieu, E. V., 74 w

Rilke, R. M., 287
roasted meat, 246-247, 250
Robert, C, 1536T

Rodenwaldt, G., 66 ^
Rohde, E., xxv, 137, 138, 158 *, 175,

176185, 202 *, 305 w

Rohden, H. von, 254189, 271 ^ 272253, 273a

Rome: Bacchanalia forbidden in, 355,
357, 363; Farnesina, ornament, 376,
133 *; house of Pammachius, 122243

Ross, W. D., xxiii4, 308113

Rouse, W. H. D., 1618

Rumpf, A., 29048

Sabazios, 6026, 117, 275, 276; mysteries
of, 288-289, 351, 363, 383, 88A * - 8 8 D *

sack, leather, 38, 40-41, 44-51, 211, 212,
225, 256198, 277; in birth of Orion, 42-
43, 76

sacrifice, 39, 120, 238-261; as atonement
for sin, 320-321, 323; of bull, 173, 180,
182, 190, 203, 213, 236, 315—316, 318;
of cattle, 40-41, 54, 55, 115-116, 190-
191, 270; of child, 179, 189, 269-270,
379; Dionysos as victim, 203, 244-261;
of enemy of Dionysos, 324-326, 329,
333; of goat or kid, 20237, 203, 233—235,
249, 250, 252-256, 270, 318-324, 333,
35i, 364, 76B*, 76c*, 103*; human,
202; in Lenaia, 335; preparations for,
64A *-64D *; of ram, 180; secrecy in,
259-261

St. Martin's Day, 294
Salis, A. von, 357 "S 361247, 362250

salpinx/salpinges, 173-174, 180, 312,
6IB*; Dionysos called with, 201-202

Samos, 286
Samothrace, 264; mysteries, 118, 267, 269
sandal, one only, 360
Sannion, 71, 73
Sappho, 187
sarcophagi, Dionysian scenes on, 377-

385, 137 *- i42* , I44*-I45*
Saridakis, S., 201 *
satyr plays, 324-325, 33O
satyrs, 271-272, 281, 285, 364-365, 375,

376, 379, 380, 384, 68* -7 i* , 116*,
117*; as grape treaders, 59-60, 66,
68 *; men impersonating, 237, 325; in
mysteries, 358, 359, 362

Savignoni, L., 8094

Schaefer, J., 27510

Schefold, K., 366265

Schelling, F. W. J. von, 133, 134
Schneider, E., 264l

Schoene, A., 14332

Schopenhauer, A., 137
Schott, S., 6748

Schweitzer, B., 28, 177141

Schwyzer, R., xxviii11

Scorpio, 42
scorpion, 42, 82, 18 *
Scott, R., 3424

Segall, B., 81"
Selloi, 208
Semachidai, 146, 149
Semachos, 161, 163; Dionysos visits, 146-

149, 162, 39A *, 39B *
Semele, 196, 19625, 248, 265, 277, 355,

386, 65A*, 65B*; bridal chamber
(sanctuary) of, 194; mother of Diony-
sos, 55, 106-108, n o , 120, 161 w, 181,
184, 185, 256, 259, 279, 295, 306, 378;
in mysteries, 360

Semites, 261, 270; Dionysian religion,
256-257

Semitic languages, 208, 211, 255
Semos, 287
Senyes, 77
Servius, 42 s6, 76 ™, 174129, 185171, 209M,

231131132, 261 **, 363255

sheep as prize, 318
ship (car) of Dionysos, 141, 144, 16&-

172, 309, 49 *-52A *, 56A *, 56B *, 57 *,
59A*, 59B*
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Sichtermann, H., 17 s0, 369270272

Sicily, 332
sileni, 71, 147, 148, 158, 162, 169, 266,

285, 367-370, 375, 376, 378, 379; as
grape treaders, 66, 67, 23 *; men imper-
sonating, 171, 313, 314; in mysteries,
35i, 358-359, 361, 362

Simon, E., 271 **, 272253, 28845, 307 no,
3I3129, 377293207, 378298300, 379301, 38o

Simonides, 191-192
Sirius, 75, 172; dog of Orion, 41, 73-74,

75: in Ikarios myth, 153, 154; protec-
tive magic against, 77; rising of, 29, 30,
34, 37, 39, 4O, 41, 43, 5O, 73, 74, 77,
118, 206; year of, 38, 41, 78, 205

sistrum, 72
situla, 364, 368—370
Skopelos, 138
Smith, W. R., 257 *>l

Smyrna, 168, 295
snake/snakes, 21, 52; in birth of Diony-

sos, 111-114, 263; bull and, 117; in
Dionysian rites, 60-62, 64, 383, 22A*,
22B*; Dionysos as, 123; as god, 113;
grapevines associated with, 57, 58-60;
ivy associated with, 61—62, 64; poison-
ous, 60—61; in Sabazios mysteries, 288—
289; symbolism of, 114-115, 117, 119

snake goddess, 13, 16, 22, 52, 4* , 13*,
14*

Sokolowski, F., 202 ^
Sokrates, 92, 93, 264-265
Sokrates (historian), 180, 182 162

Solon, 317137, 326-327, 348
Sophokles, 94, 99, 328; Ajax, 174132, An-

tigone, 78, 224104, 349; Oedipus at Co-
lonus, 63 s5

Sosipolis, 113 222, 119
soul, the, Ariadne as archetype, 124-125
souls, wine for, 303-304, 91 *
Sousarion, 341
sparagmos (dismemberment), 245, 247
Spencer, B., 3s27

spiral pattern, 91, 92, 94-96, 99
Stackelberg, O. M. von, 161*, 169113,

173 **
Staphylos, 7676, 108, 138
stars, 105-106, 117-118
Staudacher, W., 4777

Stella, L. A., 548, 5617, 82103

Stephen of Byzantium, 43 5T, 122 242, 143 32,
245171

Stimula, 355
Stobaeus, 93 145

Sto Dionyso, 148
Stolpe, S., 267235

Strabo, 35 s7, 43 57, 45656970, 75 7 \ 275n,
292

suffering god, 70-71, 116, 179, 190, 193,

213, 329
Suidae Lexicon, 77 s3, 15160, 16303, 22812\

2411 6\ 304M, 308113, 317 m , 324160,
32616G, 327169, 328176, 330179

summer solstice, 29
Svoronos, J. N., 88130, 97160, 104185186,

IO5
187-189191, 232137

swaddling clothes of Zeus, 30, 44
swinging, 156-159, 160, 301, 307, 312,

42B*, 43* , 94*, 95*
Sybaris, 252
Sybil, 188182

Sybilline oracle, 351
symmeixis, 309-310, 311, 355, 361
Syria, 46, 47, 50

Tabulae Heracleenses, 141w

Tacitus, 6747, 158 "
tainiai, 44, 365, 366
Tarquinius Priscus, 188182

Tenedos, 54~55, 190, 191, 270
Teos, 45
thanatos, xxxiv, 132
theaters, 296; see also comedy; drama;

tragedy
Thebes, 179U9, 184, 185, 188, 213; Diony-

sian cult, 192-197, 278, 329; Dionysos
born in, 143; Kadmeia (palace), 194-
197

Themis, 210, 211, 211 °2

Themistios, 326165

Theodoros of Kolophon, 15882

Theogamia, 300
Theokritos, 23, 374283

Theopompos, 181, 192 u

Theoxenios (month), 206, 217
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Theseus, 94, 145; Ariadne and, 98, 101—
103, 107, 108, 109, 120, 123; in laby-
rinth, 91, 98-99, 28 *, 29 *

Thesiger, E., 85118

Thespis, 317137, 320, 322, 326-330; plays
of, 328-329

Thesprotian oracle, 230
Thetis, 178, 179
thiasos, 123, 313, 319, 368; in mysteries,

353, 354, 356, 359, 361, 362
Thiele, G., 88128

Thimme, J., 370274275

Thomson, G., 3740

Thorikos, 149
Thrace, 137-138, 176; bacchantes (mae-
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C. Kerenyi

Kerenyi Karoly (the Hungarian form of his name) was born on January 19,
1897, in Temesvar, in the southeastern part of the Austro-Hungarian Em-
pire (now Timisoara, Romania). He grew up in a family of Roman Catholic
small landowners, and was drawn to language study as a boy, when he
learned Latin. At the University of Budapest, he studied classical philology
and read widely in world literature. He earned his doctorate in 1919 with a
dissertation on "Plato and Longinus, Investigations in Classical Literary
and Aesthetic History." For several years, Kerenyi was a secondary-school
teacher; he traveled in Greece and Italy, and studied intermittently at the
German universities of Greifswald, Heidelberg, and Berlin. He was a pupil
of Diels, Wilamowitz-Moellendorff, Eduard Norden, Eduard Meyer, and
Franz Boll, to whom he dedicated his first book, Die griechisch-orientalische
Romanliteratur in religionsgeschichtlicher Beleuchtung (The Greek-Orien-
tal Romances in the Light of the History of Religions) (Tubingen, 1927).
On the strength of this book he was appointed privatdocent in the history of
religions at the University of Budapest. In 1934 he became professor of clas-
sical philology and ancient history at Pecs and in 1941 at Szeged (both in
southern Hungary), all the while retaining his docentship at Budapest.

Kerenyi traveled extensively, and in Greece in 1929 he met W. F. Otto,
whose approach to the history of religions influenced him profoundly. He
now saw the necessity of combining the "historical" with the "theological"
method. His first deliberate steps beyond the limits of official philology were
his Apollon, a collection of essays (1937), and Die antike Religion (1940).

In 1943 Kerenyi emigrated to Switzerland to lead the life of an indepen-
dent humanist. His choice was determined in part by his close connection
with C. G. Jung, in collaboration with whom he had published Einfiihrung
in das Wesen der Mythologie in 1941 (Essays on a Science of Mythology,
Bollingen Series, 1949). He was a co-founder of the C. G. Jung Institute in
Zurich, at which he also lectured. It was in the course of his work with Jung
that Kerenyi conceived the idea of a series of monographs on the Greek gods,
of which the present work is part. Perceiving that in the study of religions
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mythology has been increasingly overshadowed by cult, he wished, in agree-
ment with W. F. Otto, to develop a view of the Greek gods that would be
accessible to modern man. To this end he found it necessary to take the
findings of psychology into consideration.

Kerenyi's numerous publications on the history of ancient religion, in-
cluding Die Mythologie der Griechen (1951), which has been translated
into nine languages and is generally regarded as a standard work, won him
visiting professorships and invitations to lecture at many European univer-
sities. In 1961 he became a member of the Norwegian Royal Academy of
Sciences. His awards include an honorary doctorate from the University
of Uppsala, the gold medal of the Humboldt Society, and the Pirckheimer
Ring of the City of Nuremberg.

After 1943, Kerenyi made his home at Ascona, in the Italian-speaking
Swiss canton of Ticino, and was often a lecturer at the Eranos conferences.
His literary language was German, in which he used the name Karl; he also
used Carlo and Charles, as appropriate.

Karl Kerenyi died on April 14, 1973.
As Kerenyi saw it, every view of mythology is a view of man. Thus every

"theology" is at the same time an "anthropology." His basic method is to test
the "authenticity" of mythological tradition by stylistic traits. To his mind,
the essence of his work consisted in establishing a science of ancient re-
ligion and mythology, based not only on a detailed knowledge of the relevant
literature and archaeology but also on a reciprocal sympathy between the
interpreter and his material, and in this way to broaden the field of knowl-
edge already laid bare by the traditional historical methods.

Kerenyi's scholarly and literary accomplishment was prodigious; it is be-
ing published in a collected edition in German. Many of his chief works have
been translated not only into English, but into French, Italian, and Swedish.
His principal publications in English, besides those included in Bollingen
Series (Essays on a Science of Mythology, with C. G. Jung, and the series of
studies of Archetypal Images in Greek Religion: Prometheus, Dionysos, As-
klepios, Eleusis, and Zeus and Hera), are The Gods of the Greeks (tr. 1951),
The Heroes of the Greeks (tr. 1959), The Religion of the Greeks and Ro-
mans (tr. 1962). His correspondence with Thomas Mann, entitled Mythol-
ogy and Humanism: The Correspondence of Thomas Mann and Karl Ker-
enyi, was translated and published in 1975.
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A Bibliography of C. Kerenyi
compiled by Magda Kerenyi

This listing excludes publications in periodicals and writings in Hungarian,
except for translations made by others from original German works into Hun-
garian. The arrangement is alphabetical within years. When no translator is
named, one was not mentioned in the publication. Abbreviations: AV = Albae
Vigiliae. Series I: Amsterdam/Leipzig: Pantheon Akademische Verlagsanstalt.
Series II: Zurich: Rhein-Verlag. / BS = Bollingen Series. New York: Pantheon
Books; after 1967, Princeton University Press. / EJ = Eranos-Jahrbuch. Zurich:
Rhein Verlag. / K. K. = the author.

1927
Die griechisch-orientalische Romanliteratur in religionsgeschichtlicher Beleuch-
tung. Ein Versuch. Tubingen: J.C.B. Mohr; Paul Siebeck. ( = ig62d, 1973b.)

1935
Dionysos und das Tragische in der Antigone. Frankfurter Studien zur Religion
und Kultur der Antike 13, ed. Walter F. Otto. Frankfurt a. M.: Vittorio Kloster-
mann.

1936
a. La Filologia latina nelVUngheria del dopoguerra. (Tr. from Hung., Angelo
Brelich.) Gli Studi Romani nel mondo. Rome: Istituto di Studi Romani. (Parts
integrated in 1937a 10; = 1941b 13, 1953b 12.)

b. "Orphische Seele." In Gedenkschrift fur Akos von Pauler. Berlin/Leipzig.
(Rev. and enl. 1937b, i94od, i95Og 1, ig66e 1.)

c. "Die Papyri und das Wesen der alexandrinischen Kultur." In Atti del IV Con-
gresso internazionale di papirologia a Firenze, Primavera 1934. Milan. (With
small additions = 1937a 9, 1941b 11, 1953b 10.)

1937
a. Apollon. Studien iiber antike Religion und Humanitdt. 7 pi. Vienna/Amster-
dam/Leipzig: Franz Leo & Co. (Enl. = 1941b; further enl. = 1953b.)

1. Antike Religion und Religionsgeschichte.
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2. Unsterblichkeit und Apollonreligion.
3. Hippolytos.
4. Ergriffenheit und Wissenschaft.
5. Landschaft und Geist.
6. Der antike Dichter.
7. Korfu und die Odyssee.
8. Sophron und der griechische Naturalismus.
9. Die Papyri und das Wesen der alexandrinischen Kultur. (Enl. from

1936c; = 1941b 11, 1953b 10.)

10. Der Geist der romischen Literatur. (= 1962b.) (Parts integrated from
1936a; = 1941b 13, 1953b 12, 1962b.)

11. Horatius—Horationismus.
12. Humanismus und Hellenismus.

b. "Pythagoras und Orpheus." In: Aufsdtze zur Geschichte der Antike und des
Christentums. Essays. Berlin: Die Runde. (Rev. and enl. from 1936b; = i94od,
*95Og 1, ig66e 1.)

1938
a. Die Gottin Diana im Romischen Pannonien. 6 ill. Pecs: Pannonia-Konyvtar,
no. 49. University Edition.

1. Ein landliches Heiligtum bei Csakvar.
2. Spuren des Diana-Kultes an der militarischen Grenze.
3. Denkmaler des Balaton-Gebietes.

b. "Die Papyri und das Problem des griechischen Romans." In: Actes du Ve

Congres International de Papyrologie, Oxford, 30.8-3.9.1937. Brussels. ( = 1941b
12, 1953b 11, ig62d 1.)

c. Religio Academici. Pecs: Pannonia-Konyvtar, no. 52. University Edition. (In-
tegrated in every ed. and tr. of 1940b 4.II, 1963] 4.II, 1971a 5.II.)

1940
a. Editor of Albae Vigiliae I, Series I-XV, 1940-1943. Amsterdam: Pantheon
Akademische Verlagsanstalt. II, New Series I-XIX, 1944-1964. Zurich: Rhein-
Verlag.
b. Die Antike Religion. Eine Grundlegung. Amsterdam: Pantheon Akademische
Verlagsanstalt [Printed in Germany]. ( = 1942a, 1952a, 1971a 1, 3-8; tr. =
1940a, 1951I1, i957e, 1972I1; revision = 1963J; tr. of rev. = 1962c, ig62i, 19721,

1. Die antike Religion als mythologische Religion.
2. Die antike Religion als Festreligion.
3. Griechischer und romischer religioser Stil.
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4. Hohepunkte der griechischen und romischen religiosen Erfahrung.
I . Geopicc.

II. religio.
5. Mensch und Gott nach Homer und Hesiod.

I. Die griechische Idee des Opfers.
II. Vom Lachen der Gotter.

6. Mensch und Gott nach romischer Auff assung.
I. Das Leben des Flamen Dialis.

II. Von den Arten des Mythos.
Nachwort. Die religiose Idee des Nichtseins.

c. Intro, to Das griechische Antlitz in Meisterwerken der Miinzkunst, with L. M.
Lanckoronski. AV III. (Summary of 1941c.)

d. Pythagoras und Orpheus. 2nd ed. With an appendix on Ennius' Doctrine of
Metempsychosis. AV II. ( = 1937b, igsog 1, ig66e 1.)

e. La Religione antica nelle sue linee fondamentali. Tr. of 1940b, Delio Canti-
mori. Bologna: Zanichelli.

f. "Das Urkind in der Urzeit." In: C. G. Jung and K. K.: Das gottliche Kind in
mythologischer und psychologischer Beleuchtung. 5 pi. AV VI/VII. (= 1942b 2,
1951c 2, ig66e 3; tr. = i948d 2, 1949b 2, 1951c, 1953c 2, 1963a 2, i964g 2,
1969c 2, I97of 2, I972g 2, 1974c 2.)

1941
a. Das Aegdische Fest. Die Meergotterszene in Goethes Faust II. AV XI. ( =
1949a; enl. = 1950a, ig66e 4.)

b. Apollon. Studien iiber antike Religion und Humanitat. 2nd ed., enl. 7 pi. Am-
sterdam/Leipzig: Pantheon Akademische Verlagsanstalt.

1-4. ( = 1937a 1-4, 1953b i-4-)
5. Unsinnliche und sinnliche Tradition. ( = 1953b 5, 1970m.)
6. Landschaft und Geist. ( = 1937a 5, 1953b 6.)
7. Der antike Dichter. ( = 1937a 6, 1953b 7.)
8. Korfu und die Odyssee. ( = 1937a 7, 1953b 8.)
9. Sophron und der griechische Naturalismus. ( = 1937a 8, 1953b 9.)

10. Platonismus. (=i966j . )
11. Die Papyri und das Wesen der alexandrinischen Kultur. ( = 1936c, 1937a

9, i953b 10.)
12. Die Papyri und das Problem des griechischen Romans. ( = 1938b, 1953b

no
13. Der Geist der romischen Literatur. (Parts integr. from 1936a; = 1937a 10,

1953b 12, 1962b.)
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14. Catullus. ( = 1953b 15.)
15. Horatius-Horationismus. ( = 1937a 11, 1953b 14.)
16. Humanismus und Hellenismus. ( = 1937a 12, 1953b 15.)

c. "Arethusa. Ober Menschengestalt und mythologische Idee." In Mythos der
Hellenen in Meisterwerken der Miinzkunst, with L. M. Lanckoronski. Amster-
dam: Pantheon Akademische Verlagsanstalt. (Compl. vers. of 1940c; = ig66e
6.)

d. Holderlins Mysterien, Nachbemerkung zu Holderlins Hyperion oder der
Eremit in Griechenland. Amsterdam: Pantheon Akademische Verlagsanstalt.
( = 1953b 16.)

e. "Kore." In C. G. Jung and K. K. Das gottliche Madchen. Die Hauptgestalt der
Mysterien von Eleusis in mythologischer und psychologischer Beleuchtung. AV
VIII/IX. (Enl. = 1942b.)

f. "Labyrinthos. Der Linienreflex einer mythologischen Idee." In Laureae Aquin-
censes memoriae Valentini Kuzsinszky dedicatae II. Budapest, 1941.

g. Labyrinthstudien. 30 ill. AV XV. ( = igsod, ig66e 8.)

1942
a. Die antike Religion. 2nd edn. [Printed in Holland]: Pantheon Akademische
Verlagsanstalt. (.= 1940b, 1952a, 1971a 2-8; tr. = 1940c, i957d, 1972I1; revi-
sion = 1963J; tr. of revision = 1962c, ig62i, 19721, 1973:?.)

b. In C. G. Jung and K. K.: Einfiihrung in das Wesen der Mythologie. Gottkind-
mythos—Eleusinische Mysterien. 5 pi. Amsterdam: Pantheon Akademische Ver-
lagsanstalt, n.d. Contributions of K. K.:

1. Uber Ursprung und Griindung in der Mythologie. (= 1951c 1, ig66e 5.I;
tr. = 1942c 1, i948d 1, ig4gb 1, igs ic 1, ig53e 1, ig63a 1, ig64g 1,
ig6gc i , i97of 1, ig7^g 1.)

2. Das Urkind in der Urzeit. (=ig4of, igs ic 2, ig66e 3; tr. = ig48d 2,
i949b 2, i95ie 2, ig53e 2, ig63a 2, ig64g 2, ig6gc 2, ig7of 2, ig72g 2,
ig74C 2.)

3. Kore. (Enl. from ig4ie ; = igsic 3; tr. = ig48d 3, ig4gb 3, igs ih 3,
I953e 3, 1963a 3, *964g 3> 1969c 3, ig7of 3, ig72g 3, *974C 3 )

4. Ober das Wunder von Eleusis. ( = igs ic 4; tr. = ig48d 4, ig4gb 4, igs ih
4, i953e 4> 1963a 4> 1969c 4, I97of 4, *972g 4? I974C 4 )

c. Der grosse Daimon des Symposion. AV XIII. 1 pi. (= ig66e 10.)

d. "Mythologie und Gnosis." In EJ ig4o/4i.
1. Uber Ursprung und Griindung in der Mythologie. ( = ig42e 1, ig42b 1.)
2. Das Wissen vom Wege. ( = ig42e 2, ig66e 5.IL)
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e. Mythologie und Gnosis. AV XIV [Printed in Switzerland].
1. Uber Ursprung und Griindung in der Mythologie. (= 1942b 1, i942d 1.)
2. Das Wissen vom Wege. ( = i942d 2, ig66e 5.II.)

1943
a. "Hermes der Seelenfuhrer. Das Mythologem vom mannlichen Lebensur-
sprung." In EJ 1942. ( = 1944b; tr. = 1950c 2.)

1944
a. Der Geist. Budapest: Officina. 120 num. copies. Budapest: Taurus. ( = 1945b
2.)

b. Hermes der Seelenfuhrer. Das Mythologem vom mannlichen Lebensursprung.
AV, n.s. I. ( = 1943a; tr. = igsoe 2.)

c. Tochter der Sonne. Betrachtungen uber griechische Gottheiten. With a genea-
logical tree of the sun-kinship. 7 pi. Zurich: Rascher. ( = 1947c, 1949c.)
Der Vater und Konig.

1. Der an jedem Tag Neue.
2. Der Titan.

Die Suche nach der Konigin.
3. Die Zauberin (Kirke).
4. Die Morderin (Medeia).
5. Die Halfte (Hera).
6. Die Giildene (Aphrodite).

Finis Initium.
7. Die kretische Sonnentochter.

d. "Vater Helios." In EJ 1943. (= 1944c 1-2; tr. = 1947c 1-2, 1949c 1-2.)

1945
a. Bachofen und die Zukunft des Humanismus. With an Intermezzo on Nietz-
sche and Ariadne, Zurich: Rascher. ( = i 9 7 i e 1.)

b. Die Geburt der Helena. Samt humanistischen Schriften aus den Jahren
1943-1945- AV, n.s. III.

1. Die Geburt der Helena. ( = i966e 2; tr. = i95oe 1.)
2. Der Geist. ( = 1944a.)
3. Mysterien der Kabiren. Einleitendes zum Studium antiker Mysterien.

( = i945d; tr. = igsoe 3, 1955c)
4. Castello di Tegna. Eine archaologische Parallele zu einem Heiligtum in

der Gegend von Theben. ( = i945d; tr. = i955e.)



A Bibliography of C. Kerenyi 452

5. Die Heiligkeit des Mahles im Altertum. ( = 1971a 11; tr. = 1950c 4.)
6. Mnemosyne-Lemosyne. Uber die Quellen "Erinnerung" und "Vergessen-

* heit" in der griechischen Mythologie. ( = ig66e 11.)
7. Selbstbekenntnisse des Livius. ( = 1966c 15.)
8. Uber das Klassische. Aus Anlass einer Sophokles-Obersetzung.
9. Grundbegriffe und Zukunftsmoglichkeiten des Humanismus. ( = ig66e 16,

1970a.)

c. "Heros Iatros-Ober Wandlungen des arztlichen Genius in Griechenland." In
EJ XII: Studien zum Problem des Archetypischen. Festschrift for C. G. Jung.
d. "Mysterien der Kabiren." With appendix: "Castello di Tegna." In EJ 1944.
( = 1945b 3-4; tr. = igsoe 3, 1955*0
e. Romandichtung und Mythologie—ein Briefwechsel mit Thomas Mann, 1934-
1945. AV, n.s. II. (= 1960c 1, 1967c 1, 1972b i; tr. = i947d, 1960J, 1973a 1,
I975d 1.)

I946
a. "Apollon-Epiphanien." In EJ 1945. ( = i949e 6; tr. = 1954b.)

b. Prometheus. Das griechische Mythologem von der menschlichen Existenz.
AV, n.s. IV. (Rev. and enl. = igsgd; tr. = igsoe 5; tr. of enl. = 19631.)

c. "Zur Einfiihrung in das Lesen Platonischer Werke." In Uber Liebe und Un-
sterblichkeit. Die Sokratischen Gesprache Gastmahl, Phaidros, Phaidon. Zurich:
Rascher.

1947
a. "Die Gottin Natur." In EJ 1946. ( = 1949c 4; tr. = igsoe 8.)

b. "Hombre primitivo y mysterio." In Anales de Arqueologia y Etnologia. Men-
doza: Universidad. (Tr. of i948f, M. de Ferdinandy.)

c. Naplednyok. (Hungarian tr. of 1944c, V. Zolnay.) Budapest: Bibliotheka.
Without ill. and genealog. tree.

d. Thomas Mann es Kerenyi Kdroly levelvdltdsa regenyrol es mitologidrol.
(Hungarian tr. of 1945c, M. Petrolay.) Budapest: Officina.

1948
a. Der Gottliche Arzt. Studien uber Asklepios und seine Kultstatten. 57 ill. Basel:
Ciba AG. ( = 1956a, 1964c, 1975c; tr. = 1948b, 1959b, 1960a.)

b. Le Medecin divin. Promenades mythologiques aux sanctuaires d'Asklepios.
(Tr. of 1948a, V. Baillods.) 57 ill. Basel: Ciba S.A.
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c. "Der Mensch in griechischer Anschauung." In Proceedings of the Xth Inter-
national Congress of Philosophy, Amsterdam, 11-18 August 1948. Amsterdam:
North-Holland Publishing Co. ( = 1949c 10; tr. = 1950c 15.)

d. In C. G. Jung and K. K.: Prolegomeni allo studio scientifico della mitologia.
(Tr. of 1942b, Angelo Brelich.) Turin: Einaudi. ( = ig64g, ig72g.)

e. "Prometeo e Niobe: Due archetipi del modo d'esistere umano." In Atti del
Congresso internazionale di filosofia, Rome 1946. Milan: Castellani, Vol. II.
"L'Esistenzialismo." (Tr. of i949e 2; = igsoe 7.)

f. "Urmensch und Mysterium." In EJ 1947. ( = 1949c 3; tr. — 1947b, igsoe 11.)

g. "Wolf und Ziege am Fest der Lupercalia." In Melanges de philologie, de lit-
terature et dhistoire anciennes. Festschrift for J. Marouzeau. Paris: Les Belles
Lettres. ( = 1949c 5; tr. = i95oe 9.)

1949
a. "Das Aegaische Fest. Erlauterungen zur Szene Telsbuchten des Aegaischen
Meeres' in Goethes Faust II." In Spiegelungen Goethes in unserer Zeit. Wies-
baden: Limes. ( = 1941a; enl. = 1950a, 1966c 4.)

b. In C. G. Jung and K. K.: Essays on a Science of Mythology. The Myth of the
Divine Child and the Mysteries of Eleusis. (Tr. of 1942b, R. F. C. Hull.) 5 ill.
BS XXII. ( = i95ie; rev. = 1963a, 1969c.)

1. Prolegomena.
2. The Primordial Child in Primordial Time.
3. Kore.
4. Epilegomena: The Miracle of Eleusis.

c. Figlie del sole. (Tr. of 1944c, Francesco Barberi.) 7 ill. Torino: Einaudi.

d. "Mensch und Maske." In EJ 1948. (= ig66e 13; tr. = igsoe 14, 1960I1.)

e. Niobe. Neue Studien iiber Religion und Humanitat. 6 pi. Zurich: Rhein-Ver-
lag.

1. Niobe. (tr. = 1950c 6.)
2. Bild, Gestalt und Archetypus. (tr. = 1948c, 1950c 7.)
3. Urmensch und Mysterium. (=1948^ tr. = 1947b, 1950c 11.)
4. Die Gottin Natur. ( = 1947a; tr. = 1950c 8.)
5. Wolf und Ziege am Lupercalienfest. ( = i948g; tr. = igsoe 9.)
6. Apollon-Epiphanien. ( = 1946a; tr. = 1954b.)
7. Das Mythologem vom zeitlosen Sein im alten Sardinien. (tr. = igsoe 12.)
8. Die Gottin mit der Schale. (tr. = igsoe 13.)
g. Arbor Intrat. (tr. = igsoe 10.)

10. Der Mensch in griechischer Anschauung. ( = ig48c; tr. = igsoe 15.)
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f. "II segreto delle citta alte." In Mediterranea: Almanacco di Sicilia. Palermo:
IRES. (Tr. of 1953b 17.)

g. "Ziegenfell und Gorgoneion." In Melanges Gregoire. Festschrift for Henri
Gregoire. Annuaire de l'lnstitut de philologie et d'histoire orientales et slaves,
IX. Brussels.

1950
a. "Das Aegaische Fest. Erlauterungen zur Szene Telsbuchten des Aegaischen
Meeres' in Goethes Faust II." In Spiegelungen Goethes in unserer Zeit. 3rd ed.,
enl. Wiesbaden: Limes. ( = 1941a, 1949a, ig66e 4.)

b. "Aidos und Themis." In Pro regno pro sanctuario. Festschrift for Gerardus
van der Leeuw. Nijkerk: Callenbach.

c. "Die Entstehung der olympischen Gotterfamilie." In Mythe, Mensch und
Umwelt. For the 50th Jubilee of the Frobenius Institute. Ed. A. E. Jensen. Bam-
berg: Meisenbach & Co. ( = i972n 3.)

d. Labyrinth-Studien. 30 ill. New edition (reprint) for the 70th birthday of
C. G. Jung. AV, n.s., X. ( = i94if, ig66e 8.)
e. Miti e misteri. (Tr. Angelo Brelich.) 10 ill. Turin: Einaudi.

1. La nascita di Helena. (Tr. of 1945b 1.)
2. Hermes, la guida delle anime. (Tr. of 1943a.)
3. I misteri dei Kabiri. (Tr. of 1945b 3.)
4. La sacralita del pasto. (Tr. of 1945b 5.)
5. Prometeo: il mitologema greco dell'esistenza umana. (Tr. of 1946b.)
6. Niobe. (Tr. of i949e 1.)
7. Immagine, figura e archetipo. ( = ig48e.)
8. La dea Natura. (Tr. of 1947a.)
9. Lupo e capra nella festa dei Lupercalia. (Tr. of i948g.)

10. Arbor intrat. (Tr. of i949e 9.)
11. L'uomo dei primordi e i misteri. (Tr. of ig48f.)
12. II mitologema dell'esistenza atemporale nell'antica Sardegna. (Tr. of

I949e 7 )
13. La dea con la coppa. (Tr. of 1949c 8.)
14. Uomo e maschera. (Tr. of i94gd.)
15. La concezione greca dell'uomo. (Tr. of 1948c.)

f. "Die orphische Kosmogonie und der Ursprung der Orphik." In EJ 1949.
( = I95°g> i966e 12.)
g. Pythagoras und Orpheus. 1 pi. 3rd ed., enl. AV, n.s., IX.
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1. Pythagoreische und orphische Seele und Seelenlehre im VI. Jh. (Rev.
and enl. ed. of 1936b; = 1937b, i94od, 1966c 1.)

2. Die orphische Kosmogonie und der Ursprung der Orphik. Ein Rekon-
struktionsversuch. (= igsof, 1966c 12.)

3. Die pythagoreische Seelenwanderung im II Jh. v. Chr. ( = ig4od.)

1951
a. "Archetypisches und Kulturtypisches in den Grundlinien der griechischen und
romischen Religion." Summary in Proceedings of the jih Congress for the His-
tory of Religions, Amsterdam, 4-9 Sept. 1950. Amsterdam: North-Holland Pub-
lishing Co.

b. "Dramatische Gottesgegenwart in der griechischen Religion." In EJ XIX.

c. In C. G. Jung and K. K.: Einfuhrung in das Wesen der Mythologie. Gottkind-
mythos—Eleusinische Mysterien. 4th ed., rev. 2 fig., 6 pi. Zurich: Rhein-Verlag.
( = 1942b.)

d. The Gods of the Greeks. (Tr. of i95ig, Norman Cameron.) 52 ill. London:
Thames & Hudson. Reprint, 1961. (= 1958a, ig6od, 1974a.)

e. In C. G. Jung and K. K.: Introduction to a Science of Mythology. The Myth of
the Divine Child and the Mysteries of Eleusis. London: Routledge & Kegan Paul.
( = 1949b [identical, with variant title], i97of.)

f. La Mitologia dei Greci. I Racconti sugli dei e sulVumanita. (Tr. of i95ig,
Angelo Brelich.) Rome: Astrolabio.

g. Die Mythologie der Griechen. I. Gottergeschichten. 66 ill. Zurich: Rhein-
Verlag. ( = 1966I1 I; tr. = i95Id, i95lf> i952C> ^ S b , i958a> i96od, ig6of,
1963c 1, 1968b, 1972c I, I973C, 1974^, I974d I, I975d I.)
h. La Religione antica. (Tr. of 1940b, Delio Cantimori, Angelo Brelich.) Rome:
Astrolabio.

1952
a. Die antike Religion. 3rd ed., rev. Diisseldorf: Eugen Diederichs. ( = 1940b,
1942a.)

b. Die Jungfrau und Mutter der griechischen Religion. Eine Studie iiber Pallas
Athene. AV, n.s., XII.

c. La Mythologie des grecs. Histoires des dieiix et de l'humanite. (Tr. of i95ig,
Henriette de Roguin.) Paris: Payot.

d. Stunden in Griechenland-Horai Hellenikai. 12 pi. Zurich: Rhein-Verlag.
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1. "Neugriechen" ("Der Mann mit dem Gritza"). (= 1967a 1.)
2. Griechisches Stundenbuch 1952. ( = 1967a 5.)
3. Fragmente aus Griechenland 1929. ( = 1967a 2.)
4. Reisetagebuch aus Lesbos 1935. ( = 1967a 3.)

1953
a. Answer to the inquiry about three favorite poems. In Trunken von Gedichten.
Eine Anthologie. Ed. Georg Gerster. Zurich: Arche.

b. Apollon. Studien iiber antike Religion und Humanitat. New ed. 1 pi. Diissel-
dorf: Eugen Diederichs.

i-9- = i94ib 1-9.

10-15. = 1941b 11-16.

16. Holderlins Mysterien. ( = i 9 4 i d . )
17. Mysterien der Hohen Stadte. ( = ig66e 7; tr. = ig49f.)
18. Mythologisches Madchenbildnis. ( = 1971a 12; tr. = 1969I1.)
19. Das Geheimnis der Pythia. ( = ig66e 14, i975g; tr. = i97oi, 1970J.)
20. Lob des Konkreten. (=ig66e 17.)

c. "Das 'Bevor' der Religion." In Proceedings of the Xlth International Congress
of Philosophy, Brussels, 20-26 August 1953. Amsterdam: North-Holland Pub-
lishing Co. ( = part of i955g 2.)
d. "Der erste Mensch." In Lebendiges Wissen. Ed. Heinz Friedrich. Wiesbaden:
Dietrich'sche Verlagsbuchhandlung. ( = i955g 6.)

e. In C. G. Jung and K. K.: Introduction a Vessence de la mythologie. U enfant
divin—La jeune fille divine. (Tr. of 1942b, H. E. Del Medico.) 8 ill. Paris:
Payot.

f. "Die Sage von der verfolgten Hinde in der ungarischen Griindungssage und
l m 1001 Tag/" German and Spanish. (Spanish tr., Catalina Schirber.) In
Anales de la Facultad de fdosofia y letras, Instituto de historia antigua y medioe-
vaL Buenos Aires.

1954
a. Answer to an inquiry about love poetry. In Verse der Liebe. Ed. Max Nieder-
mayer. Wiesbaden: Limes.

b. "Apollo-Epiphanies." (Tr. of i949e 6, Ralph Manheim.) In Spirit and Nature.
Papers from the Eranos Yearbooks. BS XXX. 1. / London: Routledge & Kegan
Paul.
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c. "Mythologische Epilegomena' to C. G. Jung, P. Radin, K. K.: Der gottliche
Schelm, Zurich: Rhein-Verlag. (Tr. = 1956c!, 1958b, 1965b.)

d. Unwillkiirliche Kunstreisen. Fahrten ira alien Enropa 1952/1953. AV, n.s.,
XIII/XIV. 26 ill. ( = 1967a 6; tr. = 1957c.)

1955
a. Geistiger Weg Europas. Five lectures on Freud, Jung, Heidegger, Thomas
Mann, Hofmannsthal, Rilke, Homer, and Holderlin. AV, n.s., XVI.

1. Geistiger Weg Europas.
2. Holderlin und die Religionsgeschichte.
3. Die Gotter und die Weltgeschichte.
4. Holderlins Vollendung. (= 1961c.)
5. Das Christusbild der 'Friedensfeier.'
Anhang: Zur Entdeckung von Holderlins 'Friedensfeier.'

b. Grekiska Gudar och Myter. (Tr. of i95ig, Assar Asker.) 64 pi. Stockholm:
Natur och Kultur.

c. "Interpretation und Ursprung in der Wissenschaft der Religion und Mytholo-
gie." In Stndi di filosofia della religione. German and Italian. Rome: "Bocca."

d. "Kadmos und Harmonia. Ein Kapitel aus der Heroenmythologie der Griechen."
In Psychologia-Jahrbuch 1955, Ed. Willy Canziani. Zurich: Rascher. (Preprint
of chap. 1 of 1958c.)

e. "The Mysteries of the Kabeiroi." (Tr. of ig45d, Ralph Manheim.) In The
Mysteries, Papers from the Eranos Yearbooks. BS XXX. 1. / London: Routledge &
Kegan Paul.

f. "Perseus. Aus der Heroenmythologie der Griechen." In Studien zur Analyti-
schen Psychologie C. G. Jungs, Festschrift for C. G. Jung. Zurich: Rascher.
(Preprint of chap. 4 of 1958c.)

g. Umgang rait Gottlichem. Uber Mythologie und Religionsgeschichte. Gottin-
gen: Vandenhoeck & Ruprecht, "Kleine Vandenhoeck-Reihe" 18. (Rev. ~ i96ig.)

1. Was heisst Umgang?
2. Wo beginnt die Religionsgeschichte? (Parts of — 1953c.)
3. Interpretation und Ursprung. (= 1955c.)
4. Zur Charakteristik der Mythologie.
5. Menschliches und Gottliches: ein Blick auf das Archetypische.
6. Der erste Mensch. ( = 1953d.)
7. Das Ungeschichtliche.
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h. "Varro iiber Samothrake und Ambrakia." In Studi in onore di Gino Funaioli.
Festschrift. Rome: Signorelli.

1956
a. Der gottliche Arzt. Studien iiber Asklepios und seine Kultstdtten. 2nd ed. 57
ill. Darmstadt: Wissenschaftliche Buchgesellschaft. H. Gentner. (= 1948a,
1964c, 1975c; tr. = 1948b, 1959b, 1960a.)

b. Die Herkunft des Dionysosreligion nach dem heutigen Stand der Forschung.
No. 58 der Arbeitsgemeinschaft fur Forschung des Landes Nordrhein-Westfalen.
Cologne: Westdeutscher Verlag.

c. "Symbolismus in der antiken Religion." In Filosofia e simbolismo. Archivio di
Filosofia. German and Italian. (Italian tr., O. M. Nobile Ventura.) Rome: "Boc-
ca." ( = 1957a 3, 1967a 10; tr. = i957e 7.)

d. "The Trickster in Relation to Greek Mythology." In C. G. Jung, P. Radin,
K. K.: The Trickster. (Tr. of 1954c, R. F. C. Hull.) London: Routledge & Kegan
Paul.

e. Foreword to Griechenland. Picturebook by H. G. Hoegler. Zurich: Europa-
Verlag. (= 1966k, 1967a 7; tr. = 1957b, 1957c!.)

1957
a. Griechische Miniaturen. 12 ill. Zurich: Rhein-Verlag.

1. Nach einem Besuch in Samothrake. ( = 1967a 8.)
2. Pompeji oder der Zauber der Malerei. (= ig6id, 1967a 9.)
3. Symbolismus in der antiken Religion. (=19560, 1967a 10; tr. = 1957c

7.)
4. Griechische Vase aus Tischbeins Schule. (= 1967a 11.)
5. Das neue Bild von Paestum. (= 1967a 13.)
6. Der entschwebende Adonis. (= 1967a 12.)
7. Sonnenkinder-Gotterkinder. (= 1967a 15.)
8. Apollons Tempeldiener. (= 1967a 14.)
9. Die Dichterweihe auf Paros. (= 1967a 16.)

10. Neues aus Alt-Kreta. ( = 1967a 17.)
11. Im Nestor-Palast von Pylos. ( = 1967a 18.)
12. Die Herrin des Labyrinthes. (= 1967a 19.)
13. Ankunft des Dionysos. (= 1967a 20.)
14. Die Bacchantinnen des Euripides. (= 1967a 21.)
15. Werk und Mythos. ( = 1967a 22.)



A Bibliography of C. Kerenyi 45Q

16. Nachwort: Perspektiven. (Die neue Deutung der Antike.—Ein Radio-
vortrag.)

b. Foreword to Det Gyllene Grekland. (Tr. of 1956c.) Stockholm: Natur och
Kultur.

c. En Konstdlskare Loggbok. Resor i det gamla Europa. (Tr. of ig54d, Erland
Radberg.) Stockholm: Natur och Kultur.

d. Preface to Greece in Color. (Tr. of 1956c, Daphne Woodward.) London:
Thames & Hudson.

e. La Religion antique. (Tr. of 1940b, enl. by chap. 7, Y. Le Lay.) Geneva:
Georg & cie.

7. Le Symbolisme dans la religion antique. (Tr. of 1956c.)

f. Vergil und Holderlin. Zum 70. Geburtstag des Altertumsforschers K. K. 19 Jan.
1957. Zurich: Rhein-Verlag. (= 1963m.)

1958
a. The Gods of the Greeks. (Tr. of i95ig, Norman Cameron.) 52 ill. Harmonds-
worth, Middlesex: Penguin Books. Pelican Book No. A 429.

b. "Le mythe du Fripon et la mythologie grecque." In C. G. Jung, P. Radin,
K. K.: Le Fripon divin. (Tr. of 1954c, A. Reiss.) Geneva: Georg & cie.

c. Die Mythologie der Griechen. II. Heroengeschichten. 80 ill. Zurich: Rhein-
Verlag. (== 1966I1II; tr. — 1959c, ig6oe, ig6og, 1962c, ig62f, 1963c II, 1972c II,
i973d? i974b, I974d II, I975d II.)

d. "Orfeo, simbolo dionisiaco." In Umanesimo e simbolismo. (Tr. O. M. Nobile
Ventura.) Atti del IV convegno internazionale di studi umanistici, Venice, 19-21
Sept. 1958. Padua: CEDAM.

e. "Das Theta von Samothrake." In Geist und Werk. Festschrift for Daniel
Brody. Zurich: Rhein-Verlag.

1959
a. Abenteuer rait Monumenten. Bibliophile Ausgabe. Oltener Biicherfreunde.
( = i 9 6 9 j . )

1. Asklepios in Trastevere.
2. Laokoon, oder Odysseus und das Meerungeheuer.
3. Sich wandelndes Paestum.

b. Asklepios. Archetypal Image of the Physicians Existence. (Tr. of 1948a; plus
Postscript "On Snakes and Mice in the Cults of Apollo and Asklepios," Ralph
Manheim.) 58 ill. BS LXV.3.
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c. The Heroes of the Greeks. (Tr. of 1958c, H. J. Rose.) 76 pi. London: Thames
& Hudson.

d. Prometheus. Die menschliche Existenz in griechischer Deutung. (Rev. and
enl. ed. of 1946b.) Reinbek bei Hamburg: Rowohlt. "rowohlts deutsch enzyklo-
padie." (Reprint 1962.) (Tr. = 1963L)

e. "Walter Friedrich Otto: In Memoriam." In Jahresring 1959/60. Beitrage zur
deutschen Literatur und Kunst der Gegenwart. Stuttgart: Deutsche Verlagsan-
stalt.

i960

a. Asklepios. Archetypal Image of the Physicians Existence. London: Thames &
Hudson. ( = 1959b, identical.)

b. Eleusis. De heiligste mysterien van Griekenland. (Tr. from the German ms,
J. A. Schroeder.) 29 pi. 7 fig. The Hague: Servire. (Rev. and enl. = 1962b; tr.
of revision = 1967b.)

c. Gesprdch in Brief en. With Thomas Mann. Zurich: Rhein-Verlag.
1. Romandichtung und Mythologie, 1934-1945. (= 1945c, 1967c 1, 1972b i;

tr. = 1947^, i960], 1973a 1, i975d 1.)
2. Humanismus—schweres Gliick, 1945-1955. (=19670 2, 1972b 2; tr. =

1963b 2, 1973a 2, 1975^ 2.)
d. The Gods of the Greeks. (Tr. of i95ig, Norman Cameron.) 52 ill. Paper-
back, Evergreen ed. New York: Grove Press.
e. Grekiska Hjdltesagor. (Tr. of 1958c, Alf Ahlberg.) 80 pi. Stockholm: Natur
och Kultur.
f. Griekse Mythologie. (Tr. of i95ig, P. J. F. van Leeuwen.) 37 ill. Antwerp:
W. De Haan. "Phoenix-Pocket," No. 42.

g. The Heroes of the Greeks. (Tr. of 1958c, H. J. Rose.) 76 pi. Hardcover ed.
New York: Grove Press.
h. "Man and Mask." In Spiritual Disciplines. Papers from the Eranos Yearbooks.
(Tr. of i949d, Ralph Manheim.) BS XXX.4. / London: Routledge & Kegan Paul.

i. "Mythos in verbaler Form." In Beitrage zu Philosophie und Wissenschaft.
Festschrift for Wilhelm Szilasi. Munich: A. Francke. (= ig64d 5.)
3. Romanzo e mitologia. Un carteggio Thomas Mann-Karl Kerenyi. (Tr. of 1945c,
E. Pocar . ) Mi lan: II Saggiatore. "Biblioteca delle Silerchie." ( = 1 9 7 3 a I . )

k. Streifziige eines Hellenisten. Von Homer zu Kazantzakis. Zurich: Rhein-
Verlag.

1. Homer und die Kampfer um seinen Gesang.
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2. Geburt und Wiedergeburt der Tragodie—Vom Ursprung der italienischen
Oper zum Ursprung der griechischen Tragodie.

3. Niko Kazantzakis—oder Nietzsches Forsetzung in Griechenland. Nach-
wort: t)ber den neuen Menander.

1. "Ober Laszlo Nemeth." Afterword to L. Nemeth's Wie der Stein fdllt. Stutt-
gart: Steingriiben. Reprint in "Fischer-Biicherei," No. 486. Frankfurt a. M. 1963.

1961
a. Der friihe Dionysos. Die Eitrem-Vorlesungen, gehalten an der Universitat
Oslo im September i960. Oslo: Universitetsforlaget.

b. "Hercules Fatigatus." In Dauer im Wandel. Festschrift for C. J. Burckhardt.
Munich: Georg D. W. Callwey. ( = 1971a 13.)

c. "Holderlins Vollendung." In Holderlin. Schriften der Holderlin-Gesellschaft,
3. Ed. Alfred Kelletat. Tubingen: J. C. B. Mohr (Paul Siebeck). ( = 1955a 4.)

d. "Pompeji oder der Zauber der Malerei." In Deutsche Welt in Wort. 27 moderne
deutsche Essayisten. Ed. Johannes Edfelt. Stockholm: Bonniers. ( = 1957a 2.)

e. "Das Problem des Bosen in der Mythologie." In Das Bose. Studien aus dem
Jung-Institut, Zurich: Rascher. (Tr. = 19671.)

f. "Theos e Mythos." In II Problema della demitizzazione. Atti del Colloquio in-
ternazionale sul problema della demitizzazione, Rome, 16—21 Jan. 1961. (Tr.
of the German ms. of 1963I, O. M. Nobile.) Rome: Istituto di studi filosofici.

g. Umgang mit Gottlichem. Uber Mythologie und Religionsgeschichte. Gotting-
en: Vandenhoeck & Ruprecht. 2nd ed.? rev., of i955g.

1962
a. "Agalma, Eikon, Eidolon." In Demitizzazione e immagine. Atti del Convegno
a Roma, 11-16 Jan. 1962. (Italian tr. of the German ms. of 1964a.) Rome:
Istituto di studi filosofici.

b. "Geist der romischen Literatur." In Romertum. Wege der Forschung XVIII.
Ed. Hans Oppermann. Darmstadt: Wissenschaftliche Buchgesellschaft. ( =
1937a 10, 1941b 13, 1953b 12.)

c. Grekarnas och Romarnas Religion. (Tr. of 1963J, Sten Soderberg.) 124 pi.
Stockholm: Natur och Kultur.

d. Die griechisch-orientalische Romanliteratur in religionsgeschichtlicher Be-
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leuchtung. Ein Versuch mit Nachbetrachtungen. Darmstadt: Wissenschaftliche
Buchgesellschaft. (= 1927; enl. = 1973b.)

Nachbetrachtungen:
1. Die Papyri und das Problem des griechischen Romans. ( = 1941b 12,

1 9 5 3 b 1 1 . )

2. Nachwort iiber die Methode.

e. Griekse Heldensagen. (Tr. of 1958c, P. J. F. van Leeuwen.) 38 ill. Antwerp:
W. De Haan. "Phoenix-Pocket," No. 63. ( = 1973d.)

f. The Heroes of the Greeks. (Tr. of 1958c, H. J. Rose.) 76 pi. Paperback, Ever-
green ed. New York: Grove Press. (= 1959c, i96og, 1974b.)

g. "Licht, Wein, Honig: Frage nach dem minoischen Festkalender." In Kretika
Chronika 15. Proceedings of the 2nd Congress of Cretology at Heraklion, Crete,
23-26 Sept. 1961. Heraklion: Kalokairinos.

h. Die Mysterien von Eleusis. Enl. ed. of 1960b. 48 pi. 15 fig. Zurich: Rhein-
Verlag. (Tr. = 1967b.)

i. The Religion of the Greeks and Romans. (Tr. of 1963J, Christopher Holme.)
124 pi. London: Thames & Hudson. New York: E. P. Dutton & Co. ( = 1973^)

j . "Vom Nutzen des Essayisten." Afterword to Laszlo Nemeth's Die Revolution
der Qualitdt. Stuttgart: Steingriiben.

1963
a. In C. G. Jung and K. K.: Essays on a Science of Mythology. The Myth of the
Divine Child and the Mysteries of Eleusis. Rev. ed. of 1949b, without ill. New
York: Harper Torchbooks / The Bollingen Library.

b. Felicitd difficile. Un carteggio con Thomas Mann. (Tr. of 1960c 2, E. Pocar.)
Milan: II Saggiatore. "Biblioteca delle Silerchie." No. 95. ( = 1973a II.)

c. Gli Dei e gli eroi della Grecia: I. Gli dei, II. Gli eroi, in 2 vols. (Tr. of I95ig
and 1958c, Vanda Tedeschi.) Paperback. Milan: II Saggiatore. Reprint 1965
( = 1972c.)

d. "Martin Buber als Klassiker." In Philosophen des 20. Jahrhundert. Festschrift
for Martin Buber. Stuttgart: Kohlhammer. ( = 1963k 4.)

e. "Medea." In Medea—Theater der Jahrhunderte. Foreword to the texts of the
plays. Munich: Langen-Miiller.

f. "Nietzsche an der Schopfung seines Romans." In Festschrift Leopold Szondi.
Bern: Hans Huber. ( = 1971c 2.)

g. "Origine e senso deirermeneutica." In Ermeneutica e tradizione. (Tr. of
i964d 3, O. M. Nobile.) Atti del Convegno a Roma, 10-16 Jan. 1963. Rome:
Istituto di studi filosofici.
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h. "Orpheus und Euridike." In Orpheus und Euridike—Theater der Jahrhun-
derte. Foreword to the texts of the plays. Munich: Langen-Miiller.

i. Prometheus. Archetypal Image of Human Existence. (Tr. of i959d, Ralph
Manheim.) 18 pi. BS LXV.i. London: Thames & Hudson.

j . Die Religion der Griechen und Romer. 124 pi. Revision of 1940b. ( = 1971a
2-8; tr. = 1962c, 19621, 19721, i973f.) Munich: Droemer-Knaur. Lizenzaus-
gabe: Zurich: Buchclub Ex Libris.

k. Tessiner Schreibtisch. Mythologisches Unmythologisches. Stuttgart: Stein-
griiben.

1. Bela Bartoks 'Cantata Prof ana.'
2. Johann Jakob Bachofens Portrait.
3. Das Buch und die Biicher. ( = 1967a 24.)
4. Martin Buber als Klassiker. (1111963d.)
5. Die ungarische Madonna von Verdasio.
6. Mythologie des Sommernachtstraum.
7. Die goldene Parodie.
8. Enthumanisierte Antike.
9. Thomas Mann und der Teufel in Palestrina.

10. Pandelis Prevelakis und die griechische Erzahlung.
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