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As pointed out by Richard Hamilton, ‘commentaries on individual odes are arguably
the most obvious need in Pindaric scholarship’ (Bryn Mawr Classical Review
1999.01.01). My dissertation is a small step toward satisfying this need. The choice of
the Third and Fourth Isthmians has been motivated by the lack of a thorough and up-
to-date commentary and by the fact that this pair of odes poses a number of
interpretative problems with resonances throughout the entire epinician corpus.

The dissertation opens with four essays that address the major problems
besetting the interpretation of the two odes. The first, ‘Isthmians 3 and 4: One or Two
Poems?’, examines critically the arguments about the relationship between the two
poems. Section two, ‘Isthmians 3 and 4: Imitation at the Symposium’, argues that
Isthmian 3 is an improvised piece imitating Isthmian 4. On the basis of evidence from
Pindar and Bacchylides, I follow J. Strauss Clay in positing the symposium as the
most likely performance setting of this poem. Section three, ‘Motoa AvOryeris:
Context and Performance of Short Epinician Odes’, raises doubts about the now
orthodox assumption that short epinician odes like Isthmian 3 were performed at the
sites of the games and proposes plausible alternative scenarios. The last section,
‘Isthmian 4: Evdpyewa and Performance of Pindar’s Odes’, takes cue from Pindar’s
reference to the topography of the sanctuary of Herakles at Thebes and the vivid
account he gives of the sacrifices performed at the local festival of Herakleia (Isthm.

4.61-6). After examining in extenso references to geographic and architectural



landmarks in Greek poetry, I suggest that the nature of such descriptions is
uninformative about the performance-setting and is often mimetic, i.e. aiming to evoke
places in the mind of the audience rather than drawing attention to what they can see
for themselves.

My text follows the Teubner edition of Snell-Maehler. The deviations are
minimal and are listed in the note preceding the text. The accompanying translation
has no pretension for literary merit and is meant primarily to complement the text and
the commentary.

The purpose of the commentary is to provide a comprehensive exegesis, which
may be useful both while reading the two odes from start to finish or merely
consulting notes on individual lines and passages. The emphasis is on matters of
literary, philological, historical, and linguistic significance. Metrical issues have been
for the most part left out. Naturally in a work of this kind attempts to come up with
new and original interpretations go hand in hand with assimilation and analysis of
previous scholarship. Where I felt unable to shed any new light, I tried to provide
ample bibliography on the question. As a rule, though, doxography for the sake of

doxography has been avoided.
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INTRODUCTION
I. ISTHMIANS 3 AND 4: ONE OR TWO POEMS?

The Problem

The question of the relationship between the Third and Fourth Isthmian odes, both
composed for Melissos of Thebes, has always challenged the ingenuity of Pindarists
and yet evaded a satisfactory solution.' The metrical identity of the two poems finds
no adequate parallel among the complex forms of Greek lyric. This fact has naturally
provoked a fair amount of speculation. Some scholars have argued that Isth. 3 and
Isth. 4 were conceived as a single compositional unit. Others have insisted that the two
poems are independent. The only way to settle this question is to carefully reexamine
the meager evidence that we have.

Any account of the problem must start from the fact that Isth. 3 and Isth. 4 are
transmitted as separate poems in MS B (=Vat. Gr. 1312). On the other hand, MS D
(=Laur. 35,52) and its Triclinian progeny run them together. The editio princeps of
Aldus (1513) follows the latter, whereas the slightly later edition of Kallierges (Rome
1515, editio Romana) the former. The evidence of MS D, however, is of little value
because it fails to separate other odes as well.” By contrast, the separate transmission
in MS B is supported by the scholia, which twice refer to Isth. 4 as 7 é¢4s @ (‘the
following ode’) and explicitly distinguish between 7pirov and réraprov €idos (‘the

third and the fourth poem’).” Given all this evidence, it is reasonable to assume that

! Slater on Willcock (1997) in BMCR (96.02.03) declares them ‘a notorious and insoluble conjunction’.
2 Barrett (2007) 164 n. 137: *Isth. 2, 3, 4. The common ancestor of BD omitted the headings of all the
Isthmians and left in each case simply a blank space; B preserves the spaces, but D in these two places
closed them up’. For a brief assessment of the manuscript evidence concerning Isth. 3 and Isth. 4, see
Kohnken (1971) 87 n. 1.

3 X Isth. 3.24 and 29; X Isth. 3 metr. and 4 metr. prefixed to each ode.



the division of the two odes in B goes back to the Alexandrian edition of Pindar, an
assumption which is now practically confirmed by the discovery of a papyrus (P.Oxy.
2451) containing a trace of a separate heading for Isth. 4.% This, however, prompts a
further question. Why were the two poems considered separate by ancient scholars?
Although the scholia shed no light on this matter, it seems highly unlikely that the
Alexandrian editors had any reliable information about the original circumstances of
performance. In which case, we may reasonably conclude that they must have relied
on the evidence of the text alone, and, so far as can be discerned, this evidence points

inexorably toward separation. The basic facts are as follows:

(a) Occasion and Relative Chronology:

The two odes celebrate different victories. Isth. 4 celebrates Melissos’ victory at the
Isthmos (Isth. 4.2). It mentions the presiding deity of the Isthmian games, Poseidon
(Isth. 4.19-20), and later on reveals that Melissos was victorious in the pankration
(Isth. 4.43-4). The ode also contains a brief catalogue of the past athletic achievments
of Melissos’ family, the Kleonymidai, mentioning their victories in the local games of
Sikyon and Athens (Isth. 4.25-30) and concluding with a reference to their previous
lack of success in the panhellenic games. Considering this reference alongside the
poet’s reflections on how the ancient glory of the family is revived by Melissos’
present victory, we must conclude that his Isthmian victory in the pankration was the
first athletic success of the Kleonymidai in the games of the periodos. The occasion of

Isth. 3, on the other hand, is clearly Melissos’ victory in a hippic event at Nemea (Isth.

4 See note on the title of Isth. 4.



3.11-13).” However, the ode also refers to a certain victory at the Isthmos. Although
the discipline is not specified, this victory was most likely the occasion of Isth. 4.° The
inevitable implication of all these facts is that Isth. 3 was composed after Isth. 4.” As a

result, their order in our editions must be reversed.

(b) Rhetorical and Stylistic Considerations:

Reading the two odes continuously as a single poem, we are likely to run into some

serious problems, especially when reach the first triadic boundary:

Isth. 3.18b drpwrol ye pav maides Geav. |||
Isth. 4.1 éori pow Oedov €xare kTA.

Although we know that Pindar has no aesthetic qualms about repeating cognate or
even identical words within the scope of only one or two lines,” separation by only a
single word—not counting the enclitic—would be unparalleled. The major flaw,
however, is not so much the harshness of the repeated fewv as the complete lack of
any logical or rhetorical cohesion between the epode of Isth. 3 and the first strophe of
Isth. 4. The gnomic conclusion of Isth. 3 expresses the conventional idea of the
vicissitudes of human fortunes and, to all intents and purposes, looks like a regular

closural device.” Although we must admit that we are not quite clear about the precise

> Most likely in the chariot race; see Isth. 3.13 n. on {mmoSpouia. For the classification of the ode as
Isthmian rather than Nemean, see note on the title of Isth. 3. For Privitera’s hypothesis that both
victories of Melissos were in the horse race, see Isth. 3.9-13 n.

8 The scholiast takes irmodpopuia kparéwv (Isth. 3.13) to refer to the victory at the Isthmos as well as to
that at Nemea. However, there are good reasons to think that the participial phrase refers exclusively to
the victory at Nemea. For a discussion, see Isth. 3.9-13 n.

7 The absolute chronology is far less certain. Even if we accept the conventional view that Isth. 4.16-7
contains a subtle allusion to the battle of Plataia (see n. ad loc.), this event can only serve as a terminus
post quem.

¥ See Isth. 3.5 n. on mAayloas 6€ ppévesow.

’ Rutherford (1997) 51-3.



meaning of the last sentence of the gnomic cluster,'” the triad reads as an independent
poem. Now, the only way in which the opening of Isth. 4 could function as a natural
sequel to Isth. 3 is either by illustrating the gnome or by breaking off into a new

subject, neither of which appears to be the case here. This is how Isth. 3 ends:

kal patpéle Aafdaridaiow civvouot

mAoUToV S LéaTELY OV TETPaOPLAY TEVOLS.

alwv b€ kvlwdouévais auépais AAN’ aAAoT’ €€

aAaéev. drpwTol ye pav maides Oedv. (Isth. 3.17-18b)

On his (i.e. Kleonymos”) mother’s side, partners of the Labdakidai
in wealth, they walked amid the toils of the four-horsed chariots.
Life with its rolling days changes now one way now another,

but the children of the gods are unwounded."

The brief excursus into the family’s hall of fame is rounded off with the sentiment that
human affairs are unstable. If attached to Isth. 3, the first strophe of Isth. 4 would
serve as an unusually abrupt asyndetic return to the praise of the victor, leading to an
almost point-by-point repetition of the main themes and even vocabulary of the

preceding lines:

)E ~ </ / ~ 4
o7t pot e dv €xari pupla mavtd Kélevbos,
N 4 b 3 4 \ )4 > /
& Mé\oo’, edpayaviav yap épavas Tobulots,
UpETEPAS ApeTAS Uuvw Sudkew:
afor Klewvouidar Baddovres alel
avv Oed BvaTov 6uépyov-
Tat Buétov Télos. AAAoTe 6’ aAAoios odpos

mavras avlpwmovs émaloowy éAavvet. (Isth. 4.1-6)

I have, thanks to the gods, countless roads in every direction,
Melissos - since you revealed your skill in the Isthmian games —
to pursue with my song your achievements,

with which the Kleonymidai always flourish

with divine help, as they go through

"% See Isth. 3.18b n.

" The translations of Isth. 3 and Isth. 4 are mine throughout. For other Pindaric passages, I use the
translation of Race (1997), occasionally modified. Translations of other authors are mine unless
otherwise indicated.



and reach the mortal end of life. Different winds at different times
rush upon all men and drive them on.

As it unfolds, Isth. 4 continues to reverberate some of the same ideas which featured
prominently in Iszh. 3.'* Since the resulting tautology is anything but rhetorically
effective, it corroborates the assumption that, whatever the reasons for their metrical

identity, each of the two odes must be considered complete and independent.

Doxography

The significance of the internal evidence was not properly recognized by most
scholars of the 19th century, who tried to defend the unity of Isth. 3 and Isth. 4,
offering various implausible arguments. Their unwillingness to accept the facts as they
are was at least in part due to the mistaken assumption that D is a better MS than B."
The obscurity of the last two lines of Isth. 3 and the fact that Isth. 4 does not start with
a typical epinician proem seemed to support the MS ‘evidence’. Proceeding on these
lines, some scholars, like Boeckh (1811), tried to find at least some sort of rhetorical
cohesion between the two disparate sections of what they thought to be one poem,'*
while others, like Hermann (1809), went so far as to accept that ‘even the worthy

Pindar sometimes nods’.

12 E.g., Isth. 3.2 karéxew ppaciy alavij kdpov = Isth. 4.8-9 kedadevvds 1’ dppavol iBpios, Isth. 3.4-5 Zed,
peyddar 8 dpetal épxovrar éx oébev = Isth. 4.11 avv e Siépyovtar BudTov Tédos, Isth. 3.1 €d6fors
aébrows = Isth. 4.11 dmAérov 86€as etc.

1 As pointed out by Barrett (2007) 164, this illusion vanished only after MS B was rediscovered by
Tycho Mommsen.

' Boeckh (1811) 564: ‘Practera sententia ep o’. posita ad Labdacidarum maxime, maternorum victoris
avorum, fluxam variamque fortunam, quae Olymp. II. explicatur eximie, referenda videtur, str. 5’.
autem de Cleonymidis disseritur’.

> Hermann apud Heyne (1809) 341 : “Nam si languida est et frigida ista repetitio, quod negari non
potest: at alia sunt in Pindaro quae nescio an magis etiam frigeant’. For a summary of other unitarian
arguments, see Boedeker (1895).



There were some who disagreed. However, their arguments were no less
speculative than those of their opponents. Thus, Thiersch (1820) hypothesized that
Pindar composed Isth. 3 as an outline in the immediate aftermath of the victory and
later produced a more elaborate version of the song (i.e. Isth. 4) based on this outline,
a highly unlikely suggestion given that the important Nemean victory is passed over in
silence in what is supposed to be the final version. Bergk (1853), on the other hand,
assumed that the two odes are independent and further speculated that each of them
lost at least one triad in the course of transmission.'® Finally, Schnitzer (1868) quite
implausibly conjectured that Isth. 3 is an attempt by a later poet or grammarian to
restore the lost proem of Isth. 4."

Further debate on the subject was sparked by Bulle’s (1869) suggestion that
Melissos won at Nemea at the time when Isth. 4 was already complete, and that the
poet, having no time for substantial revision, simply composed a shorter poem
celebrating both victories together and appended it to the longer one.'® The two odes,
according to Bulle, may have been performed one after another—quasi uno spiritu—
on the same festive occasion.

Part of the problem has been decisively resolved by Barrett, who observes that
‘in Pindar’s dactylo-epitrites a high proportion (about three-fifths) of the instances of x

[i.e. light anceps] occur in the first triad of their poem, and there are (seven proper

' Bergk (1853) 206: ‘Neque tamen si haec separaveris, omnia bene inter se conveniunt: nam et carmen
iv iusto caret prooemio, neque carminis iii institutum ita ut par est absolvitur’. A unitarian version of
this view is adopted by Fennell (1883, 1899; Isth. 3/4.19 n.), who argues that metrical identity indicates
that the two odes must be parts of the same poem and that only one triad was lost. The loss of the triad
presumably caused the separation in B. Fennell ‘reconstructs’ the content of the missing verses as
follows: ‘Mortal men cannot hope for the abiding welfare of gods. They are enough blest by precarious
prosperity, which indeed may be made more lasting by virtues such as those of the house whose praise I
have to sing’.

7 One is left wondering why an interpolator with such an exceptional knowledge of Pindaric meter and
diction would fail to forge a better transition, and why he would invent a victory at Nemea which is not
mentioned in the longer ode.

'8 Although initially Bulle’s hypothesis came under attack from the unitarians, most notably Perthes
(1871), it eventually became the standard explanation for almost a century.

6



names apart) scarcely any instances of short anceps in a triad later than the first
without a corresponding instance in the first triad’."” The preponderance of light
ancipitia in the opening triad of Isth. 4 leaves no doubt that it is the opening of an

independent poem (Isth. 4.1-2):

3 ~ 14 / ~ 4

Eori pow Oeadv €xate pvpla mavrd kélevlos,
kol / b 3 / \ 3 > /

& Méloo’, edpayaviav yap épavas TolOuiows

-U-X-U-X-U---u-x
-Uu-X-uu—uu-X-u-

The metrical evidence adduced by Barrett squares perfectly with the internal evidence
of the text summarized above (pp. 2-5). Whatever the circumstances of performance
and the reasons for metrical identity, the two odes must be considered independent.”
As they may offer some further insights into the problem, two recent studies

deserve a brief mention here. The first, by lan Rutherford (1997), is of some relevance
to the issue of metrical identity. Rutherford, in collaboration with D’Alessio, has
discovered that the London papyrus (P.Oxy. 841) containing the text of Pindar’s
Paean 6 (= Snell-Maehler, fr. 52f) preserves two fragmentary marginal scholia at the
beginning of the third triad of the paean. These two scholia are plausibly reconstructed

as follows:

Aly|wirals
el]s Aia[ro]v

" Barrett (1956) 248. His views on the relationship between Isth. 3 and Isth. 4 are now elaborated in a
posthumously published paper (2007) 162-7.

*% Reacting to Barrett’s discovery, Lidov (1974) proposed a somewhat modified version of Bulle’s
hypothesis. He makes a good point that, although normally light ancipitia tend to cluster in the first
triads of Pindar’s odes, there are many odes that do not have this characteristic at all. The number of
light ancipitia in the first triad of Isth. 4 is thus in a way anomalous and therefore may suggest that the
poet is at pains to signal the beginning of the new poem under the circumstances when he has no other
means to do so. What are these circumstances? According to Lidov, the relatively high number of short
was the only way in which the poet could give ‘a formal notice of a new beginning’ in a continuous
performance of two independent odes. The only problem with Lidov’s argument is that he assumes that
Pindar’s audience must have been extremely sensitive to minute metrical details.

7



mpoc|86]i[o]v
Prosodion for the Aiginetans to Aiakos.
év 70 a [t]dv mp[ocodiw|v pépeTar

Transmitted in the first book of the Prosodia.

This discovery is of tremendous importance for the interpretation of the paean, for it
has been often noticed that the first two triads of the paean are thematically separate
from the third: lines 1-122 contain the story of Neoptolemus and describe the ritual of
Theoxenia, while lines 123-83 contain what looks like an encomium for Aegina. As
reconstructed by Rutherford, the two marginal scholia open up three intriguing
possibilities:

(a) Lines 1-122 and 123-83 were at first transmitted as a single poem but were
subsequently separated by a later scholar on account of the marked difference in their
content.

(b) The two parts were originally conceived as independent poems and were
transmitted separately as a paean for the Delphians and as a prosodion for the
Aiginetans respectively. Yet they were joined together by Hellenistic scholars on
account of their metrical identity.

(c) The two parts circulated both as a single unit and also separately as a paecan
for the Delphians and a prosodion for the Aiginetans. According to this scenario,
Pindar may have either composed the third triad as a supplement to the first or else he
intended both parts to be performed one after another on the same occasion, where, for
example, the first two triads could be sung by the chorus of the Delphians while the

third by the Aeginetans.



Although none of this is certain, we must note that (), if correct, offers a
precise parallel for the separate transmission of the isomteric Isth. 3 and Isth. 4,
whereas (c¢) would be more in line with the compromise scenario proposed by Bulle.

The second study is by Thomas Cole (2003), who offers one of the most
ingenious solutions to date. Cole argues that Isth. 3 is neither an independent ode nor a
supplement to Isth. 4 but a modified version of its opening, which was designed to
supplant the first triad of the longer poem after Melissos had been victorious in the
chariot race at Nemea. He maintains that the second triad of Isth. 4 forms ‘a natural
sequel to Isthmian 3’ and moreover ‘facilitates the understanding of what immediately
precedes’, namely, the final gnome of Isth. 3.>' Cole is convinced that, while the new
opening somewhat changes the tone of the entire poem, it is perfectly integrated into
the fabric of Isth. 4, which serves as ‘a striking indication of the poet’s mastery of his
craft’.*?

However, for all its ingenuity, this hypothesis leaves room for disagreement.
Its main problem is that the second triad of Isth. 4—and in fact everything that
follows—does not seem to be such a natural sequel to Isth. 3 as Cole would have us
believe. The antistrophe and the epode of Isth. 3 concentrate on Melissos’ victory at
Nemea and the preoccupation of his ancestors with horse racing. After the gnomic
statement contrasting the unstable nature of human condition with the imperviousness
of divine or semidivine beings,” we suddenly encounter Poseidon (Iszh. 4.19), the
patron god of the Isthmian games, where Melissos, as we are told in no uncertain
terms later on, was victorious in the pankration (Isth. 4.44). Now this cannot be very
easily dismissed. If Pindar decided to modify the proem of the ode originally

composed for the victory at the Isthmos, why did he not bother to adjust the rest of the

21 Cole (2003) 247.
2 Ibid. 252.
2 For the identity of waides feav, see Isth. 3.18 n.



poem in order to better accommodate this new victory in the horse race? Or why did
he not change the statement of the epinician program which appears in lines 44-5 so
that it could also feature a reference to Nemea? Finally, what could possibly prevent
the poet from writing an entirely new poem celebrating the two victories together? To
answer these questions Cole has to rely on the old and completely speculative
assumption that Pindar was running out of time and thus did the best he could under
such circumstances. Needless to say that any explanation based on the ‘evidence’ of
this kind is unlikely to carry widespread conviction.

If, then, the two poems are separate, how can we explain their metrical
identity? The question has no certain answer, and any explanation, however plausible,
is destined to remain a mere hypothesis. Nevertheless, as I hope to show in the
following section, the explanations offered to us so far are more speculative and

involved than they should be. A much simpler and more adequate solution lies close at

hand.
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II. ISTHMIANS 3 AND 4: IMITATION AT THE SYMPOSIUM

Introduction

Although most modern scholars are unanimous in considering the two poems as
separate, it is hardly ever mentioned that this consensus is based upon the hypothesis
of Theodore Bergk. In his effort to exonerate the poet from the charge of poetic
inopia, Bergk suggested that the two odes must have been composed within a very
short period of time." His underlying assumption was that, if Melissos’ Nemean
victory in the chariot race had taken place immediately after his Isthmian victory in
the pankration, the poet simply did not have enough time to compose a longer ode to
celebrate this new achievement.” More recently, Bergk’s idea was taken a step further
by Privitera, who raised the intriguing possibility that by composing a shorter ode in
the same meter the poet wanted to spare himself the trouble (and perhaps his patron
the unwanted expense) of training a new chorus from scratch.’ Despite the fact that
Privitera’s conjecture has been favorably received by modern scholars,* Willcock is
certainly right to remind us that other options cannot be dismissed off-hand;’ for it is
just as possible that the victor was simply captivated by the tune of Isth. 4 and
requested the new ode (Isth. 3) to be in some way reminiscent of the old one, or that
for some unknown reason the poet himself wanted to remind the victor of the earlier
celebration.

Proceeding along such interpretative lines, however, we will soon be forced to

" Bergk (1853) 205-6: ‘Attamen minus hoc [i.e. metrical identity] offendit, sed potius consulto est
factum, quoniam in honorem eiusdem victoris haud dubie brevi intervallo et maius et minus carmen
compositum est, ut nequaquam ingenii inopia exprobranda sit poetae’.

? For the relative chronology of Melissos’ victories, see Intro I (pp. 2-3).

3 Privitera (1978-9) 21.

*E.g., Currie (2004) 62, Carey (2007) 207.

> Willcock (1995) 70-1.
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admit that the number of plausible extraneous factors is theoretically infinite; and in
that case, we would do well to simply acknowledge the fact that various circumstances
now beyond our reach might have played an important role in Pindar’s decision. That
said, the whole issue could be dismissed as hopelessly irrecoverable, were it not for
one tiny shred of evidence which, to my knowledge, has remained unexploited. In
Nem. 4.13-22 Pindar himself seems to refer to the phenomenon of metrical and verbal
affinity between two or even more lyric compositions.

Recently, Nem. 4.13-22 has been discussed in relation to Isth. 3 and Isth. 4 by
Bruno Currie, who adds yet another layer of sophistication to Privitera’s hypothesis. A
closer look at Currie’s argument will be necessary in order to highlight the problems
of the passage and to justify an entirely new interpretation, one which can better
explain the relation of Isth. 3 to Isth. 4, and which can shed light on some other
longstanding issues in the corpus of Pindar and Bacchylides. It will be suggested that
close metrical, thematic, and verbal affinities between different lyric poems can be
more adequately explained by considering where and how these poems were
performed rather than by postulating unusual external circumstances for which we

have no direct evidence.

Nem. 4.13-22: Difficulties of Interpretation

Pindar’s Fourth Nemean ode celebrates the victory of Timasarchos, a boy wrestler
from the island of Aigina, whose family, the Theandridai, were familiar with the art of
music and poetry just as well as they were with the dust of the palaestra. Pindar tells
us that Timasarchos’ maternal grandfather Kallikles was once a successful athlete. His
victories were celebrated in song by the boy’s paternal grandfather, Euphanes. The

father of Timasarchos, Timokritos, was also a musician and a poet, who unfortunately
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did not not live to witness his son’s greatest achievement, the wrestling victory at

Nemea.® Pindar deplores this fact in the following lines:

€l 8 éru Lapevel Tipudrpiros aliw
\ \ b / / /
oos matnp €dadmero, moikidov killap{lwy
Oopa ke, TdOe peder kAibels,
vioV kKeAdOnTe KaAlivikov
KAewvaiov 7° an’ aydvos opuov oTepavwy
méupavra kal Avrapdy
edwvipwy am’ ABavav, O1Bais 7’ év émTamilos
4 3 ), / S \ \ /
ovver’ Augpirpiwvos dylaov mapa TouSov
Koadpeiol vv odk aéxovres dvbeot pelyvvov,

Alylvas éxare. (Nem. 4.13-22)

16 duvov libri et ¥ : viOv Bergk emendatione palmari, quam qui spernunt aut TEYAVTOG (ex
apograph. cod. V, X Nem. 4.21c¢) aut néuavr. invehunt (e coniectura Pauwii) : Suvov kedddn
oe Mommsen : 7aid’ dyxelddnoe Fennell.

And if your father Timokritos

were still warmed by the blazing sun, often would he have

played an elaborate tune on the lyre, and, relying on

this song, would have celebrated his triumphant son

for bringing a wreath of crowns from Kleonai’s games

and from shining, famous Athens, and because in seven-gated Thebes
beside the glorious tomb of Amphitryon

the Kadmeians gladly crowned him with flowers,

on account of Aigina.

The passage poses a number of serious problems. First, almost all editors agree to
substitute the MSS reading suvov (16) with Bergk’s vL16v on the grounds that: (a) it is
difficult to understand how Timokritos’ song could have sent the crowns from the
venues of his son’s athletic victories; (b) another third person reference to the victor
seems necessary in order to facilitate the transition from ‘your father’ (13 oos marmp)

to ‘crowned him’ (22 vw ... dvfeou ,ue[yvvov);g (c) if retained, Juvov must be a

% For the genealogy of the Theandridai, see Appendix A (a).

" The critical apparatus on line 16 is based on that of Schroeder (1900). The critical note in Snell-
Maechler is not sufficiently informative about the problem.

¥ The reading of the manuscripts (i.e. uvov) is retained by Snell-Maehler and Letkowitz (1991) 194.
Loscalzo (2003) 100 n. 45 deplores the general acceptance of vidv but offers no arguments in defense of
the transmitted text.
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reference to Nem. 4 and thus would pointlessly duplicate uéle. which also refers to
Nem. 4. Second, it is not entirely clear what the phrase 7o de uéler kAifels (16) actually
means. According to the consensus of scholarly opinion, it should mean ‘having
attached himself to this song (Nem. 4)’, i.e. ‘having often reperformed it’,” with a
number of recent critics seeing an allusion to the posture of a symposiast.'” Interpreted
in this way, the passage is frequently cited as evidence for monodic reperformance of
epinician odes in the context of private symposia.'’

Calling into question the sympotic aspect of this interpretation, Bruno Currie
has recently endorsed Bergk’s vidv, adducing Paus. 2.21.10 mpdokeipat ... 717 Oprjpov
moujoet (‘I am devoted to the poetry of Homer’, i.e. ‘I often recite it”) in support of the
traditional explanation of 7(8e uédet kAfels (‘reperforming this song’).'> He argues
that, given the absence of any literal connotations of ‘lying by’ or ‘upon’ in the use of
mpéorewnar by Pausanias, ‘[t]he supposed image of ‘reclining’ in kAbgic may ... be
illusory’;13 and, if so, there is no need to assume that the multiple reprises of Nem. 4
by Timokritos would have taken place in the context of the symposium. He also draws
attention to Mullen’s suggestion that Timokritos is not described as a solo performer
but rather as ¢£apyos of a chorus.'* Building upon these premises, Currie develops an
intricate argument which needs to be followed closely, if its flaws and merits are to be

clear.

? According to some scholars, this interpretation is supported by the praraphrase of the scholiast (X
Nem. 4.21c¢ cuvexds v TobTw 74 pédet kal TavTy TH @8N TpookAivas dv éavTov Kkal mpocayaywy
avevpriunce kal dvefdAero Ty yeyevmuévmy vikyv. ‘Leaning against and attaching oneself to this melody
and this song continuously, he would have celebrated and sung about the victory that took place’.
"Eg., Morgan (1993) 12, Clay (1999) 33 n. 20. For sympotic associations of xAcfeis, cf. Ol 1.92
Arpeod mépwr kAibels (of Pelops ‘reclining’ in his tomb by the banks of Alpheos) and Gerber’s note
on this line.

' Sympotic reperformance of Pindar’s song by Timokritos would closely correspond to Ar. Clouds
1354-56 mpdTov weév adrov v Abpav Aafdvr’ éyw *kéevoa | doar Zipwvidov uédos, Tov Kpidv, s
éméyfn, where Strepsiades asks Pheidippides to sing the song of Simonides (PMG 507).

12 Currie (2004) 49-69. See LSJ, s.v. mpdoreypar I1.2.

1 Currie (2004) 57.

' Mullen (1982) 34.
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Currie begins by examining the final stanza of Nem. 4, which contains a

reference to yet another musician in the family, the victor’s grandfather Euphanes: '

\ > 4 bl / \ 4
Tov Edpavnys é0édwy yepaios mpomrdTwp
to oos aeloeTa, mait.
aMotat 8 dAikes alov Ta 8 avTos avTiTuxy,
éAreTal Tis €xaatos éfoxdrTaTa pacla. (Nem. 4.89-92)

Him (i.e. Kallikles) will your aged grandfather Euphanes

gladly celebrate in song, my boy.

For people belong to different generations, and each man hopes

to express best what he has himself encountered.
The text makes excellent sense, but the meter of line 90 is obviously flawed, as the
sequence uuu-u-- corresponds to x-x-uu- in all other stanzas. Emendations which
change the tense of the verb from the future deloera: to the aorist decoe(v) are not
particularly attractive since they are based on the assumption that Euphanes is already
dead, which is not corroborated by anything in the text.'® The only thing we know for
sure is that Kallikles, Timasarchos’ maternal grandfather and once himself a
successful athlete, was dead at the time when Nem. 4 was composed:

ketvos app’ Axépovri vaterdwy éudv

yAdooav evpérw kedadyTw, OpooTpiaiva

5 S -~ /
v €v aywrvi BapUKTUWOU

0dAnoe Kopwbiows oedivors (Nem. 4.85-8)

Let him who dwells by Acheron

find my voice ringing out, where,

in the games of the deep-thundering Wielder of the Trident,
he blossomed with Corinthian parsley.

Since Kallikles is reported to be dead, those who change aeioerat to deioe(v) assume

that Euphanes must have been dead as well. However, such inference is not

"% For the genealogy of the family, see Appendix A (a).

'® Cf. Hermann’s o6s detoév more, mai printed by Snell-Machler and Shackle’s éo is detoe «” éracs
adopted recently by Burnett (2005) without offering any arguments to justify this decision. For
other conjectures, see Gerber (1976) 107.
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compelling. On the contrary, the adjective yepa:ds (89) seems to make much better
sense on the assumption that Euphanes was still alive.!” Currie is, therefore, clearly
right to opt for Mommsen’s deloerat, mai, 6 ods, a transposition which neatly
restores the meter and preserves the constituent parts of the verse.'®

Drawing on the analogy of Pindar’s Nem. 4 and its hypothetical
reperformance by the victor’s father, Timokritos, Currie suggests that the song of
Euphanes was not of his own authorship but had been commissioned by the
Theandridai from an unknown epinician poet one generation earlier.'”” He argues
that ‘[t]he epinician of Kallikles which will be performed by Euphanes must be a
reprise of an old song, which was supposed to premiere shortly after Kallikles’
victory’.”® Although there is no indication that the song of Euphanes was performed
repeatedly on number of various occasion in the past, Currie assumes that it must
have been often reperformed and that its next reprise had been scheduled to take
place on the same occasion as the performance of Pindar’s Nem. 4. The future
aeloerar (90), then, could be taken as a reference to a later performance within the
same poetic programme.

So if not at a private banquet, where were these songs performed? Currie
takes his cue from Nem. 4.35 {iyy. & éAxopar H1op veounvia Oryéuev, ‘and by a love
charm I am drawn in my heart to touch upon the new-moon’. Although the precise

meaning of this line is unknown, many scholars have taken veounvia to refer to the

' This is based only on the gist of the entire passage, where there is no clear indication that Euphanes
must be dead. The reference to his old age alone is not a decisive argument for his being alive, because

it is not unusual for the dead to be described in terms of their age: e.g., Hom. Od. 11.38-9 viupa: 7’
Nifeol Te woAITAYTO! T€ YépovTes | mapbBevikal 77 aralal veomevféa Quuov Exovoa.

'8 Most recently this emendation has been accepted by Race (1997) and Henry (2005). One could still
argue, though, that even if the future tense of the verb is retained, the performance of the victory ode for
Kallikles is going to take place in the underworld. This is not impossible, but again there is nothing in
the text to justify this assumption.

' For a similar state of affairs, compare Pindar’s OL 13 and the epinician of Simonides (SLG 339,

340) written for the son and the father respectively. See Barrett (1978) 1-20.

20 Currie (2004) 60.
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local Aiginetan new-moon festival as a possible performance setting for Nem. 4.*'
The passage is used by Currie to rule out the idea that the performance of both songs
was an entirely private affair. In a rather circular way, he finds his conclusions to be
supported by Mullen’s remark that Timokritos could have acted as leader of a
chorus rather than as a solo performer.?

To recap, Currie’s main points are as follows. (a) Pindar composed a song
for Timasarchos which would have been often reperformed (7o de wéder kAfels) by
his father if he were alive. (b) A generation earlier another poet had composed an
epinician for the victor’s maternal grandfather, Kallikles. This old epinician song
was scheduled to be reperfromed on the occasion of the premiere of Nem. 4. Finally,
(c) if Timokritos were still alive, both poems would continue to be reperformed as a
part of the same poetic programme in the context of the Aiginetan public festival. It
is in this light that Currie invites us to consider Isth. 3 and Isth. 4.

As mentioned earlier, Privitera has argued that the metrical identity of the two
odes can be explicated on the assumption that ‘the same chorus was meant to perform
both odes at the minimum of training and expense’.> From Currie’s point of view, this
hypothesis becomes even more attractive if we consider the possibility that Isth. 4,
much like the old song of Euphanes, ‘was scheduled for (regular) choral re-
performance’, and that the more recently commissioned Isth. 3 was ‘performed by the
same chorus on the same occasion alongside the earlier ode’.** So far as their
performance context is concerned, the two odes were probably performed (and

perhaps reperformed) at the festival of the Theban Herakleia mentioned at Isth. 4.61-8,

2! This interpretation is accepted by most modern commentators: e.g., Willcock (1995), Race
(1997), Henry (2005).

22 To believe that choral performance was always a public event, whereas solo performance was
always private/sympotic would be a gross oversimplification. I cannot find a shred of evidence
preventing us from assuming that either setting could feature both choral and solo singing.

3 Currie (2004) 62.

* Ibid.
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a context which seems to be analogous to the Aiginetan new-moon festival.”’

On closer examination, Currie’s argument does not stand up to scrutiny. First,
there is no good reason to believe that the song of Euphanes is just a reprise of some
other poet’s composition. The whole idea is hangs on a rather flimsy premise that
since Timokritos’ performance involves a song by another poet (i.e. Pindar) so does
that of Euphanes, even though nothing to this effect can be extrapolated from Nem.
4.89-92. In fact, all we are told there is that Euphanes will celebrate Kallikles in song
(80-90 7ov Edgpdvys ...|... deloeTar). Second, it is likewise not imperative to assume
that this song, regardless of its authorship, must have premiered while the honorand,
Kallikles, was still alive. That Euphanes could compose and perform an epinician in
honor of a dead relative is quite possible, especially given the example of Pindar’s
Isth. 2, an ode composed for the honorand who is dead. Third, it is not at all certain
that Nem. 4.35 liyy. 8 édwopar frop veounvia Bryéuev alludes to the new-moon festival
or any other kind of public event. As suggested by Von der Miihll, veounvia ryéuev
might be an idiomatic expression akin to katomv éopris 7rew ‘to be too late for a
party’ (cf. Pl. Grg. 447a), with veounvia standing for ‘Fest schlechthin’, i.e.
celebration or party in general.”® Moreover, even if we concede the point that the line
refers to some sort of public event, there is still no reason to believe that both Nem. 4
and the song of Euphanes must have been performed in that context. Finally, it must
be noted that Currie’s argument is not rendered any more plausible by his circular
appeal to Mullen’s view of Timokritos as a chorus leader, an interpretation supported
by no evidence. All these objections should make it fairly clear that Currie’s

hypothesis does not render Privitera’s conjectural reconstruction of the external

23 The hypothesis, elaborated in much detail by Krummen (1990) 33-94, is by no means certain. For a
more detailed discussion of the problems involved, see Intro 4.

%6 Von der Miihll (1959) 128ff. = (1976) 196ff. His argument seems to be misrepresented by

Burnett (2005) 128 n.16 and Currie (2004) 61 n.50, who think that he takes veounvia as a reference
to a specific festival.
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circumstances of Isth. 3 and Isth. 4 any more convincing than it already is. While it is
indeed possible that Pindar had to deploy the same chorus to perform both odes and
that the phenomenon of metrical identity had something to do with that, the
assumption is bound to remain a mere guess, for we are not even sure that Pindar used
any chorus at all. The idea of choral performance of epinician odes is no longer an
uncontroversial tenet of Pindar studies.”’

The overall weakness of Currie’s argument, however, does not detract from the
significance of the passage on which it is based. What if the song of Timokritos was
not simply a reprise of Nem. 4, as Currie and all modern scholars seem to think, but an
independent poetic composition or even a number of compositions involving a certain
amount of verbal and musical affinity to Pindar’s ode? The only way to show why this
scenario is preferable is to reexamine the passage more carefully than it has been done
before, testing the validity of interpretative and editorial decisions which underlie the

modern communis opinio.

Nem. 4.13-22 Reconsidered

Let us start with Bergk’s vidv and the arguments in its favor (see above). First, the
expression duvov kedddnoe kadlivikov (16), considered on its own, is beyond
suspicion.”® Second, there also seem to be no particular problem with the metaphor
implied by duvov ... | ... dppov orepavwr | méupavra. Consider, for example, the

following passage:

T Cf. e.g. Davies (1988), Heath (1988), Lefkowitz (1991), Heath and Lefkowitz (1991), who make a
case for solo performance. The question, however, still awaits solution. It seems possible that some
odes were performed by a chorus while others by a solo performer. We simply cannot determine which
of the ode belongs to which category.

* For vpvov kedadnoe, cf. Ol 11.13-14 kdopov émi orepdvew xpvaéas élaias | adupels) kedadrfow,

Pind. fr. 52h.10 Ke/\aﬁﬁﬁa@’ Jyvovs, fr. 128e.2-3 L’ci)\e,uov Ke)\aSﬁO‘aTe. For ¢ uvov ... Ka)\)\[vmov, cf. Ol
9.2 kaAAvikos (i.e. f)/p,vos), Pyth. 5.106-7 76 kaX\ivikov | p,e//\os, Eur. El. 865 kaAA{vicov aiddv.
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AapPavé ol orépavov, pépe 8 edpallov uitpav,
kal TTepSevTa véov alumepfiov tuvov. (Isth. 5.62-3)

Take up the crown for him (i.e. Pytheas), and bring the chaplet of fine
wool, and dispatch along this winged new song.

The poem ends with a series of injunctions to crown the victor’s elder brother Pytheas
and to offer him a new song.” The identity of the addressee has been much debated,
as there are a four possible candidates: the Muse, Aigina, the poet, or the chorus.”® As
shown by Silk, none of these options can be ruled out, and the ambiguity is probably
deliberate. Comparing the closure of Nem. 5,>! he suggests that the “call to celebrate
the older and earlier achiever is to be heard by the inspiring Muse [...], the performing
chorus, and the creating poet [...], all of whom cooperate in the collaborative
moment”. >
However, regardless of the identity of the addressee, it is fairly clear that the
crown and the fillet, which are to be sent along with the new song, have nothing to do
with real, tangible symbols of athletic victory, as the scholiast rightly saw (X' Isth. 5.78
oTépavov pev Tov émivikov Aéyet). Epinician poets are famously the weavers of victory
crown-songs and heralds who place these crowns upon the heads of the victors.™

These metaphoric crowns are dispatched and dedicated by the very act of epinician

performance, which, among other things, aims to recreate for the victor the apogee of

** The ending of Isth. 5 is discussed by Silk (1998) 25-88 with stunning thoroughness. His argument
conclusively demonstrates that the referent of o[ ] must be Pytheas.

0 Cf. X Isth. 6.78 of wév Tov Adyov mpos v Alywdv pacw elvar vmodéyov adtd Tov oTépavov: ol 8¢ mpos
v Modoav. kai orépavov uév Tov émivicov Néyer, ebpaldov 8¢ pitpav Ty tawiav v é¢ éplov Eavfod
Tois aTepdvois mpoomAekouévmy. ‘Some say the reference is to Aigina: ‘Receive the crown for him!”
Others take it to refer to the Muse. He calls his song orépavos, whereas the rawia of yellow wool
attached to the crown he calls efuaddos S€ piTpa’. Hubbard (2004) 90 also suggests that ‘the second-
person here is a generalized address to anyone who hears or receives a copy of the ode to pass it on to
others and thereby participate in a metaphorical reenactment of the victors’ crowning’.

' Nem. 5.50-54 €28 ¢ OcuioTiov ikets o7’ deldew, unréry plyer 8ot | pwvdy, dva 8’ (oTia Teivov
mpos Lvyov kapyaciov, | 70 kTav € vw kal maykpatiov pOéyéar éXeiv Emibadpw dumrAdav | vikdvr’
aperav, mpobipoiow 8 Alakod | avléwy mor<de>vra ¢pépe orepavdpara ovv Eavlais Xdpioow.

32 Silk (1998) 77.

B Cf. 01 2.74, 6.86-87, Nem. 7.77, 8.15, Isth. 8.65b, Bacch. 5.9-13, 13.221-2, 17.114, 19.5-10.
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his athletic achievement, the ceremony of coronation.’* In other words, there is no
distinction between the crown, the fillet, and the song in the last two lines of Isth. 5.
Paraphrased in plain prose, the tripartite exhortation amounts to little more than ‘sing a
victory song for Pytheas’,”® which is reminiscent of similar closural self-exhortations
in Pindar.*®
The distinction between the song and the string of crowns in Nem. 4.16-18 is

no less artificial, the main difference being that the song of Timokritos is described as
a vehicle for metaphoric crowns. The interpretation of wéuavra is critical. The song
of Timokritos would not have ‘sent’ the crowns but, as suggested long ago by Dissen,
would have ‘delivered’ (LSTIII 1 s.v.) them from the venues of the games to Aigina.”’
The passage seems to be a variation on a familiar epinician fopos of the journey of the
poetic discourse from the site of the games to the place of celebration.*® The meaning
of méumw and the metaphor of a song as a vehicle are closely paralleled in the
celebrated passage of Theognis:

0U00€moT’ 00 Javwy amolels kKAéos, dAAa ueAoets

apbirov avlpwrmois’ alév éxwv (’)’VO,ua

Kipve, katf E)\/\aaa yhy orpwcpw,u,vsvos, 10’ ava voovs

LxevoeVTa Wepwv wévTov ém’ ATpUyeTov,
oVY (WY vATOLOW €Pruevos” alld g€ méue

ayAaa Movodwv dpa looTepdvwy. (245-50)

You will never lose your fame, even when you are dead,
but being always on people’s minds your name will live forever,
Kyrnos, as you roam the mainland Greece and the islands

** “Non igitur cogitandum est de hymno alio una misso neque de corona addita, sed haec ipsa verba
sunt instar coronae hymnique ... ipsis illis verbis praestans quod promittit’ (Dissen).

33 T do not agree with Silk that o1 is to be construed only with AduBavé ... orépavor, pépe 8 edpallov
wiTpav, to the exclusion of gdumeuor Suvov. I also cannot accept his argument that oL prepyov
means ‘send the song on its way, complete with its tribute to Pytheas, as well as (cdu-) its
commemoration of Phylacidas’. The song is sent with the crown and the headband because the song is
both of these things (‘send the new song along with the crown and the headband’).

% E.g., Nem. 2.25 advuelel 6’ é€dpyeTe pwvd.

37 Fennell’s objection that ‘one hymn could hardly be mentioned as accompanying two or three
victories unless it were the ode in progress’ is simply incomprehensible.

¥ Most (1985) 34.
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passing through the barren sea full of fish
not on horseback, but carried
by the splendid gifts of the violet-crowned Muses.

Although Suvov ... | ... ppov orepdvwv | méwhavra appears to make
excellent sense, there is still the difficulty of the abrupt shift from the second (14
oos marip) to the third person (21 vw) narrative in reference to the victor. To what
extant is this permissible, if at all? Two Pindaric passages may shed some light on
this question:

€AG O€ ral Téooapas apeTds
<6> Ovaros aldv, ppoveiv 8 évémer 7o mapkeluevov.
TGV 00K dmeaTl. yaipe, pilos KTA. (Nem. 3.74-6)

dmeori codd : dmeoaot Bergk

Then too, our mortal life drives a team of
four virtues, and bids us heed what is at hand.
Of these he has no lack. Farewell, friend etc.

Although Bergk’s conjecture has been accepted by quite a few scholars,” it does not
seem to be necessary. The context makes it sufficiently clear that both verbs refer to
the victor. Dissen’s comment is much to the point: ‘[t]ertia persona qua supra usus erat
poeta, utitur etiam hic, quia haec cum antecedentibus cohaererent’ (i.e. with lines 67-8,
where Aristokleidas is referred to in the third person).*’

A much more more difficult case is Nem. 5.41-6:

10 8 Alylvale 8is, Edfdueves,
Nikas év dyrdveoor mitvawy
/ 4

mowiAwy éfavoas Upuvwy.
3/ o \ \ ~ \ 4 3 4
7oL petaifals o€ kal vov T€os wdTpws dydAdet
kevov opéamopov évos, ITvhéa.
a Nepéa pev dpapev

/ 5 3 / o 4 ), /
pels 7 émuyapios, v pidne’ Amédwv:
4 5 3 / 3 5 3 7/
alkas 0 éNJovTas olkol T’ €xpdTel
Nioov 7’ év evaykel AMdpw.

% E.g., Mezger (1880), Christ (1896), Wilamowitz (1922), 279 n. 2, Snell-Maehler.
* Dissen (1821) 378.
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Euthymenes, twice from Aigina

did you fall into Victory’s arms

and enjoy elaborate hymns.

Indeed, Pytheas, now too your maternal uncle, following

in your footsteps, glorifies that hero’s kindred race.

Nemea stands firm for him,

as well as the local month that Apollo loved.

He defeated those of his age who came to compete at home

and at Nisos’ hill with its lovely glens.
There are several detailed discussions of the passage which allow me to spare much
unnecessary detail.*' For the purposes of the argument, suffice it to say that much
confusion is caused by the shifts between the third and the second person references to
the boy victor Pytheas and his maternal uncle Euthymenes. First, the poet addresses
Euthymenes in the second person (41 7¢). Then, he unexpectedly refers to him in the
third person (43 7jrot peraiéais o€ kal viv Teos pdrpws dydAAet), now apostrophizing
his nephew, ITvféa (44).** Next, he moves on into a short catalogue of victories
achieved at Nemea (44), Aigina (45), and Megara (46). Who was the victor in all of
these venues? Is it Euthymenes or Pytheas? At first sight, it seems quite natural to
assume that éxpdrel (45) refers to Euthymenes since he is the last person mentioned in
the third person. However, as plausibly argued by Pfeijffer, the subject of éxpdre: in
line 45 is more likely to be Pytheas because dAwkas (45) would make better sense only
in relation to his age category (dyévewos). If Pfeijffer is right, it may be of some interest
that both in Nem. 4.13-22 and in Nem. 5.41-6 the switch from the second to the third
person narrative occurs in the catalogue of victories following the second person
address. Even if one remains unconvinced by Pfeijffer’s argument,* we still have a

very clear case of the shift between second and third person narrative in the

immediately preceding lines referring to Euthymenes (Nem. 5.41-3).

1 Carey (1989) 290-5, Pfeijffer (1999) 172-5, 605-13, Fenno (2005), 294-311, Fearn (2007) 344-7.
2 The vocative is restored by Mingarelli from the scholion (X Nem. 5.78¢ éviot ypdpovaor TTvbéas),
which shows that ITvféa must have been the ancient vulgate.

# As, for example, is Fearn (2007) 344-7.
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Since the transmitted text contains conventional poetic ideas and recognizably
Pindaric syntax, recourse to textual emendation seems unwarranted. Our task, then, is
to interpret the passage on its own terms. For the sake of convenience, I quote it again,

this time with the reading of the MSS restored:

b 5 ~ / ¢ /
el 0 €t Lapevel Twudkpiros alimw

\ \ bl 4 / 4
oos marp €dadmero, mokidov kilblapllwy
Oopd ke, TO€ puéder kAibels,
</ / 7/
Upvov keAdadnoe kaAdvikov
KAewvaiov 7° am’ dydvos 6puov oTepdvwy
méupavra kal Avrapdy

> / > 5 ), ~ 4 5 3 3 /
edwvipwy am’ Abavdv, OnBois 7° év érTamilos
ovvex’ Appurpiwvos aylaov wapa TouBov
Kadpetol viv ook dérxovres dvleat pelyvuov,

Alylvas éxare. (Nem. 4.13-22)

And if your father Timokritos

were still warmed by the blazing sun, often would he have

played an elaborate tune on the lyre, and, relying on

this song, would have sung a victory song

which would transport a wreath of crowns from Kleonai’s games

and from shining, famous Athens, and because in seven-gated Thebes

beside the glorious tomb of Amphitryon

the Kadmeians gladly crowned him with flowers,

on account of Aigina.
The meaning of 7(de uéder kAfels in line 15, however, remains unclear. A satisfactory
interpretation will have to be successful in addressing two questions. First, it is
important to identify what kind of metaphor, if any, is implied by xAfeis. Second, it is
equally important to be absolutely clear as to what the actual meaning of the metaphor
is; in other words, what is it exactly that Timokritos would have done with ‘this uélos’

if he had been alive to celebrate his son’s victories? Commentators offer a number of

interpretations which can be briefly summarized as follows:

(1) ‘Applying himself to this song’, i.e. ‘performing this song (= Nem. 4)’, which is
prompted by X' Nem. 4.21¢ cvveyds av Tovtew 70 néder kal Tadry i wdy) mpookivas

av €avTov Kal wpoaayaya‘)v o’wev(pﬁ,unoe Kal o’weﬁd)\eTo T?'\]V yeyevnue’vnv V[Knv. There are
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two versions of this interpretation. (a) Currie compares the use of mpdoreipnar + dat.
(‘to be devoted to’). (b) Henry, dissatisfied with the scholiast’s wpoorAivas, quotes
Theoc. 21.61-2 épeide | Tav yvduav, ‘fix your mind on’. Both, however, agree that
Timokritos would have reperformed the entire text of Nem. 4.
(2) ‘Leaning on this song’, a metaphor alluding to the posture of the symposiast
(Morgan, Clay).*
(3) ‘Resting on this song’, in effect comparing the singer to a commemorative stele
resting on a base (Greengard).*’
(4) ‘Relying on this song’ (Slater s.v. kAivw, followed by Race).
(5) ‘Accompanying my song on the kithara’ (Mezger).
(6) ‘Leaning against such a strain’ (Bury), suggesting that Timokritos would have
played in Lydian mood (cf. Nem. 4.44-5 é¢dpawe, yAvkeia, kal 768° avrixa, pépuwyé,
Avdlaw ovv dppoviar wélos).
(7) ‘Bending the while over this strain’ (Sandys), alluding to the posture of a musician
playing the instrument.
(8) ‘Bowed by the spell of my melody’, as if by a spell (Farnell).
(9) ‘Pinned down to the ground by this song’ (Williams), a metaphor from combat
sports.*®

A few remarks are in order. It must be noted that there is no agreement as to
the meaning of uéle.. Some scholars, wittingly or unwittingly, adopt the scholiast’s
equation of 7&de uéler with radry 1 @7, taking it as a reference to Pindar’s Nem. 4,
while others implicitly reject it, taking uéle. in a more narrow sense ‘melody’ or
‘tune’ (LSJ B 3 s.v.). The difference is a very important one, and we will return to

this question shortly. In the meantime, let us examine the available explanations in

4 See n. 10 above.
* Greengard (1980) 44.
* Williams (1976).
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more detail.

(1) Paraphrase of simple verbs by means of compounds is of a typical feature
of scholiastic exegesis. Yet, while compounds sometimes do cover the same range of
meanings as corresponding simple verbs, it is misleading to equate them
indiscriminately. The use of mpoorkAivw in the sense ‘to attach oneself to smth. or
smb.’ is late and semantically different from the construction of the simplex with the
dative, which is not attested in the same figurative sense.*”” Moreover, it is unclear why
the phrase ‘applying himself to this song’ must suggest reperformance of Nem. 4
rather than any other form of poetic dependence (e.g., inspiration, imitation etc.).
Although Paus. 2.21.10 mpdoreipat ... 77 Opripov moujoer (‘1 am devoted to the poetry
of Homer’, i.e. ‘I recite it often’), adduced by Currie, does take care of this particular
problem, it is still liable to the objections mentioned above, i.e. the usage is both late
and semantically distinct; the notion of ‘lying close by’ (mpdoreipnar) is different from
that of ‘inclining towards’ (wpookAivw), while both are clearly distinct from the idea of
‘resting upon’ (kAivw).* We can thus sympathize with Henry’s qualms regarding
TpockAivem, but his own parallel (Theoc. 21.61-2 & &éve, owmov épede | Tav yvadpav
‘apply your mind”) does not clinch the problem either. The basic meaning of épeldw +
acc. + dat. is ‘to prop smth. against smth.” or ‘to firmly fix smth. in smth’. Used
figuratively, the verb expresses the notion of ‘paying close attention to smth. or smb.’
However, this use of épeldw is also considerably late, and it is doubtful that épe/dw can
tell us anything about Pindar’s xAfels. Moreover, even if we accept that Timokritos
would have applied himself (or his mind) to ‘this uélos’ in the same sense as

Theocritus’ fisherman applies his judgment to the interpretation of the strange dream,

*" Hence a separate entry in LSJ just for this passage. PIb. 30.13.2 rév mpayudrwv émt Popadovs
rexAucdTwv cited in the brackets as an example of the same usage in the active is hardly parallel at all,
for it implies the image of the scales.

* Although xAévw + dat. can in principle mean ‘to slope towards’ (i.e. ‘to lie by’, ‘to live by’; cf. LSJ II
5 s.v.), this usage seems to be restricted to the descriptions of geographical locations.
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it is still uncertain why we need to assume reperformance of Nem. 4 rather than some
other kind of poetic relationship.

(2) The idea that xAcfels refers to the posture of a symposiast, rather hastily
dismissed by Currie, does more justice to the semantics of the construction (‘reclining
on’) than any parallel offered by those who believe that kA{vw is equivalent to
mpookAivw. However, it too ultimately fails to tackle the most important questions:
How do we get from ‘leaning on this song’ to ‘performing it’? How does the
metaphor work? Are there any examples where the idea of reclining on smth. Is
tantamount to repeating it word for word? Unfortunately, none of these questions are
adequately addressed.

(3) Greengard’s suggestion that ‘the strange phrase r@de uéler kAbels (15) is
intended as a play on the idea of the song as a metaphoric stele in the later section of
the poem (81)” has much to commend itself because it takes into account Pindar’s
penchant for describing poetic discourse using the terminology of crafts and
architecture. But again the main question is left unanswered. If Pindar envisions his
uérog as the base on which either Timokritos or his song would have rested, what
does this image tells us about the relationship between the songs of Timokritos and
Pindar?

(4) Slater’s ‘relying on this song’ is the translation that I myself consider the
most adequate. However, since neither Slater himself nor Race offer any explanation
as to what they think the phrase must mean in the context, I cannot be sure that we
consider it to be correct for the same reasons. First, there seem to be no examples of
kAlvw used in the sense ‘to rely’, and we definitely need provide at least some
justification. Second, the English word ‘rely’ clearly suggests some sort of
dependency. However, dependency of one poet on another can manifest itself in more

than one way. In precisely what sense Timokritos would have been dependant on
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Pindar’s pé)os is unfortunately something that neither Slater nor Race make clear.

(5) Mezger’s claim that Timokritos was only a musician accompanying the
performance of Nem. 4 on his lyre, is not supported by any arguments or lexical
parallels whatsoever. This view is somewhat modified by Bury (6), who argues that
Timokritos would have played in Lydian mood. However, Bury’s argument has very
little substance behind it. It is based on a non-parallel Od. 6.307 «iovi kexAyuévy (of
Arete leaning against the pillar) and a brief statement (‘[t]he words and the music
mutually support each other’) involving a non sequitur, for, if we consider it to be
true, we must expect Timokritos to ‘lean’ his words against Pindar’s melody rather
than to ‘lean’ his own melody against that of Pindar. Positions (7), (8), and (9) are
no less arbitrary. Sandys does not provide any explanation or parallels, while Farnell
only quotes Soph. Ant. 1188 dmria 6é kAivopar (‘I fall back”), which has nothing to
do with magical spells. Finally, Williams offers no parallels for his suggestion that
rAfels involves a wrestling metaphor and in fact ends up abandoning it altogether.

Under these circumstances there are only two options: we may either
grudgingly choose among the first four interpretations, thus essentially sidestepping
the problem, or we may continue to explore other possibilities. One of them seems to
emerge from an undeservedly neglected discussion of the passage by Thomas Cole,
who argues that ‘Pindar offers the opening lines of his poem as a comastic
introduction (prokomion) — a musico-poetic sequence (melos) “basing himself” on
which [...] Timasarchos’ father, Timocritos, would have sung the victories of his
son on many occasions — were he only alive to see them’.* The argument leads to
some interesting conclusions and needs to be examined in more detail.

Cole’s approach is that of a thoroughgoing historicist. Central to his

argument is the assumption that ‘there may have been a certain amount of

* Cole (1992) 97-9.
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resentment that a xenios rather than an oikeios had been given the task of celebrating
the victory of Timasarchus’ (97-8). On this interpretation, the purpose of Pindar’s
compliments to Timokritos (Nem. 4.13-22) and Euphanes (Nem. 4.89-92) was to
allay the hostility that was felt by the members of the Theandrid family. The
assumption is based entirely on the inference from the text, to which it is reapplied
in a circular fashion. This, however, does not have to bother us at the moment. More
important is how Cole interprets the problematic passage itself. He assumes that the
word mporauiov in line 11 and the phrase r@de uéder have the same referent, i.e. the
end-stopped first stanza of the ode describing the marvelous healing effects of
evppoaiva. He further observes that the proem of Nem. 4 is not typically Pindaric
because its contents are confined to generalities, a practice which he argues is
observed only in Isth. 3 and Ol 12. According to Cole, the unusual form of the
opening of Nem. 4 makes it ‘the sort of thing which Timokritos himself might have
been in the habit of using as a regular beginning or “basis” for his songs’.”® The
proem is a thematically and syntactically complete unit coinciding exactly with the
first stanza of the monostrophic ode. The fact encourages Cole to speculate that its
‘thythm and melody (melos) could have served the basis as well, by virtue of their
being repeated over and over in the subsequent stanzas composed on various
occasions to fit the particulars of the moment’.”' In support of his proposition, he
compares the use of oratorical proems functioning as ‘reusable introductions’. In
short, he thinks that what Pindar tries to do is to remind his audience of the victor’s
dead father, Timokritos, by incorporating or imitating the words and the music of a
typical Timokritean proem.

At this point, one important consequence of Cole’s argument needs to be

50 Ibid, 98.
S Ibid., 98.
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emphasized. By using one proem and one melody as the ‘basis’ for his own songs
over and over again, it appears that Timokritos was in the habit of composing
metrically similar or identical songs for various occasions. If this is the case,
Pindar’s attempt to give voice to the victor’s dead father by adopting his methods of
composition must inevitably suggest that Nem. 4 is metrically and/or verbally similar
to one or a number of songs by Timokritos. That this point is relevant for the
question of the relationship between Isth. 3 and Isth. 4 obvious, since Cole’s
hypothesis opens up the fascinating, if speculative, possibility that metrical
identity/affinity of lyric compositions, as exemplified by Isth. 3 and Isth. 4, was not
a unique phenomenon in the song culture of Archaic and Classical Greece.

However, some questions and doubts persist. I have already expressed my
skepticism about Cole’s idea that Pindar tries to reconcile himself with those of the
Theandridai who were dissatisfied with Timasarchos’ decision to commission a poem
from a foreigner. I will now also comment on certain problems inherent in his
analysis of the text.

To begin, it is surprising how easily Cole manages to get by without even
touching upon the vexed problem of «\.feis. He does not waste any time justifying his
translation (‘basing himself upon”). Instead, he tacitly assumes that ‘to base oneself on
a uélos’ means to use it as an introduction. The assumption is not entirely far-fetched
because in Greek poetry the opening of poetic discourse can be described in terms of
architectural foundations. To lay the foundations of a poem or a speech often means to
begin singing or speaking.’> However, in that case uélos would present a serious

problem since the word is never used in such an unusually restricted sense as ‘proem’.

2 Cf. Pyth. 4.136-38 paAbaxd pwvd motiotdlwv Sapov | BdAleTo kpnmida copdv éméwv: | || Iai
IToceddvos Ilerpaiov, Pyth. 7.3-4 KdAloTov ai peyadomdies Afdvar | mpooluiov Adkuavidéy
edpvolevei | yeveq kpnmid’ dowdav immoiat Baréobar, fr. 194 kexpdrnral xpvoéa kpymis lepaiow dodals |
ela Tery(lwpev §0m mowidov | kéopov avddevra Adywv, Eur. Hel. 164 kataBallouéva péyav olkrov, Cal.
fr. 196 yduov karafdAlou’ deldew.
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It can either mean ‘this song as a whole’ or ‘this melody’. Cole favors the second, thus
falling between two interpretive stools because, according to his own argument, ‘this
wélos’ implies both the proem and its melody. It remains unclear how this view can be
justified.

Second, the idea that Timokritos would use one proem in a number of songs
composed on various occasions is a little short of incredible. Besides the fact that the
practice is simply unknown elsewhere in lyric poetry, it is hard to imagine what
could possibly be the reason for repeated use of only one proem. Cole’s suggestion
that the opening of Nem. 4 is meant to remind the audience of Timokritos or that it is
perhaps even borrowed from him wholesale is not satisfactory either. It stems from
the assumption that Pindar usually avoids generalities elsewhere in his proems, an
obvious case of special pleading, as Cole himself must have realized comparing the
general content in the openings of Isth. 3 and OI. 12, to which one should also add
Ol 7 and OL 11. The fact that a similarly general gnomic proem appears in Bacch.
14, in my view, is sufficient to demonstrate that this kind of proemial technique
cannot be seen as the hallmark of ‘Timokritean’ composition.

Despite the fact that Cole’s argument is circular and at times rather haphazard,
it is very important insofar as it questions the completely unfounded assumption that
Timokritos would have performed the entire text of Nem. 4 on multiple occasions.
However, as I hope to have shown above, his own hypothesis is too problematic to
provide us with a satisfactory solution. What other options do we have? I suggest that
we return to the text, starting with the discussion of the word péle in line 15 and
keep in mind the possibility of metrical identity/affinity already raised by Cole.

As pointed out by Koller, the word nélos in Greek can have four different

shades of meaning when used of musical or poetic performance.’® All four are

3 Koller (1965) 24-38.
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conveniently exemplified in Plato: (a) ‘song’ as a whole consisting of words, music,
and rhythm: cf. Rep. 398d 67¢ 76 puédos éx TpLdv éoTw cuykeluevov, Adyov Te Kkal
appovias kal pvfuod, (b) ‘melody’, as distinct from words and rhythm: cf. Rep. 400a
m68a T ToU ToLoUTOV ASyw dvaykalew €meclar kal To pédos, aAla ) Adyov modi Te
ral wéley, (c) ‘lyric song’, as a musical and poetic genre distinct from epic, tragedy
etc.: cf. Rep. 379a ofos Tvyxdver 6 Oeos v, ael dnmov amodoTéov, éavTé Tis adToV €V
émeaw mou) édvre év uédeaw édavte v Tpaywdia; (d) ‘mode’, ‘key’ = dpuovia: cf. Rep.
398c odroiv pera ToliTo, Hv 8 €y, TO TEPL WONS TPSTOU Kal EADY Aovmdv.

Let us proceed by narrowing down the choices. Option (¢) can be eliminated
right away. The word pélos in this sense is unknown in lyric poetry, nor would it
make any sense for Pindar in this context to refer to his own song as belonging to a
particular genre. Option (d) is not compelling either. Although this use has
impeccable credentials elsewhere in Greek lyric, there is no good reason to assume
that Pindar refers to ‘mode’ rather than simply song or melody because, apart from
Plat. Rep. 398c, the word in this sense is normally accompanied by an adjective
denoting the ethnic/geographic origin of a particular musical [lppovia, as for
example is the case in Pind. fr. 67 (S-M) Adpiov pédos cepvérardy éorw. It must
also be noticed that at Nem. 4.44-45 é&dpawe, ylvkeia, kal 768" adrira, péputyyé,
Avdlaw ovv appoviar uélos, quoted by Bury to support the idea that Timokritos would
have played in Lydian mood, Pindar carefully distinguishes between the song
(uélos) on the one hand and its mode (dppovia) on the other.

This leaves us with (a) ‘song’ and (b) ‘melody’. Both meanings are attested in
Pindar and both are possible here. However, some considerations seem to militate

against the latter. When nélos is used to denote ‘melody’, as distinct from the sung

>4 Cf. also Stes. PMG 35 roudde xp1 Xaplrwy Sapdpara kaAdikduwy | Suvely Ppiyiov uédos éfevpdvras
aBpds | fpos émepyouévov, Carm. Pop. PMG 5b. 2 amdodv pvbuov xéovres aiddwe péder, Alem. PMG 126
Dpiyiov adAnoe uélos To KepBijoiov.
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text, this sense of the word is always unambiguously supported by the context. Here
are a few examples: Alem. PMG 37 aplv 8 dmavAnoet uélos, Alem. PMG 39 Fémy
7dde kal uwélos AAkpav | edpe yeydwaoauévav, Pind. Pyth. 12.18-19 dAX émeil éx
ToUTWY Pidov dvdpa mévwy | éppioaro maphévos avAdy Tevye maupwrov uédos, | dppa
Tov Edpvdlas éx kapmaludv yeviwy, fr. 140b.16-17 (S-M) 7ov pev dxduovos év mévrov
meddyer | adAadv éxivna’ épatov puédos, Thgn. 761 @dpuryé 8 ad pbéyyold’ iepov wélos
10€ kal adAds, Crat. fr. 236 (Kock) KAetraydpas ddew, drav Aduntov pwélos avln, Ar.
Ecc. 891-2 gpulorrapiov addnrd, Tovs addovs Aafav | afov éuod kal oot mpocaiAncov
wélos. It is notable that in all of these cases, except Alem. PMG 39 where the poet
draws a very clear distinction between words and music, uélos unequivocally refers to
the sound of musical instruments, which are either explicitly mentioned or implied in
the verb. One could suggest that this is exactly the case with Nem. 4.14-16 mouxidov
kbapllwv | Oapd ke, Tdde wéder kAbels | Upvov kedddnoe kadlivikov, where the
instrument is in fact mentioned. However, this interpretation is not supported by the
word order. Sandwiched between «e and kelddnoe, the participial phrase 7de puéle
rABels more naturally complements the idea of Timokritos’ singing (kelddnoe) rather
than his playing the kithara («fapiwv). The view of the scholiast that 7 de uéle
refers to the song as a whole (i.e. words, melody, and rhythm) emerges as the most
plausible and is further vindicated on the grounds of Pindaric usage.”

Now back to the main question. What would Timokritos have actually done
with Pindar’s song if he had been alive? The meaning of «Afels is key, and we cannot
advance over previous interpretations if, like all other commentators, we avoid coming
to grips with this problem. First of all, the fact that the meaning of «Afels in this

passage cannot be pinned down by a simple lexical search is not at all surprising. After

e Pyth. 2.3-4 Supw 788€ 7dv himapdv amo Onfav pépwv | uédos, Pyth. 2.67-8 768e peév kara
Dolvicoav éumoddy | pélos vmep molids dAos méumerar. In the last example pélos must refer to the whole
ode, not to a part of it as suggested by the scholiast.

33



all, this is not the only case when Pindar uses language in a manner that we cannot
precisely parallel. The example of Nem. 8.46-8 is instructive:

oeb 6€ matpa Xapiddais T’ élagppdy

vmepeloa (1.e. pot dvvatdv) Ailov

Mouoaiov €xati moddv edwvipwy

dis 67 dvoiv.

But for your homeland and the Chariadai (I can) erect

a nimble stone of the Muses in honor of those twice famous
pairs of feet.

Looking for other examples of dmepeldw used in connection with poetic or musical
performance, we will find no adequate parallels. The reason why we are able to
understand the poet’s meaning here is only because we know that he often compares
his songs to other media of commemoration, such as victory stelai and statues. In
this particular case, the image is that of a stele or perhaps of an inscribed statue base
on which the poets imaginary monument rests. The implication of the metaphor is
that the poet celebrates or exalts the victor, his family, and their homeland in his
song. This meaning cannot be extracted from Jmepeldw alone.

The same may well be true with regard to «Afels. Straightforward lexical
search is futile, which means that we first have to pin down the idea implied in
‘leaning upon’ and only then proceed toward interpretation. I have already expressed
my sympathy with Greengard’s suggestion that «Afeis must point to some kind of
architectural foundation, and I would like to endorse her view again. However, her
argument that the foundation is probably that of a stele is predicated on the assumption
that Nem. 4.15 must be a mirror image of Nem. 4.79-81:

EL’ 86/ TOL
puatpw p €re Kadlikdel kededvews

()'T(]/,AUJ/ Bé}LGV H(I,OL/OU AL/GOU AGUKOTE,'O(XV

But if indeed
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you bid me yet to erect for your maternal uncle Kallikles
a stele whiter than Parian marble ...

The argument is problematic. Are we to suppose that the audience would
retrospectively adjust the meaning of «\fels when they reach Nem. 4.79-81. Or
would they recognize «A:feis as a reference to the stele right away? Neither sounds
very convincing. Although the word «Afels does suggest some kind of foundation on
which Timokritos would rest himself, it does so only in very general terms.

Why then this particular metaphor is chosen to mediate between uélog and the
song of Timokritos? Two passages will throw some light on this question. The
first is Soph. 4i. 1091-92, where the Chorus criticize Menelaos’ refusal to allow Aias

proper burial:

Mevédae, pn yvdpas dmoorroas copas
) > \ 3 ~ 4 \ /
elr’ avTos €v favovow vPpLaTs yévy.

Menelaos, after you laid down the foundations of wise thoughts,
don’t be arrogant toward the dead.
The Chorus urge Menelaos to live up to the high standards of cwepposivy and aidds,
two notions which he himself vehemently endorsed. By using the word vmoorvoas
the Chorus effectively suggests that in his actions Menelaos must adhere to the
pattern of moral integrity which he proclaimed in his own speech. The same notion is
more explicitly conveyed by Isoc. 5.113:
1"4.77(11/7(1§ MéV O{jV Xp?’\] TOl}S vouy é’!XOV'TGS 1'61/ KP(X/,'TLO"TOV l;’?TOO'T?’]O'a,LLG/VOUS WGLP&GB&L
ylyveolar TowobTous, pdAioTa 6€ ool mpooriker. To yap un detv aAdotplots xprobar
mapadelypacw aAX’ olkelov Vmapyew, TAS 0UK €lkOS VT avTol e mapoévvestal
Kal QLAOVLIKELY, OTTWS T TPOYOVW CAVTOV GUOLOV TAPACKEVATELS,
Now, while all who are blessed with understanding ought to set before themselves the

greatest of men as their model, and strive to become like him, it behoves you above all
to do so. For since you have no need to follow alien examples but have before you one
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from your own house, have we not then the right to expect that you will be spurred on
by this and inspired by the ambition to make yourself like the ancestor of your race?>®

The meaning of vmoornoauévous is clarified by the phrase ypriofar mapadelyuacw in
the following sentence. Both passages provide an excellent illustration of a somewhat
rare Greek idiom, according to which ‘to lay the foundations for someone’ is ‘to
provide him or her with a model or instruction’. The same logic underlies the semantic
development of vmor{finu: (‘to put under’ LSJ I 1 — ‘to advise, instruct, enjoin” LSJ
II; cf also dmofixn). From this we may reasonably infer that to base oneself on the
foundation is to learn or follow a certain model.”’

If then ‘relying on this song’ means ‘using this song as a model’, it transpires
that Timokritos would have used Pindar’s puédos (words, melody, and rthythm) as a
blueprint for composing a number of songs of his own on several occasions. The
problem of the tautology of r&de uédew (15) used beside Juvov ... kaAdivikov (16),
both of which are normally taken to refer to Nem. 4, is thus effectively resolved. The
victory hymn of Timokritos is not the same as Pindar’s uélos, and the fact that
Timokritos is described as celebrating victories attained at venues other than Nemea
also points in this direction. The song of Timokritos is a different poetic composition
bearing a certain degree of verbal and musical similarity to its model, i.e. Nem. 4.

Before assessing the consequences of this interpretation, another serious and
often unnoticed problem calls our attention. The conditional sentence in lines 13-16,
containing the imperfect in the protasis (é0dAmero) and the aorist in the apodosis (ke ...
keldadmnoe), usually understood as a mixed contrafactual condition, implies that if
Timokritos were alive now, i.e. at the moment of the performance of Nem. 4, he would

have often used it as a model. This involves a problem of logic, for it is impossible

% Trans. by G. Norlin, Isocrates, vol. i (Loeb Classical Library) (London, 1928).
>" The point seems obvious in English where the word ‘rely’ can be used in this sense, or in German
where Anlehnung actually means ‘imitation’. This, however, is much less obvious in Greek.
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that Timokritos would have done anything with the song that is being performed for
the first time at this very moment. Cole seems to be the only commentator who shows
awareness of the problem.’® Naturally, there would be no such difficulty if we follow
him in assuming that 7¢de pélew refers to the proem habitually used by Timokritos and
appropriated by Pindar for the present occasion. But, as we have seen above, Cole’s
hypothesis itself involves too many problems. In my view, a plausible solution is

offered by Pyth. 3.63-76:

b \ ’ 3/ b 5 / / / <
el 8¢ oppwy dvtpov éval’ ért Xipwv, kai 7{ ol

4 bl ~ 4 </
pidTpov <év> Qupd pelvydpues vuvou
¢ / 7 b ~ 4 / / 4
dpuérepo Tl0ev, lathpa Tol kév vv wilfov 65
KOLL vov eooiot Tapacyely avSpaow Oepudv véowy
7 Twa Aatoida KeK)\n,uevov 7 maTépos.
kal kev év vavay polov Toviav rapvwy fadacoay
Apéboioav émt kpavay wap’ Airvaiov Eévov,
4" 6s Zvparbooaiot véuer Bacieds, 70
mpaiis aoTois, ov plovéwv dyabols, Eei-

\ \ /

vois 6€ QavuaoTos matip. 71
TG nev Sudvpas xdpiras
el kaTéfav vyleav dywv xpvoéav

~ 3
kdudy 7 aéddwv vbiwv alyAav orepdvors, 73

\ > / / 4 / 4
Tovs dptoTevwy Pepévikos edev Kippa moTé,
acTépos ovpaviov
\ / 4 /

paut TnAavyéaTepov kelvw pa.os 75
eéukduav ke Bablvv mévTov mepdoars.

Yet if wise Cheiron were still living in his cave, and if
my honey-sounding hymns could put a charm in his heart,
I would surely have persuaded him to provide a healer
now as well to cure the feverish illness of good men,
someone called a son of Apollo or of Zeus.

And I would have come, cleaving the Ionian sea in a ship,
to the fountain of Arethusa and to my Aitnaian host,

who rules as king over Syracuse,

gentle to towns men, not begrudging to good men,

and to guests a wonderful father.

And if I had landed, bringing with me

two blessings, golden health and a victory revel

to add luster to the crowns from the Pythian games

which Pherenikos once won when victorious at Kirrha,

3% Cole (1992) 99 n. 20: <...one would not expect future performances of an ode in the course of being
performed for the first time to be referred to [1l. 13-16] in a past unreal condition’.
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I swear that I would have come for that man
as a saving light outshining any heavenly star,
upon crossing the deep sea.

The poet develops a fantasy that he ‘would persuade a newly available Cheiron to
train another Asclepius, and [lines] 68-76 imagine the speaker’s arrival in Syracuse
equipped with the means to restore Hieron’s health’.”® The passage comprising two
contrafactual conditions recapitulates the wish expressed in the opening lines of the
same poem (Pyth. 3.1-5).° It has been assumed that the speaker of these words must
be absent from Syracuse because lines 73, 69, 76 seem to suggest that he did not arrive
to Sicily, and that the whole ode therefore is a sort of poetic epistle. However, this
interpretation does not take into account the fact that in certain contexts contrafactuals

may have a future reference. This is clearly the case in Pyth. 4.43-8:

3 \ 3
el yap oi-
kot v Bade wap xOéviov
24 7 / / > € \ R bl /
Aida orépa, Taivapov els iepav Edpapos éXdav,
vios (rmapyov Ilocelddwvos dvaé,
/ b > /7 ~ /
Tov wor’ Edpdyma Tirvod Quydrp
Tikte Kagiood map’ oxbais,
TeTpdTwy maldwy Kk’ émiyewouévwy
’g‘ / < / 4 \ ~ b
afpd ot kelvav Adfe ovv davaols ev-
petav dmetpov.

For if Euphamos,
the royal son of horse-ruling Poseidon,
whom Europa, Tityos’ daughter, once bore by the banks
of the Kephisos, had gone home to holy Tainaros
and cast the clod at the earth’s
entrance to Hades,
the blood of the fourth generation of children
born to him would have taken that broad mainland
with the Danaans.

% Pelliccia (forthcoming), Pyth. 3.63-76 n.

60, H@a\ov XLpa)va re Dlvpldav, | EL xpewv 1000’ duerépas dmo yAdooas | KOLVOV evéacla é 57705‘, |
Cwew 7OV arrmxo,uevov | Odpavida ydvov etpvuédovra Kpdvov, | Bdocaisi 7’ dpxew Ilaliov ¢np’
aypdrepov | véov éxovt’ avdpv pidov.
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Comparing this passage with Pyth. 3.63-76, Pelliccia has noticed that in both cases
contrafactual conditions are ‘applied not to actions that merely did not or will not
happen, but which by the nature of things cannot happen, so that the meaning is not
“if he had done X, then he would have Y-ed”, but “if he had done X, he could have Y-
ed”.%! The conditions in Pyth. 3.63-76 do not tell us that something did not happen in
the past due to the failure of a certain condition to obtain. Rather, they tell us that the
failure of a certain condition to obtain has rendered the realization of the action in the
apodosis impossible—not only in the past but both in the present and in the future. It
must be noticed that, the conditional sentence at Nem. 4.13-16 is just such a case. All
three passages a remarkably similar in terms of their context; all of them involve a
wish for ‘the restoration of someone or something that is (or believed to be)
irretrievably lost’.% If this is correct, Timokritos’ hypothetic performance does not
need to be restricted to the past or to the present, and the problem is effectively
removed. The only thing the conditional sentence in Nem. 4.13-16 implies is that the

possibility of Timokritos imitating the song of Pindar is rendered completely

impossible because Timokritos is dead.

Further Implications

What seems to be the case, then, is that were he alive Timokritos would use
Nem. 4 as a basis for composing other celebratory songs in honor of his son. If this
means using the meter, rhythm, and language of Nem. 4, the passage refers to the
procedure that Pindar himself used in composing Isth. 3 and Isth. 4. The metrical

identity of the two poems and unmistakable verbal correspondences between them

8! pelliccia (forthcoming), Pyth. 3.63-76 n.
62 Pelliccia (1987) 51.
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make it inevitable that Pindar composed the shorter poem with IstA. 4 in mind, or, as
we may now say, he composed it 7de puédel (= Isth. 4) kAbels. Such an interpretation
is certainly at odds with a widely expressed view that Nem. 4.15 betrays Pindar’s
condescending attitude towards Timokritos as a manifestly inferior member of the
poetic guild. If Pindar himself had a recourse to the compositional technique with
which he credits the victor’s father, it seems far more likely that Pindar’s reference to
the imitation of Nem. 4 by Timokritos need not to be taken as an ill-disguised sneer,
but rather as a double edged compliment intended to cut in both directions; on the one
hand, it is suggested that Pindar’s Nem. 4 is a magnificent ode worthy of imitation,
but, on the other hand, it is implied that Timokritos is a virtuoso poet and musician
who, just like Pindar, is capable of adapting the text and the music of one song to suit
more than one occasion.

It might still be objected, however, that the phrase 7(de uéder kAbels,
interpreted as a reference to poetic imitation, does not require the poems to be
metrically identical since musical/metrical affinity between the model and the
adaptation can be much looser than what the analogy of Isth. 3 and Isth. 4 implies.
The objection is valid, but there is no difficulty in admitting that the phrase r®de uéle
rABels allows for various degrees of musical/metrical kinship. In fact, this kind of
loose relationship finds an excellent illustration in the extant corpus of Pindar and
Bacchylides.

A case in point is another problematic pair of poems: Bacch. fr. *20 B,
addressed to the king of Macedon, Alexander son of Amyntas, and Pind. fr. 124 a.b,
composed for Thrasyboulos, the tyrant of Akragas.®® The points of coincidence

between Bacch. *20B and Pind. 124a.b are all too obvious when the two poems are

53 Both poems are classified by the Alexandrian scholars as encomia, a misnomer replacing the old fifth
century term scolia. See Harvey (1955) 174-5.
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set side by side:**

(a) Bacch. fr. *20 B

A 2 BapPire, unkére mdooadov puA d o [owv]
emrarovov A yvpav kdmmave ydpur:
delp’ €s euas yépas® (1) oppaivw Ti méum|[ew]
/ ~ 3, / \
xpvoeov Movodv Aleédvdpw mrepov

B (2) kal ovumoa[ia]ow dyaly’ [év] elkddec|ow,] 5

(3) edre véwv a|madov] yAuvkel avdyka
(4) osevopevav kvAikwy BaAmmaor Ouud,
Kibmpudds v° émis 6<:>abioony gppévas,

I (5) apperyvvpéva dwovvaiowot dwpots:

(6) dvépdot & vfordTw wéumer pepiuvas: 10
avTika pev moAwv kpddeuva Avet,
mdol 6 avlpwmois povapynoew dokel:

Vi xpvod 6 éXépavti Te papuaipovew olkot,

mupopdpot 8€ kat’ alyddevta (7) wé[vrov]

vies (8) dyovow dm’ Alydmrov péyiotov 15

(9) mAodrov ds wivovros opuaiver kéap.
(b) Pind. fr. 124a.b

A (1)°R2 OpaciBov’, épatdv oxnu’ doddy
10016 <T01> MéuTw peTaddpmiov. év Evvd Kkev eln

(2) ovumdraiciv Te kat (5) dwwvicoo kaprd

B (4) rai kvAikegow Abavaiaior kévrpov:
(3) avik’ (6) avbpdmwy Kapatwdees olyovTar uépyuva 5

omnléwv ééw: (7) meddyer 8 év molvypioowo (9) wAoiTov

I mavtes tog (8) véouey Yevdn) mpos drTdy:
0s pev aypnuwv, deveos TéTe, Tol O’ ad mAovTéovTes.

The close relationship between the two poems is further confirmed by the affinity of

their metrical structures:

% The following comparison is based on a list of similarities drawn up by van Groningen (1960) 100-1.
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(a) Bacch. fr. *20B
- -UU-Uu-X-u-x
-uu-uu-X-u--
-uu-uu-X-u--
-u-x-u---u-
(b) Pind. fr. 124a.b
-uu-uu-x-u-x
-U-- -Uu-uu---u--

-U-- -Uu--u-X-U--

Both are based on —uu-uu-x-u-- sequence. In Bacch. fr. *20 B the unit is repeated three
times and rounded off with an epitritic coda. Pindar uses the same unit but admits
quite a bit more variation as his stanza unfolds. Bruno Snell, the editor of our standard
text of Bacchylides, may well be right to suspect that one poem was in fact based on
the other.®

The question of the relationship between Bacch. *20B and Pind. 124a.b has
been a matter of extensive debate. Many scholars were (and some still are) in the habit
of thinking that Bacchylides’ poem must be an imitation of Pindar’s,*® whereas more
recent scholarship has taken a different path, assuming that both poets draw on a
common stock of sympotic topoi.®” Neither view, however, is entirely satisfactory.

The first one reflects a longstanding and unjustified bias against Bacchylides as

5 Snell-Machler, lii-liii: ‘Simile est Pindari fr. 124 a et b, quod eodem fere tempore compositum est.
Cum metra Bacchylidis sint valde simplicia (cf. p. xxviii), Pindari autem paulo artificiosiora, nescio an
hic ab illo pendeat’.

5 Koerte (1918) 128, Wilamowitz (1922) 319, Severyns (1933) 38-9, van Groningen (1960) 100-3,
Bowra (1964) 232-6.

7 Machler (2004) 248-9, quoting Ar. Knights 92-4 6pds, étav mivwow dvlpwmor, Té7e | mAovToiot,
diampdrTovol, vik®ow Sikas, | ebdaipnovoiow, wpeloior Tovs pilovs. Although the passage features
similar sympotic motifs, it cannot undermine the connection between Bacch. *20B and Pind. 124a.b.
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unoriginal and uninspired poet as compared to Pindar. From this point of view,
Bacchylides must have borrowed from Pindar simply because the opposite would be
inconceivable; after all, eagles do not fly as low as jackdaws. Accordingly, those who
espouse this view are forced to argue, without any valid reason, that Bacch. fr. *20B is
in some way inferior to its alleged model, Pind. fr. 124a.b. They claim that the poem
of Bacchylides is not up to par on the grounds that it is less metaphoric.

The second view, however, is no less problematic, if somewhat more
reasonable. On the one hand, it rightly draws our attention to the significance of the
shared sympotic motifs. Yet, on the other hand, it completely fails to explain why the
two poems are so remarkably close in their use of these motifs. Comparing the
epinicians of Pindar and Bacchylides, we readily acknowledge that they share a great
number of epinician topoi which are often couched in very similar language, and yet
there is not a single pair of epinician odes which resemble each other as closely as
Bacch. fr. *20 resembles Pind. fr. 124 a.b. The only exception is Isth. 3 and Isth. 4,
where borrowing is beyond any doubt.

In his polemic against scholars who see Bacch. fr. *20B as an imitation of
Pind. fr. 124a.b Maechler has argued that they ‘ignore not only the probable early date
of B.’s poem, which makes their assumption almost impossible, but also the question
of how one poet could have known the other’s poem if one was performed in Sicily
and the other in Macedonia’.®® The extent to which Maehler’s arguments for the early
date of Bacch. *20B are convincing is not the issue that [ would like to pursue here at
length. Suffice it to say that the date is probably far less certain than he would have us
believe. What is more interesting about his argument is that he completely ignores the
possibility that most naturally follows from his own relative chronology of the two

poems, namely, that Bacch. *20B could itself serve as a model for Pind. fr. 124a.b.

58 Machler (2004) 248-9.
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The fact that each poem was performed in the two parts of the Greek world so distant
from one another does not in the least preclude the possibility that one poet could be
familiar with the poem by another. There are a number of Pindaric passages which
envisage a wide distribution of poetic material throughout all Greece, an idea well
expressed in the celebrated passage of Theognis 245-50 cited earlier.”” In addition, we
know that both Pindar and Bacchylides wrote poems for Alexander, son of Amyntas,
and that both were on intimate terms with powerful Sicilian aristocrats. Given these
basic facts, it does not require a leap of faith to assume that both Pindar and his
Sicilian friend Thrasyboulos could be familiar with the song of Bacchylides which had
premiered at some earlier point at the royal court in Macedon. That Pindar could
borrow from Bacchylides is not entirely inconceivable, for we have a good reason to
think that it was not the only time when he did so.” In short, there seem to be no real
obstacle for the assumption that Bacch. fr. *20B was a song of considerable musical
and literary merit, and that it could be viewed as worthy of imitation by another poet.
The fact that it is somewhat less metaphorical than Pind. fr. 124a.b is not a meaningful

indicator of its poetic quality.
The Game of Poetic Imitation
The new interpretation of Nem. 4.13-22 offered here raises further questions. Why

would Timokritos use Pindar’s Nem. 4 as a model instead of composing new songs

from scratch? Why would Pindar himself compose metrically identical and verbally

% Cf. also Nem. 5.1-5.

70 pohlsander (1963) 139-40 compares Isth. 4.1-3 &or ot Oedow Exare pvpla mavrd kédevbos to Bacch.
5.31-3 rws viv rai éuot pvpia mavra kédevlos | vuerépav dperav | duveiv, 9(8).47-50 oreiyer 8¢ edpelas
keAevbov | pvpla mavre pdris | ads yeveds Aimrapo- | {dvwv Buyatpdv, and 19(18).1-4 mdpeort pvpia
kédevbos | duBpocimy uedéwv, | 8s dv mapa Ilepidwr Ad- | ynou 8édpa Movodv, concluding that ‘[u]nless
we wish to claim that Bacchylides thrice borrowed from Pindar, we must admit borrowing on the part
of Pindar.
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similar poems on one occasion, while closely following the meter and the language of
Bacch. fr. *20B on another? Although it must be admitted that with the amount of
evidence that we have these questions cannot be resolved with certainty, there is still
some room for reasonable speculation.

Nem. 4.13-22 is important in so far as it does not give us even the slightest hint
that the close modeling of Timokritos’ songs on Nem. 4 would have to be attributed to
some unusual external pressures, since neither the shortage of time nor Timasarchos’
musical preferences nor anything of the sort seem to be at issue. We are only told that
Timokritos would have imitated Nem. 4 on a number of occasions (Nem. 4.15 faud),
celebrating the victories of his son in the contests other than Nemean, which is exactly
what Pindar does in his Isth. 3. The very frequency of Timokritos’ hypothetic
performances seems to militate against any explanation based on unique extraneous
factors. On the contrary, the whole passage gives the impression that the imitation of
Nem. 4 would be a perfectly natural thing to do. This conclusion brings to the fore the
question of the performance context, for it seems reasonable to assume that
Timokritos’ imitation of Pindar would have to involve a setting to which this kind of
poetic and musical recycling was indeed germane.

Recent scholarship has gradually moved towards realization that much of
Greek poetry outside drama was performed in the context of the symposium. Epinician
odes are no exception. Although Pindar is usually reticent about the performance
setting of his odes, every now and then he gives a glimpse of how and where his many
of his odes were performed. In the opening of O/. 1 he says:

&y)\al"{eja: 5% i,<a[

HLOVOLKAS €V AWTW,

ola mailopev pilav

&V8p€,§ (%MCP/L\ Oopa Tpdmelav. alla dw-

plav dmo @dpuryya macadlov
/ b b4 4 4 \ 4 4
AduBav’, €l i Tow Ilicas Te kail Pepevikov ydpis
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VéOV 15776 '}/)\UKU’T(I,,’TO,LS‘ é/077K€ (ppOVTL/O'LV (OZ 114-17)

[Hieron] is also glorified

in the finest songs,

such as those we men often perform in play

about the friendly table. Come, take

the Dorian lyre from its peg,

if the splendor of Pisa and of Pherenikos has indeed
enthralled your mind with sweetest considerations.

Hieron’s achievements in various spheres of life are unrivaled: he is second to none in
terms of hospitality, wealth, and political influence. In addition, he is a patron of arts,
and poets, who often (6apnd) flock to his palace and engage in informal, light-hearted
singing at his sumptuous parties. The reference to poetic and musical entertainment
reminds the speaker of his encomiastic task at hand, and he continues:
daAa dw-
plav amo @dpuryya macadlov

AapParv’, €l 7i Tou [licas Te kait Pepevikov ydpts
v6ov o yAvkvrdTais énke ppovtiow (Ol 1.17-19)

Come, take
the Dorian lyre from its peg,
if the splendor of Pisa and of Pherenikos has indeed
enthralled your mind with sweetest considerations.

This passage firmly locates the performance of the ode in the context of the
symposium and obliterates the boundary between the epinician genre and less formal
types of poetry by drawing a connection between performance of a victory ode and the

. . . 1 .
poetic maidid (‘game’), a common form of sympotic entertainment.’”’ There is no need

! From the above analysis of the passage it should be clear that I do not find Morgan’s (1993)
interpretation of dAAd in line 17 as adversative (‘but sing a proper epinician’, i.e. as opposed to what
poets do at Hieron’s table) particularly convincing. In standard Greek idiom, ¢X\d simply adds a degree
of urgency to the imperative. This construction is abundantly documented by Denniston 13-15 and
Slater s.v. dAAd 3. Morgan’s argument that Pindar draws a contrast between two different types of
poetry — amateur sympotic (ofa maiouev) vs. professional epinician (dAda dwpilav dmo @dpuiyya
macadov | AdduBar’) — is based on nothing else but the idea that “in this context the adversative seems
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to restrict the meaning of 7ailouev (16) only to the performance of informal scolia or
paroinia since epinician odes are also sometimes described in terms entertainment.”?
As Christopher Carey has rightly argued, ‘Pindar’s most formal compositions ...
mimic the most informal level of celebration’. This striking feature of Pindar’s poetry
is in evidence throughout the epinician corpus, most notably in the fiction of
extemporizing speaker who struggles to maintain control over the subject matter as he
moves on in his narrative.”

Unfortunately, we are not quite certain whether victory odes were originally
performed in private or in public. Odes celebrating the victories of the Sicilian
potentates or Arkesilas, king of Cyrene, may have been performed during feasts which
accomodated numerous guests and which, given the rank of the honorands, could be
commensurate to large scale public events. However, this was probably not the case
with most other victors. A private banquet comparable to what is described in Plato’s
or Xenophon’s Symposium seems to be the most likely performance setting for a large
number of odes in the epinician corpus. Now whatever notion of the symposium as the
context of epinician performance we choose to espouse, be it a magnificent feast of
almost public dimensions or a private gathering involving a circle of close friends and
family, in both cases the composition and performance of epinician poetry was
probably in some way affected by the impulse for poetic gaming (7a:dud) which was a
central element of Greek sympotic entertainment. We know that symposiasts were
expected to to recite from memory as well as to improvise extended passages of

poetry, which oftentimes were closely modeled on other poetic texts. In delivering his

more pointed’. It is therefore a bit odd that Collins (2004) 64 takes her suggestion as a definitive proof

(‘As Kathryn Morgan has shown ...”).

2 Pyth. 5.22-3 §édefar 7évSe kdpov avépwv, | Amodddwiov dbuvppa (‘play-thing’) Isth. 4.37-9 s adTod |

maoav dpfdoats dpetav kata pdBdov éppacev | Oeomecinwv éméwv Aowmrois afbpew (‘for future generations
to play with’, which is exactly what Pindar does, ‘playing with’ the story of Aias in his own poem).

3 Carey (1995) 99-103.
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own version of a poem the symposiast was often appropriating and changing the
material he found in other songs to suit the needs of a particular sympotic situation.

Is it possible, then, that Timokritos’ and Pindar’s procedure of composing
songs based on a pre-existing model was simply a natural response to the demands of
the environment where a display of wit and sympotic sprezzatura was sine qua non? It
must be admitted that our evidence for sympotic improvisation and re-use of poetic
texts is for the most part restricted to relatively simple metrical forms, such as
hexameters, elegiac couplets, or short aeolic four-liners known as the Attic scolia.
Arguably the best examples of the phenomenon can be found in Theognis, who freely
borrows from Tyrtaeus,74 Mimnermus,75 and Solon,76 and on occasion even recasts his
own verses, accomodating them to new sympotic situations.”’

There is no doubt that the relative simplicity of stichic verse-forms rendered
them particularly tractable for the purposes of sympotic imitation and recycling.
However, given the examples from Pindar and Bacchylides, it seems quite possible
that a similar phenomenon existed in more complex forms of lyric as well. In this
connection, one is reminded of Alcaeus fr. 347a (LP), a remarkably close adaptation
of Hesiod Op. 582-4 which is recast into Lesbian dialect and meter. Naturally, the
ability to imitate and improvise in the meters of Greek lyric would require musical and

poetic proficiency far above that of even the most consummate symposiast, and this

™ Thgn. 1003-6.

> Thgn. 1020-2.

76 Thgn. 153ff., 227-32, 315-18, 585-90, 719-28, 1253ff.

"7 One should also mention Pindar’s elder contemporary, Simonides, who, as far as we know, was an
expert in sympotic improvisation (cf. Ath. 3.125¢-d).

48



was probably one of the reasons why aristocrats from all over the Greek world would

want to host a Pindar or at least a Timokritos at their banquets.’®

" Centuries later we still hear of the admiration bestowed upon such exceptional improvisatores who
could compose verses in various meters and on various subjects on the spur of the moment: (Antipater
of Sidon) Cic. de Orat. ‘quod si Antipater ille Sidonius ... solitus est uersus hexametros aliosque uariis
modis atque numeris fundere ex tempore, tantumque hominis ingeniosi ac memoris ualuit exercitation
ut, cum se mente ac uoluntate coniecisset in uersum, uerba sequerentur, quanto id facilius in oration,
exercitatione et consuetudine adhibita, consequemur’; (Licinius Archias) pro Arch. 8.18 ‘quotiens ego
hunc uidi, cum litteram scripsisset nullam, magnum numerum optimorum uersuum de iis ipsis rebus,
quae tum agerentur, dicere ex tempore! Quotiens reuocatum eandem rem dicere commutates uerbis
atque sententiis!’
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III. SHORT EPINICIAN ODES AND THEIR PERFORMANCE CONTEXT

Introduction

The corpus of epinician poetry features a number of odes of short compass like Isth.
3." According to the consensus of scholarly opinion, these odes were composed in
haste and performed impromptu at the sites of the games, in the immediate aftermath
of athletic victories.” However, very few Pindarists seem to be aware of the origins of
this hypothesis and of the fact that the evidence adduced in its favor is extremely

problematic.’

Olympians 10 and 11: The Root of Misconception

Published in 1798, Heyne’s second edition of Pindar was in many ways a landmark in
the study of epinician poetry. Heyne often radically departs from the mainstream
views current at the time. Olympians 10 and 11 are a case in point. The two odes
celebrate the Olympic victory of Hagesidamos of Epizephyrian Lokroi in boys’
boxing. Ol. 10 is a magnificent ode comprising five triads. O/. 11, on the other hand, is
a short, seemingly run-of-the-mill, poem consisting of only one triad. In establishing
the relationship between the two odes all editors prior to Heyne followed the

interpretation of the Alexandrian scholars based on the commercial metaphor at O/.

" The term ‘short odes’ used throughout this chapter refers to a distinct group of odes which consist of
one triad (strophe, antistrophe, epode) or two identical stanzas (strophe, antistrophe). These poems are
Ol. 4, 0Ol 12, OL. 14, Pyth. 7, Isth. 3, Bacch 2, Bacch. 4, Bacch. 6. Our shortest poem is Bacch. 12 (14
lines); the longest is OI. 4 (27 lines).

* Cf. Bowra (1964) 161, Bremer (1990) 43 n. 1, Willcock (1995) 14, Gentili (1988) 20, Gentili (1995)
x1, Robbins (1997) 255, 34, Gerber (1999) Pfeijfter (1999) 62, Hose (2000), Mackie (2003) 1 n. 1,
Hornblower (2004) 35, Hubbard (2004) 77, Currie (2005) 17.

* Several scholars (e.g., Hamilton (1974) 53-4, Kirkwood (1982) 14 and Race (2004) 92 n. 44) have
expressed their skepticism, but none of them addresses the issue at length.
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10.7-9:

€xabev yap émeAlwv 6 wélwv ypdvos
éuov karaloyvve falv xpéos.

4

v ) A W e oA ) \
ouws SG )\UO'OLL SUV(I’TOS ofeww ETTLUOMPAY
TéKOS

For what was then the future has approached from afar

and shamed my deep indebtedness.

Nevertheless, interest on a debt can absolve one from a bitter reproach.
Alexandrian scholars understood the word 7d«os in line 9 as a reference to OL 11; the
ode symbolically represents the accrued interest (7éxos) attached to the repayment of
the principal represented by O/ 10. Accordingly, the title of O/ 11 in the scholia

appears as 7@ ad7® Téxos. The views of Alexandrian scholars come down to us in two

brief prefatory notes found in the scholia:

(a) 2’ Ol. 10.inscr a:

4 > / 3 \ 3 4 4 ~ 4 4
TOKOS €miyéypamTal, émeldn €v mpootkms uéper TedevTalov yéypage, kabamep
A\ \ ~ 4 \ 4 3 \ A /
Kal €mt TV daveioudTwy 7o mpooTilléuevor €xTos Tol apyaliov.

[Ol 11] is headed réxos because [Pindar] wrote it as an addition afterwards; just as in

the case of loans, the payment of the interest is made separately from the payment of
the principal.

(b) 2 O!l. 10.inscr b:

~ > ~ / b 4 4 \ 3 N 4 \ \ \ \ \
TQ aOTD yéypagev év mpoatikns wépel 610 Vs ws av Tékov dta TO w1 Tapa. Tov
~ 4 \ / \ 3 /
TNS VIKYS KALPOV YEYPOUPEVAL TOV ETIVIKOV.

He wrote OL 11, giving it in addition, an interest payment, as it were, because he had
not written an ode in time on the occasion of the victory.

Taking Ol. 10.7-9 at face value, Alexandrian scholars arrived at the conclusion that
Pindar appended O!/. 11 to O!l. 10 as a compensation for his failure to deliver the song

he was commissioned to write on time.
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Heyne rejected this interpretation, drawing on the insights of the Italian scholar
Mingarelli, who argued that the word 7dxos does not have to refer to anything else
but the outstanding quality of OL 10 itself.* This interpretation has remained
unchallenged ever since.

Unfortunately, Mingarelli’s argument against the Alexandrian ‘réxos-theory’
was predicated on a very problematic assumption, namely, that in his shorter ode
Pindar anticipates the future performance of the longer one at Lokroi:’

kéopov émt oTepdavw xpvaéas élalas
advpue)) keAadnow

Zepupiwv Aokpdv yeveav aréywv.
évla cvykwpdéar’ éyyvdoouar
ppw, & Motoar, puydéewov orpatdy
unT dmelpaTov kaAdy

> 4 / \ 3 \ b 4
akpdcopoy Te kal alyuatav apife-

oba. (Ol 11.13-19)

I shall adorn your crown of golden olive

with my sweet song of celebration,

as [ pay respect to the race of the Epizephyrian Lokrians.
Go there and join the revels: I shall promise,

O Muses, that you will come to no people who shun a guest
or are inexperienced in beautiful things;

they are supremely wise and spearmen as well.

According to Mingarelli, kehadrjow (14) refers to the future performance of Ol 10 at
Lokroi, an idea which on at first sight might be supported by other future-oriented
statements in the poem. The future infinitive dpifesfa (19) seems to look forward to

the arrival of the Muses to the Lokrians in Italy. The phrase év0a ovykwpdéare (16),

‘go and join the revel there’, seems to imply that ere must be some place other than

* Mingarelli in Heyne (1798).

> Heyne (1798) ad loc.: ‘ Apponitur in uulgg. +éros, quod haud dubie debetur Grammaticis, petitum ex
sup. Oda v. 12 quem uersum male interpretes ad hanc alteram Oden referunt, ut huius noui carminis
accessio illo priore promittatur a poeta; cum ibi sententia absolute efferatur. Potest carmen ad aliam
uictoriam, potest quoque ad unam eandemque spectare; potuit illud cum superiore carmine mitti,
tanquam epistola, quae illud commendet; potuit etiam maturius mitti. Postremum hoc Mingarellus
statuebat collocandum esse Carmen xi ante x. Nam v. 14 promitti carmen; forte idem illud, quod nunc
decimum est’.
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Lokroi. This seems to square with O/ 10.110-11, where the speaking subject claims to
have witnessed the victory of Hagesidamos at Olympia: 7ov €ldov kparéovra xepos |
aAkd, ‘I saw him being victorious with the might of his arm’. On this logic, even the
phrase peAvydpues Suvor Sorépwv dpxd doydv, ‘sweet-voiced songs, the beginning for
later words of praise’ at Ol. 11.4-5 can be understood as a promise of future encomia.
Following these clues, Mingarelli concluded that O/ 11 was most likely composed
immediately after the victory and performed on the spot at Olympia. Ol 10, on the
other hand, must have been composed later and performed during the official
celebration of Hagesidamos’ victory on his triumphant arrival from the games.

Following Heyne, Mingarelli’s interpretation was received with much
enthuseasm first by August Boeckh, who in his monumental edition of 1821 used it as
a paradigm for explaining all other pairs of epinicians which comprise a shorter and a
longer poem and which are addressed to the same honorand.® Within less than a
century after the publication of Boeckh’s commentary it became a default scholarly
position to associate the longer odes with celebrations at victor’s homeland, while the
shorter ones, including those which are not paired,” with improvised performance at
the site of the games; that is, in an entirely circular fashion brevity of the shorter odes
was assumed to imply impromptu composition, and impromptu composition was
assumed to imply composition at the site of the victory.

There are very few scholars nowadays who agree with Mingarelli and Boeckh
that the futures in OL 11 anticipate the performance of O/ 10.® Although objections

against Mingarelli’s interpretation of xeAadniow can be traced as far back as the edition

® The poems of Bacchylides were of course not available to Boeckh. However, after the discovery of the
Bacchylides papyrus in 1896 his theory gained even more headway because some of the new poems
complied with the pattern of O/. 10 and OI. 11, i.e. a longer and a shorter ode for the same individual.
"0l 12, OL. 14, Pyth. 7, Isth. 3.

¥ Verdenius ad loc. and Pfeijffer (1997) 61-5 are notable exceptions.
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of de Jongh (1865),” the point was for the first time clearly impressed on Pindarists by
Bundy, who pointed out that the verb must be taken in close conjunction with the
participial phrase Zeguplwv Aokpdv yeveav dAéywv, i.e. ‘1 shall adorn your crown with
my song by paying respect to the Lokrians’.'” Mingarelli and his followers seem to
have ignored the fact that the poet makes good on his promise in the immediately
following lines (16-20), where he praises the native qualities of the Lokrians, their
supreme courage (alyuardv) and intelligence (dxpdoogdv). If so, it is clear that
keladnow does not require an extra-carminal referent. The poet’s intention is fulfilled
within the bounds of the present ode."’

The future tense of éyyvdooua: has a somewhat different coloring, but it too
can hardly be taken to imply that the poet will give a pledge at some point in the
future. It simply expresses ‘determination and resolve in the face of opposition’'* and
lends additional force to the speaker’s asseveration: ‘Muses, I bet you will come to
people who are hospitable etc.” The imperative évfa cvyrkwudéare (16) and the future
infinitive deifecfac (19) also provide no decisive evidence for performance outside
Lokroi. The use of é&fa with the imperative is, however, susceptible of two
interpretations. First, as noticed by Race, the adverb is quite at home in the context of
a kletic hymn. He cites Sapph. 2.13-16 (LP), where the speaker summons Aphrodite to

visit her sanctuary at some unidentified location, presumably Lesbos: "

? “Non ad futuri carminis pollicitationem hoc pertinet, sed ad hoc praesens carmen’. Mezger (1880) and
Puech (1923) are quite unusual among their contemporaries in following de Jongh.

' Bundy (1962) 20-2, Race (2004) 86-92.

"' Bundy’s sweeping assertion that ‘the promise [contained in such futures] is often fulfilled by
pronunciation of the word itself” is only partially correct. A number of post-Bundyan studies
demonstrated that the nuance of meaning and the precise temporal range of future reference can be
different in various contexts. For a detailed discussion of the issue, see Pelliccia (1995) 319-32.
Pelliccia defines xeAadrjow as belonging to the category of ‘intra-carminal programmatic futures’.
Ferrari (1998) 182-3 proposes a compromise solution: the future xeladijow is extra-carminal, but it
refers to the performance of O/. 11 at Lokroi. This view, however, has not won approval. For a survey
of scholarship on the whole question, see Race (2004) 86-92.

12 Pelliccia’s (1995) 325 second category: ‘future performative utterances’. The ‘opposition’ in many
cases is purely hypothetical.

1 Race (2004) 85 n. 28.
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&vla 87 ov oréu<par> élowsa
Kimpu ypvolaiow év kvlikesow
afpws ou<ue>pelxuevov aiiaia
véxTap olvoxdaicov

There, Cypris, take the garlands and pour

gracefully into golden cups

the nectar that is mixed with our celebrations.
The fragment starts with the emphatic dedpd v’ (1), ‘hither to me’, and continues with
the description of the natural beauty of the sanctuary. Then comes the passage starting
with é&fa, which can be taken either as a relative (‘[a place] where you must take the
garlands and pour the nectar etc.’) or as a resumptive demonstrative (‘take the
garlands there [i.e. the place I have just described to you and where I am at the
moment] and pour the nectar’). In either case dedpd p’ in the opening of the poem
leaves no doubt about the location of the speaker. It is the sanctuary where the goddess
is being summoned. O/. 11 is considerably less clear in this respect because there is no
other word, like 8e5pv in Sapph. fr. 2.1, to identify the location of the speaking subject.
Here too one might suggest that évfa is either a relative (i.e. ‘[Lokroi, a place] where
you must go to join the revel’) or demonstrative (‘Go there and join the revel!’). The
latter seems to imply that the speaker either actually is or imagines himself as being
outside Lokroi. A somewhat similar situation presents itself in the opening of Nem. 9,
where the Muses are encouraged to join the procession bound from the site of the
games at Sikyon to the place of the victory celebrations at Aitna:

Kopdoopey map’ Andlwvos Zikvwvéle, Motoa,

Tav veoktioTav és Alrvav, évl’ dvamemTauévar

Eelvwy vevikavTau Bdpau,

6ABrov és Xpopiov
S’ (Nem. 9.1-3)

Let us go in revelry from Apollo at Sikyon, Muses,
to the newly founded Aitna, where the
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wide-opened gates are overwhelmed by guests,

to Chromios’ blessed home.
Some scholars'* went so far as to assume that the poem was in fact intended for
performance at Sikyon, ignoring the fact that the journey of poetic discourse from the
site of the victory to the site of festivities is an epinician fopos."> As rightly suggested
by Braswell, it takes only some forty-odd lines for this imaginary procession to arrive
at the house of the victor in Sicily and to join the symposium there, a place where they

were from the very beginning:'°

Novyio € pLAel
uev svuméoiov: veollays 8 avéerar
padboxd vikagopio ovv aoldd:
Oapoaléa be mapa kparipa ewra yiverad.
EyKLprATW TiS VW, YAVKOY Ko TpopdTay. (Nem. 9.48-50)

Peace loves
the symposium, but victory increases
with new bloom to the accompaniment of gentle song,
and the voice becomes confident beside the winebowl.
Let someone mix that sweet prompter of the revel.
That the sites of the games should be the starting point of such imaginary processions
is not at all surprising: these were the places from where epinician poets drew much of
their inspiration and subject-matter. It is quickly apparent, then, that even if the
speaking subject in O/. 11 presents himself as being outside of Lokroi, the conceit
cannot tell us anything about the actual performance context of the ode.

Being content to point out the proper significance of the futures in O/ 11,

Bundy did not contemplate the natural consequences of his analysis for the

' E.g., Hubbard (1992) 80.

1 Cf. Most (1985)2 64, comparing OI. 1.7-9 und’ OAvpnias dyodva géprepov avddooper: | 60ev 6
moddgparTos vpvos dupiBdilerar | copov untiecor, 72.7-9 (Ebert) Oeomecia 6é Pédop mori matpida pdua
| iker’ deluvacTov ydpua pépovea mévwy, | ép’ ofs 76 kadAivikov deloln kAéos. Compare also the
opening of Nem. 3, where the Muse is urged to go to Aigina, although her starting point is unclear.

' Braswell, Nem. 9.48-55 n.
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performance context of this ode. It was Barrett who made a logical step further.'” In
his unpublished talk, delivered only a few years after the publication of Bundy’s
pathfinding studies, he adopted a fairly similar view with regard to the meaning of the
futures at Ol 11.13-19. However, unlike Bundy, he also insisted that the language of
Ol. 11 in fact offers sufficient evidence against performance of the ode on the spot at
the venue of the games. He argued that ‘[i]f an ode is sung at Olympia, it is sung by
the victor’s friends and relatives in the first exultant moment of celebration, sung in
token of present joy and gladness: its function is to praise the victor in the very
moment of his triumph. Make the epode refer to the future, and the praise has gone: to
be replaced by a mere promise of praise in time to come’."® It is indeed very difficult
to imagine that the celebrations which took place on the last day of the games,
arguably the happiest moment in the life of the victor, would focus on imminent
departure and future festivities instead of savoring the bliss of the present.

The argument so far can be summed up as follows. Since Boeckh’s theory,
accepted by almost all modern scholars, is essentially a by-product of Mingarelli’s
mistaken interpretation of the futures in O/ 11, it is a striking paradox that the theory
survives the rebuttal of the arguments on which it was originally based." So far as I
can see, there is only one way to explain this paradox: those who maintain that short
epinician odes were performed at the site of the games are simply not aware of the
origin of their professed view.”” The idea, much like Pindar’s imaginary revels, has
been traveling from one scholarly work to another, without ever being seriously

probed.

7 Barrett (2007) 54-72.

'8 Barrett (2007) 59.

' The words of Barrett (2007) 164 used in an entirely different context seem very apposite here:
‘falsehood, once established, will commonly survive the loss of the evidence that established it’.

20 Recent commentary by Willcock (1995) is exemplary of modern confusion. He sees no inherent
contradiction in following Bundy’s interpretation of the futures and yet maintaining that O/ 11 is ‘the
most secure example’ of an ode produced on the spot.
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Further Evidence

One might object that the flaws of Mingarelli’s interpretation of O/ 11 do not
necessarily undermine the validity of Boeckh’s theory because the latter is supported
by the evidence of other epinician odes. Sifting through the entire corpus of epinician
poetry, there seem to be only five passages which may in some way suggest
impromptu performance at the site of the games, and I will now turn to examine these

passages in some detail.

(1) Ol 4.1-12:

Elatnp ¥ U7T€pTCLT€ Bpovtas akapavrémodos
Zev Teal yapRpat
U0 oLkt ogdpuLyyos o’LOLSds‘ é)uooéluevac' W émeupay
U(,b?’])\O'T(lTCL)V ,uapfvp’ aéllw
Eelvawv & €D wpaooowwv éoavav adTiK’
ayyellav motl yAvkeiav éolol aAda Kpdvov
mal , 6s Airvay éyeis mov dvepdeooav
exaToykepdda Tvpdvos 6Bpiuov,
OdAvumiovikay
0ééar Xaplrwv O €xari 76vde kdpov,

xpoviwTaTov pdos evpvolevéwy dperav. Yaduios yap
e b / <\ bl / \ 7/ ~

ket Syéwv, 6s élalq orepavwlels ITiodTide kKdos
spoat

omevder Kapapiva.

Driver most high of thunder with untiring feet,
Zeus; on you I call because your Horai

in their circling round have sent me, accompanied by
song with the lyre’s varied tones

as a witness of the loftiest games;

and when guest-friends are successful,

good men are immediately cheered at the sweet news.

But son of Kronos, you who rule Mt. Aitna,

windy burden for hundred-headed Typhos the mighty,

receive an Olympic victor,

and, with the aid of the Graces, this celebratory revel,
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longest-lasting light for achievements of great strength.

For it comes in honor of the chariot of Psaumis,
who, crowned with Pisan olive, is eager to arouse
glory for Kamarina.

The ode celebrates the victory of Psaumis of Kamarina in the chariot race. It forms a
pair with Ol. 5, a poem addressed to the same victor but most likely celebrating his
later victory in the mule-race.”' With some exceptions,* it is generally assumed that

Ol. 4 was performed at Olympia. In his commentary, Boeckh argues the case as

follows:*

‘lam horum carminum (i.e. Ol. 4 and 5) prius Olympiae et scriptum et cantatum
esse poeta ipse docet. Praesentem esse testatur verbis reai yapRpar pu’ émeppar
vymlorarwy uaprvp’ aédAwy, ubl etsi pdprvp’ dé0Awr poeta vocatur, quod
carmine de certaminibus testimonium dicit, utpote victorum praecox; tamen
nisi ipse affuisset, non potuisset sese ab Horis tempestatum praesidibus
allegatum affirmare: statimque post victoriam compositum Carmen
demonstrant haec: felvwv 8’ €d mpacadvrwy éoavay adTiK’ dyyeliav moTi
yAvkeiav écdol : unde odae brevitas excusatur [...]. Hinc quod nondum
divulgata nec Camarinam delata victoriae fama est, vs. 12. 13. de Psaumide
dicitur: xidos 6poar omevder Kapapive: neque obstat Aetnae vs. 7. invecta
mentio, quae Siculi patriae conveniebat, etiamsi Carmen non in Sicilia
caneretur. Postremo vs. 7-10. intelligitur, pompae et comissationi Carmen
inservisse, quae Olympio lovi gratiarum agendarum causa haberetur’.

None of this stands up to scrutiny. First, the fact that the speaker styles himself a
‘witness of the games’ (3 ndprvp’ défAwr) does not have to suggest that Pindar himself

was present at Olympia because we cannot be sure about the identity of the speaking

subject.”* The statement could be made in the person of the chorus or that of solo-

21 See Hamilton (1972) 324 n. 2.

22 Gildersleeve (1890) 162, Gerber (1987) 8-9.

2 Boeckh (1821) 143. Notice that contrary to the modern consensus Boeckh assumed that both odes
celebrate the same event, the victory of Psaumis in the horse-race.

2 Cf. Gildersleeve (1890) 163. The identity of the lyric ‘I’ is a complicated issue, but one thing is fairly
clear: first person statements do not guarantee us access to the person of the poet. For ample
bibliography on the first person statements in Pindar, see Clay (1999) 1.
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performer as distinct from the poet. Moreover, even if assume that the speaker is
Pindar, there would be still no reason to suppose that the poem was composed and
performed at the games.” The poet could naturally refer to himself as a ‘witness of the
games’ even decades after the victory took place. In fact, Boeckh’s over-literalist
reading of the passage undermines itself since the tense of émeupar suggests that the
Horai have already dispatched the poet to bear his testimony somewhere else, most
naturally in Kamarina.”®

Second, the statement éelvwv & €d mpacodvTwy éoavav adTiK’ dyyeliav wotl
yAvkeiav écdol cannot be used as evidence of anything except for what the Greek
actually says, i.e. éo)o( (inclusive of the speaker) are exhilarated the moment (adrixa)
they learn that their friends are successful. It is difficult to see how this gnomic
sentiment is relevant to Boeckh’s argument at all. One could suggest that he was
misled by adrika, which does not indicate the timing of performance in relation to the
moment of Psaumis’ victory but the reaction of éclol.

Third, it is unclear why Psaumis’ ‘eagerness to stir glory for Kamarina’ should
imply that the news of his victory had not yet reached Sicily. There seem to be no
reason why this statement could not be used of the athlete who had already returned to
his home town.

Finally, there is no indication whatsoever that the procession mentioned in
lines 10-11 takes place at Olympia. On the contrary, the fact that the speaker appeals
to Zeus of Aitna makes it far more plausible that it is Sicily. Alternatively, one might
suggest that the procession is entirely fictional, i.e. a variation on the komastic topos

discussed briefly above: the revelers, who have just arrived from the games at

» Cf. OL 10.110-1 76v eidov kparéovra yepos | dAxg which I have mentioned earlier. I doubt that
anyone would argue that this statement implies that O/ 10 was performed at Olympia.

%% Moreover, udprup’ 4é0Awv does not even have to imply ‘eye-witness’: cf. Nem. 3.23 and Parth. 2.39
(fr. 94b).
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Olympia, plead with the divine host of the city for admission.*’
What is particularly remarkable about Boeckh’s interpretation of O/ 4 is not so
much the weakness of his argument as the fact that he is at pains to make one. Other

scholars, by contrast, simply take performance at the games for granted.*®

(2) Pyth. 6.1-14:

Axovoat’ 7 yap éAkwmidos Appoditas
apovpav 1) Xapitwy

avamoli{ouev, dupalov épiBpduov

xBovos és vdiov mpoooiyduevor.

HUOLOVLKOS évd’ 6ABloow E}LMEVLS&LS
7TO’7'0./.,LLO, ’T > Axpayavte kal pav Bevokpdrel
€T0ljos VUvwv Hnoavpos év ToAVYpUOW
Amodlwvia TereiyioTal vamg:

70V oUTe yewuépros ouPpos, émartos EXfww
epLBpo,uov Vegoe)\as

oTPATOS aueu\cxog, oUT’ dvepos és puyxovs

alos déoiol mapupopw yepdadet

TUTTTOLEVOY.

Listen! For indeed we are plowing once again

the field of bright-eyed Aphrodite

or of the Graces,

having reached the enshrined navel of the loudly rumbling earth,
where at hand for the fortunate Emmenidai

and for Akragas on its river, yes, and for Xenokrates,

a Pythian victor’s treasure house of hymns has been built
in Apollo’s valley rich in gold,

one which neither winter rain, coming from abroad

as a relentless army from a loudly rumbling cloud,

nor wind shall buffet

and with their deluge of slit carry into the depths of the sea.

Most scholars are convinced that Pyth. 6 premiered at Delphi and that it was sung on

?7 There is probably also an allusion to the ceremony of eiselasis.

2 E.g., Bowra (1964) 414: “‘Olympian 4 was clearly composed in haste on the spot for the victor’s
procession to the god on the last day of the festival, and since all the horse events took place on the
previous day, this left very little time for composition’.
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the way to or in front of the temple of Apollo,” as the first lines of the poem seem to
imply.*® Before we move any further, we must keep in mind that Pyth. 6 is neither a
typical epnician nor a typical short ode. First, although the poem mentions the chariot
victory of Xenokrates of Akragas, most of it is devoted to the praise of his son,
Thrasyboulos. Second, the ode consists of six strophes and therefore is clearly not a
short ode by epinician criteria.

What are exactly the grounds for assuming that Pyth. 6 was performed at
Delphi? The ode starts with the imperative dxovoare (1), which, according to Burton,
‘brings to mind the throng gathered to witness Thrasybulus’ k@uos and ... hushed into
attention by the singers’ command’.*' On their way this x@&uos seems to be passing the
treasuries of various Greek city states lined up on both sides of the Sacred Way
leading toward the temple of Apollo. The view of these buildings prompts the
metaphor of the treasure house of hymns which is built for Xenocrates in Apollo’s
valley. The participle mpocotyduevor (4) has been taken to suggest that the procession
is either en route or that it has already reached the temple of Apollo and that the
performance of the song takes place there.

The passage, however, raises a few questions: Is this procession real or
imaginary? Does the opening of the poem suggest performance at Delphi or does it
merely evoke the sanctuary for the audience across the sea at Akragas? These
questions are addressed in more detail later.’* For now, suffice it to say that we cannot
rule out either possibility. If elsewhere the poet can describe an imaginary revel
marching from the site of the games to victor’s hometown, there is no reason why he

cannot describe a procession moving in the opposite direction, i.e. from Akragas to

* Deending on whether we take mpocouyduevou as present or perfect.
3E.g., Burton (1962) 15, Gentili (1983) 18, Gelzer (1985) 98-9.

3! Burton (1962) 15.

32 See Intro IV.
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Delphi. Xenokrates’ metaphoric treasure house of hymns at Delphi seems to be an
obvious destination for the chorus who embark on celebrating his achievements.

One point needs to be emphasized here. The assumption that Pyth. 6 made its
debut in the context of the procession which took place immediately after Xenokrates’
victory would be even more detrimental to Boeckh’s theory than its opposite for it
would suggest that brevity is not a reliable indicator of impromptu performance at the

games, in which case the length of short odes would require a different explanation.

(3) Bacch. 2

al....] ocepvodorepa Prua,
bl / < / /
és K [éov ¢ Jepav, yapira-vou
[ov | pépova’ ayyediav, o7 [d
/ 9, ~
|xas Opact xeip<os> Ap-yeio
[s & |paTo vikav,
Kkad@v & avéuvacev 66° év ke [ev [vd
3 / > ~ / /
avxévt Taluod {abléav himovres
Edéavrida va-cov émedeiéaper €Bdout)-
kovra [0V |v oTepdvoiow.
kalet 8¢ Movo’ a vlvyerys
yAvkeiav avddv kavaydv,
yepaipovs’ émwikiots
IHavBelda ¢pidlov vidv.

Aliov, & | Kenyon : A [ifev a | Levi

Report, giver of majesty, |...]

to holy Keos, bringing

the message of gracious import,

that Argeios won the victory in bold-
handed combat,

and reminded us how many achievements
we had displayed

at the famous neck of the Isthmos

when we won seventy crowns

leaving the sacred island of Euxantios.

The Muse born on the spot
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calls for the sweet sound of pipes

honoring with victory songs

the dear son of Pantheides.
In his editio princeps of Bacchylides Kenyon maintains that ‘[t]his short ode was
written probably on the spur of the moment by Bacchylides to celebrate his fellow-
countryman’s victory at Nemea’.*> The comment shows that Kenyon has no
independent evidence but simply applies Boeckh’s theory to the newly discovered
poems of Bacchylides. His supplement, i.e. aiov, & ‘haste [i.e. from here to Keos]’
implies that the speaker is located at the Isthmos. Accordingly, the phrase Modo’
adfuyeris, ‘the Muse born on the spot’, is taken to suggest impromptu performance at
the Isthmos. Kenyon’s supplement, however, though accepted in our standard text of
Snell-Maehler, is not the only one available. Others preferred Levi’s 4 [iéev o | and
assumed that the poem was performed at Keos. In this case, adfiyevis can be taken as
a reference to the Kean rather than the Isthmian origins of the Muse.** It is important
to notice that on its own the adjective cannot mean ‘at the Isthmos’ or ‘at Keos’,
unless there is some other indication of the locale, and such indication is clearly
missing.

One might point to a similarly ambiguous use of the adjective in Eur. RA. 895-

8, where a Muse bewails Rhesus:

laAépw avlvyevel Tékvoy

o’ 8logipopat, & patpos

dMyos, olav éxeloas 68ov
wott Tpoiav.

With the song of lament produced on the spot,
I bewail you,

cause of mother’s grief, what

a journey it was you took to Troy.

3 Kenyon (1897) 11.
* Cf. Jebb, ad loc., who thinks that the poem might have been performed on Argeios’ arrival at Keos.
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Murray translates: ‘With a dirge of the Thracian mountains, [ mourn for thee, O my
son’. However, since there is nothing particularly Thracian about the Muse’s song, it
seems more likely that the adjective conveys the idea of spontaneity, improvised
singing, without any specific geographical reference. Performance of impromptu song
of lament in the Rhesus can be contrasted with performance of ‘set-laments’ which,
according to Plutarch, were forbidden by the legislation of Solon.” The same meaning

can probably be assumed in the case of Bacch. 2.

(4) Bacch. 4.1-6:

"ETe Zvpakrooiov ¢ule { m6Aw 6

xpvookouas AméAwy,
aotileniv 0 1€ [pw |va yepalper TpiTov yap m
[ap’ 6 ppa |Aov vifideipov xbovos ITv [0
Jidvikos a [ ... Jraw @ [kv |m86wv dp [eTd ]
oV imTaw.

5. Kenyon d[eL/Se ]TaL

Apollo of the golden hair still

loves the city of Syracuse

and honors the just ruler of cities, Hieron,

because for the third time by the navel of the high-ridged land he
[...] as a Pythian victor, on account of his swift-footed horses.

Bacch. 4 forms a pair with Pindar’s Pyth. 1, a longer ode which celebrates the same
victory. In accordance with Boeckh’s theory, it has been assumed that Pindar’s ode
was performed in Sicily, whereas that of Bacchylides at Delphi in the immediate
aftermath Hieron’s victory. If accepted, this scenario raises some interesting questions.
In Pyth. 1 Pindar says that the herald at the games announced Hieron as the ruler of

Aitna (33 kdpvé dvéeumé viv dyyélwv Tépwvos dmép kadlwikov). Bacchylides, on the

» Plut. Solon 21.6 O’L,uvxds d¢ KOWTO[.LE/VUJV Kal 70 0p77vefv wewotnue’va Kal 7O kKwkvew dANov év Tapals
érépwv deeilev (i.e. Solon).
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other hand, clearly refers to him as the ruler of Syracuse and does not mention Aitna at
all. The difference suggests that either Pindar did not know what the actual
proclamation was or that Bacchylides was not present at the games, a difficult choice
indeed. Although scholars have come up with various speculations, the most popular
view is that Pindar wrote his poem for performance at Aitna and therefore manipulated
the facts in order to advance Hieron’s political agenda.

But how do we know that Bacch. 4 was performed at Delphi in the first place?
The ode itself provides no clear indication. Scholars, starting with Kenyon, assumed
that it must have been performed at the games simply because it is short. Much
depends on the supplement in line 5. If deldera. is correct, one could reasonably
assume that the ode was performed at Delphi. But even so this does not tell us

anything about the circumstances of performance of other short odes.

(5) Bacch. 6:

Aaxwv dios peyiorov

Aaxe pépraTov médeaat

k000s ém’ AApeot mpoyoaial|...]
8¢ dooa mapolbev

> / /
apmeloTpopov Kéov

b U 4 b 4

aewsav mor’ Olvumia

/ \ 4 ~

mO¢ T€ kal oTddiov kpaTel [oav]
oTepavols élelpas

veaviat BpiovTes.

\ \ ~ 3 /
o€ b€ viv avaéiubAmov

k) / 4 ¢/ /
Odpavias vpvos €xari Ni-
klas, | ApioTouéver-ov &
TOOAVEUOV TEKOS, YEPALPEL
mpodduots dot-

dals 67t oTddLov KpATHOAS
Kéov edrAéias.

Lachon by the speed of his feet latched on to the highest glory from great Zeus at the
mouth of the Alpheus [...] for which in earlier days young men, their hair luxuriant
with garlands, sang at Olympia of vine-nurturing Keos as the winner in sprint and
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boxing; and now to you, wind-footed son of Aristomenes, thanks to Victory the hymn
of song-ruling Urania gives praise in an ode sung before the house, since by winning
the sprint you brought fame to Keos.*

The ode celebrates the same victory as Bacch. 7, a poem which is only partially
preserved and may well have been considerably longer than Bacch. 6. This possibility
supports the assumption that Bacch. 6 must have been performed at Olympia.
Commentators suggest that the phrase mpodduois doidais (Bacch. 6.14), lit. ‘songs
sung in front of the house’, refers either to (a) the temple of Zeus®’ or (b) the house
where Lachon sojourned during his participation in the games.*® Neither of course is a
necessary assumption unless one is predisposed to explain the ode’s brevity in
Boeckhian terms. The phrase might just as easily refer to the song of the k&pos
performed on the arrival to the house of the victor. That the house in question was
located at Keos is I think more naturally suggested by the internal logic of the poem

which revolves around the following contrast:

8¢’ dooa mapobev
aumeNoTpSpoy (a") Kéov

deodv (b') mor’ (¢') Olvpria
7€ T€ kal oTddov kpaTel [oav |
oTepdvols éfelpas

(d") veavia Bpiovtes.

(a%) o¢ 8¢ (b?) viv dvaliudAmov
Odpavias (d) vpvos €xare Ni-

K[as, ] ApLGTO,ueveL—

ovad 7705ave,u,ov TEKOS,

yepalipet ( c ) TPoOSUOLS (X = at Keos)
aot-8alis, 671 oTddLov KpaTroas

Kéov edrAéiéas

.. for which (b') in earlier days (d') young men, their hair luxuriant with garlands,
sang (c') at Olympia of vine-nurturing (a') Keos as the winner in sprint and boxing;
and (b®) now (a*) to you, wind-footed son of Aristomenes, thanks to Victory (d*) the

3% Trans. by Campbell slightly modified.
37 Cf. Maehler, ad loc., comparing Aesch. Supp. 494 PopoUg Tpovaoug.
¥ Snell (1961) 42*.
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hymn of song- ruling Urania gives praise in an ode sung (c*) before the house (x = at
Keos) since by winning the sprint you brought fame to Keos.

From the above survey it follows that Boeckh’s theory finds no support elsewhere in
the epinician corpus. With the exception of Bacch. 4, none of the odes imply

performance at the site of the games.
Boeckh’s Theory in Contemporary Pindaric Scholarship

However, before we can draw any conclusions, I would like to briefly address the
arguments set forth in an influential article by Thomas Gelzer,” who purports to
provide additional evidence for the idea of impromptu performance of short odes at
the site of the games. Gelzer argues that short odes contain only such information as is
absolutely necessary to achieve immediate publicity for the victor. To use Gelzer’s
own terms, they contain a statement of Dokumentarische Programm. This statement
breaks down into separate Programmpunkte: (a) victor’s name, (b) his father’s name,
(c) his ethnic or civic affiliation, (d) the venue of the games, and (¢) the event. For

example, the distribution of Programmpunkte in Ol 11 can be represented as follows:

GQDGOIM’]TOS‘ 8 (IL vos (d) O)\U[J,ﬂ'LOVLKU,LS

O'U’TOS‘ a’)/KGL’TaL

{60 viv, (b) ApxeotpdTov

mu 7'6(15‘, (a) A’ynocBaMG, (e) muypaxias éverev
kéopov émt oTepavw ypuvaéas élalas advueln
keladnow,

(¢) Zepvplwv Aokpdv yeveav dAéywy.

39 Gelzer (1984), cited with approval by Willcock (1995), Braswell (1999), Hose (2000), Bremer (1990)
43,
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According to Gelzer, succinct formulation of the crucial information about the victor
and avoidance of all irrelevant subject-matter is the most effective way to advertise the
victor and his achievement for the Panhellenic audience assembled at the site of the
games. Gelzer assumes that this peculiarity distinguishes short odes from all other
epinician odes in the corpus.

This argument rests on several problematic assumptions. First, following
Gelzer’s logic, one would expect the longer odes to omit the statement of
Dokumentarische Programm or at least some of its Programmpunkte because, if the
longer odes were performed at victor’s hometown, their target audience (i.e. victor’s
family, friends, and fellow citizens) would be familiar with the basic facts. Second,
following the same logic, one would expect the shorter odes at least sometimes to omit
the name of the venue or else give a straightforward deictic indication of the locale, as
it is sometimes the case in victory epigrams.*’ Neither expectation is fulfilled.

There is no need to resort to complicated statistics to realize that all epinician
odes regardless of their length and circumstances of performance normally provide all
the information needed for immediate publicity. The question, then, is not ‘Why short
odes are so consistent in introducing the statement of Dokumentarische Programm?’
but ‘Why is it such a prominent element for the epinician genre in general?’ Part of the
answer is quite simple: the presence of the basic information about the victory and the
victor is the only criterion that defines the poem as epinician. However, this alone
cannot account for an admittedly formular or documentary manner in which this
information is presented. Consider, for example, the opening of Nem. 5:

Odk avdpuavromoids ely’, ot élwdoovra épyd-

{eaOar aydApar’ ém’ adtas Pabuidos
< /o > s 3 \ /
€o7a07’ " AN’ émi mdoas

“ Ebert 21 IToxras 76vd avébniev dm’ €vd8foto Kivioros | Mavrwéas vikdv, matpos éxwv dvoua (name
of the venue omitted), Ebert 7 Q«xvdpdpas AdxosTobus’ dmaé, o 8 évhdde vikais | Perddra maidwy
éotepdvwae dépous (deictic).
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0Akddos év T’ drdTw, yAukel doidd,

orety’ am’ (¢) Alyivas duayyéllowa’, o7

(b) Aapmwvos vios (a) [Tvbéas edpvabevris

vikn (d) Nepelows (€) maykpatiov orépavov (Nem. 5.1-5)
I am not a sculptor, so as to fashion stationary

statues that stand on their same base. Rather, on board of every

ship and in every boat, sweet song,

go forth from Aigina and spread the news that

Lampon’s mighty son Pytheas
has won the crown for the pancratium in Nemea’s games.

The message that the poet envisions his song as spreading around Greece bears a very
close resemblance to the ritual formula of proclamation uttered by the herald (ayyelia)
as he placed the victory crown on the head of the victor during the ceremony of
coronation (0'7'6<pdems).4l Such imitation of the heraldic utterance is a feature
common to both epinician poetry and victory epigrams. Both media of
commemoration clearly assert their function as ‘transmitters of the proclamation’.** It
has been plausibly suggested that the main function of victor statues inscribed with
dedicatory epigrams is to simulate the original moment of crowning.* The reader of
the epigram standing in front of the statue would be in the position of the herald
during the ceremony of coronation. There is hardly any coincidence that the statues
themselves often depict the victor wearing only a fillet but not yet crowned, allowing
the reader of the epigram to literally re-enact the original ceremony by reading the
inscription and placing the crown on the head of the statue.

The purpose of the heraldic dyyeAia in the victory odes is similarly mimetic.
Epinician poets attempt to bring back the moment of the victory by incorporating the

basic information about the victor in a way that would evoke the phrasing of the

*I Bergk ad loc., Nash (1991) 25ff.
2 Day (1995) 65.
* Kurke (1993) 131-63.
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heraldic proclamation.** Though clearly similar to statues and victory epigrams,
epinician poetry has one significant advantage: the proclamation that it carries is not
confined to a specific location but is repeated whenever and wherever the song is
performed. Given that this phenomenon is not characteristic of short odes exclusively,
Gelzer’s argument appears to be a case of special pleading.

Finally, it remains unclear why the poet would want to incorporate a statement
so closely resembling the heraldic proclamation into the songs which were supposed
to be performed within a few hours of the actual proclamation. One is left wondering
whether the proclamation itself was less effective means of achieving the
so much desired publicity.* The combination of these problems renders Gelzer’s

argument improbable.

Alternative Scenarios

At this point I should make it clear that I do not rule out the possibility of epinician
performance at the site of the games. When in O/. 10 Pindar describes how at the
conclusion of the first Olympic games the entire sanctuary resounded with singing ‘in
the fashion of victory celebration’, there is every reason to suppose that he refers to

the common practice of his own day.*® Another important example is found in Bacch.

* Cf. Pyth. 9.1-4 E0é\w xoArdomida [Tvfwovikay | ovv Babvldvoiow dyyélwv | Teleaikpdrn Xapiteoot
yeywvety | 5/\ﬁLOV depa Swwéimmov GTegociva),ua Kvpo'wag. Here the speaker eXpliCitly poses as a herald.
Nisetich (1975) 64 commenting on these lines observes that ‘[b]y adopting the persona of th[e] herald,
Pindar takes us in a concrete and definite sense back to the occasion of the ode. The audience’, he says,
‘could not have missed the echo in these opening words: they recall, they repeat the victor’s coronation
at Delphi’.

1t is possible that the victors were proclaimed twice, first immediately after the contest, and then in
the joint ceremony held on the final day of the games. For crowning after each separate contest, cf.
Paus. 5.21.14 odrw 67 1év e AmoAdaviov kai €l 67 Tis dAdos Nrev od kaTa mpoleouiar TdY TUKTOY,
TovTOoUS uév of HAetot 7ol dydvos amedadvovar, 74 Hparleldn 8¢ Tov orépavov mapidow drxoveri: évraifa
6 AmoAAdvios kaTeokevdoatd Te Tols (pdow s és pdymv kal éadpapwv éml Tov Hpardeldny rrero
6,7TLKEL,LL€/VOU TE ﬁ87] TOV KéTWOV Kal KaTaﬂ'egoev'yé‘rog és Tovs Elavodikas. See further Drees (1967) 85.

46 ~
Ol 1076—7 &6[567'0 86\ ﬂdV ’TG//J,GVOS TEPTTVALOL 0&/\L’(IL§ | T(\)V €”)/KU\/)‘LLLOV (i,u,gDL\ ’TP67TOV.
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6, which mentions a chorus of young men who once sang at Olympia (6 deiodv mo7’
‘Olvuria), celebrating the Kean victories in boxing and stadion.*’” Although such
glimpses are few and far between, they leave no room for doubt that at least some
epinician odes were performed in the immediate aftermath of the victory. However, as
I hope to have shown above, there is no reason to suppose that any of the surviving
short odes (with a possible exception of Bacch. 4) must have been performed under
such circumstances. It is true that their length is likely to be an indication of
extempore composition, but this kind of composition need not be associated with
performance at the site of the games to the exclusion of other venues.**

But if so, where were they performed? I suggest that unless we can produce
good evidence to the contrary, we should always start from the assumption that short
odes were no different from the rest in that they premiered at victor’s home town in
the contexts about which we happen to know a tiny bit more.

So far scholars are unanimous about two possible contexts of epinician
performance. The first category is that of public performance. Success in a panhellenic
festival was an event of profound significance not only for the victor and his family
but also for the entire community. The achievements of the athlete conferred reflected
glory upon his city and were a source of local pride.*” Among many privileges, victors

in the panhellenic games were awarded the honor of eiselasis, a triumphant entry into

4 Bacch. 6.3-6 ﬂdpot@ev | &‘u,ﬂ'e/\orpé(pov Kéov | dewodv mot’ ’O)\v‘u,ﬂ'[q.

* 1t is worth noting that the idea of improvised singing at the site of the games was certainly familiar to
Alexandrian scholars, although it is not clear what they thought that the typical length of such poems
could be. Cf. X' Nem. 3.1c Apiorapyds (offering a solution to the zetema ‘Why is Pindar inviting the

Muse to go to Aigina, while the chorus are waltlng at Nemea?’) pnow, ’)’]TOL TOV X0pOV VIO TOV KaLpOV
T7’]§ VLK?']S (IU’TOO'XESLOV Tva €7TLVLK'OV CLGaL 7] TOV APXLAOXOU KCL)\ALVLKOV, OU KU.L TOV HLVSGPOV }LV”’]MOV€U€LV

dua TolTwY (Ol 9.1) ¢ y,ev ApxiAdxov ,us)\os pwviev, kal Ta sfng p,eraﬁavros odv 70D Xopov els 7'771/
Alywav kat uéddovros d doew TOV v776 T0U HLVSapov wewoc‘qpe’vov €LKOTCUS cpoivaL v8aﬂ 'yap [J,EVOVT ém
Aowmiw pelvyapiwv Téktoves kaipwy veaviar dal’ 6 BovAetar elmeiv, TotodTév éoTwv ol yap émi 7
Aownd Tov adTooyédiov Upvov TekTyvduevol xopol dvauévoval ae év Tﬁ Alylvy qodpevor Tov Hmo
Iwddpov mombBévra émivikov. Given that Archilochus’ chant and adrooyédiov émivikor are treated as
interchangeable, it is a plausible guess that Aristarchus considered such epinicians short.

* Compare the proud vaunt in Bacch. 2.6-10 kaddv & dvéuvaocev 8o’ év kAeevwed | adyéve ToOuod {abéav
| Aumévres Eﬁfavn’ﬁa v&-| gov E’7TE§€L’§(1[J,EV (‘we Keans’) e‘ﬁSo,uﬁ-| KovTa, OUV GTe(pdvmo‘w.
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the city. The ceremony was attended by a large concourse of citizens who expressed
their admiration for the victor and his achievement by showering him with leaves and
flowers (puAloBolia) and uttering the traditional formulae of blessing (naxapiopol).”’
Apart from the solemn procession, public festivities of this sort could also feature
dedication of the victory crowns to a god or a local hero and possibly a civic banquet.
There can be little doubt that at least some epinicians must have been performed in
this context.”’

The second category is the symposium, a banquet for a select company of
kinsmen and friends hosted by the victor at a private house.”* A sumptuous banquet
featuring epinician songs could take place on the same day as the public celebrations
or somewhat later. The dramatic frame of Plato’s Symposium offers a useful analogy:
the private party in honor of Agathon’s victory in the tragic contest takes place on the
day following the sacrificial feast and large scale public festivities (émwiria).”

Despite our general familiarity with the circumstances of epinician
performance, it is impossible to identify the context of a given poem with any amount
of certainty. As we have seen earlier in this chapter, internal evidence is a very
treacherous guide. On the face of it, it might be tempting to assume that odes which
refer to public space were actually performed in the context of public or religious
ceremonies. But in reality this is hardly more than a mere guesswork.”* By the same
token, we cannot assume that the presence of sympotic and komastic themes
necessarily precludes public performance.” Both options require careful consideration

regardless of the inferences that might be drawn from the text.

%% For the evidence, see Currie (2005) 139-41.

3! Slater (1984) 241-64.

32 Some scholars, like Radt (1955) 89, would even go so far as to assume that epinician odes were
always performed at the banquet.

>3 Plat. Symp. 174a.

>4 See discussion in Intro IV.

>3 As recently argued by Carey (2007) 205, ‘Pindar’s feasts are probably grand affairs, and his
representation of them as informal symposia is a fiction’.
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This uncertainty prompts further questions: How do the short odes fit into this
problematic dichotomy of public vs. private performance? Why would an epinician
poet compose a short ode for the same occasions on which performance of longer odes
seems to have been the rule? With the amount of evidence that we have none of these
questions can be answered with any amount of certainty.

In his study of the form of Pindaric epinician, Hamilton has rightly observed
that the most salient feature of short epinician odes is the absence of myth. This
feature allows us to define them as the ‘non-myth odes’.”® However, OL. 4 is a notable
exception for it concludes with a mythical exemplum (19-27):

amep Klvpévoro maiba Aauvidadwv

ywvarkdv éNvoev €€ aTipias.

xaAkéotor 8 év évreot vikdv dpdpov ey

Yimvdela pera orépavov v ‘odros éy w

TaXUTATL XElpes O€ kal NjTop L cov. povTal O€

K(ll: VG,OLS‘ G,V (iVSpU:O'LV 7TO)\L(1L,

Oopdre mapa Tov alwkias éowkdéTa xpévov.’

And this very thing (i.e. dudmepa) rescued Klymenos’ son
from the scorn

of the Lemnian women.

When he won the race in bronze armor,

he said to Hypsipyle as he stepped forward for his crown,
‘Such am I for speed;

My hands and heart are just as good. Even on young men

grey hairs often grow
before the fitting time of their life.

How would the audience know that the ode is in fact a short one and that the myth is
about to end? Hamilton offers some sensible comments: ‘If they did not know
beforehand that the ode was a non-myth they might think the mythic material in the
epode was Myth out of position (no stanza of transition), and therefore about to be

broken. In this case they would be disappointed when the ode ends at the triad break.

% Hamilton (1974) 29.
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This presents a dilemma. The easiest solution is to assume that non-myth odes were
signaled by some external phenomenon that we know nothing about’.”” As I have
suggested in the previous section (Intro II), this external phenomenon may have
something to do with improvised performance in the context of the symposium.

However, given the dearth of evidence, further speculation is unwarranted.

57 Ibid. 41.
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IV. ISTHMIAN 4: évapyeca AND PERFORMANCE OF PINDAR’S ODES

Herakleia and Performance of Isthmian 4

Isth. 4 has garnered much scholarly interest as our earliest source for the Herakleia
festival at Thebes. The ode provides invaluable information about the mythical
occasion of the festival, its venue, rituals, and time frame. Recently, it has become a
conventional wisdom among scholars of Pindar to assume that Isth. 4 was itself
originally performed during the Herakleia. This view finds its best expression in
Krummen (1990) 33-97, the most thorough and influential study of the ode to date.
This study is a bold if entirely speculative attempt to reconstruct the circumstances of
performance on the basis of the text. Its corner stone is the idea that the specificity of
Pindar’s account of the festival makes better sense on the assumption that the ode for
Melissos was actually performed in the context of the festivals. Two arguments are
produced to support this assumption. First, the speaking subject of the ode seems to be

directly involved in the ritual activity which was a part of the festival:

~ \ I, ~ </ ~ / b /
70 pev Adexrpav vmeplev daita mopaivovres aoTol
kal veodparta oTepavapata fwudv avéoper,
eumvpa Yalkoapdv éxtw Bavévrwy. (Isth. 4.61-3)

In his honor above the Elektran Gates we citizens prepare plentiful feasts and
honor the crowns of the altars,
burnt offerings for the eight bronze armed warriors who are dead.!

The present tense of adéouer, according to Krummen, refers to the actual moment of
performance; presumably, the preparation of the feast for Herakles and honoring of the

crowns are all actions which take place at the very moment of the utterance. Second,

' The passage poses a number of significant problems. These are discussed in more detail in the
commentary (Isth. 4.61-3 n.). Here I render ad¢opev as ‘honor’, following Krummen'’s interpretation,
which is however rejected in the commentary.

76



the epode of the penultimate triad features the story of Herakles’ fight with Antaios, an
episode of Greek myth which, according to Pausanias, was prominently depicted on
the pediment of the Herakles sanctuary at Thebes, the venue of the festival.” Unless
we are dealing with a pure coincidence, Pindar’s choice of the myth in Isth. 4 can be
interpreted as a nod toward the sculpted pediment of the temple and a further
indication that the ode was performed in the vicinity of the temple.

Prima facie this hypothesis is fairly plausible and may even derive oblique
support from two other odes in the corpus: Pyth. 5 and Pyth. 6. The first ode celebrates
the chariot victory of Arkesilas, king of Cyrene. It contains references to several
landmarks in the city (24 the garden of Aphrodite, 93 tomb of Battos on the Agora, 96
tombs of the Battiad kings on the Acropolis) and mentions the local Apolline festival,

the Karneia:

Amoldov, Ted,
Kapv)i’, év daurt oefilopev
Kuvpavas ayaxtiuévay méAw (Pyth. 5.79-81)

In your feast,

Karneian Apollo, we venerate
the nobly built city of Kyrene.

As in the case of Isth. 4, this kind of internal evidence has led many scholars to
assume that the ode was originally performed in public during the celebration of the
Karneia, while oefi{ounev has been interpreted by Krummen as exactly parallel to
avéouev in the passage of Isth. 4 cited above. The second ode celebrates the chariot

victory of Xenokrates of Akragas. Although, unlike Isth. 4 and Pyth. 5, it does not

? Paus. 9.11.6 OnpBaiois 8¢ Ta. év Tois aerois IpaéiTéAns émoinoe Ta moAa Tdv Sddera kalovuévwy

40 wv: kal opiol Ta és Tas dpvifas évdel Tas éml ZTuppdlw kal ws éxdlinpev Hpardhs v HAelav ydpav,
avri ToTwv 8¢ 1) mpos Avraiov mdAn memoinTar. Although the famous sculptor of that name is securely
dated in 104w Olympiad (364 BC) by Pliny (N.H. 34.50), it is very likely that we deal here with the
work of an elder Praxiteles, a sculptor who flourished some time in the fifth century (R. Lullies s.v. RE
22.2 (1954) 1788). We must also notice that at the time of Pausanias the name of Praxiteles could be
used as a mere tag emphasizing the lifelike quality and beauty of certain objects of art. See Krummen
(1990) 38 n. 11, who cites Theoc. 5.104f. with Gow’s note on this passage.
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refer to any civic or religious event, it seems to identify the location of its own
performance in very explicit terms. In the very first lines of the ode the speakers make
an explicit statement that they proceed toward the navel of the earth, a location which
has been identified as the temple of Apollo at Delphi:

Akodoar’ 1 yap éAwcddmibos Appodirtas

apovpav 1) Xapitwy

avamoAilopev, upalov épipouov
xBovos €s vdiov mpocoiydpevor. (Pyth. 6.1-4)

Listen! for indeed we are plowing once again

the field of bright-eyed Aphrodite

or of the Graces, as we proceed to the enshrined

navel of the loudly rumbling earth.
After the summary praise of the victor, his son, and their family, the Emmenidai, the
poet draws a parallel between the son of the victor and Antilochus, a young warrior
who had sacrificed his life to save his father (27ff.). As noticed by Kenneth Shapiro,
this episode of the Trojan saga was depicted on the East frieze of the Siphnian
Treasury located on the south side of the Sacred Way in Delphi, on the way of
Xenokrates victory procession toward the temple of Apollo.> According to Shapiro,
‘Pindar does not merely describe the treasury frieze. Rather, searching for a paradigm
for Thrasyboulos, he extracts one of the frieze’s many elements ... and elaborates on
Antilochos’ épyov meAdprov’ (41).* This seems to be remarkably similar to what the
poet does in Isth. 4, where he borrows a mythical paradigm for Melissos from the

sculpted pediment of the Herakleion, elaborating on Herakles’ achievements in life

and his reward after death.

3 Shapiro (1988) 1-5. See figure 1. The frieze shows Antilochus already dead, as Memnon (left) and
Achilles (right) engage in a battle over his body. On the far right, Nestor struck by grief extends his
right arm toward his fallen son.

* Shapiro (1988) 5. The seemingly spontaneity of this reference requires a very careful orchestration.
The timing would be crucial, since the procession had to pass by the treasury at a certain point during
the performance.
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Considered on its own terms, however, the hypothesis that Isth. 4 was
performed during the Herakleia is a typical case of petitio principii; having first
assumed that the festival described in Isth. 4 must have something to do with the
actual circumstances of performance, Krummen interprets the text in such a way as to
corroborate her initial premise. Thus, a¢ouer becomes a reference to the present
moment rather than to habitual action, whereas the story of Herakles’ fight with
Antaios is interpreted as a demonstratio ad oculos. 1t is clear as a bell that the
hypothesis is circular since both ancillary arguments are based on the premise that
they are used to support.

This basic flaw of logic is further exacerbated by the fallacy inherent in the
initial premise, namely, that the circumstances of performance can be safely inferred
from the text of a poem. Recently, this kind of approach has fallen out of fashion in
the study of Greek lyric, and there is no particular reason why we should make an
exception for Pindar.” As a matter of fact, common sense suggests exactly the
opposite; that is, when the poet describes a certain place or particular situation with
abundance of visual and topographical detail, it is far more likely that his target
audience have no direct exposure to the object of poetic description. This applies as
much to the poetry of Archaic and Classical periods as it does to the mimetic hymns of

Callimachus.® One could argue, therefore, that the specificity of Pindar’s references to

> Cf. e.g. 130 LP, an ‘exile’ poem of Alcaeus, where the speaking subject describes himself as hiding in
the sanctuary in the remote part of Lesbos away from the political strife of Mytelene. Stehle (1997) 231
suggests that the poem was probably performed in the symposium, and in that case ‘[t]he singer was of
course not actually lurking in the sanctuary. The singer adopts a setting appropriate to first-person
lament in order to give immediacy to the idea of exile’. In other words, although the poem may have
been indeed written in exile, the specific situation and the immediacy of description are most likely
fictional.

® Compare e.g. Lefkowitz (1991) 173, who rightly observes that ‘[a]s Bacchylides in ode 3 tells how
Hieron’s gold shines from tripods in front of the temple of Apollo, so in P. 5 Pindar indicates for an
audience who might never see it how Arcesilaus’ chariot was hung as a votive offering from the
cypress-wood roofbeams of what appears to have been the temple of Apollo’. Yet for some reason she
comes short of considering Pindar’s precise references to the customs and topography of Cyrene in the
same way.
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the local festivals, sites, and architectural landmarks could be purely or at least partly
mimetic, i.e. appealing to the imagination of the audience rather than reflecting the
reality of the original performance. This hitherto unnoticed possibility deserves serious

consideration not only in the case of Isth. 4 but also in the case of Pyth. 5 and Pyth. 6.

Pythian 5 and Pindar’s Secondary Audiences

Three passages in the ode are usually taken to suggest public performance in
the city. The first refers to ‘the garden of Aphrodite’, presumably implying that the

ode is being performed there:

TG4 o€ p) Aabérw,
Kvpavar yAvkdv duepe ka-

mov Appoditas deddpevov k. (Pyth. 5.23-4)

Therefore, do not forget,
as you are being sung of at the sweet garden
of Aphrodite in Kyrene etc.

The second passage mentions the tomb of Battos and describes in some detail its

location on the agora of Cyrene:

/ 5 /’ ~
ktioev 8 dAoea peilova Becv,
> / / / k) /
evlvToudy Te katébnrer Amodwvios
> / / ~
aleéuPBpdrois medbiada moumais
éupev (rmérpoTov
okvpwTav 0600V, évba mpu-
uvols ayopds éme dixa keitar Bavdv. (Pyth. 5.89-90)

He founded larger sanctuaries for the gods,

and laid down a paved road, straight and level,

to echo with horses’ hoofs

in processions in honor of Apollo

and bring succor to mortals. Ande there, at the end
of the agora, he has lain apart since his death.
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The third has been taken to suggest that the song is being performed in the proximity

of the tombs of the Battiad kings, which are located mpo dwudrwy:

areple 8¢ mpo dwudTwy €repor Aaydvres Aidav
Baoées tepol

5 ’ A 5 N

évrl- peyaldv 6’ dperdv

dpoow parbard

pavleioav kpwy Vo yevpaow,

axovovti mou yfovia ¢pevi,

opov 0ABov vid TE Kowav Xapw

é&vducév 7" Apreaila. (Pyth. 5.96-103)

Apart from him (i.e. Battos) before the palace are the other

sacred kings whose lot is Hades;

and perhaps they hear with their minds beneath the earth

of the great achievements

sprinkled with soft dew

beneath the outpourings of revel songs—

their own happiness and a glory justly shared

with their son Arkesilas.
The first passage is of no real value for determining the location of performance since
the reference of the phrase xkamos AgppodiTas is uncertain. Most scholars assume that it
refers to the sanctuary of Aphrodite or possibly to a grove identified as the site of
Apollo’s encounter with Cyrene.” However, the assumption is not supported by any
literary or material evidence, which renders the suggestion of the scholiast (X' Pyth.
5.31) that the phrase refers to the city as a whole at least equally plausible.®

The second passage poses no such problems. Archeologists have identified the

main road of the agora and suggested two possible candidates for the site of the tomb

of Battos (see figure 6). However, the information does not prove to be particularly

helpful; the area of the agora, unlike the ‘garden of Aphrodite’, is not in any way

" Cf. Chamoux (1953) 267-9, who locates the temple of Aphrodite in the vicinity of Apollo sanctuary,
to the north of the Acropolis; see Map 1. However, he does not provide sufficient evidence that xamos
Agppoditas is indeed a reference to the temple.

¥ He cites in his support a very similar periphrasis for Cyrene found in Callimachus (fr. 673 7 smép

(11;0'7'(1/\5’01/ XapL’T(A)V /\6@01/)
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linked to the ongoing performance of the ode and therefore is completely
uninformative about the location of performance.

The third passage is more promising, even though it is also beset with a
number of difficulties. The poet suggests that the dead kings of Cyrene hear the
present song in honor of Arkesilas and partake in the victory celebration of their
descendant. This gives us good reason to assume that the ode was in fact performed in
the vicinity of the royal tombs. But where were these tombs located? The answer
depends on the interpretation of dwudrwv, which can be taken as a reference to (a) the
royal palace on the acropolis, (b) the acropolis itself, and (c) the entire city. As argued
by Bruno Currie, given the semantic range of daupara and literary evidence for royal
burials at the entrance of the palace, the first possibility seems by far the most likely.’
Although the area of the Battiad tombs on the Acropolis in the proximity of the royal
residence seems to be a very likely spot for victory celebrations and performance of an
ode honoring the king of Cyrene, there is no way to determine whether Pyth. 5 was
performed outside or inside the palace. After all the sole basis for assuming
performance on the acropolis outside the palace is our subjective hunch that a song
which refers to civic space must have been performed in public.

But let us suppose, for the sake of the argument, that the ode was performed in
public. Could it be performed in the context of the Karneia? The possibility is
certainly one to be reckoned with, but to assume that Pyth. 5.79-81 suggests let alone
demonstrates anything of the sort is wishful thinking. The assumption that ce{{ouev
refers to the moment of performance is not very compelling either, especially given
the broader context of the passage with its emphasis on the perpetuity of an ancient
Spartan tradition rather than on the hic et nunc of performance. The festival was

celebrated annually, and this is what the tense of oef{{ouer most naturally seems to

? See discussion in Malkin (1987) 214-15 and Currie (2005) 229.

82



suggest.'’ Similar considerations recommend against taking adéouev as a reference to
the present moment rather than to a habitual action in Isth. 4, but more on this in a
moment.

Although there can be no certainty about the original context of performance
of Pyth. 5, the ode raises two important questions. The first question is case specific:
Why does the poet pay so much attention to the location of various landmarks of
Cyrene in an ode addressed to the Cyreneans, an audience who would have no need
for such information? The second is a more general one: Is it at all possible to identify
the place and the context of performance on the basis of the text alone?

The first question is almost impossible to answer. Although many would
probably dismiss it as a non-issue, I think that what we are dealing here with a very
important aspect of Pindar’s poetry which has only recently started to attract scholarly
attention. As several commentators have pointed out, Pindar seems to anticipate
reperformance of his songs outside the original context and composes them with the
view to the immediate and more distant audiences at the same time. This seems to be
true with regard to his epinician and non-epinician poetry alike. Consider the opening
of the paean for the Abderites:

Naid]os Opovias ABdnpe xalkobwpaé
Iloc|edavés e mad,
oélev’dove Tévde Aad

mad]dva [di]déw

An]pyvov AméAdwva wap 7 Appo|diTav (fr. 52b.1-5)

12 1f the ode was performed during the Karneia, the reference to regular annual celebrations would
include the moment of performance. But in that case the fact of performance at the festival needs to be
verified by other evidence, not simply inferred from oefilopev. For a similar narrative pattern, whereby
the transition from the myth (historical excursus in the case of Pyth. 5) to the present culminates with
the description of a festival with its habitual activities, cf. Ol 1.94-6 év 8pdpois | I1édomos, va Tayvras
modwv épilerar | drpal T’ loxvos Opacimovor, Nem. 5.37-9 yauBpov [locelddwva meloas, bs Alyalfev
moti kAetrav Qapa vicerar Tobuov Awpiav: | évla vwv edppoves fdar odv kadduoto Bod Beov 8ékovrar, | ral
abéver 'va'wV e’p[COVTL Hpacref, Bacch. fr. 4.16-19 708e XP[---] | [e’fé]st ’TL/[.L(IO" Amé M wv | [&/\Uo]s, o’
aylaiac [77 dv-] | [f]edo[t] kai poAmal Aly[ead].
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Abderos of the bronze breastplate, son of the Naiad

Thronia and Poseidon,

from you I shall drive this paean

for the lonian people

to Apollo Derenos and Aphrodite ...
The chorus describe themselves as moving from the shrine of Abderos to the shrine of
Apollo Derenos and Aphrodite. Since the passage provides information which would
be obvious for the Abderite audience witnessing the procession or even participating
in it, the passage seems to ‘make more sense if the poet took account of the possibility
of secondary performances and display or circulation in written form’."" In other
words, the poet is targeting the broader Panhellenic audiences with no first-hand
familiarity with Abderite cult, providing the minimum information which would
enable them to imagine the context of the inaugural performance.

One might reasonably suggest that similar motivation underlies the specificity
of Pindar’s references to the topography of Cyrene and to the festival of the Karneia.
However, unlike in the case of the paean for the Abderites, we are much less sure
about the circumstances of the original performance of Pyth. 5. If the ode was
performed in public during the Karneia, the references to the festival and the
topography of the city may have played a role similar to the description of the
procession in the opening of the paean, i.e. they would evoke the original context of
performance for secondary audiences. If not, they would serve the purpose of evoking
Cyrene and its customs in a more general way, i.e. for primary and secondary
audiences at the same time.

This brings us to the second question, which is far easier to settle. The context

of the first performance can be reconstructed from the text only when the text

unambiguously refers to it. The procession of the Abderite paean is a good example,

" Rutherford (2001) 177.
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but a still more secure case would involve the use of deixis. Consider the opening of
the famous paean of Limenius (Kippel 46):

[1]7 éml TnAéoromov Tdv[6]e Ila|pvaci|av [(pL)\oxopov]
dukdpugpov kKAeLTUV, Tuvwy K[aTa] px|eTe 8 éudwv,

IiepiSes, ai vipoBdovs mérpas vaield [EA]kwvid@|as:]

Come to this twin-peaked mountain of Parnassus

which loves choral dancing and start singing my songs,

oh Muses of Pieria, who dwell on the rocks of Helikon.
Instead of elaborating on the location of the mount Parnassus, the poet simply and
quite naturally uses the deictic marker, since evidently the audience can see the
mountain towering above them with their own eyes. Similarly, in another ceremonial
paean (Képpel 45) the speaker identifies the place of performance by simply pointing
at it: Apollo is being praised 7a]p’ arxpovipy Tévde wayov (i.e. Castalia). The text of
both songs was inscribed on the walls of the Athenian treasury at Delphi, and it seems
that the authors of these paeans did not contemplate reperformance outside the original
context.

Another good example is a ritual paean of Bacchylides, which was performed

inside or in the vicinity of a specific sanctuary and which refers to this sanctuary by

means of a deictic pronoun:

[kelv]as dmo pilas T66€ xp]...]
[é€6] xws Tinas’ AméAwy
[@Aoo]s, ov" ayAaiac [7° av-]

[

Oledo|] kat podmal Aly[ewan]. (Bacch. fr. 4.54-7)

From that root (came) this precinct, and Apollo gave it exceptional
honour, a place where festivities blossom and clear songs. "

As plausibly suggested by Barrett, the place of performance ‘can only be ... the

sanctuary of Apollo Pythacus at Asine’'? because the poem relates the story of how

"2 Transl. by D. A. Campbell, Greek Lyric, vol. iv, Loeb Classical Library (London 1992).
1 Barrett (2007) 295.
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Herakles resettled the Dryopes from Delphi to Asine in the Argolid and how
Melampous later established the sanctuary of Apollo in that area. Even so, the point of
reference of the deictic pronoun, perfectly clear on the inaugural performance, might
still cause some trouble later, when the paean was circulating outside its original
context, which seems to suggest that in this particular case distant audiences are not
the first thing on Bacchylides’ mind. The same applies to Pindar’s Nem. 7 where the
poet identifies the location of performance as ddmedov 766¢ (83), leaving the secondary
audience guessing as to what Aeginetan sanctuary this could be."*

Turning back to Pyth. 5, it is possible that the absence of the deictic markers is
purely accidental. After all the use of deixis is by no means a requirement in
occasional genres of poetry. However, it is likewise possible that sometimes Pindar
avoids them on purpose. By substituting deixis with more elaborate descriptions of the
landmarks of Cyrene, Pindar seems to privilege the broader Panhellenic audience of
the ode, contemplating the prospect of reperformance outside the original context
already at the moment of composition. Thus, the details which must have been otiose
on the inaugural performance—whatever its context and precise location in the city—
could serve the purposes of rhetorical évdapyeia on subsequent performances outside

Cyrene.
Pythian 6: From Akragas to Delphi
Prima facie it may seem that with Pyth. 6 we are on a much safer ground. Its opening

is reminiscent of Pindar’s paean for the Abderites. The performers are processing

toward the navel of the earth, a spot that scholars almost unanimously identify as the

' The puzzlement of the scholiast is instructive (X Nem. 7.120): w6v 8¢ wéw Oecov Baowéa dia kara
ToUTO TO édagpos Suveiv mpoonker fTol 7o Tis Neuéas: dvdarxerrar yap 6 Neueaios dywv 76 i 7 katd 70
s Alyivms, 6 kal pdAdov da Ta émupepdueva. Srati 8e mpemer Tov Al év i) Alylvy vuvelv, adros émoloet.
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temple of Apollo at Delphi. It has remained unnoticed, however, that what follows

strongly suggests against this:

ITv06vikos év0 SABlotow Eppevidars
motapia 7 Axpdyavtt kol pav Eevorpdret
€Toipos vpuvwr Onoavpos €v modvypiow
Amolwvia TeTelyioTar vama:

70V 0UTE Yeuépios ouPpos, émartos ENdwv
€pL/3po,uov vepélas

oTPATOS ap,eL/\ons, 00T’ Avepos €s puyovs

alos aéool Taupopw yepadet

TUTTTOLEVOY. (Pyth. 6.5-14)

where at hand for the fortunate Emmenidai

and for Akragas on its river, yes, and for Xenokrates,

a Pythian victor’s

treasure house of hymns

has been built in Apollo’s valley rich in gold,

one which neither winter rain, coming from abroad

as a relentless army

from a loudly rumbling cloud, nor wind shall buffet

and with their deluge of slit carry into depths

of the sea.
The relative clause (évfa) specifies the destination of the procession. The metaphoric
treasure house built for Xenokrates, his clan, and the city of Akragas is located in the
valley (vdama), not on the slope of the Mount Parnassus together with other buildings
surrounding the temple (see figure 7). This is by no means surprising, for we know
that the valley at the foot of the mountain was the site of the hippodrome which is
‘now buried under the biggest olive grove in Europe’." It is there that the victorious
chariot of Xenokrates laid down the foundations of the perennial treasure house of
hymns bestowed upon him and his family by Pindar. If so, dupalds yfovds in lines 3-4

makes sense only as a reference to the whole site of Delphi rather than to the temple of

Apollo alone.'

' Davies (2007) 52.
' The use of dugalds to designate Delphi as a whole is attested elsewhere in Pindar: cf. Pa. 6.15-17 (=
fr. 52 fSnell—Maehler) 760 Aatoidav | Oaluwo‘t Ae/\qx[)v Képat | XO0V6§ 6,u(pa/\6v 7Tapo‘t oKLdevTa
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Once we accept that, as I think we must, there are two points in the traditional
interpretation of the passage which have to be reconsidered. First, the procession
described in the opening cannot be moving along the Sacred Way to the temple of
Apollo because both the Sacred Way and the temple are located inside the precinct on
the slope of the mountain and not on the plain near the hippodrome. So where is the
procession taking place, and in what direction is it moving? The most plausible
answer, [ think, is that there is no procession whatsoever, except of course in a purely
figurative sense. The poet is taking his audience on a metaphorical journey from
Akragas, the place of performance, to Delphi, the venue of the chariot victory of
Xenocrates. Such imaginary processions are a familiar topos in Pindar, although
normally they move in the opposite direction, i.e. from the venue of the games to the
site of performance.'’

Second, if the procession is imaginary, the supposed connection between the
myth of Antilochus in Pyth. 6 and on the East frieze of the Siphnian Treasury may
well be illusory. One could reasonably argue that the story of Antilochus is simply the
best paradigm of filial devotion that Pindar could possibly find in the repertory of
Greek myth. Moreover, this particular story is at least in some way related to chariot
racing. However, the very fact that the poet likens his song to a treasury strongly
suggests that he invites his audience to compare it with the real treasuries located
inside the precinct on the slope of the mountain:

paeL 8¢ mpéowmov év kalbapd
matpl T€®, Opacifovle, kowav Te yeved

)\6’}/OLO'L BV(I’T(J’:)V El’jSOgOV &puaﬂ VL/K(IV

Kpioaiaws évi mrvyais amayyelel. (Pyth. 6.14-17)

,ue)\ﬂ'[é],uevm | modt KPOTEO[VTL vay 00]w Cf. also fr. ¥54 (Snell Maehler) Strabo. 9.3.6 7'775‘ yap
E/\)\aSos €v ,ueow mas éoTt 7'779 Ovym'aang, TNS T€E évros Tobpod kal NS ék7ds, evo;ua@n 8¢ kal Tis
olkovuévms, kal éxdAecay s yhs dupaldv.

17 See discussion in Intro 1.
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But in clear light its front

will proclaim a chariot victory,

famous in men’s speech,

shared by your father, Thrasyboulos, and your clan,

won in the dells of Krisa.
The song is described in architectural terms. Its proem, proclaiming the victory of
Xenokrates, is the fagade of the building and its pediment (7pdowmov).'® As the poet
moves on to decorate his imaginary building with an episode of the Trojan saga, the
audience familiar with the landmarks of the site would not fail to recognize that the
decorations of the poetic treasury are at least in part modeled on the scenes depicted
on the East frieze of the Siphnian Treasury. The evocation of Delphi, started with
Pindar’s references to the topography of the site and its climate, is now further
enhanced by a subtle though surely recognizable allusion to the artistic representation
of the myth of Antilochus on of the buildings at the site.

In this connection, one is reminded of the parodos of Euripides’ lon, where the
chorus of Creusa’s handmaidens describe with much excitement and vividness the
various works of art in the vicinity of the temple of Apollo at Delphi. The passage has
been usually taken to refer to the decorations of the Alcmaeonid temple still in place at
the time of Euripides. But neither the text of the choral ode nor the extant material
evidence give sufficient reason to think that the scenes described by the chorus derive
from the Alcmaeonid temple alone. It seems far more likely that Euripides’ audience
is offered a collage consisting of the decorations of the temple and other famous works
of art available on display in Delphi."’

However it may be, the vividness and specificity of description in the parodos
of the Jon serve essentially the same purpose as Pindar’s oblique reference to the East

frieze of the Siphnian treasury in Pyth. 6: to evoke Delphi in the minds of the

BLSY, s.v. 12
' For a brief survey of the question see Arnott (1996).
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audience. To conclude, it is important to notice that, while the object of rhetorical
évapyewa in Pyth. 5 is to evoke Cyrene for the secondary audiences outside the ode’s
original context of performance, its purpose in Pyth. 6 is to evoke Delphi for the

primary audience.

The Herakleia Passage Reconsidered

So what can we say about the context of performance of Isth. 4 and the function of
Pindar’s account of the Herakleia in view of the previous discussion? First, neither the
context nor the precise location of performance are certain. The ode may have been
performed during the Herakleia near the temple of Herakles outside the city walls.
However, if this was the case, the poet did not bother to provide any clear indication in
the text. The reference to the temple as being located Aextpav dmepfev ‘above/beyond
the Elektran Gates’ is completely uninformative about the location of the speaking
subject, while avéouner seems more naturally to refer to recurring annual activity rather
than to the actual moment of performance. Indeed, the description of the festival
seems to have a purely rhetorical function, providing a transition from the Herakles
exemplum to the catalogue of Melissos’ previous victories, all obtained at the local
games which were a part of the Herakleia.

Second, regardless of whether the ode was originally performed in the context
of the festival or not, the specificity of Pindar’s reference to the location of the
sanctuary, to the rituals performed there, and nocturnal festivities are first and
foremost meant to evoke the atmosphere of the festival for his secondary, non-Theban
audience. The allusion to the artistic representation of Herakles’ fight with Antaios on
the pediment of the Herakleion contributes to the same effect. Although we must

acknowledge that for a non-Theban the connection between the sculpted pediment and
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the myth of Isth. 4 would not be necessarily clear from the text, this does not diminish
the mimetic effect of the passage because, regardless of whether the audience is aware
of any connection or not, the passage in question mimes the visual experience of the
Theban participants of the festival standing in front of the temple and viewing the
mythological scenes depicted on its pediment. As I have already suggested above, the
effect is very similar to that of the Antilochus myth in Pyth. 6 which mimes the visual
experience of a person walking along the Sacred Way in Delphi.

More generally, one may argue that the elements of mimesis formerly
attributed only to Hellenistic poetry have their origins in Archaic and Classical lyric.
True, Pindar’s évdpyeia does not match the detail of Callimachus’ hymns, and yet its
effect is quite similar. In a fragmentary Pa. 14 (520.32-7), Pindar clearly articulates

his awareness of the mimetic force of his poetry:

Mye w pev Moio’ agpa.|
pwv TeXevrais oapile[t
Aéyov Tepmvdv éméwv |
uvdoel 8¢ kal Twa vaio[v-
07 < \ < .1.8
€xas Npwidos
Oeaplas.

the high-voiced Muse

in the rites speaks softly

the utterance of sweet verses ...

and she will make even the person dwelling
far away be mindful of the heroic

spectacle.
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NOTE ON THE TEXT

(a) Sigla

B — Vaticanus graecus 1312, xii ex.

D — Laurentianus 32, 52, xiv in.

codd. — consensus codicum BD

(b) Divergent Readings

The basis of the text printed here is the Teubner edition of Bruno Snell (revised by

Herwig Maehler) except at the following places (the reasons for adopting different

readings are given in the commentary):

Ivanov Snell-Maehler
18 yewuepiowv XeLuéptov

24 Awogpdpos Aoapbpos

72b damoordlwy émordlwv
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10

15

25

ISTHMIAN 4

<MEAIXYXQI OHBAIQI
ITAT'KPATIQI>

3 ~ 4 -~
Eoru puow fecv éxar ,pr(a mavtq kélevlos,

w MG)\LO'O' eu,u,axawav yap €épavas Tobuios,
U,ueTepas GPETAS VUV OLaIKEL”
afor KAewvopidar QaAdovres alel
\ ~ \ /
ovv Oed Ovarov diépyov-
Tt BudTov T7édos. dAloTe 8’ dAdoios oDpos
mavras avlpamovs emaioowy édadve.

\ \ kol / / > ~ /

Tol puev v OnPaiot Tindevres dpydbev Aéyovrar
mpbéevol T’ appikTiovwy keAadevvds T oppavol
UBpios: doca & ém’ avBpdrmouvs dnrau
paptipia plipnévwv {wdv Te pwTdv

> / / > /
amAérov 66éas, éméfav-

\ \ / > / 5y 9 /
ooV KOTA TAV TENOS® AVOpEaLs O €0XATALOLY

b / 4 5 € /

olkobev oralaiow amrovd Hpardelows:

Kal unkéTL pakpotépav omevdew dpeTav:

¢ / s 2 /

(mmoTpogoL T éyévovTo,

xaAkéw 7 Aper ddov.

aiX’ (i,u,épa ')/O‘Lp év uid

Tpaxeia vipas wo)\e,uow 7'€O'O'apa)v

av3pwv epﬁ,uwoev ,uaKaLpav eoTiav:

viv 6 au LeTa XGL[J,GprV moukiAa punvav {opov
xov dre powikéorow avlmoev pédots

/ ~ € \ \ ~ b) \ 3 /
daupovwy Bovdals. 6 kuwnTnp de yds OyxmoTov olkéwv
kal yépupay movtidada mpo Koplvhov Teryéwr,

Tév8e mopwv yeved OavuacTov Uuvov
€k Aex€wv avdyel papov Talady
eVkAéwv Epywr év Tmvw
\ / bl )L > Vé -~ 14
yap méoer: aAX aveyepouéva xpdTa Adumet,
Awopdpos Bantos ds doTpois év dAdots:

4 > ~ I, ~ 4 / ~
a te kav yovvois Abavav appa kapiéaioa vikav
b4 5 ), / 3/ ~ b
év 7 Adpacteios aéblois Likvdvos dmacey

/ ~ /7 5 37/ / 3 ~
T0Ldd€ TV TOT €6vTwr YUAN doudav.

5 Buérov Donaldson : Biov codd.
18 yewpepiwv moucida Hartung : yewuépiov mouidwv codd.

24 dwopdpos B: éwagpdpos D : doopdpos Bergk
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30

35

40

45

50

60

0v0€ Tavayvpiwv Evvdy ametyov
kapmOov dippov, IlaveAla-
3 / / ~ 4
veoou 0 €pulduevol Samave yaipov immwy.
~ 3
TOV ATELpATWY Yap AyvwTol CLwmal.

€oTw & dapaveia TUXAS KAl LOpPYOUEVWY,

mplv TéNos drpov (kéabar

TGOV T€ yap Kal TOV 0ol

Kal kpéaoov’ avdpdy XELPOVwY

éopale Téxva kaTapdpfars’ loTe pav
Alavros alkav, goiviov Tav ofiia

€V VUKTL TapwV TEPL O Paoyavew LOUPay EXeL
maidecow EXdvwy doow Tpolavd’ éBav.

> 9 o / / bl > 4 o 3 ~
aAX ‘Ounpos Tou Teriparey 6 avbpwmwy, 6s adTod
maoav opbdroais aperav kato paBdov éppacey
Oeomeaiwy eéméwr Aotmols abipew.
~ ~ 4
ToUTO0 yap abdvaTov pwvder epmet,
el Tis €0 €lmrn T Kal TAY-
b \ / \ \ / /
kapmov €mt x0ova kai dwa wovrov BeéBaker

~ 3

EPYUATWY AKTLS KAADY doPecTos alel.

mpoppdvwy Mowoav Toyoiuer,
Ketvov dfar mupaov Tuvwy

\ / / 4 3 /
kat MeMloow, maykpatiov orepavmp’ émaiov,
b4 . / / \ 3 4
épvel Tedeowdda. TéAua yap elkws
Oupov épiPpeperav Onpadv Aedvrwy
év mévew, unTw 6 alwmné,

aleTod d T dvamirvauéva péuPov loyer

xp7 O€ mav €pdovt’ auavpdoar Tov éxbpdv.

3 \ / I, / b4

oV yap guow Lapiwveioy éXayev:
aAX’ dvotos pev idéolad,
ovumeoely 8 akpud Papvs.

/ / 5 ), / /
kal 7ol mor’ Avraiov Sopovs
OnBav dmo Kadueiav poppav Bpaxvs,
Juyav 8 drapmros, mpoomalalcwy HAG avip
Tav mupogdpov AiBvav, kpaviows 8ppa Eévawv
vaov Ilocelddwvos épépovra ayélor,

vios AAkprvas: 6s OdAvpmdévd’ éBa, yalas Te maoas
\ / ~ < \ b \ /
kal Babikpyuvov moAids alos é€evpwy Bévap,
vavTidiowol T€ mopOuov Huepdoats.
VﬁV 8€ 7Tap) AL,’)/Léxqu KGI,AALO'TOV 6’ABOV
AupETWY vaiel, TeTina-
/ \ > / / o/ 5 3 /
Tai 7€ mpos abavarwy ¢idos, HPav 7° émvle,
/ b4 3 \ \ /
xpvo€wv oikwv avaé kal yauPpos Hpas.

94



~ \ b) ~ 4 ~ / > /

7 pev Adextpdv vmeplev Saira mopoivovtes doTol
~ 3
kal vedduata oTepavapata fwudv atéouer,
éumupa xadkoapdv okTw Bavévrw,
\ / / ¢ \ ¢ /
TOUS MG’)/apa TEKE OL KPGOV'TLS vLovs*
65 Tolow év dvbuaiow adydv
\ > / \ /
pAoé avatellouéva ovvexes mavvuyilet,

alfépa kviodevti Aaktilowoa kamv,

\ / ol b / / Y 37
kal devTepov duap, €Teiwy Tépu’ aéblwy,
yverar loxvos €pyov.
b4 \ /
évba Aevkwleis kapa
70 wdptois 66° avnp SumAdav
/ > / 7 /
vikav avepavato maldwv <t€> TpiTav
mpéallev, kuPepvatipos olakoaTpépov
4 \ / \ I, / /
yvdua membwv moAvBoiAw: avv Opoéq 6€ vwv
kwpaéopar Tepmvay amoaTalwy ydpuw.

59 émvier Ceporinus : el B : dmiier D

62 post abéouev leuiter interpunxi.

67 interpunxit Privitera

71 suppleuit Hermann.

72b amoordlwv B : émordlwv Tricl. e X : émoroxd{wv D
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ISTHMIAN 3

<MEAIXZXQI OHBAIQI
IIIIo1Y >

EY 75 avdpov euruxnomg 7 ooy euSofow aéflois
obével mAovTOU KGTGXGL ppaciv alavy Képov,
aéios edAoylaws doTadv weulybar.
Zeb, peyddac 8 dpetal Bvatois émovrar
5 éx géllev {wel 6€ paoowv
3 bd / / \ /
0ABos omilopévwr, mAaylas 8¢ ppeévesow
ovY ops mavra xpévov JaAAwy oplel.

GUK)\ewv 8 épywv aﬂ'owa XP’? ,uev vpvioal Tov éoAdy,
XP’? o€ Kw,ualom' ayavals yapiteaow PaoTdoal.
€o7i 8¢ kal du0vuwy acbAwr MeAioow
10 potpa mpos edppocvvay Tpéar yAvkeiow
Nrop, €v Bacoatow Tobuov
defapévw oTepdvovs, Ta 0€ Koida AéovTos
b / / / /
év Babvoréprov vama kdpvée OMPav

3 / / > ~ 3 /
immodpopula kpaTéwv avdpdv 6 apeTdv
olugpuTov 0d kaTeAéyyet.

15 i’O"TG lJ/a‘,V KAGU)V&MOU

8d&av malawav dpuacw:

kat patpole Aafdakidaiow civvopot
17b WAO&TOU BLE{GTGLXOV TGTpaOpL&,V 7TO,VOLS.

alwv 8¢ kulwdopévais auépats GAN dAoT’ é€
18b  dAdalev. drpwTol ye pav maides Oedv.

12 Babvoréprov codd. : Babvorépvw Bergk ex X
18 ye pav codd. : ye ob Hartung
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ISTHMIAN 4
<For Melissos of Thebes, victor in the pankration.>

Thanks to the gods I have countless roads in every direction,
Melissos, since you revealed your resourcefulness in the Isthmian games,
to pursue with my song your achievements,
with which the Kleonymidai always flourish
with god’s help, as they pass
through and reach the mortal end of life. Different winds
at different times rush upon all men and drive them on.

From the beginning they are said to have been honored in Thebes
as hosts of the neighboring people and as men devoid of loud
arrogance; and as many are the testimonies of boundless glory
of heroes both living and dead
as are carried on the winds to men,

they attained them in every issue; with their supreme achievements
they clasp the pillars of Herakles from their home.

(But do not strive for a more distant achievement!)
They were breeders of horses

and were favored by Ares armed in bronze.

Yet in a single day

severe snow-storm of war

deprived the blessed house of four men.

But now, like the colored earth after the darkness
of wintry months, it blooms with red roses

by the counsels of the gods. The Earthshaker, who dwells at Onchestos
and at the sea bridge in front of the walls of Corinth,
by giving this wondrous song to the family
raises from the deathbed their old Reputation
for glorious deeds; for she
fell asleep. But now awake, her body shines
like the Morning Star conspicuous among other stars.

She once proclaimed their chariot victorious on the hills
of Athens and in the contests of Adrastos at Sikyon, bestowing
upon them such leaves of songs from the poets of the past as these ones.
Nor did they keep away their curved chariot
from the festivals common to all, but competing with all Greeks
they took pleasure in lavishly spending on horses,
because those who do not enter the contests are confined to oblivion.
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But even when men compete, fortune remains hidden

until they reach the finish line,

because fortune gives abundance of things,

and even a stronger man can be

overtaken and tripped by the skill of the worse ones. Sure you know

the fierce courage of Aias, who stained it with blood by piercing it with his
own sword, and who blames the Greeks who went to Troy.

But Homer to be sure has honored him among men, and,
having set his achievement straight in every respect, he proclaimed
it by the authority of his divine words for future generations to play with.
For that thing spreads as a divine utterance,
if someone says it well, and
over the all-fruit-bearing earth and through the sea has gone
the brightness of noble deeds inextinguishable forever.

May I obtain the favor of the Muses to light that torch of songs
for Melissos as well, a worthy crown,
for the offspring of Telesiades. For in courage,
he is like the heart of wild, loud-roaring lions,
when it comes to toil, while in skill he is a fox
which spreads out on its back and holds back the eagle’s swoop.
One must do anything to weaken one’s enemy.

The stature of Orion is not his lot;

he is contemptible to look at

and yet is heavy to engage with in combat.

Just so once upon a time a man went to the dwelling of Anataios
in wheat-bearing Lybia from Kademeian Thebes,

short in stature, but unbending in spirit,

to wrestle and prevent him from tiling

the roof of the temple of Poseidon with the skulls of the guests.

This man was the son of Alkmene. He went to Olympos after he had
explored all the lands and the hollow of the sea surrounded by steep shores
and after he had cleared the passage for navigation.
But now he dwells by the side of the Aigis-bearer, enjoying the most
beautiful happiness: he is honored

by the gods as a friend; he is married to Hebe;
he is the lord of the golden palace and son-in-law of Hera.

In his honor above the Elektran Gates we citizens prepare plentiful feasts
and numerous crowns on the altars,

burnt offerings for the eight bronze armed warriors who are dead,

whom Megara, daughter of Kreon, bore to him.
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For them at the setting of the sun
the flame rises up and revels all night long,
kicking the sky with the savor of burnt sacrifices.

And on the second day, at the conclusion of the annual games,
there is the deed of strength.

There this man crowned his head

with myrtle declaring two

victories in the category of men and among boys the third
earlier, relying on the wise judgment

of his helmsman guiding the tiller. Him together with Orseas

I will celebrate, distilling my pleasant song.
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ISTHMIAN 3
<For Melissos of Thebes, victor in the horse race.>

If a man attains success and amidst glorious prizes
or powerful wealth restrains his nagging greed,
he deserves to be crowned by the praise of his fellow-citizens.
O Zeus, great achievements attend upon mortals
from you; happiness of those who are
reverent to the gods lasts longer, but, as for the crooked minds,
it does not consort with them and flourish forever.

One should hymn a good man in return for his glorious deeds;
and, proceding in the revel, one should greet him with gentle songs.
Two are the victories that Melissos has,
so that he turns his heart to sweet revelry,
since in the glens of the Isthmos
he received the crowns; moreover, in the hollow vale
of the deep-chested lion he caused Thebe to be proclaimed

by his victory in the horse race. He does not put to shame

the inherited excellence of his clan.

You certainly know about the ancient glory

of Kleonymos with his chariots;

being partners of the Labdakidai in wealth on his mother’s side,
they walked their way with the toils of the four-horsed chariots.
Human life with its rolling days changes different things

at different times. The children of the gods remain unscathed.
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ISTHMIAN 4: COMMENTARY

Title. P.Oxy. 2451 leaves virtually no doubt that Isth. 3 and Isth. 4 were considered
separate poems by Alexandrian scholars. The papyrus contains a fragment of the
commentary on Pindar’s Isthmians datable to the second century AD. The fragment

reads as follows:

I |wwavt|

2] [

3 |ewvekaTipvpra|
4 |JwvBovdopevw|

5].At 0 g [...]JAAoTed aAdoocovpoorn|

The third line is easily recognizable as the first line of the poem; the fourth must be a
gloss on fecv €xari. The first can be reconstructed as the heading of the poem: 7w
avtwe (“for the same one’, i.e. for the same victor as the previous ode). For a full
discussion of the papyrus, see Privitera (1982) 255-6.

Proem. The opening is unusual. The ode does not begin with a focusing device
that delays and prepares the announcement of the occasion, as in most other epinician
odes (see discussion of the proem of Isth. 3). Instead, the basic facts of the victory are
presented up front. Already in 2 we learn the name of the victor and the venue of the
games. A long section devoted to Melissos’ family and the vicissitudes of their civic,
military, and athletic careers follows (4-33). The myth of Aias (34-9) and reflections
on the immortalizing power of song (40-2) bring us back to the victor and his
achievement. In 44 the remaining elements of the epinician program (event and
patronymic) are supplied before the narrative moves on into the second mythic
exemplum, Herakles’ fight with Antaios. The structure finds no adequate parallel

elsewhere in the epinician corpus: cf. Hamilton (1974) 75.
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One might venture a guess that the unique structure of the ode has something
to do with the unique circumstances of the laudandus and his family. While the
Kleonymidai heavily invested in chariot racing (Isth. 3.15-16, 4.29), Melissos was a
successful pankratist, a fact that clearly distinguished him from the rest of his family.
It is possible that Pindar would want to downplay this difference for purely rhetorical
reasons. Since he is at pains to emphasize the continuity of the family’s athletic
traditions and to show that Melissos’ present victory is a natural outcome of their
combined effort throughout generations, an explicit reference to the pankration in the
opening would have had a slightly disconcerting effect.' Instead, it is effectively
reserved until later (44), to introduce an apt comparison between the victor and
Herakles, the Theban pankratist par excellence.

1-3. The passage raises two fundamental problems. The first has to do with the
motivation of the statement in the first line. The second with the syntax of the entire
passage. The two are to some degree interrelated.

(1) The scholion suggests that the abundance of poetic resource available to the
poet (uvpia mavrd kédevbos) is due both to the gods (fedv éxare, i.e. Apollo and the
Muses) and to the victor himself (edpayaviay yap épavas ToOulows).” This implies that
Oev €xate and the ydp clause to some extent overlap: ‘there are, thanks to the gods,
countless roads in every direction, Melissos, because at the Isthmos you revealed
edpayavia etc.” If so, the statement is overdetermined, for the poet’s inspiration is
attributed to two different sources. The problem can be addressed in the following

ways.

' The assumption that Melissos’ ‘string of successes in the murderous pancration was something of an
embarrassment to his horsy relatives’ (Cole (2003) 251) has more to do with modern intellectual
attitude toward combat sports than with ancient reality.

2 3 Isth. 4.1a-c Oecov, ‘rd)v Movad)v KaL\ Toﬁ Hwék)\wvos. i ‘rd)v Oedv mpovoia 6’07[ ot p,vp[a 0805 €ls 701‘)9
uvous: 770/\)\(15‘ $now exew edunyavias kal agoop,uag ecs Tovg TOoU Me)\waov ewawovs dwa o0 VLK‘)’]O'(LL Ta
’]O‘H{J,LQ. O 86 VOUS‘ OU’TUJS T(,L)V Movaouv €7TL’TPE7TOUO'UJV €O'TL /J,OL 7T(1VT(1XOU OU 7TPOO'G.V’TY]S‘ G.A/\ EU/J,(IP”I]S‘ ’T] TUJV
v‘u.vwv OBOS‘, o VLKT]QDOPE TG. ’}/G.P IO'HIJ.LG. VLK’)’)O‘(IS €U/J,T]X(1VL(1§ 7TE7TOLT]K(1§ T(,() U{J,V(A) avv,uvew TG.S‘ 7Tp0'yOVLK(1§
YV dperds.
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(a) We are not compelled to follow the scholiast in taking fewv as a reference
to Apollo and the Muses, for it is just as possible that the word refers to the presiding
deity of the Isthmian games, Poseidon; the use of the plural in reference to a specific
god individual, see OL. 7.10, Isth. 5.43, Isth. 8.38. Since the Greeks believed that the
patron gods of the games were directly involved in one’s victory (see Braswell, Pyth.
4.3 n. (¢)), fedv éxare and the ydp clause come down to more or less the same thing:
‘gods helped Melissos to win, and I have the abundance of poetic resource thanks to
Melissos and to these gods’.

(b) It is likewise possible that fecv éxare is merely a stereotypical formula
forestalling the poet’s presumptuous assessment of his own poetic ability, in which
case it is not entirely inconsistent with the ‘actual’ motivation of pvpia wavrd
xéevbos, 1.e. Melissos’ victory at the Isthmos: cf. Eur. Hipp. 166-9 rav 8 etdoyov
ovpaviav | Té6fwv uedéovoav direvy | Aprepw, kal pot moAviiAwros alel | ovv Oeoior
pourd, where ovv feoiot, taken at face value, would not square with the fact that only
one goddess, Artemis, makes pregnancy easy. Barrett is right (Hipp. 168-9 n.) that to
make sense of the passage, we must assume that oov feotor had become ‘so
stereotyped a ‘touch wood’ that no incongruity is felt’.

(c) Both options, however, try to remove something that perhaps does not need
to be removed. We know that the Greek religious outlook could easily accommodate
parallel—and only to us conflicting—series of explanations. Sometimes divine and
human factors can both be at work: cf. Lesky (1961); Fraenkel, Ag. 811 n. A good
example in Pindar is Pyth. 5.57-62 keivév [i.e. Battos] ye kal Bapirxoumor | Aovres
mept Oelpatt piyov, | yAdooav émel opw améveikev vmepmovriav: | 6 6 dpyayéras édwr’
AméAov | Ojpas alvd péfw, | dppa py Taple Kvpavas drelns yévorro pavreduaow.
On the face of it the lions are scared of Battos’ strange way of speaking, but in fact it

is Apollo who instills fear in them. In our case, the identity of the god(s) does not have
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to be any more precise than in a much debated and similarly contradictory statement
of the poet Phemius in Od. 22.347-8 aUt0d{8axros & elul, Oeos 8¢ pwoi év ppeatv olnas |
7TaV’TOL,a§ €’V€/§DUO'€V.

(d) Alternatively, one might consider the possibility that the function of the
ydp clause is not to account for the source of poetic inspiration but merely to explain
the speech act, i.e. the vocative of the victor’s name in 2: ‘there are, thanks to the
gods, countless roads in every direction, Melissos - [I address you] because at the
Isthmos you displayed eduayavia etc.” For this kind of parenthesis, cf. Pelliccia (1987)
44-6.

(i1) As to the syntax and meaning of the sentence, at least three interpretations
must be taken into account. Our preference will be to some degree motivated by the
choice that we have made above.

(a) The scholiast construes duikew as an epexegetic infinitive dependent on
edpayavia. The noun is attested elsewhere in Pindar at fr. 52h.17 (Snell-Machler)
émevyopar 8 Odpavod 7’ edmémdwt Quyarpt Mvapooivar képaral! T’ edpayaviav 8 18duev,
where it means ‘[poetic] capability, resource’ (Slater s.v.). If the same meaning is
assumed in our passage, we must t ranslate: ¢ there are, thanks to the gods, countless
roads [of song] in every direction, Melissos, because at the Isthmos you revealed [to
me] abundant [poetic] resource to pursue in song the achievements of your f amily’
(thus e.g. X', Dissen, Mommsen, Donaldson, Fennell, Bury, Farnell, and Slater s.v.
gupayovia).

(b) However, comparing Bacch. 5.31-5 rws viv kai éuol pvpia mdvra kélevhos
| duerépav dperav | duveiv, kvavomdokduov 08’ €xart Nikas | yalkeoorépvov 7’ Apnos,
| dewopévevs ayépwyor | maides, it seems more likely that éo7e pot fedv €xart pvpla
mavtd kélevfos should be taken with Suerépas dperas Juvw diwrew, the ydp clause

being parenthetic: ‘there are, thanks to the gods, countless roads in every direction,
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Melissos—since at the Isthmos you have revealed [fo me] abundant [poetic]
resource—to pursue in song the achievements of your family’ (thus e.g. Heyne,
Schroeder, Turyn, Snell-Maehler, Thummer, Privitera, and Race).
(c) If the syntax suggested in (b) is correct, there is yet a third possibility,

which seems very compelling in the context. The adjective eduryavos can describe a
person who is inventive and skillful in a certain area or activity normally expressed by
a genitive or a prepositional phrase (see LSJ s.v. I). The fact that the only attested
instance of eduayavia in Pindar refers to the skill of the poet (subjective use) does not
mean that we musty assume the same meaning here. The locatival dative ToOuiows
which seems to make eduayavia a more natural allusion to the skill and inventiveness
shown by the victor as a pankratiast: ‘there are, thanks to the gods, countless roads in
every direction, Melissos—since you displayed [to everyone] your outstanding skill in
the Isthmian games—to pursue in song your family’s achievements’; paivw and its
synonyms and compounds are often used in athletic contexts in connection with the
qualities exhibited by the athletes in the contests: e.g., II. 20.411 woddv daperny
avapaivawv, 2.238 aAN’ é0édeis dperny onv pawéuer, 1 Tow dmdei, Od. 8.237 apernv onv
pawéuev, Bacch. 9.30-1 roios EXdvwr 8¢ dmelpova kirdov | paive Qavuaoctov 6éuas |
dlorov Tpoyoedéa pimrwr, Bacch. 13.76 vmépBiov loxdv | mappayiov dva paivawr. CE.
also the similar use of émdelkvvue at Pyth. 4.253 énedelavro iv’ éofdros dugpls, Nem.
11.14 & 7° défAotow dpioTedwv émédelev Biav. As we learn later on (45-9), Melissos’
athletic edpuayavia was a crucial factor in his victory. Notice also the use of aor.
(épavas), where one might expect perf. or pres. if the eduayavia in question were
indeed a ‘poetic resource’ realized in the present song.

l.éo7t pot Oedv €katt pvpla mavTd kélevlos : cf. Bacch. 5.31-3 rws viv kat
éuot pvpla mavra kélevbos | duerépav dperav | duveiv, 9.47-9 orelyel 8¢ edpelas relev-

| Oov pvpla mdvra gdaris, 19.1-2 wapeort pvpia kélev-| Bos auBpocimwv ueréwv. Of the
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three passages only Bacch. 5 can be dated with any certainty. Like Pindar’s O/. 1, the
poem celebrates Hieron’s Olympic victory of 476 BC but does not mention his victory
of 472 BC. It follows that both poems are to be dated within this four-year interval. If
we adopt the majority opinion and assume that Isth. 4 was composed shortly after the
battle of Plataia (see 16-17b n. below) and that Bacchylides, the supposedly inferior
poet, borrowed from Pindar and not the other way around, we can date Isth. 4 between
479 and 476 BC. But, since both the identity of the battle and the assumption of
Bacchylides’ poetic inferiority are far from established, two other possibilities must be
reckoned with: (a) Pindar borrowed from Bacchylides, as suggested by Pohlsander
(1963); (b) the phrase was a commonplace ‘in the public domain’.

mav7td = (Att.) 7dvryn. On Doric accentuation, see Schwyzer 1, 384.

kéAevBos : for the ‘path of song’ topos, see Becker (1937); Lefkowitz (1963) 243
n. 44 =(1991) 27 n. 44

2. & Mélvoo’ : in no other ode does Pindar address the victor by name so early in
the opening. But an early reference in the third person is not nusual (e.g., Ol. 9.4, 10.2,
Pyth. 4.2, 9.3, Isth. 8.1). Cf. Isth. 2.1, where the poet addresses the victor’s son, and fr.
124 a.b.”Q2 Opa.ciBov)’.

3. dpetépas : second person plural following second person singulars (& MéAwoa’,
épavas) prepares the shift of focus from the victory of Melissos to the achievements of
the Kleonymidai.

Vuvw Stdkewy = duveiv (subjective); cf. Ol 6.6-7 riva kev piyol Juvov | keivos
avnp (objective). The metaphor suggests the chariot contest between the victor’s
achievement and the poet’s praise.

4. alow 8aAdovres : cf. Ol 9.16 Oaldel & dperaiow, Nem. 10.41-2 vucagopias ...

fdAnoev. For the metaphorical use of fdAw, cf. Salvador Castillo (1996) 50-2.
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5.00v 0ed Ovativ : ovv fed can be taken with both fdAdovres alel and Bvarov
diépyovrar BiéTov Télos. The tendency to contrast opposing ideas even at the cost of
natural word order is characteristic of Greek poetry and in particular prose. Mortality
and immortality is one of the most frequently encountered pairs; cf. 7/. 20.41 feo:
Oy, Od. 4.397 feos Bpordde dvdpl, Hes. Th. 942 dfdvarov Bvyry, Op. 155, [Hes.]
wélas, Aapmpdv, fr. 30.33 feos Bpord, h. Cer. 111 Oeol Ovnroiow, h. Aph. 167 Oed
Bpotds, OL. 1.64 Beov aviip, OL. 10.21 avnip Beod, Pyth. 4.21 Oedp dvép, Pyth. 12.4
dfavdrwv dvdpdw, fr. 224 Beov dvdpa, 225. 1 eos avdpl, Eur. Or. 8 feois dvfpwmos. See
further Fehling (1969) 280-5; Richardson 4. Cer. 111 n.

Ovatov 8iépxovrar BuoTov Télos : gen. Budrov can be understood as dependant
on d:épyovrar, With 7é)os as terminal acc., i.e. ‘they pass through life to the mortal
end’ (Bury), in which case the construction would be similar to //. 6.393-4 edre miAas
{kave epyduevos péya dotv | Zrawds (double acc.). However, it seems unlikely that
in such a conventional expression as Biérov Té)os (cf. Eur. RAh. 735, Plat. Gorg. 11a
232 and see n. below) the gen. would be perceived as anything but the attributive,
hence: ‘they pass through and reach the mortal end of their life’. Dissen aptly
compares Aesch. PV 285 tjkw, Soliytis Tépua kedevfov Sraueupduevos.

Suépxovrar : the image of the path is still present. For a similar effect, cf. Pyth.
5.14 ¢é & épyduevov év dira, which echoes the opening lines (i.e. Pyth. 5.1-4 6 wAoiTos
evpvabevis, | dtav Tis dpeTd kerkpapévov kabapd | Bpotraios avip méTov TapaddvTos
adTov dvdym | moddgilov émérav). In Pyth. 4.6, at first a purely ornamental epithet
rapmogpdpov (i.e. ABvas) is elaborated in lines 14-15 yas Endgoio képav (i.e. Libya) |
doréwv pilav purevoealar peAnoyuBpdrwv).

Ovatov ... BuéTov TéAos is a hybrid of two epic phrases, i.e. Hom. /. 7.04,
16.787 Budrowo Tedevr) (cf. Pind. fr. 137.1 Biod redevrdr) and [Hes.] Sc. 357 Oavdroio

reAevriv, Hom. 1. 3.309 7élos Oavdroto.
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Télos : ‘end’ (Slater, s.v. b, pace LSJ s.v. II. b ‘length of time, term, course’). For
the meaning of the word in Pindar and Bacchylides, see Barrett (2007) 75-6. Although
‘the end of life’ is a familiar expression, for Pindar’s audience rélos would also
suggest an agonistic image: ‘they crossed through and reached the finishing-post of
their life’; cf. Eur. Hipp. 87 7é)os 8¢ kdwpaw’ womep Hpxduny Blov, where kduiparu
activates the metaphor. Cf. also Nem. 6.6-7 ralmep épauepiav odk €ldéTes 0vde pera.
viKkTaS dupe moTRoS | dvTw’ éypae Spaueiv ot ordbpav.

5-6. aAAoTe 8’ dAAolos odpos | mavras avlpdmovs émaloowy éladver : the
image of journey by land in lines 1-5 now gives way to the image of sea voyage. For a
similar switch, cf. Pyth. 11.38-40, Nem. 6.53-7. In gnomic contexts, wind imagery
often conveys the idea of the unstable nature of human success: cf. O 7.94-5 év ¢ wid
polpa xpévov | dAXo7’ dAdoiar Stawflioootow adpar, Pyth. 3.105 dAdoTe & dAAoiaw mvoal
| Sipumerav dvéuwr. The gnome introduces the pattern of alternating happiness and
misfortune which runs through the ode until the gnomic transition back to the
immediate occasion in 40-2. For variations of this pattern elsewhere in Pindar, cf.
Morrison (2007) 48 n. 44. The closest parallel is probably O/. 2.18-47 (see discussion
in Nisetich (1989) ch. 5), where the vicissitude gnomai (18-22 and in 33-4) are
followed by concrete illustrations from mythology and the history of the victor’s
family.

aAlolos : there is no need to suppose (with Heyne) that the adjective suggests the
adversity of the wind by euphemism (LSJ s.v. L. 1). Rather, as normally with paired
aXo-words (see Isth. 3.18a n.), the meaning is distributive: ‘now of one kind, now of a
another’. But adversity of the wind is indeed suggested in 7.

odpos : ‘breeze’. The word is normally used in the sense ‘favorable wind” (LSJ

s.v.). But, as pointed out by Braswell Pyth. 4.292 n. (c), both here and in Pyth. 4 the
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meaning is neutral and is hardly different from adpa and dvenos in the passages cited
in 5-6 n. above.

6. ématoowy éAadvel : although the meaning of the gnome is not explicitly
negative, it definitely communicates uneasiness. The sentence started in a neutral tone
(‘now this, now that’), but the participle sounds a note of threat. In Homer, the verb
enoioow is charged with overtones of hostility and is used chiefly in military contexts
(LfgrE s.v. dioow H). It is used of the wind only at //. 2.146, in a memorable simile
comparing a crowd of people to the sea surging during a storm; but even there the
military sense is not altogether suppressed. For military engagements described in
terms of meteorological phenomena and vice versa, see 17a n. For a more
straightforward description of the winds in military terms, cf. Pyth. 4.210 dvéuwv
otixes, ‘battle-lines of the winds’. Commentators often observe that the gnome
compares human beings to ships propelled by the wind in various directions (e.g.,
Willcock ad loc.). This may be correct (cf. Od. 13.155), but éladve: too seems
ambivalent. Although the nautical sense of the verb is partly constituent of the
maritime imagery of the gnome, used alongside the ambiguous éraioowr, the military
sense lurks close to the surface (‘strike’, LSJ s.v. II 2). The gnomic passage as a
whole, then, foreshadows the main concern of the epode (15-18), namely, the battle in
which the family lost four members; cf. 8 n. on dpgpavoi. On Pindar’s penchant for
anticipation, cf. Silk (1974) 155-57. For similar anticipatory echoes in Homer, see
Edwards /. 17.243-4 n.

7-9. repdevres, mpoéevor, and dpdavol are often taken with Aéyovrau (cf. e.g.,
Carey Nem. 7.66-7 n., Most (1985) 325), i.e. ‘from the beginning they are said to have
been (a) honored in Thebes and (b) hosts of neighboring people and (¢) free of loud-
voiced arrogance’. This gives a tripartite catalogue of the Kleonymid virtues, in which

Te ... e are not paired (‘both ... and’) but link each element to the preceding one, as in
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59-60. The honor bestowed upon the Kleonymidai by the Thebans is thus contrasted
with the hospitality the clan itself showed toward the people of neighboring cities. But
the reason for the switch from the passive to the active is unclear: why ‘they are
honored in Thebes and are hosts of the neighboring people’ and not simply ‘they are
honored in Thebes and in neighboring cities’? Moreover, the interpretation of the
passage as a tripartite catalogue highlighting the contrast between Thebes and the rest
of Boiotia leaves keladevvas 7’ dppavol | UBpuos as a mere afterthought. It is preferable
to construe riudevtes with Aéyovrar, taking mpé&evor and dpgpavol as predicatives, a
regular construction with riudw (€.g., Isth. 4.59 reriparal [i.e. Herakles] 7e mpos
afavdarwv pilos, ‘has been honored by the gods as a friend’). In that case, 7¢ ... 7e
pairs mpééevor and dpgpavol: ‘from the beginning they are said to have been honored in
Thebes (a) as hosts of neighboring peoples and (b) as free of loud-voiced arrogance’.
The implicit contrast is not so much ‘in Thebes’ vs ‘outside of Thebes’, but
‘hospitality’ vs ‘lack of hybris’. The second element of the doublet empathically
reasserts the first one by negating its opposite; failure to observe the laws of
hospitality is one of the most despicable manifestations of 7Bp:s.

But why the emphasis on the family’s hospitality toward other Boiotians? A
remarkably similar passage is found in fr. 94b honoring Melissos’ fellow Theban,
Aioladas: 39-45 pdprus jAvbov és xopdv | éodois Te yovebow | dugpl mpoleviaior Ti-
| nabev yap Ta mddaw 7o viv | 7 dpupikTidvesow | immwv T dkvmédwy mo[Av- |yvdiTows
émt vixars. Kurke (2007) 89-95 plausibly sees in both poems a conscious effort on the
part of noble Theban families to present themselves as Boiotian ‘community-builders’
in an attempt to bolster the regional hegemony of Thebes and thus strengthen their
own status within the city. Pursuing a similar line of thought, Kowalzig (2007) 386

further suggests that ‘[t]o be appreciated by the Boiotian ‘neighbours’ is not only
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something to aspire to, but is intrinsically linked to honour within the city of Thebes
itself’.

7. pév Qv : ‘now’, transitional (Denniston 471). uév is solitary; it is not answered
by viv & in 36 (pace Bury, Thummer) because there is no contrast between what was
the case dpydfev and what is the case ‘now’. Nor is it answered by dAd in 16 (pace
Fennell), which marks the contrast with the immediately preceeding lines (see Isth.
4.16 n.).

TipdevTes apxabev : ‘honored from the beginning’, i.e. starting from the
founder of the clan, Kleonymos: cf. Pyth. 8.24-5 reléav &’ éxe (i.e. Aegina) | d6av
am’ apyds (i.e. from Aegina’s founding figure Aiakos).

8. mpofevol v’ dpdirkTiovwy : ‘hosts of the neighboring peoples’. dugpurrioves
refers to residents of the cities close to Thebes, including Boiotian (‘Boeoti
circumiacentium urbium’ Dissen) and non-Boiotian communities. Wilamowitz (1922)
337 saw a more specific allusion to Delphi, taking duguxridvwr to refer to the Delphic
Amphictyony and its officials, Augukrioves or Augikrioves. In that case, mpdéevol
must refer to the institution of mpofevia, an honorary appointment of a citizen from
city X by city Y to protect the interests of citizens of city Y in city X. In its technical
sense, the word first occurs in Herodotus (8.136.1, 143.1, 9.85.3). But this
interpretation is beset with a number of problems. (a) As argued by Most (1985) 323-
6,” fifth century poetry offers no example of mpofevia or mpééevos unambiguously
referring to an official quasi-ambassadorship rather than simply to hospitality and
patronage in general. (b) Apart from the ambiguous Pyth. 4.66, the word dugirrioves
in Pindar and Bacchylides always means simply ‘neighbors’ (Slater s.v.). (¢) ‘A

narrow interpretation of the word mpdéevor would be at variance with the generality

? Mistakenly reported by Willcock Isth. 4.8 n. to side with Wilamowitz.
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and abstractness of the other two attributes of the Kleonymids’ (Most (1985) 325), i.e.
riudevres and kedadewvds 7’ dppavol | FBpios.”

8-9. keAadevvas 7’ dpdavol | HBpros : commentators usually cite O 13.10
YBpw, Képov patépa Opacipvfor, which is not exactly parallel because fpaociuvfov
refers to the content of the speech not to the volume of the voice. For a stock depiction
of hubristic figures in Greek tragedy as clamorous, see Thummer ad loc.

9-11. ‘However many testimonies (naptipea) to the boundless glory of heroes both
dead and living are abroad among men, they attained them in every issue’. For a
similar expression, cf. Pyth. 5.116-17 doar 7’ elolv émywplwv kaldv écodo, |
reréAuaxe [i.e. Arkesilas], 10.28-9 doars 8¢ Bpotov éfvos ayaiais amréuecta, mepaiver
mpos éoxatov | mAdov [i.e. victor’s father].

9. anrae picks up the wind imagery of the vicissitude gnome in lines 5-6.

10. $0Lpévwy {wdv T€ pwTdv : in contrast to avfpwmous, ‘regular people’; cf.
Thummer, Isth. 2.1 n. and Isth. 8.59-60 é50¢’ fpa ral dfavdrots, | éoAdv ye pdTa ral
¢Binevov [1.e. Achilles] duvois Oedv 81ddue.

11. wdv : the Doric/Aeolic form (Hdn. 2.12.22 Lentz) is not metrically guaranteed
here as it is in OL 2.85. Contrast 48 mav.

avopéats 8’ éoxararow : cf. Pyth. 8.91 Smomrépois avopéars, Nem. 3.20 dvopéars
vmeprdraus. In all three passages, Pindar uses dvopéa as a metrical variant of aperd.

12. oikoBev oTdAatow : the word order emphasizes the distance covered by the
Kleonymidai on their metaphoric voyage to the end of the world: cf. Ol 3.45 viv 8¢
mpos éoyatiav Onpwv dperaiow (kdvwy dmretar | oikolev HparAéos oralav.

oradatow ... ‘HpaxAelais : references to the Pillars of Herakles (the Straits of

Gibraltar) as a boundary of navigation do not reflect the actual state of geographic

* Most’s final argument ‘that the word dpyédfev refers us to primordial age in which the institution of
mpofevia was not yet known’ (325) is weak. Greek authors often retroject contemporary practices and
institutions into the past.
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knowledge in Pindar’s time (pace Norwood (1945) 45). Fifth-century Greeks knew
that the Pillars were not the westernmost boundary of the olkovuévn (cf. Hdt. 4.42).
The significance of this geographical landmark in Greek poetry is purely symbolic.

13. omeddewv : for the infinitive in prohibitions, c¢f. Smyth §2013; Hummel §353.

14-15. inmoTpodor 7° éyévovro, | xadréw 7" Aper adov : the connection
between athletics and warfare was obvious for the Greek audience: cf. Currie (2005)
149-51. Pindar virtually equates the two at Isth. 1.50-1 6s 8 dug’ aéflois 7 moreuilwv
apnTat kUOos afpdv, | evayopnbeis képbos VihtoTov SékeTar, molwa-| Tav kal Eévwy
yAdooas dwTov.

The reference to horse-breeding alongside warfare is of special significance in

a Theban ode. The geographic conditions of Boiotia were particularly convenient for
horse-breeding, which allowed Thebes to field a significant amount of cavalry during
military campaigns. On Boiotian cavalry, see Spence (1993) 19-22.

xaAxéw 7’ Ape : cf. the Homeric formula ydxeos Apys, Pind. fr. 169a
xaAkobdplaros EvavAiov, Soph. 4j. 179 yalkoldpaé ... EvvdAos, Nem. 1.16 moAéuov
| ... xadkevréos, Bacch. 5.34 yaAxeoarépvov 7° Apnos. The epic association of Ares
with bronze endures in poetry despite the fact that bronze had long ceased to be used
for production of weaponry: cf. Thomson (1944) 35-7, Snodgrass (1967) 37-8.

adov : the paradosis (ddov) makes no sense and is correctly reinterpreted by
Stephanus.

16-19. Earlier misfortunes function as a foil for present success; cf. Bacch. 11.24-
39, where Alexidamos’ Pythian victory offsets his earlier defeat in the Olympic
games. In Pindar, the scope of the dark foil is extended beyond athletic failure to
incorporate both personal and political disasters: cf. Carey (1995) 87-8. The change
from bad to good fortune described in terms of seasonal (winter followed by spring) or

meteorological (foul weather followed by fair) change is a recurrent motif in Pindar:
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e.g., Pyth. 5.10-11 €d8{av 6s pera xewuéprov 6ufPpov tedv | karaiBiooer pdrapav
éariav, Isth. 1.39-40 viv 8 adris dpyaias éméBace [1dTuos | ovyyerys edauepias, 7.37-
38 érdav 8¢ mévbos od patdv: dAa viv wou | Tawdoyos eddiav dmacoev | éx yewuwvos.
Here the events of the past serve as a ‘dark’ foil for the recent success, which is a
compensation for the the family’s losses. For the topos in general, see Bundy (1962) ii,
48-52, Bowra (1964) 249, Thummer (1969) ii 146, Peron (1974) 294-308.

16-17b. The modern consensus (Dissen (1821) ad loc., later endorsed by Gaspar
(1900) 80-6) is that the battle mentioned here is Plataia, where the Theban contingent
fought on the Persian side.” As a result, the ode is usually dated to shortly after 479
BC (e.g., Snell-Macehler 474/3 BC, Gaspar 476 BC). The reason for seeing here a
reference to Plataia is that the battle is described in very general terms. This reticence
on the poet’s part can be taken to reflect the changing political climate in Thebes after
the demise of the medizing faction in the immediate aftermath of Plataia. But the fact
that Pindar does not describe the battle and its circumstances in detail does not
necessarily suggest that he tries to gloss over an inconvenient subject, for in that case
he could have expressed himself even more vaguely (cf. Isth. 1.32-40)—or else he
could have passed over the incident in silence. When he praises the fallen relative of
the victor in another Theban ode (Isth. 7.24-30), he is not more explicit about the
circumstances of the battle than here. It appears, then, that Melissos’ relatives could
have perished in any other Theban campaign of the fifth or even late sixth century:
e.g., the Theban assault on Plataia in 519 or 509 BC, the invasion of Attica in 506 BC,

hostilities with the Thessalians prior to the Persian invasion, the battles of Tanagra or

> According to Hdt. 9.69, the Thebans lost 300 hoplites, mpdrot kal dpioTo, 1.€. the flower of Theban
citizenry. If the kinsmen indeed fell at Plataia, they were most likely among these hoplites, since
Theban cavalry was quite successful in the same battle. The fact that four of them perished together
may have something to do with the fact that in the hoplite phalanx family members fought closely
together.
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Oinophyta both fought in 457 BC, or even some other military campaign which left no
trace in our historical record.

16. aAA’ ... ydp : ellipsis, i.e. ‘but <the favor of the god of battles did not help,>
for...” (Willcock) or perhaps more generally ‘but <human success is unstable,> for ...’

17a-17b. Tpaxeta vidas moAépoto Tecadpwy | avdpdv éppuwaoev
pdratpav éotiav : there is a pointed contrast between the winter storm and the
warmth of the hearth. Silk (1974) 162 compares Ar. V. 773 éav 8¢ veipn, mpos 7o mip
rafnuevos, suggesting that ‘[a]gainst the hearth that, with its fire, symbolizes the
household’s continuing existence, is set war that destroys the family, dvépav
épiuwaev, takes away the guardians of the fire’.

17a. Tpaxela vigas moAépoto : the meteorological/military imagery of the
gnome in lines 5-6 is now fully realized as a snow storm of war. Application of
military language to meteorological phenomena and the other way round is attested
already in Homer: 1. 17.243 vépos moAéuowo; cf. also Soph. Ant. 670 dopos ... év
xewpave, Eur. Phoe. 250 végpos domidwv, 859 év kAvdwvi dopds, Su. 474-T kAbdwv | ...
dopés, IT 316 kAvdwva modepwiwv, lon 60 modéuios kAvdwr. See further Wilamowitz,
Eur. Her. 1140 n. For rpayvs used of the forces of nature and of military engagements,
see LSJ I 2 and 3.

17b. pdxatpav éoriav : the use of the adjective in connection with familial
hearth is exclusively Pindaric: cf. Ol 1.11 & degveav ikouévovs | pdraipav Tépwvos
éoarlav, Pyth. 5.11 pera yeyuéprov duPpov teav | karabiooe [i.e. Kastor] pdracpav
éoriav. In the first case the adjective is forestalled by dgvedv and refers to the material
aspect of Hieron’s ‘happiness’ (see Gerber Ol 1.11 n.). The second example is much
closer to our passage in terms of context, although the change in the fortunes of the
house of Arcesilas is for the better and not for the worse. This suggests that the

‘happiness’ implied by udxapar refers to a permanent condition which cannot be
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undermined by occasional setbacks. Despite their losses, the Kleonymidai enjoy
abiding divine favor. Pindar is generally reluctant to apply the adjective and its
cognates to his honorands. Arcesilas and his charioteer (Pyth. 5.20, 46) are very
notable exceptions.

18a-18b. xerpeplwv moikida pnvdv {odov | x8v : there is no agreement
among commentators as to which adjectives go with which nouns. Snell-Maehler
adopt Hartung’s mowcila instead of the manuscripts wouciAwr, but reject Hartung’s
xeyéprwr and retain yewuépiov. Privitera and Willcock, on the other hand, defend the
paradosis. To begin with, it must be noted that the paradosis allows for at least three
interpretations: (1) pera yewuéprov moikiAwv unqrdv {épov, (11) peta yewuépiwv mouxiAwy
unvéwv Lépov, (1il) pera yeyuépiwv mowkilov unvdv {dpov. The MSS construe yewuéprov
with {dpov and mouxidwv with unvav. Both pera yeyuépiwv mowkidwv upvdv {dpov and
pera xewuéprov morkidwv umvav {dpov can be justified on the grounds of Pindaric word
order (see Woodbury (1945) 372 n. 11). One way out of the quandary is to consider
Hom. Od. 5. 485 dpne xeyuepine, Hes. Op. 565 yeyépl ... iuara, Sim 508.1 yewuéprov
kata uijva, and Hdt. 2.68.1 rodo yepeipiwrdrovs pivas against the fact that yewuépios
{épos appears for the first time in Byzantine times. ‘[Can] we be sure that Pindar was
not capable of the ‘wintry darkness of the many-coloured months?’ (Willcock, ad
loc.). Certainly not. But the parallels cited above seem to support yewuépiwv ... unvav.

mowkilov as acc. with {dpov seems impossible: (a) ‘many-colored darkness’

makes little sense; (b) ‘changing, shifting darkness’ does not contribute much to the
context. Taken as gen. pl. with unvaov (i.e. gen. of time: ‘but now after the wintry
darkness in the colored months [of spring] etc.’) it is still problematic: (a) the
construction requires yewuépiov ... {dpov, which, as we have seen above, lacks

adequate parallels; (b) moucidot puijves is not a familiar expression for ‘spring’; (c) the
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resulting word order, i.e. mowciAwv unvov framed by yewuépiov ... {dpov, finds no
parallels in Pindar: Erdmann (1867) 26; Jebb (1907) 87.

Taking a completely different line of approach, one might argue that 7ouciAwy
unvav is dependant on {dgpov, i.e. ‘darkness of months’, in which case mowkidwv would
be not a reference to the colors of spring but to the ups and downs of the Kleonymid
fortunes (e.g., Mezger, Farnell, and Privitera). Yet the problems persist: (a) mowciAwv
unvév {épov in the sense ‘after the wintry darkness of months which bring all kinds of
things, good and bad’ does not fit the context; between the infamous battle and
Melissos’ present victory at the Isthmos, the family did not experience any change for
the better which 7owc{Awv (‘this and that’) seems to suggest. It is only after his victory
that the Kleonymidai saw the revival of their fame. (b) The problem of the word order
remains.

The best solution is Hartung’s mowxia,” which derives support from the scholia
(2 Isth. 4.29¢ 76 yap mowkidwv ugvdw, frot kabo moucida kal modda év ¢ xpdvew
ylverat, 1) motkiAdwy TV kapmdv, kall ols 6An 1) y1) motkiAy ylveTar i) TOY QuTOY
é€avlnoe, 6mep duewov) and from Pindar’s penchant for attracting syntactically
unrelated words into the prepositional phrase: cf. Pyth. 4.42 kalvov év 748’ dpbirov
vaow kéyvrar ABdas edpvydpov amépua mpiv dpas cited by Woodbury (1947) 373.

For interlaced word-order in Pindar, see Erdmann (1867), Dornseiff (1921)
107-10, Sulzer (1970), Race (2001) 21-33. For some useful statistics on the separation
of noun and adjective in Pindar, see Lauer (1959) 52-4.

18b. dd7e : the subject of dvOnoev is éoria (‘house’, ‘family’): cf. X Isth. 4.29¢

aAAyyopet émt 700 Blov: els éap petéBale, pnaoiv, 1) olkio Meliosov. On the form of the

® Cf. Lucr. 1.7-8 tibi suavis daedala tellus | summittit flores.
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comparative adverb, see Braswell, Pyth. 4.64 n.(d). For a comprehensive list of similes
in Pindar, see Schmid-Stihlin i1, 597 n. 3.

dowvikéoraw : ‘red’ is both simple and adequate because poivié covers a broad
gamut of red hues (e.g., Pyth. 1.24 ‘fire’, 4.205 ‘cows’). Irwin’s (1974) 168 suggestion
that ‘[w]inter is dark because no bright flowers bloom’ fails to convince even if we
sympathize with her general thesis that the Greeks perceived colors in degrees of light
and dark. There are many other reasons why winter could be conceptualized as dark.

On the pow-family of color terms and their use in Greek poetry, see Platnauer
(1921) 158 and Handschur (1970) 124-7.

podous : twice in Pindar, fr. 70d[c] 2 ...]ot 7€ p88[wv] and fr. 75.17 péda e képaiat
welyvurar. Since the Isthmian games were held in late April or May, the choice of
roses as a symbol of the family’s revival is probably not accidental: cf. Thphr. HP
6.8.2 76 8¢ pddov HoTepei TovtV [i.e. flowers of the wild vine, violet, sealavender,
corn-flag, and hyacinth] ka! redevraiov pév paiverar, mpdTov 8 dmodeimer TV éapwdv:
SAvyoxpovia yap 7 dvlnaots.

19. 8atpévwy BovAals : the enjambment is very emphatic. It stresses the fact
that the revival of the family’s fortunes must be credited to the gods. For triadic and
strophic enjambment in Pindar, see Nierhaus (1936) 16-26. For the phrase, cf. Ol
6.45-6 8Y0 8¢ yAavkdmes avrdv (i.e. [amos) | Sawudvwrv Bovdaiow é0péhavro Spdrovtes,
Bacch. 11.121 Bovlaiot fedv paxdpwv | mépoav méAw edxtiuévav, Hes. Th. 730
BovAjjor Aios vepeAyyepérao.

19-20. The two sedes of Poseidon (his sanctuaries at the Isthmos and at Onchestos)
are similarly linked in another ode addressed to a Theban victor: Isth. 1.32-3 éyw &¢é
Ioceddwvi Tobud e Labéa | Oyynmoriacly 7° didvesow mepiorédwv dowddv. Poseidon
who dwells at Onchestos shows his favor towards his Theban neighbors by granting

them athletic victories in the games taking place near his sanctuary at the Isthmos. The
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idea is in keeping with Pindar’s general tendency to draw connections between the
venues of the games and the hometowns of his honorands.

19. kevnTp 8 & yds : earthquakes are one of the three main spheres of Poseidon’s
activity. Notice that in only two lines Pindar manages to bring all of them together (19
kwnnp 8¢ yas - god of earthquakes, 19 Oyynordv - god of horses, 20 yépuvpav
movtidda - god of the sea). For the epithet, cf. 4. Pos. 2 yains kwnripa, Pind. fr. *18
(Snell-Maehler) ITooedwv éhaciyfwv, Ar. Nub. 566-68 yis e kai aluvpds falaoc-|
ons dypiov poyAevTiy.

Oyxnotév : avery old and important Boiotian sanctuary of Poseidon Hippios. It
was located at the foot of Mt. Sphinx, modern Phaga, close to the basin of lake
Kopias, approximately 5 km to the east of present day Hilartos: cf. Kirsten (1939) and
Funke (2007) s.v. ‘Onchestos’. Earliest references to the sanctuary are found in //.
2.506, h. Apol. 229-38, and h. Herm. 186-7. For the cult of Poseidon Hippios at
Onchestos, see Schachter (1986) vol. 2, 207-21.

olkéwv : when Greek gods are not convened upon Olympos, they sojourn in
various haunts, which normally correspond to the sites of their major sanctuaries. A
Greek temple (vads) housed the image of a god and was in fact considered as his or her
actual place of residence: cf. Burkert (1985) 88. For other Pindaric references to
sanctuaries as divine ‘dwellings’, cf. Ol 14.1, Pyth. 2.7, 11. 63-4, 12.2, Nem. 1.3,
Nem. 10.2.

20. yédvpav movtiada wpd KopivOov teLxéwyv : cf. Nem. 6.39-41 wévrov 7e
yépup’ arxdpavtos év dupikTidvay | Tavpopdvwe Tpietnpid Kpeovridav | Tipnace
Ioceddwiov dv Téuevos. The Isthmian sanctuary of Poseidon was located on the
southern side of the Isthmos, near the Saronic coast: see Map 3. For a detailed

description of the site, see Broneer (1971).
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yédvpav movridda : ‘the sea bridge’, i.e. the Isthmos, a narrow strip of land (6
km wide), which connects the Peloponnese to the rest of mainland Greece.

mpo KopivOov Tetxéwv : ‘in front of the walls of Corinth’, i.e. from the
perspective of someone who is in Thebes or approaches the Isthmos from the east.
Similarly, OI. 9.86 dAAa. 8¢ 60’ év Kopilvfov midass (i.e. at the Isthmian sanctuary)
éyévovt’ émeita ydppar (an ode to a victor from Opous), Bacch. 1.13-14 & [Téomos
Mrapds |vaoov fedduartor modac (i.e. Corinth, in an ode to a victor from Ceos). For the
speaker’s perspective from inside the Peloponnese, cf. O/ 13.5 (an ode for a victor
from Corinth) yvdyoopar | Trav 8ABlav Képwhov, ToOuiov | mpdbupov Ilocedavos, a
passage on which Boeckh (1821) 212 observes: ‘Corinthum dici mpdfvpov Iloceddvos,
quia in Isthmo sit Peloponnesi ad introitum non concoquo: uidetur potius ideo
mpéBuvpov Ilocedavos uocari, quod ex Olympia adeuntibus, unde haec pompa ducitur,
ante Isthmum Neptuno sacrum posita est’.

It seems a bit odd that Pindar refers to the Isthmian sanctuary of Poseidon as
being located ‘in front of the walls of Corinth’ which in fact lies about 9 km to the
west.” There are two possibilities to reckon with. (a) Although normally 7pé is used
with gen. of the city to suggest proximity within eyesight (e.g., II. 15.351, Ol 13.56),
the basic function of the preposition is to locate object X in relation to object Y,
regardless of the actual distance between them. If the ode was indeed composed some
time after the Persian invasion, a reference to the walls of Corinth would neatly square
with our evidence for the hectic post-war fortification activity in the city; the only
walled part of Corinth prior to the invasion seems to have been only its citadel, the
Acrocorinth. For archeological evidence, see Carpenter (1936) 1-83. (b) In 1957 the
Chicago University expedition (Broneer (1966) 346-62, Broneer (1968) 25-35) at the

7 A similar question troubled Farnell in connection with O 9.86 cited above. He suggested that év
Kopivfov midaus refers to the minor local games of the Hellotia which were held closer to the city.
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Isthmos uncovered a long stretch of Mycenaean wall several hundred meters south and
west of the temple of Poseidon. The original purpose of the wall was most likely to
block the passage against the invaders from the north, and it seems possible that parts
of it were refurbished during the hasty attempts of the Peloponnesians to fortify the
Isthmos against the Persians. Although we do not know the state of the wall’s
preservation in Pindar’s time, his audience may have been aware of the fact that the
Isthmian temple of Poseidon was literally located in front of an old fortification wall.

21. There seem no other passage in Pindar and Bacchylides where the presiding
god of the games confers the song on the victor or on his family by himself, without
the mediation of the poet or the Muses.

22-3.ék Aexéwv avdyer ... | ... &v bmvw yap méoev : since the verb dvdyw
does not mean simply ‘to rouse from sleep’ but ‘to bring back to life’ (LSJ s.v. 1. 4,
citing this passage), éx Aexéwv may at first be taken as a reference to a funeral bier
(LSJ s.v. 2), an impression corrected only when we reach év dmvw. Even so, the
funereal image suggested in 22 is not dispelled altogether since the Greeks viewed
death and sleep as closely related concepts (cf. Hes. Th. 212, 756-66, Hom. /. 14.231,
16.454-7, 671-83). For death described as sleep, cf. Hes. Th. 116 fvijorxov 8’ bl Smvew
dedunuévor with West’s note. For the expression év dmvw ... méoev, cf. Soph. Ph. 825-6
(of an oblivious slumber following a paroxysm) dAA’ édowuev, pidot, €éknAov adTdv (i.e.
Philoktetes), ws av els Umvov méoy, Aesch. Eum. 67-9 kal viv dAovoas Tdode Tas
wapyovs (1.e. Erinyes) opdis: | Umvwe megodoar 8 al karamtvoTol képat, | ypaiat
malaial Taides.

23. xpdTa Adpme : ‘shines with her body”’ (acc. of respect). The pdua of the
Kleonymidai assumes flesh and blood. Now that she is awake, her body is glowing
with beauty and youth. For the words of radiance used in reference to the look of a

young and healthy body, cf. Hom. /I. 6.27 paidiua yvia (= 1I. 19.385, Hes. Th. 492),
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Od. 11.128 ave. paidiuw dpw, Bacch. 17.14-16 dmo yap dyda-| dv Adume yviwv gélas |
dre mupds, Pi. O 1.27 paiduywov dpov, Thuc. 6.54. 2 dpa HAwcias Aapmpod. See also
Theoc. 2.78 omifea 6€ oridBovra moAd mAéov 7 70, Zeldva to which Gow compares Od.
6.237 kdAdei kal ydpiow oriABwv and Charit. 1.1 7é1e 8¢ Xawpéas dmo Tadv yvuvasiwv
éBddilev oikade aTi\Bwv wamep daoTTp.

xp®7ta : according to Lehrs (1837) 193-4, ypws in its early use always means skin
not body. However, in most cases it is impossible to determine which of the two is
meant. Pindar uses the word three times: once unambiguously referring to the body
Pyth. 5.55 dofevet uév ypwi Baivwr (i.e. Philoctetes); once to skin fr. 43 (Snell-
Maehler) & 7éxvov, movriov Onpos metpaiov (i.e. the octopus) | ypwri udAiora véov |
mpocpépwy Tdoais modieaow ouider, and ambiguously here.

24. Awodopos Oantos ds GoTpois év @AAois : Venus is ‘at its maximum
twelve times brighter than Sirius, the brightest of the fixed stars, and more than six
times brighter than Jupiter and Mars, its nearest planetary rivals’ (West, Th. 381 n.). It
is tempting to suggest that, since the Morning Star is the third brightest object in the
sky after the sun and the moon, Pindar’s choice of this celestial body may have
something to do with the rank occupied by the Isthmian games in the hierarchy of
athletic festivals: cf. Negri (2004) 44-118. Other, less significant ‘stars’ (doTpocs év
daMous) are specified in the catalogue that follows.

Awodipos : ever since Schroeder’s endorsement of Bergk’s Aocgpdpos, the
reading has become the modern vulgate (adopted e.g. by Turyn, Bowra, Privitera,
Snell-Macehler, and Willcock). Snell does not record the fact that it is a reinterpretation
of the paradosis, and no recent commentator considers the issue worthy of discussion.
However, the very fact that the etymological dictionaries of Chantraine and Frisk cite
the line with Awo- (ignoring Bergk’s Aoo-) warrants some discussion. Bergk’s

argument is as follows: ‘Awogpdpos omnino ratione caret, debebat Aocpdpos dici: fuit
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enim opinor olim etiam 7o ados (adoos) i.e. lux in usu: idque ipsum vocabulum
servavit Boeotorum sermo, qui des (sive des) i.e. adpiov dicebant (vid. Hesych.),
quamquam iidem praeterea Qog usurpabant, quod descendit ab Aeolico vocabulo ada,
quo Sappho usa est: des enim est dos, quemadmodum Kvvéoapyes i.e. kvvos dpyos dici
solebat. Ex illo ados (dos) rite descendit Aoogpdpos ... quamquam poterat etiam
Acopdpog dici etc.’ None of this is linguistically compelling or even plausible. First of
all, an adverbial des ‘tomorrow’ (reflecting Proto-Greek *auhes < PIE endingless
locative *hyus-es; an Tdos ‘dawn’ would be impossible in any case) does not actually
imply a hypothetical neuter *dos in place of ordinary Doric (&wg/&wmc) in the first
place: cf. aiés ‘always’ beside aids (acc. ai®), on which see Chantraine s.v. aiev.” But
Awogpdpos raises no particular problem anyway. One should probably start from the
premise that the text of Pindar acquired by Hellenistic scholars had AQXPOPOX,
which may represent either dwo- or doo-pdpos. Yet the synizesis in the Pindaric form
strongly implies that it is merely a ‘de-lonicization’ of Homeric éwogpdpos (—-~ with
synizetic €wo-). In the Homeric form, for its part, monosyllabic €wo- is plausibly
explained as a last-minute Ionicization of an *ado-¢dpo-, where the first member in
turn reflects Proto-Greek *aus- < PIE * h,u(s-)s-, with a complete apophonic
reduction that can be paralleled in very archaic inherited compounds. But however this
last may be, the adaptation of the Homeric form by Pindar would have been carried
out by a straightforward analogical process like Ion. €w¢ : Hom. éwo- = Dor./Boe.
dwslbws : X.

&s : for the postponement, cf. OL 2.87 wayylwaooiat képares ds drpavra

yapvétwv, Pyth. 2.80 aBantiotos elut peddos as vmep €pros dAuas, Bacch. 13.82 év

¥ The Boiotian genitival adverb das [necessarily déc], though certainly a form of the same d-stem as
gave rise to Lesb. ada, is uninformative about des; and Kvvdoapyes is entirely irrelevant.
? Much of what is said in this note I owe to Professor Alan Nussbaum.
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mavresow [...] | mupaov s EA[aot ...] | paivawr, fr. 56* dpera yap émaweouéva
dévdpov s aééerad.

25-6. kav ... | & 7’ : ‘both ... and’, which is however ‘not a genuine combination
of particles, inspite of apperent exx.” (Slater s.v. E.2.g), i.e. Isth. 2.19, 2.23, 7.32-3.

a e = quippe quae (‘that very one who’): see Denniston 523.

yovvols Afavav : the reference is to the Greater Panathenaia, a festival which
took place quadrennially, every third year of each Olympiad, on the 28" of the Attic
month of H ek atombaion (July/August). The foundation of both Lesser and Greater
Panathenaia was traced back to times immemorial and associated with the figures of
Erichtonios and Theseus. The Greater Panathenaia seem to have been refurbished
some time in the mid-sixth century. The new games featured horse-racing, athletics,
and music. The festival was chrematitic, i.e. the victors were awarded valuable prizes.
Victors in equestrian and athletic disciplines received sets of amphorae filled with oil
from the sacred olives.'® These amphorae are characterized by a d istinctive s hape a
nd pattern o f d ecoration (cf. Nem. 10.34-6 év re)erais dis Afavaiwv viv dupal |
kopacav: yaia 8¢ kavleloq mupl kapmos élalas | éuolev Hpas Tov eddvopa aov év
dyyéowv | épreow mapmouilows)' and often bear the inscription TON AOENEOEN
ABAON. The earliest amphorae of this type are dated to roughly around 560 BC.
Their wide distribution throughout the Greek world (Greece proper, Sicily, Italy, and
Cyrene) suggests the prestige of the games.

yovvols : the derivation of the word is uncertain. Ancient scholarship offers two
etymologies: (a) 7émos yoviudrraros, ‘fertile land’ (X' D in Hom. /. 10.534), (b) dymAos
témos, ‘high ground’, related to ydvv (Orion, Efym. 38.6). Modern scholars are almost

unanimous in favoring the second (e.g. Frisk, Chantraine, LfgrE). This etymology is

' For the quantities of oil awarded to the victors in equestrian disciplines, see IG 122311, 51-70.
"' See Beazley (1951) ch. 8 and Boardman (1974) 167-77.
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supported by the topography of the city and the fact that Attica’s poor soil was a
byword in antiquity: cf. Thuc. 1.2. For a detailed description of hills and mountains of
the region, see Paus. 1.32 and Frazer (1897) 418-31.

dppa kapvéatoa vikdv is equivalent to kapiéaitoa 67 dpua évia (Dissen, Nem.
5.5 n.) or rather kapvéaioa é7i dpua vikd (Bury) because the actual words of the
proclamation introduced by 67« must have been in the present. However, the
construction of knpioow with acc. and inf. instead of 67 is unparalleled. Hence the
alternative interpretation of the paradosis in the scholia, i.e. vikav instead of vixav (X
Isth. 4.42a 7j7is pun kai 86éa év Abvais kal Zikvdve kata Tov Adpdorov dydva Ta
ToUTOU dppata knpvéaca Ty vikny évexelpioev). This involves two problems. First,
paua cannot be the agent whereby the victory is achieved; it can only be its immediate
outcome. Second, taking vikav as the object of dwacev is problematic because (a) it
creates a very unusual word order (kdv yovvois Afavav dppa kapdéaisa vikav | év 7’
Adpactelows aéfBois Zikvdvos dmacer) with the object breaking the coordination («dv
yovvois ABavav ... & 1" Adpactelos aéflois) and being placed so far ahead of the verb
on which it depends; (b) it would also leave rotdde 7dv 787" édvrwr AN’ doddv
without grammatical construction, presumably in loose apposition to pdua itself or to
the act of heralding.

One might suggest that the acc. and inf. dependant on kypioow is introduced
by analogy with a more flexible dveimov, which can be followed either by acc. and inf.
or by 67 + finite verb, or even by direct speech. The analogy may have been
facilitated by the fact that knpvkr-cognates are frequently used in conjunction or in
close proximity with this verb: cf. Pyth. 1.32 ITvf.ddos &’ év Spduwt kdpvé avéeimé vw,
Xen. An. 2.2.20 dveureiv éxélevae ovyny kmpidéavra 6T mpoayopevovaw ol dpyovTes, 6s
Qv Tov agévta Tov Svov els Ta. 6mAa umvioy ktA. (note that 67 follows dveureiv, not

kypvéavrta), Thuc. 4.105 kijpvypa 768€ dveimraw ... Tov ueév BovAduevov ... uévew.
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26. A8pacteiots aéBAots Zikvdvos : the local Pythian festival at Sikyon, the
venue of Chromios’ chariot victory at Nem. 9, where Pindar similarly credits the
foundation of the games to Adrastos (Nem. 9.9 dre [i.e. equestrian contests] @oifw
O7kev AdpacTos ém’ Aowmod peélpois). Ancient commentators (Nem. X 9. inscr., 20,
25a), however, attribute the foundation of the games to the tyrant of Sikyon,
Kleisthenes, and explain Pindar’s reference to Adrastos as an attempt to enhance the
prestige of the games using “poetic license’.'” This second tradition must have
something to do with the well-known story of the bride contest in Herodotus (6.126.3),
who mentions the athletic facilities constructed by Kleisthenes for competing suitors.
However, the association of Adrastos with Sikyon seems to have been a very old one
(cf. 1. 2.572 kai Zucvan’ (i.e. évéuovro), 60° dp’ Adpnoros mpdr’ éuPacilever), and it is
highly unlikely that Pindar would have attributed the foundation of the games to him
without at least some basis in the existing tradition. The very fact that Pindar refers to
Adrastos as the founder of the games in both a Theban and a Sicilian ode seems to
suggest that this aetiology was widely familiar in the fifth century. As plausibly
argued by Robertson (1991) 28, ‘if Cleisthenes did no more than to rename and
refurbish an older festival of Apollo, the mythical origin asserted by Pindar was no
doubt traditional at Sicyon’. One might further suggest that, if the story of
Kleisthenes’ animosity toward Adrastos has any basis in fact (Hdt. 5.67), the tyrant
was probably trying to recast the old Sikyonian festival, presenting himself as the
founder. In that case, Pindar’s reference to Adrastos as the founder of the games may
reflect the rehabilitation of the hero at the end of the sixth century after the demise of

the Orthagorid ruling family: cf. Griffin (1982) 53. For a more speculative attempt to

12 ~ ~ > P
Nem. 2 9.20 dvar[@nm yap TT‘}V T ITvflwy 0éow év Zikvim ASpdGTcp, 7TOL7)TLK7‘)V dywv ddewav,
Klewobévous adra 8La9€v7‘og, kaba SESﬁAwTQL (i.e. Nem. 9. inscr.) &’ ody e’vﬁofdrepov o’mogoﬁvg'] ToV &'yd)va.
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consider Pindar’s attribution of the games to Adrastos in the context of fifth century
politics, see Hubbard (1992) 81-6, convincingly refuted by Braswell, Nem. 9.9 n.

Ad paoteiots : for ‘Attic’ correption (whereby a syllable containing a short
vowel is treated as ‘light’ for metrical purposes when the vowel is followed by muta
cum liquida), see Braswell, Nem. 9.9 n and literature there.

27.7101d8€ TV 167’ é6vTwy $HAA’ doidav : for a long time Simonides was
credited with the invention of the epinician genre."> The idea still occasionally crops
up in modern literature (e.g., Kurke (1991) 59, 258 n. 5, Robbins (1997) 224). Recent
scholars (e.g., Thomas (2007) 144-7), however, have been more willing to accept an
earlier date. Although it is impossible to say with any amount of certainty when the
first songs in honor of victorious athletes were composed, we can now push the date a
bit further back thanks to Barron (1984) 20-1, who has convincingly demonstrated that
some of the fragments of Ibycus seem to have a strong epinician coloring. Barron is
rightly skeptical about the idea that earlier athletes would have been content with the
simple 77jveAda kaAAlvike chant. Although the fact that Pindar himself traces the
origins of the genre back to the heroic age (Ol 10.76-8, Nem. 8.51-3) cannot be taken
as historical evidence, it seems unlikely, as noted by Barron, that he could have
insisted on the antiquity of the genre had he and his audience known that it was
invented only a generation or two ago. Just how far back the tradition of epinician
poetry extends we have no means of knowing. However, it must be noticed that the
opening priamel of Tyrt. 12 W (007’ dv wymoaiuny ovr’ év Adywe dvdpa Tilflelny | ovte
m0dDV dpeTiis oUTe malawooivvys, | 008 el Kvkddmwv pev éyor uéyebds te Biny te, |
vicdim 8€ Béwv Bpmikiov Bopény) seems to suggest, if not require, the existence of

poetry praising athletic prowess as early as the seventh century.

" This assumption is based on no evidence whatsoever and seems to have its origin in the scholiastic
tendency to conceive of Simonides as a mpdTos evperis figure.
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25-9. The catalogue of minor festivals ends with a reference to the great games of
the periodos."* Formally speaking, the catalogue is developed on the principle of
‘rising’ elements (i.e. Behagel’s law). According to this principle, ‘groups of three or
more units are marked by an effect of climax’ (Race (1990) 9). It is important to note,
however, that the last and the longest element of the catalogue in this passage (28-9
000€ mavayvpiwy Evvav dmeiyov | kaumiov dlppov, [aveAddvesor 8 éptlduevor damdva
xaipov irmrwv) is admittedly anticlimactic with regard to its content. In effect, it
suggests that the Kleonymidai were unable to obtain a victory in the Panhellenic
games. Nevertheless, as behoves an encomiast, Pindar tries to turn this fact to the
advantage of the family, underlining their ability to enter chariots in the most
prestigious festivals. Although elsewhere Pindar normally focuses on the ignominy
which haunts the defeated athlete (Pyth. 8.84-7, OI. 8.67-8), in this particular case the
failure of the Kleonymidai is presented as a significant achievement.'> However, a
failure is a failure, and it would be disingenuous on the part of the poet, if not simply
impossible, to disguise it as a victory. Hence, the catalogue is followed by a series of
gnomic reflections on success and failure illustrated by the story of Aias’ suicide.

29. kapmddov 8igpov : lit. ‘curved chariot-board’, i.e. synecdoche for ‘chariot’.
The dippog was in effect the main body of the vehicle where the rider(s) stood: cf. Pol.
Onom. 1.141 émBeBrikact 8¢ Tob dppartelov dippov fvioyos kal mapaPdarys. The epithet
is conventional and refers to the curved shape of the front and side rails attached to the
dippoc: cf. Hom. 11. 5.231 kapmiddov dppa, 6.39 dyrxvlov dppa. On ancient Greek
chariots, see Crouwel (1992).

ITaveAAdveoo: épiopevol Samava xalpov immwy : usually understood as

‘competing with all the Greeks they enjoyed spending money on horses’ (e.g., Slater,

' On the structure of epinician victory catalogues, see Gerber (2002) 71-8.
15 For similar discreet allusions to a missed victory, cf. Nem. 6.61-3, Nem. 11.24-32, Bacch. 4.11-18,
11.24-36.
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Thummer, Privitera, Race). Isth. 6.10 damdva e yapels gives a slight edge to this
interpretation. However, there seems to be no serious objection to taking yaipw closely
with épu{duevoy, i.e. ‘they enjoyed competing with all the Greeks in spending money
on horses’ (e.g., 2, Boeckh, Dissen, Donaldson).

ITaveAlddveoo : the word first appears in 71. 2.530 éyyein & éxéxaaro
IHawélnvas kal Ayaiots, which if genuine seems to distinguish between the
Panhellenes (the northern Greeks) and the Achaians.'® In its wider sense (i.e. ‘the
Greeks’) the word is first attested in Hes. Op. 528, fr. 130 and Archil. 102 W.

Samave ... Immwyv : possession and maintenace of horses was a financial burden
that few citizens could comfortably sustain. Although most evidence concerning the
monetary value of horses comes from Athens, we cannot be too far off the mark in
assuming a similar price range for Thebes. Literary sources tell us that the price of a
fine cavalry horse could be as high as 1200 dr. (Ar. Nub. 20, Lys. 8.10) or in some
cases even higher (Xen. Anab. 7.8.6, 50 darics = 1250 dr.). These figures are largely
confirmed by the evidence of the cavalry archive discovered in 1971 in the Agora: cf.
Kroll (1977)." The total expenses, however, must have been exorbitant when we
consider additional costs associated with forage, gear, maintenance of stables, staff,
and most importantly access to, if not actual ownership, of grazing land outside city
walls.'®

30-43. The myth is introduced by means of gnomic progression, where ‘every
sentiment is related to the one after it and the one before, so that the reader proceeds as
it were on a series of mental stepping stones’ (Slater (1979) 66): (1) ‘if you don’t

compete, you will be unknown’; (2) ‘but even if you do, the outcome is uncertain’; (3)

' For a synopsis of scholarly views on this line, see Mitchell (2007) 67 n. 32.

' In comparison, the average house value was somewhere between 1000 and 2000 dr.: ¢f. Hurschmann
(2002).

'8 All the evidence and up-to-date bibliography on this subject is conveniently assembled by Scott
(2005) 513-21.
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‘fortune gives good and bad things’; (4) ‘even a stronger man is sometimes beaten by
the cunning of a weaker opponent’; (5) ‘you know what happened to Ajax’. The
vicissitude foil, item (3), is a pivot which looks back to the failure of the Kleonymidai
to score a victory in the Panhellenic games (see Isth. 4.25-9 n. above) and forward to
the story of Aias’ failure in the contest for the arms of Achilles and subsequent
suicide. In a similar way, Pindar uses a pivotal gnome in order to move out of the
mythical narrative and return to the immediate occasion of the ode (Isth. 4.37-43): (1)
‘Homer has set the reputation of Aias straight’; (2) ‘poetic praise guarantees
immortality’; (3) ‘may I do the same thing for Melissos’. In this series, item (2) both
looks back to what Homer has accomplished for Aias and anticipates what Pindar
wishes to accomplish for his honorand, Melissos.

30-6. Kohnken (1971) 94-114 has argued that lines 31-2 (éo7w 8 dgpdvera Toxas
kal papvauévav, | mplv 7édos drpov ikéofar) and the myth of Aias refer to the loss of
Melissos’ four kinsmen mentioned earlier in lines 16-17 (dAX” auépa yap év pid |
Tpayela vigpas moAéuoto Tecadpwy | avdpav épiuwaey pdraipav éoriav), and that the
failure of the Kleonymidai in the Panhellenic games was largely due to this loss (28-9
000€ mavayvpiwy Evvav dmeiyov | kaumilov dlppov, [aveAddvesor 8 épilduevor Samdva
xaipov irrwv). Kohnken’s basic assumption is that the contrast between the battle (16-
17) and the recent athletic victory of Melissos (18 viv 8’ ad) suggest that the two
events are somehow related, i.e. the family’s temporary lack of success in the games
can be explained by a sudden loss of four potential competitors. Kéhnken proceeds to
interpret lines 31-2 (éorw 8 dgpdvea TUxas kal papvauévwy, | mpiv Télos drpov
{kéoflar) in accordance with this theory: (a) rdya is not neutral (‘fortune’), but equals
evtvyla; (b) paprapévwr is a specific reference to warriors rather than athletes; (c) wplv
1é)os drpov ikéofar has no agonistic associations; (d) mpiv + {kéoflar means ‘before

they could reach’, instead of ‘until they reach’. The result is as follows: ‘the good
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fortune of the warriors sometimes disappears before they can reach the highest goal’.
The gnome, according to Kéhnken, looks backwards to the Kleonymidai, whose
ascent to Panhellenic glory was temporarily halted by the loss of their relatives, and
forward to Aias, who committed suicide before he could gain the universal acclaim as
the best warrior.

Ko6hnken’s basic assumption is not compelling." First, there is no reason to
suppose that the dark foil must have anything to do with Melissos’ present victory; the
contrast is simply between adverse fortune in the past and favorable fortune in the
present. Second, participants in equestrian events did not normally compete in person.
Therefore, if these losses did not affect their financial standing, the chances of the
family to win in the chariot race were as a good as ever. Third, Kéhnken’s
interpretation of lines 31-2 does not stand up to scrutiny: (a) taking rdyas as ‘good
fortune’ will contradict line 33 7&v 7€ yap xai Tov 8idoi, i.e. ‘she distributes both good
and bad things’; (b) although the primary sense of udpvacfa. is military, it is not
unusual for the verb to be used in a more general sense ‘to strive’ (Ol 5.15-16 alet &’
aug’ aperaiol wévos damdva Te wdpvartal wpos epyov | kwdlvw kexalvuuévov, Nem.
1.25 xpn & év edbfelais 660is orelyovra pdpvactar pud, Nem. 10.85 kacvyviitov mépt
udpvacat, Isth. 5.54-56 papvaclw 6€ Tis épdwv | dueg’ aéblowow yeveav Kleovikou |
érxpalbav); (¢) Kohnken seems to completely ignore the adverb «at (‘even’) which
underscores the connection between dreipdrwv and papvapévwr (i.e. = meipdvrwv; cf.
2 Isth. 4.52b kai avrois Tois dywvilouévois 6 6nmoTe dydviona, apavés éori); see Radt
(1974) 119 n. 1; (d) Koéhnken’s argument that 7piv + inf. following the affirmative
main clause éorw 8’ dpdvea TUyas can only mean ‘before” and not ‘until’ is not
watertight because the main clause éo7w 8’ dpdveia is virtually negative (Hummel §

423) and therefore is capable of taking mpiv + inf. instead of the more regular 7piv + dv

' For a still harsher verdict see Radt (1974) 116: ‘[d]ie Interpretation von I. 4 ist geradezu absurd’.
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+ subj. in the sense ‘until’; see K-G ii 458; Smyth, § 2455-56; (e) the phrase 7élos
dxpov probably means ‘end of the racecourse’ (see Privitera (1982) 178, Barrett (2007)
75-6) not ‘praemium summum’ (Dissen): cf. Pyth. 9.118 woti ypauud pev avrav (1.e.
his daughter, Barke)| ordoe kooprjoais, Tédos éuper drpov, not ‘he set her by the finish
line to be the highest prize’, but ‘he set her by the mark to serve as a finishing-post’.

30. 1&v ametpdTwy : ‘those who do not enter the contests’ (X Isth. 4.47b réwv
yap pun kabevTwy avTods €ls dudllar kal mepwuévwr aydvos); cf. Ol 2.57 mewpdpevor
aywvias, Nem. 11.23 é&v I[Tvfove mewpdofar kai OAvumia aé0Awv. Submitting to the test
of the games is the only way to prove one’s athletic prowess. For examples of the
melpa motif in Pindar and other Greek authors, see Pfeiffer (1999) 382-3.

dyvwTtot ctwmal is a proleptic expression, i.e. ‘silence that causes smb./smth. to
be unknown’. Cf. Nem. 7.61 oxorewov ... dyov, ‘blame that brings obscurity’, //.
7.479 xAwpov 6éos, ‘fear that makes one pale’; see further Lobeck (1835) 72-6;
Schwyzer ii 181 n. 5.

32. 1éAos dkpov ikéobar : cf. Tyrt. 12.43-4 radrys viv 7is dvnp dperis els drpov
ik€oblar | mewpacbw, Sim. 579.7 ikn 7° és axpov avdpelas. All of these passages are
reminiscent of and perhaps modeled on Hes. Op. 290-2 paxpos € kai 6pBios oiuos és
adty | kal Tpnxvs T0 TpdToV: €mmy 8 €ls drpov lknTat, | pnudin 61) émeiTa méle,
xaAem) wep éoloa.

33. 81807 : for the thematic present of 85w, see Schwyzer 1 687-8.

34-5. kai kpéagoov’ avdpdv xetpovwv | Eodale Téxva kaTapdpdaio’ : a
general statement developing the sentiment of the preceding gnome. However, as we
move on to the first mythic exemplum, the suicide of Aias, a more specific meaning is
retrospectively activated: although his name is not explicitly mentioned, the weaker

opponent relying on réyva is clearly Odysseus. According to Kéhnken (1971) 109 n.
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94 the passage may also allude to the wrestling bout between the two heroes in //.
23.708-34.

35.é0dale ... kaTapdpiaio’ : opdw is a wrestling term (Z/. 23.719, Theoc.
24.112), and so is also karapdpmrw, although not mentioned by Poliakoff (1982): cf.
Nem. 3.35 kal movriav Oérw rkatéuapipev (of Peleus’ ‘wrestling match’ with Thetis).

35-6. The figure of Aias is familiar from a number of literary and iconographic
sources. In the Iliad, Aias is the son of Telamon.”® He came to Troy from Salamis with
twelve ships (/1. 2.557) and was stationed at the eastern flank of the Greek camp (cf.
1l. 8.222-6, 11.5-9). Equipped with an enormous shield, Aias proves to be particularly
effective as a defensive warrior, at one point single-handedly resisting the Trojan
attack on the Greek camp (/I. 15.415ff.). Accordingly, he is honored with the title
épros Ayawdv (1. 3.229, 6.5, 7.211) and is described as being second to none but
Achilles (/1. 2.768, 17.279, Od. 11.469). In Pindar, Aias is particularly prominent in
his odes for the Aiginetans (i.e. Nem. 4, Nem.7, Nem. 8, Isth. 5, Isth. 6). By the
beginning of the fifth century BC, the islanders had successfully appropriated the
Homeric hero as a member of the Aiakid family by turning his father Telamon, who
conveniently happened to have no patronymic in the epic tradition, into the son of
Aiakos and brother of Peleus.”!

The contest for the arms of Achilles and Aias’ consequent suicide are first

mentioned in Od. 11.543-60, a passage which describes Odysseus’ encounter with the

ghost of Aias in the underworld.” The account of Odysseus is sparing with regard to

20 By Periboia, according to Apol. 3.12.7, X Hom. II. 2.14, Paus. 1.42.4, Xen. Cyn. 1.9; by Eriboia,
according to Pind. Isth. 6.45, Soph. Ai. 569, Diod. 4.72, X' Lycophr. 454.

2! For the stemma, see Appendix A (b). For political underpinnings of the Aeginetan interest in
Telamon and Aias, see Burnett (2005) 23 n. 52. The terminus ante quem is provided by the pedimental
statues of the new Aphaia temple constructed in 490s, shortly before the Persian Wars.

2 While the contest for the arms of Achilles is not mentioned in the /liad, it is tempting to assume that
the stalemated wrestling match between Aias and Odysseus at /1. 23.700-37 foreshadows their future
conflict.
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the circumstances of the adjudication. All we learn is that the winner in the contest
was determined by the Trojans and the goddess Athene (547 waides 6¢é Tpdrwv dikacav
ral ITaddas A6dvm), and that Aias’ death was a direct consequence of the contest (548-
9 s 87 wn Spelov vikay Towdd’ ém’ défAw | Tolpy yap kepay évex’ adTOV yaia
ratéayev). The scholion on Od. 11.547 identifies ‘the children of the Trojans’ as the
prisoners of war, who served as a jury at Agamemnon’s behest and implies that this
version of the adjudication appeared in the Aethiopis of Arktinos.> Some scholars
(e.g., Jebb (1893) xiv-xvi) have assumed that the Odyssey and the Aethiopis must
represent a distinct strand of tradition, according to which Aias’ suicide was motivated
only by his ‘resentment at the award—not that feeling combined with a sense of
disgrace incurred by his’ (Jebb (1896) xiv) madness and slaughter of the herds, as is
the case in the Little Iliad of Lesches and in Sophocles (see below). However, the
scholion does provide any information about the role played in the adjudication by the
goddess. Although we can easily imagine Athene as presiding over the jury of the
Trojan captives or somehow interfering with their decision, we cannot rule out the
possibility that the scenario implied by Od. 11.547 is close to that of the Little Iliad.
There, as opposed to the Aethiopis, the winner was determined by two Trojan girls,
whose conversation was overheard by the Greek spies (X' Ar. Eqg. 1056a = Bernabé,
llias Parva, fr. 2.). One girl argued that Aias is a better warrior than Odysseus because
he retrieved the corpse of Achilles from the battlefield. The other, at the instigation of
Athene (mjv &’ érépav dvrevmeiv AOmvds mpovola), gave the palm to Odysseus on the

grounds that he secured the retrieval of the corpse, fighting off the attacking Trojans.**

3 The line is athetized by Aristarchus on the grounds that it contains material from the Cycle. So far as
we know, only two cyclic poems described the contest for the arms of Achilles: the Aethiopis and the
Little Iliad. Since the adjudication in the Little Iliad did not involve Trojan captives (see below), the
only plausible candidate is the Aethiopis.

* The Alexandrian scholars seem to have considered the possible connection between Od. 11.547 and
the version of the Little lliad. 2~ (H) Od. 11.547 identifies the Trojans who decided the issue with those
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Recently, it has been suggested that the variants of the adjudication which appeared in
the cyclic poems are based on no independent tradition but are simply later attempts to
interpret Od. 11.547.% Following the same logic, one might suggest that Aias’
madness and his attack on the cattle are also later additions arising from the feeling
that a mere loss in the contest is not sufficient a hero like Aias to commit suicide.

The relation of Od. 11.543-60 to the two cyclic versions, however, is further
complicated by two factors: (a) in Od. 11.545 Odysseus seems to make a point of
saying that he won the contest duxalduevos, i.e. ‘pleading his claim’, which implies
that the contestants were not passively awaiting the decision of the jury but presented
their claims in public, as seems to have been the case in Aeschylus’ Hoplon Krisis (ft.
175 Radt). (b) Od. 11.547 was suspected by Aristarchus to be an interpolation.”® If Od.
11.547 is genuine, we have to consider two possibilities: (1) Odysseus and Aias were
pleading their claims in front of the jury of the Trojans or possibly in front of the
Greek army/chiefs who, unable to determine the matter by themselves, deferred the
decision to their Trojan captives. In that case, the role played by Athene remains
unclear, although again the assumption that the goddess could influence the decision
of jury indirectly is an easy solution; (2) Odysseus and Aias were pleading their claims
in front of the Greek army/chiefs who were unable to determine the matter and sent
the spies to the walls of Troy to find out the opinion of the besieged Trojans.

However, if Aristarchus is right to condemn Od. 11.547 as an interpolation, either (1)

killed by Odysseus while defending Aias’ retreat with the body of Achilles (ol povevfévres vmo
Vdvocéws dre Alas 16 mrdpa AyiAéws éBdotalev).

> Cf. Davies (2001) 62: ‘Some poets (perhaps including the author of the Aethiopis) interpreted this
paradoxical statement [i.e. Od. 11.547] to mean that the opinion of Trojan captives was sought ... But
the version adopted by the poet of the Little Iliad ingeniously (and also perversely) placed a more literal
interpretation on ‘children’ by having the two Trojan girls (with their implausible knowledge of and
interest in military matters) decide the issue’.

* X (H) Od. 11.547 éferei Apiotapyos. 1) 8¢ {aropla éx Todv kukAikdv. As sugested by van der Valk
(1949) 237-8, Aristarchus’ decision here and in a few other places seems to be motivated by the
assumption that, since the Cyclic poets were later than Homer, all passages that showed affinity to the
stories of the Cycle had to be athetized. The principle is clearly flawed as it ignores the possibility that
both Homer and the Cyclic poets could be drawing on a common source.
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or (2) could be still implied, or else the contestants were pleading their claims in front
of the jury of the Greek army/chiefs, who decided the matter by themselves, as is the
case in Pindar (Nem. 8.21-32), Sophocles (A4i. 442-9, 1134-5, 1241-2), and some vase-
paintings (LIMC s.v. Aias). According to Davies (2001) 57, ‘[t]his seems the simplest
solution and may, therefore, be the oldest version’ of the adjudication.

The most detailed treatment of the myth found in Sophocles’ dias echoes some
of the details found in the Little Iliad: (a) Aias’ madness and his attack on the herds
and (b) the issue of burial after the suicide. The parallels, however, require
qualification. First, whereas the madness in Sophocles is visited upon Aias by Athena,
its origin in the Little Iliad is unclear. Second, in the Little Iliad Aias’ body is denied
cremation and is buried in a coffin on the orders of Agamemnon. In Sophocles, on the
other hand, the Atreidai at first deny burial to Aias altogether, but the problem is
eventually resolved through the intervention of Odysseus.

Considering Pindar’s treatment of the myth against the background of this
nexus of traditions, it is important to note that madness, slaughter of the cattle, and the
problem of burial are all issues which Pindar resolutely refuses to mention. For him
Aias is simply a paradigm of a noble martyr who falls victim to the blindness of the
crowd. It seems unnecessary to assume that Pindar’s silence demonstrates his
ignorance of the tradition of Aias’ madness, nor can we claim that it amounts to a
polemic against it; we know that Pindar can be more vocal in expressing disagreement
when he wants to do so. He may have wished to avoid the details which cast an
unfavorable light on Aias either out of difference for his Aiginetan audience or simply
because these details are irrelevant for his rhetorical purposes.

35a-36a.iore pav | ... | ... poudav Exes : this may be construed in two ways:
(a) ‘surely you know the valor of Aias, which he pierced bloody on his sword late at

night, and thereby casts blame on the sons of the Greeks who went to Troy’; (b)
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‘surely you know the valor of Aias, which he pierced bloody on his sword late at night
and holds it out as a reproach to the sons of the Greeks who went to Troy’. In other
words, the relative pronoun can be taken as the object of the particple alone or of both
the particple and the verb, in which case pougpdr becomes predicative. The latter,
though clearly more picturesque, seems less attractive because the phrase
wougpnv/ wéuw éyew is always used as a single unit, i.e. ‘to blame’ not ‘to have smth.
as a blame’ (see examples in Isth. 4.36a-36b n.). Furthermore, the construction where
the relative pronoun goes with the participle and not with the main verb is familiar in
Pindar: Nem. 4.66-8 €idev [i.e. Peleus] &’ evkvrdov édpav, | Tds odpavod Bacidijes
movTov T’ épelduevor | bdpa kal kpdTos éEépavay éyyeves adTd.

35a-35b.{ore pdv | Alavros aAkdv, doiviov Tav k7A. : at first dAxa is
understood as a warrior trait, but the relative clause invests the word with
physical/corporeal conntotations which it does not have elsewhere. If we punctuate
after polviov, the element of surprise is lost.

35b-36a. 6¢iq | év vvkri : ‘in the later part of night’, i.e. at daybreak. The
scholiast observes that this detail of the myth comes from the Aithiopis (Bernabgé, fr. 5)
(2 Isth. 4.58b 6 yap v Aibomida ypdpwv mept Tov 8pbpov gnat Tov Alavra éavrov
aveleiv). By contrast, in Sophocles Aias’ suicide takes place in broad daylight, after
his assault on the herds the night before. The question is why Pindar chose to highlight
this particular detail. Thummer compares Ol 1.71-3 éyyds {8’} éANwv moAids ads olos
év oppva | amvev Bapdrrumov | Edrplawav, Ol 6.58-61 Alped péoow rkatafals
éxdleaoe Iocedav’ edpvBiav | ... | ... | vurros dmaifpios, and Isth. 7.5 xpvod
pecovikTiov | velpovta defapéva (i.e. Alkmene) rov pépratov fecv, arguing that it is
characteristic of Pindar to surround great events with a veil of mystery (cf. also Gerber
Ol 1.71 n.: ‘night is often the time when matters of great importance take place, for

example Ajax commits suicide isia | év vurr(’). This is both too general and not
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completely accurate. After all, what is so mysterious about Aias’ suicide? Each case
must be judged on its own terms. In the first two instances, as pointed out by
Verdenius (OL 1.71 n.), the night provides an ideal setting for a personal encounter
with god by enhancing the atmosphere of solitude and isolation. Isth. 7.5, however, is
different; although wecovixriov underscores the intimate nature of the encounter
between Zeus and Alkmene, it also provides a contrast with the radiance of the golden
snow shower (cf. Ol 1.1-2). Solitude may well be one of the reasons why Pindar
mentions that Aias committed suicide just before dawn; as we know, an epic hero
would normally withdraw from the company of others when his honor is
compromised. However, it must be also noted that night is traditionally an ideal time
for an act of violence: e.g., fr. 169a. 19 v]y k © { Blas 666v (of Herakles bursting into
the house of Diomedes). Compare also the intention of Sophocles’ Aias to murder the
Greek leaders dxpas vurtds (285), ‘the best time for a sudden attack’ (Stanford, ad
loc.).

36a. rapwv mepl @ daoydvw : note the graphically vivid 7epl, which describes
the condition of Aias’ body after it was transfixed by the sword. Cf. Nem. 8.23 keivos
[i.e. pOdvos] kai Tedauwvos ddev vidv, pacydvwe dupikvlioas (either ‘rolling him on
his sword, so that the body was enveloping it’ or ‘so that the sword was sticking out
on both sides’), Soph. 4i. 825-8 mpdros s pue Basrdon | memTdTA TALSE TEPL
veoppavtwe Elper. For similarly graphic depictions of Aias’ suicide on vases, see
figures 2, 3, 4.

36a-36b. poud av Exet | maideooww EAAdvwy : the scholia give two
alternatives: (a) ‘he blames the Greeks’ (X' Isth. 4.58¢ lo1e Alavra, 6s uéyas wv éveidos
Tois EA\nou mepiemoinoe Ty karokpiolav adTdv pavepav moujoas, émel mpooexaploavTo
71 Afnvd), and (b) ‘he incurs the blame of the Greeks’ (X Isth. 4.58f v év dila mept

T €avtob Elpel Sratepwy kal diagpleipas odr SAlyny uéuhw éyel év Tois EAMpvwv mawat
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Tois év Tpola StaPeBnrdow). The first is the majority view and garners strong support
from Aesch. Prom. 445 péupw o7’ avlpirmors éxwv, Soph. Ai. 180 7 xadkolwpaé aol
7w’ Evvdos | popgpav éywv, Eur. Or. 1069 & uév mpdrd pougpny éxw, Phoen. 773
daTe pou poupas Exew, Ar. Pax 664 Axovcal’, Sueis, dv évexa woupnv éyer. The
second is espoused by Mezger (1880), Fraccaroli (1894), Wilamowitz (1922) 338, and
considered a feasible alternative by Race (1990). Although in principle éyew pougpav
can interpreted as passive (cf. Eur. Heracl. 974 o) dp’ é€ets péuipw, el dpdoes
768¢, Soph. Ant. 1312 dis aitiov ye Tdvde karelvwv éxywr), the claim that it ‘kann allein
den Sinn haben, puéupovrar adrd of EAAgres’ (Wilamowitz (1922) 338 n. 3) is not
supported by a single example where the dative is equivalent to 7pds + gen. Bergk’s
woupav €’ év | maidecow ex X (adopted by Mezger and Christ) is also implausible
since the passive meaning is manifestly inferior in the context. Why would the Greeks
blame Aias and for what? The only options are his suicide and the slaughter of the
cattle. Yet to suppose that Aias’ suicide could be considered blameworthy on moral
grounds involves an anachronism; such attitude to suicide is unknown before Plato (cf.
Phaed. 61 ¢, Leg. 9. 873 ¢); see Stanford (1979) 290. Nor can they blame him for his
attack on the cattle because Pindar does not mention the episode. The most natural
interpretation is that Aias blames the Greeks for awarding the prize to Odysseus.

36a. poud av €xeu : the present tense is possibly a nod to Od. 11.543-60, where
even in Hades Aias is still resentful about the outcome of the contest.

36b. maidecowv EAAdvwy : ‘the children of the Greeks’, i.e. ‘Greeks’, a poetic
periphrasis modeled on the epic formulae vies Ayaiav (e.g., II. 1.162) and xodpor
Ayawwv (11 1.473); see K-G 1 281. Cf. Aesch. Pers. 402 waides EAMvwv, Eur. Supp.
1213 wawot 8 Apyeiwv, Hdt. 1.27 of Avddw maides, 3.21 Abémwv maral, 5.49 Tdvwy
maidas. On the Semitic origins of the expression and its later extension to the field of

professional affiliations, see West (1997) 226.
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37-8.aAX* Opunpos 1ot reripakev 8 avlpdmwy, 6s adtod maocav

épOoars apetdv : although Aias lost in the contest for the arms of Achilles, in the
long run he has prevailed by receiving poetic immortality in the works of Homer. But
what are these works? Aias is prominent in the //iad as a staunch defender of the
Greek camp. He also appears once in the Odyssey but there is nothing in that episode
to justify rer{uarev. Scholars generally assume that there was a great mass of epic
material circulating in Pindar’s time under the name of Homer, and so we are not
necessarily restricted to the poet(s) of the I/iad and the Odyssey. Given that in Isth. 4
Pindar borrowed the detail of Aias’ suicide taking place just before dawn from the
Aethiopis of Arktinos (see Isth. 4.35b-36a n.), some scholars (e.g., Bergk (1878) 338,
Bury ad loc., Murray (1960) 298, Fitch (1924) 58-9) assumed that Ounpds in line 37
must refer to Arktinos as well. This interpretation, however, does not take full account
of the fact that Homer’s treatment of Aias stands in antithesis (aAXd) to the narrative
introduced by {oTe pndv in line 35. The contrast then is most likely between the
treatment of Aias in the Aethiopis and in Homer, the poet of the Iliad, who, unlike the
cyclic poets, has never given any occasion to doubt the greatness of Aias. For a full
discussion of this passage, see Nisetich (1989) 9-14.

The praise of Homer in Isth. 4 contrasts with the antipathy toward him in Nem.
7, where he is criticized for having exaggerated the ordeal of Odysseus. The difference
is best explained in terms of occasional pressures: Nem. 7 is addressed to the
Aeginetans, who must have resented any treatment that minimized the glory of Aias
and magnified that of his bitter rival, Odysseus; Isth. 4, on the other hand, is addressed
to the Thebans, for whom Homer’s treatment of Aias was not a problematic issue at
all. See further, Nisetich (1989) 15-23. For a similar fluctuation in Pindar’s attitude
toward poetic authority, compare his references to Archilochus Pyth. 2.54-6 (negative)

and in O/. 9.1-4 (positive).
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37. reripaxev : according to Chantraine (1927) and Wackernagel (1969), this is
the earliest attestation of the so called resultative perfect (see K-G i 148-9, Schwyzer ii
263-4). Homer has honored Aias in the //iad and the result of this act continues to be
felt in the present.

38. 6pOwaars : the participle picks up the combat sport imagery of line 35
(éopale): cf. Hom. 23.694-5 adrap peydabouos Emeos | xepot dafav dpbwoe (of a
boxer helping his knocked out opponent to his feet). For parallelism of the two verbs,
cf. Soph. EL. 415-6 moAAd 1ot auikpol Adyor | €opnlav 710n kal katwpbwoav BpoTovs
and Finglass’ note ad loc.

38-9. kata paBdov | ... deomeoiwy éméwy : the expression has not been
adequately explained. The most likely interpretation seems to be that of Dissen, who
translates ‘auctoritate epicorum carminum’, giving examples of pados as regalia of
office (cf. LSJ I 5 s.v.), which is more or less closely followed by Jebb (1907) 63: ‘by
the wand of his lays divine’. The preposition in this case denotes conformity.

Other possibilities seem less compelling. (a) kata paBdov = kara pawdiov (X
Isth. 4.63d), with kard denoting manner. The major problem is that there are no other
examples of pdfBdos used as a substitute for pagwdia. (b) kara pafdov = kara ariyov (X
Isth. 4.63d, cf. also X' Nem. 2.1d Mévaiyuos 6¢ (presumably the author of Sikyonika)
{oTopel Tovs pahwdovs oTiywdols kadetobal dia 76 Tods oTixous pdBdovs Aéyeabar vmré
Twwv), ‘declared according to the measure of epic verse’. However, the word is not
attested in this sense elsewhere. (¢) Wiist (1967), following Wilamowitz (1920) 339
n., argues that pafdos here is a deverbative of panrew, i.e. ‘stitch’ (cf. LSJ 110 s.v.),
and translates: ‘geméss der Naht gottlicher Worte’.

40. épmes : not ‘crawls’ but ‘moves’, as always the case in Homer: cf. Létoublon

(1985) 110-13.
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41-2. éni x06va kal 8ua wovTov Béfakev | épypdTwy dkTis kKaAdv
doBeoTos alel : enhanced by poetry the glory of great deeds knows neither temporal
nor spatial limits. Arguably the most famous and elaborate expression of this motif in
Greek poetry is Thgn. 237-54, where the poet claims to have given Kyrnos wings ¢dv
ols’ ém’amelpova mévTov | mwTHon, kaTa yHv mhoav detpduevos | pnidiws (237-8). The
closest parallel in epinician poetry is Bacch. 5.175-81 00 yap dAapméi vur[ros] |
macwpavys Aper[a] kpvplbeio” duavpo[dTar ...| | AN’ éumedov dx[audra] Bpovoa 66&a
| orpwpdrar kata yav [1e| | kal modbmAaykTov O]dAacoav], where the notions of
duration and geographic dissemination are similarly combined.

41. émi x06va kal 8ta wévTov : this type of polar expression (‘land and sea’) is
common from Homer onward: cf. Kemmer (1903) 160. For examples in Pindar, cf.
Pyth. 1.14, Nem. 1.63, Nem. 9.43, fr. 51a.

43-4. ketvov aat mvpoov Ypvwy | kai MeAioow : the metaphor of a ray of
poetry illuminating the great deeds modulates into the metaphor of a torch of songs, a
transformation which seems to be prompted by dofBeoros in the previous line. The
connection between poetry and torch imagery could be suggested by the torches
carried by the komasts celebrating the victory. This kind of synaesthetic connection
between light and the transfiguring power of song is common in Pindar, Bacchylides,
and elsewhere: cf. e.g. Pyth. 5.45 o€ &’ pilkopor pAéyovre Xdpires, Nem. 6.97-8 wapa
Koaoraliav 7€ Xaplrwv | éomépios opddwe pAéyev, Isth. 7.23 pAéyerar 8é lomAdroiat
Moloats, Bacch. frr. 22+4.80 7maidikol 8’ Juvor pAéyovrar, Ariphron’s hymn to Yyleia
(Képpel 34.8) pera oeio, pdraip’ Yylewa, | 7éfale kal Adumer Xapitwv ddpos. For
more examples, see Diggle (1994) 12.

ketvov : ‘that’, i.e. ‘the one I have just described’, refering back to lines 41-2.

43. aat mvpoodv Yuvwy finds a tautometric echo in Pyth. 4.3 adéns odpov Suvawr
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(---u--). For a metrical variant of the phrase, cf. fr. 354 (Snell-Macehler) avoiéar 7iov
vpvwv (U--uu--).

45. épvet : the use of vegetational metaphors for children is very common in
Greek poetry: cf. e.g. fAdornua, 8dAos, 8Los, piTov (LSJ s.vv.). See further Gow’s
discussion of Theoc. 7.44.

45-55. The statement of the epinician program modulates into a series of
observations about Melissos’ athletic prowess, which are then validated by a mythical
exemplum, the wrestling match of Herakles with the giant Antaios. Two details are
likely to arrest the reader’s attention here: (i) The simile comparing Melissos’ courage
(45 7éAna) with that of a lion and his skill (47 u#rw) with that of a fox leads to the
gnome justifying the use of all means necessary to destroy one’s enemy (48 rov
éxfpdv). The gnome is followed by the explanatory remark to the effect that, although
the victor is no Orion in terms of his physique and is ‘contemptible to look at’ (50
dvoTos wev idéabhar), he is a formidable opponent to face in combat. Many critics have
found this negative reference to Melissos’ physical appearance puzzling. How is it
possible to reconcile such an uncomplimentary remark with the overall encomiastic
intent of the ode? (ii) Far more striking, however, is the fact that Melissos’ mythical
analogue, Herakles, is said to be short in stature (53a woppav Bpayvs). This description
is patently at odds with the views widely current in antiquity: e.g., Apol. Bibl. 2.4.9
(six feet), Herodorus FGrH 31 F 19 = X Pind. Isth. 4.87a (seven feet), Hdt. 4.82 (a
huge footprint of Herakles by the river Dnestr), Gel. 1.1 (of Pythagoras’ calculations
reported by Plutarch) tanto fuisse Herculem corpore excelsiorem quam alios, quanto
Olympicum stadium ceteris pari numero factis anteiret. What is it then? a vestige of
some unknown tradition or rather Pindar’s own ad hoc attempt to meet the needs of a

particular encomiastic situation?
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(1) The animal similes expand on 7ayxpariov (44) by attributing to Melissos
the qualities most valued in a pankratiast: courage of a lion (offensive skills) and skills
of a fox (defensive skills). In a sense, the similes constitute a universalizing doublet
asserting that Melissos is a well-rounded fighter. They are capped by the gnome which
at first sight appears to be little more than the sum-total of the pankration (48 ypn ¢
mav épdovt’ duavpdoar Tov éxfpdv). However, the epode starts with the explanatory
remark (49 od yap «7A.) which leads the audience to rethink the purport of the gnome.
It is no longer simply a gloss on 7wayxpariov but rather a justification of Melissos’
recourse to defensive fox-like tactics. The gnome, therefore, functions as a pivot and
can be interpreted in two different ways, depending on whether it is taken with what
precedes or what follows. We are told that Melissos does not possess an impressive
stature, but that he is a first-class pankratiast all the same. Philostratus (Her. 14-5)
relates a very instructive anecdote about the Cilician pankratiast nicknamed A\r1p,
who, despite his small size, was a very gifted athlete: mepujy uev kai émoriuns (= Isth.
4.47 wirw), mepuijy 6€ kal Bupod (= Isth. 4.45 t6Ana). On consulting the hero
Protesilaos as to how he might win the competition, he received the following answer:
matoduevos (‘by being trampled on’). This prompted AA77)p to utilize a defensive
stance similar to what is suggested by alerod @ 7° avamirvauéva péuBov loye (see Isth.
4.47 n. below).

The reference to Melissos’ appearance is usually considered against the
backdrop of the epinician topos of ‘looks and deeds’ (cf. OL 8.19 v &’ éoopav kaAds,
épyw 7’ 0¥ kata €ldos EXéyxwy | é€éveme kpaTéwv, Ol. 9.65-6 vmépparov dvbpa woppd
1€ kal | épyoiar, 94, OL 10.100-5 7ov eldov kpatéovra yepos dAkd | ... | ... | i6éa Te
kaddv | dpa Te kexkpapévov, Nem. 3.19 éwv kalos épdwv 1’ éokdTa poppd, Nem. 11.13-

4 €l 8¢ Tis 6ABov Exwv poppd mapapeioeTar dAdovs, | év v’ défloiow dpioTedwy
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enédeitev Blav, Isth. 71.22 oféver 7 kmaydos iSeiv te popepders),” the underlying
assumption being that dvoros (déafar must be the exact opposite of beauty. From this
point of view, the meaning of the remark is that Melissos’ ugliness belies his real
worth. Two variants of this approach have been put forward recently. Thus, Pfeijffer
(1999) 284 claims that ‘[w]hat a man looked like was regarded as a reliable index of
his total worth’ and suggests that the reference is to Melissos’ shortness, a sensible
inference given the description of Herakles in the exemplum (53a wopgpav Bpayis). He
also adds that ‘being short and being ugly is one and the same thing for a Greek’. This
idea is further developed by Boeke (2007) 111-30, who argues that the ugliness of the
victor is implied by the negative comparison with Orion, who, apart from his
magnificent stature, was also extremely handsome (cf. Od. 11.572-3 ods [i.e. Otos and
Ephialtes] 67 unxiorovs Opéfe {eldwpos dpovpa | kai modd kadlioTovs wetd ye kAvTov
Qpiwva). She goes so far as to suggest that, given Orion’s reputation as a prodigious
lover, ‘[t]here may even be a hint at lack of sexual prowess’ (119 n. 54). Both Pfeijffer
and Boeke maintain that by praising the victor who is ugly the poet challenges the
traditional aristocratic ideal of male beauty and subverts the epinician topos of ‘looks
and deeds’.

This approach, however, is open to criticism. First, there is no reason why we
should take the fopos of ‘looks and deeds’ at face value. When Pindar describes a
victor in the combat event as beautiful, he simply makes a conventional gesture, which
has nothing to do with what the athlete looked like in reality.*® Second, although
Pindar’s audience may indeed be expected to correlate between height and
beauty/virtue (cf. Ar. Ran. 1014, Vesp. 554, Arist. Nic. Eth. 1123b7, Poet. 1450b37), it

is impossible to maintain that such correlation would obtain by default, without any

?7 For this term, see Young (1971) 18. See also discussion in Race (1990) 188-91.
¥ Compare a similar idealization in the case of the war dead. It was a convention to describe warriors
fallen in battle as young, regardless of their actual age. See Currie (2005) 209-10.
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regard for the context.”” Following Pfeijffer’s reasoning, one will have to conclude
that the whole point of /1. 8.501 Tvdets Tou pikpos wev énv déuas, dAda payytis is that
Tydeus is ugly, a conclusion which is not justified by the context. The reference to
Tydeus’ small stature highlights his warrior spirit and adds luster to his athletic
victories at Thebes (802-8). To say that a pankratiast does not strike an impressive
figure may be blunt and uncomplimentary, but to say that he is a formidable opponent
despite considerable disadvantage in size (weight, height etc.) is to enhance the
significance of his achievement, the more so because Greek combat sports were
dominated by bigger athletes (cf. Poliakoff (1987) 8, pace Krummen below).

Similar objection can be made against Boeke’s argument because she seems to
divorce the negative comparison between the victor and the giant from its immediate
context. As already mentioned, the words od yap piow Qapiwvelav édayev: | aAN
dvoTos wev (déahar are an integral part in the progressive description of Melissos as a
pankratiast and are meant to (a) give reasons for Melissos’ choice of the fox tactics in
combat and (b) to add force to svumeoeiv 8” axud Bapvs. The beauty of Orion is
irrelevant here, and so is his sexual prowess. More relevant, I believe, are Orion’s
Boiotian associations, his constant failures against his foes, and his hybris (see Isth.
4.49 n. on Qapwwreiav). The negative comparison with the giant is thus covertly
complimentary and serves not only as a foil for Melissos’ actual performance in the
ring but also sets the stage for a more appropriate comparison of the victor with
another Boiotian hero, Herakles.

Other scholars have suggested that the description of Melissos involves humor
(cf. Kurz (1974) 8, Schmitz (1994) 213), or even ‘a private joke between poet and

victor, whom he no doubt knew personally’ (Willcock, Isth. 4.49-51 n.). The

% Cf. Philost. Her. 15 quoted above, where a small athlete is said to be strong because of the “harmony
of his bOdy’ (7} eﬁap,uocﬂ'a TOoV Ua/),u,a‘ros).
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suggestion, however, is fraught with a number of difficulties. First, the argument is
based (at least partly) on the premise that dAA’ dvoros uév i6éofar must be in some way
derogatory, which, as we have seen, is not necessarily the case. There is nothing
particularly humorous about this expression, although a vague hint at what Melissos’
initial reception at the Isthmos might have been like can be reasonably assumed.
Ancient combat disciplines had no weight divisions, and it should come as no surprise
that a lighter pankratiast, probably still unfamiliar to the Panhellenic audience, would
get his share of boos. Race (1990) 191 n. 6 rightly draws our attention to Od. 8.236-40
£elv’, émel odk aydpioTa weld’ Muiv TadT’ dyopevers, | AAN’ é0édews dpery oy pawéuer, 14
7oL 61mdel, | Ywluevos, 6T ¢” oUTOS AVnp €v Aydv mapacTas | velkeoev, ws dv ony
aperiy BpoTos o Tis Svoito, | Ss Tis émioTaito ot ppecily dpTia falew (the passage
refers to the taunt of Euryalos, who has questioned Odysseus’ athleticism on the basis
of outward appearance). Finally, Willcock’s suggestion, though certainly interesting,
is an explanation of ignotum per ignotius. It seems unlikely (though perhaps not
entirely inconceivable) that Pindar would have predicated arguably the most important
section of the poem on an inside joke which was bound to remain impenetrable to
secondary and tertiary audiences.

In her discussion of the passage, Krummen (1990) 91 argues that the negative
comparison with Orion should be understood as a straightforward praise of the victor
because Melissos’ bodily frame was ideally suited for pankration: ‘Im Pankration
zdhlen, ‘Kleinheit’, ‘“Wendigkeit’’ (it must be noted, however, that she takes lines 50-1
AAX’ voTos wév i6éofar, | ovumeoeiv 8 drkud Bapvs as a reference to Herakles; see Isth.
4.50-51 n.). Yet this argument is not supported by any evidence whatsoever. In fact,
Philost. Gymn. 36, describing the type of athletes called év uikpdt peydow (‘pocket
Herakleses’), explicitly contradicts Krummen'’s interpretation: xnpdrret 8¢ adrovs

/ ~ 3 / \ \ / \ \ \ ~ \ ~ \
AN waAlov, eboTpopol T€ yap kal moADTpomoL Kal 6podpol Kal KoDpoL Kal Tayels Kal
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opubTovor, kal oA TAY dmdpwy Te kal SvomalaloTwy dapelyovaw émaTypilduevor 1)
kepal), kaldmep Pacel, maykpariov € kal mvyuns odk ayallol mpoordral, T TE
TA)TTOVTL UTToKelpLevoL Kal yedolws Ao THS y7s €avTovs émalpovTes, 0méTE AVTOL
TAMITTOLED.

(i1) Unlike the ‘unflattering’ remark about Melissos’ appearance, the problem
posed by (53) woppav Bpayis defies solution. Most modern scholars follow the
scholiast who suggests that Herakles is small only by comparison with the giant (X'
Isth. 4.87a Bpaydv 8¢ elmev adTov o udryv, AN’ émel Twes albuuerpov avTov elval pact
7 oapare). This can be supported by the evidence of vase paintings, where Herakles
is always depicted as being considerably smaller than Antaios: cf. Zuntz (1958) 411 =
(1972) 14; see figure 5. However, if this is what Pindar meant, he did not bother to
make himself clear because, as it is pointed out by Bowra (1964), ‘the words are not
relative but absolute’ (48). This might suggest that Pindar deliberately belittles the
hero in order to make a complimentary connection with the victor. This would
certainly be a bold innovation, so bold in fact as to make the whole idea implausible.

A few other explanations have been advanced but without any significant
impact: Farnell sees a connection with Herakles, the Idaian Daktyl (cf. Paus. 9.27.8);
Hemberg (1950) 290-92 with the Kabiri; Krummen (1990) 94-97 follows her
dissertation advisor, Burkert, in assuming the contamination of the tradition of
Herakles with that of the Egyptian god Bes. It is likewise possible that the short stature
attributed to Herakles by Pindar must be considered in the light of the local Theban
tradition of depicting Herakles as an infant or beardless youth. As suggested by
Schachter (1986) 16, in Thebes Herakles may have inherited youth as his defining
characteristic from the earlier local hero whose cult he displaced. If the Thebans really

thought that Herakles fought Antaios while still in his teens (or even younger), wopgpav
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Bpayis (53a) would be a suitable description. This explanation, however, is at odds
with avp (53b).

45-7. The dative 7é\uq depends on elkas and is balanced by the accusative of
respect priTw: lit. “in respect to his heart (fuudv), he is like the courage of loud-roaring,
wild lions when he fights (év mévw), but in skill (u77w) he is a fox’. The syntax does
not bear out the parallelism of thought, and this has caused confusion. Some scholars
tried to resolve the problem by means of textual emendation (Gerber (1976) 133-4).
However, such a radical approach seems unnecessary because the passage is a typical
example of the famous Pindaric inconcinnitas or deliberate avoidance of syntactic
symmetry in communicating parallel ideas. As suggested by Dornseiff (1921) 103-9,
this element of Pindaric style might be a way of compensating for the monotony of
recurring metrical units. According to Dionysius of Halicarnassus (Comp. 22 oire
mdpioa BovAeTar Ta kDA AANAows elvar oliTe mapduota oliTe avdyky SovAevovTa,
ardélovla 8¢ kal edyevi) kal Aaumpa kal éAebfepa’ pioel T° éotkévar wallov adra
BodAeTar 7 7éxvy, kal kata wdbos AéyeTar pwdAdov 1) kata Hfos), it is a deliberate
attempt to mimic the lack of balance characteristic of natural, unstudied speech and is
a central feature of adornpa dppovia, prominent in the style of Antimachus of
Colophon, Empedocles, Aeschylus, Antiphon, and Thucydides. For further examples
of Pindaric inconcinnitas, see Dornseiff (ibid.) and Poultney (1987) 1-8. For the
‘austere style’ of Pindar and Thucydides, see more recently Hornblower (2004) 354-
72.

46-7. Aeovtov | ... adwmné k7. @ in Greek poetry, animals are often used as
paradigms for various ethical and psychological qualities (e.g., Archil. 185 W, Sem. 7
W, Pind. Pyth. 2.72, 2.84; more generally on animals in Greek proverbs, see Houghton
(1915)). As pointed out by Lloyd (1992) 184, who draws on Snell (1948) 201, ‘the

Greeks held that animals not only symbolised certain characteristics, but permanently
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manifested them’. One of the best examples in Pindar is the concluding gnome of OL
11, where a reference to the lion and the fox illustrate the natural courage and
intelligence of the Epizephyrian Lokroi (19-20 76 yap éueues o007’ allwv dAddmé |
o7’ €piBpopot Aéovres SraAdaéawro B0os). The similarity of animal imagery in Ol
11.19-20 and Isth. 4.46-7 has made both passages liable to similar misconceptions.
First, there is no need to assume that in either passage the lion and the fox embody the
contrast between natural ability and acquired skills: cf. Bundy (1962) i 29-32 corrected
by Race (2004) 93. Both courage (réAua) and intelligence (u7res, a prerequisite for
acquiring 7éyvm) are inborn qualities (cf. Ol 9.28-9 ayafloi (‘brave’) 5 xai cogol
(‘clever’) kara daiuov’ dvdpes | éyévovt’). Second, if we accept that 7éAua and uijris
are complementary and not competing characteristics, in neither passage does the fox-
like intelligence have to be treated as a source of opprobrium. Although the
summarizing gnome in Isth. 4.48 xp1 6€ mav €épdovt’ auavpdoar Tov éxfpdv forms a
transition toward the explanation of why Melissos had to resort to a certain game-plan
in order to win the contest (for the pivotal function of the gnome, see Isth. 4.44-55 n.),
it clearly does not suggest the use of illicit techniques (see Isth. 4.47 n.).

46. 0npdv AedvTwyv : cf. Eur. Her. 465 Onpos ... Aovros, Epimenides fr. 2 D-K
Onpa Aéovra. The first noun is better translated as an adjective. It indicates the genus,
while the second noun indicates the species. The order is sometimes reversed. This
kind of appositional construction is fairly common in Greek poetry beginning with
Homer (e.g., 1. 2.480 Bods ... Tadpos, Od. 13.87 lpné ... kipkos). For a list of scholarly
discussions, see Diggle (1994) 365 n. 4.

47.aletod & 7’ avamiTvapuéva popPov Lo xeu : although essentially an
amalgam of boxing and wrestling, the pankration involved a fair amount of ground
grappling, which was known in Greek under several names: e.g., kvAwats, kvAlvdnats,

aAlvdnats, 10 kaTw maykpdTov (Poliakoff (1982) 18 n. 44). The reference here is to the
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tactics known as vwraouds, in using which ‘one competitor would deliberately throw
himself on the ground’ (Poliakoff (1982) 11). Many scholars (e.g., Thummer,
Privitera) follow Gardiner (1910) 443-4, who compares Dio Cass. 71.7 (Roman hand-
to-hand combat with the lazyges: X’ €0’ Tm7ids Tis adTav émece, ouvepellkero Tov
avtimadov kal Tols mooly és ToUmiow AveppimTeL Wamep €v mAAY, Kal oUTwS €mavwbhev
avTod éylyvero), suggesting that the reference here is to the ‘stomach throw’: ‘[a]
wrestler seizes his opponent by the shoulders or arms and throws himself backward, at
the same time planting his foot on the other’s stomach and thus throwing him heavily
clean over his head, while he himself falls lightly’. However, this seems questionable
because in the pankration, unlike in wrestling, there were no points to be scored for
simply dropping one’s opponent on the ground. The bout would go on until one of the
competitors admits his loss or else is physically unable to continue. A heavy drop
might hurt, but in most cases it would not prevent the pankratist from continuing the
bout. Willcock is, then, rightly skeptical but offers no alternative.

The scholion on the passage, however, seems to provide a very sensible
explanation of the technique (X Isth. 4.77¢c-81): éoike 6é Siddokew adTod 76 mdAaoua,
ws yopal keywévov kal Tov pellova Téxvn veviknkdTos. kal yap 1) aAdmmé vmria Tols
mooly duiveral, 7o wev cuAapPavouévn, Ta 8¢ dudocovaa [...] kvAioTucos (‘skilled
ground grappler’) v 6 Mé\iooos, kal éavrov éfvmridoas mepieyévero. This description
suggests that a pankratiast would lie on his back (¢77{a) and defend himself against
the strikes of the opponent (ra 8¢ auvooovoa), trying to tie up his arms, legs or head
(ta pev ovAdauBavouérn) presumably in an attempt to pull off a submission by means
of a joint-lock or a choke. In modern grappling, this position is commonly known as
‘guard’. Since normally the pankratiasts would start the bout on their feet trading

blows at arm’s length (dxpoyetpia), it would be in the best interest of the lighter athlete
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to take the fight to the ground as soon as possible in order to neutralize the striking
power of the heavier opponent.

a 7’ : for the explicative force of the generic relative, see Des Places (1947) 55-7.
For the postponement of relative pronouns in Pindar, see Gerber, Ol 1.12 n., who
suggests that its main pupose is to emphasize the word which precedes the relative
pronoun, whereas Braswell, Pyth. 4.246 n.(b) argues that the emphasis is only a by-
product, the main factor being metrical convenience.

49. ¢bowv : ‘appearance’. For this meaning of the word, cf. Holwerda (1955) 62-5.

‘Qapiwveiav : Orion is a mythical giant and hunter hailing from Hyria, in the
region of Tanagra (cf. Pind. fr. 73 = Str. 9. 2. 12). According to the Boiotian version of
the myth, Orion was born from the ox-hide which had been soaked with the urine of
Zeus, Poseidon, and Hermes (according to the popular etymology, 2plwv = Odplov).
One of the central episodes of the Orion myth is his sojourn on Keos, where he
attempted to rape the daughter (or wife; cf. Pind. fr. 72 and van der Weiden (1991)
176-7) of his host, Oenopion, who however managed to blind and expel his unruly
guest. Pindar handled the story of Orion at length in a dithyramb of which now only
three small fragments survive (frr. 72-4). It is possible, then, that in the context of our
poem the name of Orion is suggestive not only of gigantic stature but also of hybristic
behavior, which serves as a foil for the qualities of Melissos. On the rhetorical
function of this negative comparison, see Isth. 4.45-55 n. above.

For the distribution of the metrically alternative forms Qapi- and Q2pt-, see
West, Op. 598 n., van der Weiden (1991) 178, Lavecchia (2000) 277.

51. cvpumeoety : ‘to fall in with’. For the use of the compound in the context of

combat sports, cf. 7/. 23.687 (of boxers) dvra 8 dvacyouévw yepol orfaphiiow du’

1% ’ ey ¥
aupw | abv p’ émeaov.
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akpg is Pauw’s correction of alyud transmitted by the MSS. The same confusion
appears in Nem. 6.52 gaevvis viov ed7’ évapiev Ados arxpd and Nem. 10.60 érpwoev
xaAkéas Adyyas axud (Pauw : alyud: codd.). In both cases, however, the emendation is
also justified on metrical grounds.

52-5. The analogy between the victor and Herakles could not be more explicit:
both are Theban, both travel to a sanctuary of Poseidon to engage in combat, and both
square off against physically superior opponents.

Pindar (Isth. 4.42-5 and fr. 100 Snell-Maehler) is our earliest literary source for
the story of Herakles’ fight with Antaios. In its basic outline the story resembles
Herakles’ encounters with Kyknos, Lityerses, and Syleus, all of which are concerned
with punishment for outrageous behavior toward guests and travelers, a feature which
makes the contrast between Orion, a guest who has little respect for the rules of xenia,
and Melissos all the more pointed (cf. Isth. 4.8).

The son of Poseidon and Ge, Antaios used the heads of his victims as a
building material or adornment for the temple of his father. According to the most
common version of the story, found in Apollodorus 2.115 and ubiquitous in Latin
poetry (e.g., Ov. Met. 9.183, Luc. B.C. 4.6171f., Statius, Theb. 6.868, Juv. 3.89),
Herakles had a very hard time defeating Antaios who, being the son of Ge, was able to
recover his strength whenever he touched the ground. Finally Herakles managed to
vanquish his enemy by lifting him in the air and crushing his bones in a tight grip. It
was formerly assumed that this version of Herakles’ victory first appeared in the
Hellenistic period as a result of misinterpring the images on the 6™ and 5™ century
vase-paintings which, as many scholars assumed, show Herakles lifting his opponent
prior to a throw. However, in his meticulous analysis of Pind. fr. 100 (Snell-Maehler)
Zuntz (1972) 3-17 has demonstrated that this version was the traditional one already in

Pindar’s time.
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52. wo7’ : for mote which signals the start of a myth, cf. e.g. Pyth. 5.15, Pyth. 8.39,
Nem. 4.25, Pa. 6 (fr. 521).72.

53b. 4A0’ with double acc., i.e. 86uovs and ABvav. For the construction of “part
and whole’, see note on Isth. 4.46. Onpdv Aedvrwv above.

54a. mvpodopov : in antiquity, the land around Cyrene was famous for its
fertility. According to Herodotus (4.199), the Cyreneans reaped three successive
harvests a year; see further Chamoux (1953) 229-37. For other references to the
fertility of Cyrenaica in Pindar, cf. Pyth. 4.6 kapmopdpov Afdas, Pyth. 9.7
molvkapmoTdras ... xHovds.

54b. ITooet8dwvos : for the form of the name, see Braswell Pyth. 4.45 n. (c).

55. vios AAkprvas : although the content of lines 53a-54b makes it perfectly
clear that the mythical paradigm for Melissos is Herakles, the poet avoids naming the
hero explicitly until the beginning of the new triad. The enjambed phrase receives a
special emphasis due to its position.

Herakles is often referred to by his matronymic elsewhere: e.g., Hes. Th. 526,
950 AAkuivys ... vids, Scut. 467 vios & Alxuivys, Bacch. 5.71 Akurveos ... 7pws,
Ar. Ra. 582-3 Adkuivys ... | vids. Such references are not found in epic, where the
heroes—with the exception of the twin Moliones—are always referred to by their
patronymics. As pointed out by West 74. 1002 n., the use of matronymics is
particularly characteristic of ‘people fathered by gods, nearly always Zeus’.

55-60. Herakles’ apotheosis and life of eternal bliss among the gods correspond to
poetic immortality which Pindar wants to secure for Melissos. The participles é¢evpdv
and nuepdoacs (lines 56-7) are not merely temporal: cf. Pelliccia (1989) 96-7.
Immortality was Herakles’ prize for carrying out a civilizing mission as a killer of
monsters, which for the Greeks represented the forces of barbarism. ‘No victor after

his own 7évos and its eventual reward could have failed to appreciate the point of
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comparison with Heracles’ entry into Olympus’ (Slater (1984) 250). The connection
between the toils and Herakles’ deification is more explicit in Nem. 8.69-70 adrov pav
év elpriva Tov dmavTa ypdvov év ayepir | fovylav kapdTwy weydwy mowav Aaxovr’
éalpetov.

By the first half of the fifth century apotheosis had already become a part of
Herakles’ standard lore. Attic vase paintings show a growing interest in this theme
beginning from the first half of the 6 century BC: cf. Mingazzini (1925) 419,
Brommer (1960) 123-33, Vollkommer (1988). In earlier tradition, however, Herakles
was a mere mortal (cf. /1. 18.117-22 098¢ yap 0dd€ Bin Hparios ¢irye kipa, | 6s mep
pidtatos éoxe Adu Kpoviwve dvakte, | dAd € poip’ éddpuacce kal dpyadéos xédos Hpns.
| ds kal éywv, €l 81 pot Spoln poipa Térvrtar, | keloow’ émel ke Bdvw). There seem to
be a broad consensus that the passages of the Odyssey (11.602-4), Theogony (947-55),
and the Catalogue of Women (fr. 25.26-33 and fr. 229), all referring to Herakles’
deification, are later additions: see West, Th. 947-55 n.

56-7. Although é¢evpdv on its own does not directly refer to Herakles’ killing of
monsters and brigands, it seems clear that his exploratory activity on land and at sea is
only subsidiary to his civilizing exploits, which elsewhere are often modified by the
same polar doublet (cf. Nem. 1.62-3 Gocovs uev év xépow kravav, | 6ooovs b€ mévrw
Onpas didpodixas, Soph. Tr. 1012 moAda wev év mévrwe katd e dpla mdvra kabalpw,
Eur. Her. 225 movriwv kabappdrwv | xépoov 7 dupoiBds).

In addition to his fights with the monsters, Herakles’ exploration of the sea is
also linked to his discovery of navigable channels through the shallows (cf. Nem. 3.24-
5 6lq 7’ épetvace Tevayéwy | pods). According to Pindar, Herakles discovers the
channel through the shallows himself, whereas in other accounts (Pherec. FGrH 3 F

16a) he has to make the Old Man of the Sea to show him the way.
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The second participial phrase, vavridiawa! 7€ mopfuov Huepdioats, can be
interpreted both as a more explicit reference to Herakles’ fights with monsters and
pirates (thus e.g. LSJ and Slater, following 2’ kafdpas amo Apiordv kal Onplwv) as well
as to his discovery of the channels in the shallows.

moAids aAds : the phrase is conventional (e.g., 7. 1.350, 12.284, 13.682, OI. 1.71,
Ol 7.61-2, Pyth. 2.68). In Homer, dAs, as opposed to mévros, normally refers to the sea
near the coast (cf. Latacz, /. 1.350 n.).

The adjective moAids is synonymous with Aevkds since both are used to
describe the froth of broken water: see examples in Reiter (1962) 59.°° However, in
most cases, as here, the notion of color does not seem to be ‘“any more pronounced
than in the English ‘between the devil and the blue sea’’ (Gerber, O/. 1.71 n.). More
generally on the use of Homeric epithets in lyric poetry, see Harvey (1957) and
recently Egoscozabal (2004).

58. viiv 8¢ is a marker of a peculiar actiological idiom designated by Pelliccia
(1989) 86 as ‘Heracles syntax’. Passages which fall into this category exhibit the
following characteristics: ‘(1) the subject of the past tenses and the presents is the
same; (2) at least one of the past tense verbs means “he died” or equivalent, and (3)
the present tenses after the vov 6¢€ are “eternal” presents and serve to describe the form
of immortal afterlife enjoyed by the subject’ (Pelliccia, ibid.). For this idiom, cf. A.
Hom. 20.1-7, h. Hom. 15.4-8, Hes. fr. 25.25-28, Call. h. Art. 142-7. Often, as here, the
verb implying death is suppressed, and the idea has to be inferred from the context
(OdAvumévd’ éBa). For a somewhat similar use of viv 6¢ in the anagnorisis of drama,

see Finglass Soph. EI. 1285 n.

3% For a different view, cf. Fogelmark (1972) 34-5, who argues that the adjective ‘should rather be
understood as a parallel to yAavkds, not denoting the colour of the sea, but suggesting its smooth, placid
surface’.
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Alyiéoxw : the epithet is used only of Zeus and means the ‘wielder of the aegis’ (a
shield covered with goat-skin). Most scholars, however, agree that this is not the
original meaning of the epithet. Various possibilities are discussed by West (1978)
366-8 and Janko, /I. 15.308-11 n.

59. “H Bav : a personification of youth. In the Iliad,"Hp is a servant (/. 4.2-3,
5.722-3, 905), and her parentage is not mentioned. In later literature, she appears
strictly as a spouse of the deified Herakles, a fact which lends further support to the
view that the poet of the /liad was not familiar with the tradition of
Herakles’apotheosis (see Isth. 4.55-60 n. above). The marriage of Herakles and Hebe
is a common motif on vases: cf. Brommer (1960) 67, Vollkommer (1988) 37-9.

émvieu : the correction of Ceporinus is certain. The MSS variants (dmde B, dmije
D) are all a result of iotacism in later Greek. For a similar case, cf. Nem. 9.24
veoyviovs B, veoyrnouvs D.

60. xpvoéwyv : being a master of the golden palace (olkwv, LSJ s.v. 2) is another
attribute of Herakles’ newly acquired divinity. Compare the golden palaces of Zeus
and Poseidon in Homer (/I. 4.2, 13.21). According to Lloyd-Jones (1990) 173, ‘objects
belonging to the gods are often called golden from Homer on’. See further discussion
and examples in Diggle’s Eur. Paeth. 238 n. For the significance of gold imagery in
Pindar and its relation to the realm of the divine, see Duchemin (1955) 193-228,
Friankel (1975) 471-2, 485-7, Gerber, Ol. 1.1 n.

61-3. The passage poses a number of serious difficulties. First, it is not entirely
clear how the syntax works. The general consensus is to consider daira and
orepavdpara as the objects of mopavvovres and to construe adéouer with éumvpa in the
next line, i.e. ‘in his honor, beyond the Elektran Gates we citizens prepare a feast and
newly made crowns of the altars and multiply burnt offerings for the eight dead men

armed in bronze’. The construction involves a zeugma, as mopaivovres goes naturally
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with daira and only under a certain strain with orepavdpara. The phrase
otepavapara fwpadv can be understood either as a reference to the crowns which were
placed upon the altars (e.g., Dissen: ‘coronatas a veteribus aras notissimum’,
Thummer; for iconographic evidence, see Blech (1982) 449)*' or else as a reference to
the circular arrangement of the altars (2 Isth. 4.104d Xpioirmos 8¢, éx mepippdoews
ToUs Pwpods adTovs orepavdpara Boudv elpyrévar, and cf. Soph. Ant. 122 orepavwpa
mipywv). This iinterpretation, however, is problematic for two reasons: (a) although
the unusual expression avéouer éumvpa is to some extent paralleled by Eur. Hipp. 537
Bovrav pdvov Eddas al’ aéée, we must notice that the verb adéouer is followed by a
period end. In oral performance, the pause would more naturally invite the audience to
construe avéoper wWith orepavdpara rather than with éumvpa in the next line; (b)
taking daira and orepavdpara as the objects of mopoivovres would suggest that both
the feasts and the crowns (or the circle of the altars) were prepared for Herakles, an
assumption which does not sit quite well with the fact that Bwudv is plural, unless we
are to assume that the sanctuary contained a number of altars for Herakles.

The problem is somewhat alleviated if we take the units of sense to be
punctuated by the period ends, i.e. ‘preparing in his honor the feasts above the
Elektran Gates, we citizens also multiply new crowns of the altars (or ‘newly built
circle of the altars’), burnt offerings for the eight dead men armed in bronze’. This
produces a clear-cut distinction between the preparation of the feasts in honor of
Herakles on one hand and the altars of the eight dead heroes (hence fwuwv) on the
other hand (¢ is balanced by yalxoapdv dxtw Gavévrwy). But if so, the question is
what éumvpa yadkoapdv dktw favévrwr stands in apposition to. Clearly, to

oTepavapata fwpndv, i.e. ‘crowns’ or ‘the circle of the altars’. This is obviously

*! In this case we must reduce the force of vesSuara to simply ‘new’ or “fresh’ (Z Isth. 4.104d rard
mapaywyny elpyke Ta véa vedduara, after the analogy with feédparos —a —ov, Slater s.v. 2 b ‘divine’).
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problematic since neither the altars nor the crowns can be called éumvpa in the most
common sense of the term.*> Krummen (1990) 46 suggests that orepavdpara Buwudy
is neither a reference to the vegetal crowns nor to the layout of the altars but to the
offerings and combustible materials which were set upon the altars.*® The argument is
to some extent supported by the frequent use of the verbs orépw and orepavdw (and
their compounds) in connection with various kinds of religious offerings, especially
offerings to the dead: e.g, Soph. El. 52-3 XoBaiot mpdTov kal kapatdpots xAdais |
oréavres, 441 odk v mol ov v’ éxTewe TS éméaTeqe, 458 xepal oTépwpev 1) Taviv
dwpovpela, 895, Ant. 431 yoaiow Tpiomdvdoiat Tov vékvy atéper, Aj. 93 Kal oe (i.e.
Athena) rayypioois éyw | oréfw Aagipois tHode s dypas xdpw, Eur. Hec. roufBov
oTepavodty aipatt xAwpd, Phoen. 1632-3 o5 dv vekpov 76vd’ 7 katacTépwy aAde | 7 yiu
kavmTwv Odvatov avraldaéerar. Unlike Krummen, however, I do not see any
compelling reason to think that atéouer ‘bezeichnet die Tétigkeit des Chores’ (43):
‘we chorus honor the offerings in our song’. The verb is more likely to denote a ritual
act parallel to the preparation of the feasts. In this regard Eur. Hipp. 537 is still a valid
parallel. The general sense is then ‘we Thebans pile up the offerings (orepavdpuara) of
the altars’. The idea of lavish offerings implicit in adéouev is picked up later on in
lines 66-7 pAoé avaTelouéva ovvexés mavvvxiler | ailépa kviodevti Aakti{oioa kamve.
In my text I place a comma after ad¢ouev to indicate that the following line must be

taken in apposition. A certain amount of skepticism, however, might still be retained

32 In defense of the vegetal crowns as &umvpa, one might point to Blech (1982) 449 referring to ARV
551.15, which depicts ‘Efeuzweige im Feuer’. But the idea of vegetal crowns being burnt on the altars
of the dead heroes is not supported by what follows in lines 69 aifépa kvicdevti Aaxtiloica Kamvep
which clearly suggests burnt meat. The idea that altars themselves can be called éumvpa is not altogether
absurd either. As shown by Sokolowski (1979) 65-9 on the basis of epigraphic evidence, éumvpov can
be used of ‘an utensil or vas or small altar keeping materials that are on fire’ (66). The only problem is
that in all of his examples éumvpa designates relatively small and portable devices.

3 The presence of wooden structures on which the offerings were burnt might also suggest that
vedduarta is not simply a metri gratia variant of véa; cf. Krummen (1990) 46-7.
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in default of any examples of orép-cognates referring to the offerings of burnt animal
flesh in addition to the yoa( or dedication of presents and trophies.

It must be noted that whatever interpretation we choose to espouse, the
sacrifice for Herakles is different from that for his dead sons: the former receives the
feasts (Saira), the latter burnt offerings (éumvpa). The difference in the character of the
sacrificial activity points up the distinction between the Herakles as a god and his sons
by Megara as mortal heroes: cf. Paus. 2.10.1, who relates the story of how a Cretan by
name Phaistos on his arrival to Sikyon had discovered that the locals burn meat for
Herakles as if for a hero. Phaistos himself sacrificed to Herakles as a god, i.e. by
eating the meat of the sacrificed animal. The story provides an aition for the Sikyonian
syncretistic practice of partly burning and partly consuming the lamb offered to
Herakles. For the origins of the cult of Herakles and its rituals, see Nilsson (1906)
445-53, Farnell (1921) 95-174, Burkert (1985) 208-12. The ancient views on
Herakles’ divinity are briefly summarized in Pfeijffer (1999) 289-90.

Aldextpdv Umeplev : all we can gather from this remark is that the Herakleion
was located outside the southern entrance to the city. It is difficult to be more precise
in the absence of any physical remains of the sanctuary. Perhaps some topographical
detail can be teased out from Nem. 4.20-4 otvex’ Apgirpiwvos dylaov mapa touBov |
Koaduetol vwv 0dk dérovres dvbeat welyvvov, | Alylvas éxate. pildowat yap pidos éNOv |
Eéviov dotv katédparev | Hpar)éos SABlav mpos avddv. According to Didymus, athletic
contests took place in the gymnasion beside the tombs of Amphitryon and Iolaos (X
Nem. 4.32).** Considering this testimony in the light of Paus. 9.23.1-2, who locates the
gymnasion and the stadion of Iolaos outside the Proitid Gates (east), it might be

tempting to conclude that the tomb of Amphitryon was located in the same spot

** The scholia on this passage preserve traces of an ancient debate as to whether the Toaleia and
Herakleia should be considered separate festivals. Most modern scholars, however, agree with Didymus
that these are variant names of the same festival: cf. Roesch (1975), Symeneoglou (1985) 136-7.
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(Willcock, Nem. 4.22 n.). However, the landmarks mentioned by Pausanias seem to
belong to the later classical period, when a separate sanctuary of lolaos was built on
the eastern side of the city: cf. Schachter (1981) 27. It is possible, then, that Didymus
has in mind an entirely different location. The tombs of Iolaos, Amphitryon, and
Herakles’ dead sons are more plausibly identified with a large Mycenaean cemetery
on the Kolonaki Hill south-west of the Elektran Gates (cf. Symeneoglou (1985) 108,
183), and it can be reasonably assumed that the Herakleion was located somewhere in
this area (cf. Roesch (1976) s.v. Thebes, who locates the sanctuary in the vicinity of
the chapel of Hagios Nikolaos). For some recent works on Theban topography, see
Mastronarde (1994) 647. According to D’ Alessio (2009) 158 n. 73, the site of the
sanctuary is now being excavated by V. Aravantinos.

If we are right to assume that the sanctuary of Herakles was located on
Kolonaki, it was probably overlooking the city, in which case A\extpav Gmephev
should be taken as ‘above the Elektran Gates’ (so e.g., Krummen (1990) 36-7 and
Race (1997)) rather than simply ‘outside’ (e.g., Wilamowitz (1922) 340 n. 3).41 The
idea gains some support from the following: (a) vmepfev + gen. is normally used in the
sense ‘above’ elsewhere: e.g., Sim. PMG 543.13 Jmepbe Teav xopdv, Aesch. Th. 228
Umep®’ Supdrwv, Ag. 232 vmepfe Bwpod, Hdt. 6.61 76 (i.e. 70 mijs EXévys {pdv) 8 éori év
71 Oepdmvn kaleouévy, vmephe 100 DoiBniov ipod, of the temple situated on an elevated
platform; (b) the verb xarédparev in Nem. 4.23 (cf. LSJ s.v. ‘look down’, pace Slater
s.v. ‘behold’) would be quite apposite if used of a person looking down upon the city
from the Herakleion, implying that there the ‘blessed court of Herakles’ (HpaxAéos
8A\Blav mpos avAdv) is not the sanctuary but either Thebes herself or a specific site

within the city walls.
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63-4. Pindar is our only source for the cult of Herakles’ dead sons at Thebes.*® The
tragic death of Herakles’ sons by Megara appears only in two fifth century sources:

(1) In Euripides Herakles returns to Thebes just in time to rescue his family
from Lykos, who has already murdered Kreon and usurped his throne. After killing
Lykos, however, Herakles is seized by madness and murders his own sons and wife
with a bow and a club. His onslaught is checked only by the intervention of Athena,
who knocks him unconscious with a stone (HF 906-9, 1002-6).

(i1) Pherecydes (FGrH 3F14), available to us only in a brief paraphrase of the
scholia, differs from Euripides in one important respect: Herakles murders his sons by
throwing them into a fire; the fate of his wife is unknown.

Which of the two is the earlier version, and which of the two is followed by
Pindar? There seem to be no good reason to assume that death by means of a bow and
a club was a Euripidean invention tout court (pace Wilamowitz (1895) 85). Pausanias
(9.11.2) relates that his Theban guides pointed at the so called cwepoviarip, the stone
which Athena hurled at Herakles. The existence of this landmark suggests that the
Thebans of Pausanias’ day followed a version more or less along the lines of
Euripides. Pausanias further observes that with the exception of Athena’s intervention
the account of his Theban sources was identical to the treatments of the story by
Stesichorus and Panyassis. Tenuous as it is, this evidence seems to imply that in
choosing the murder by means of a bow and a club Euripides was drawing on an
earlier source, such as perhaps the Cypria, which, as we know from Procl. Chrest.
116, dealt with the subject of Herakles’ madness.

Whatever the precise relationship between the versions of Euripides and

Pherecydes, one thing is perfectly clear: Pindar aligns himself with neither of them.

3 Chrysippus (2 Isth. 4.104b), a generally unreliable source, does not provide any information that is
not otherwise deducible from the text of the ode. For a brief assessment of the whole issue, see
Schachter (1981) 11.
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The epithet yaAxodpat is more naturally suggestive of grown warriors rather than of
helpless children. Ancient commentators, baffled by this blatant inconsistency, tried to
explain away the adjective as an equivalent of Biatofdavaroc (2 Isth. 4.104f). The
explanation is not very convincing in view of Isth. 5.41 Méuvova yalxodpav, which
describes a bronze-clad warrior. It seems quite likely, therefore, that Pindar’s account
implies a third, presumably local, version of the story. Since Herakles’ sons are
referred to as warriors, it is possible that this version did not feature Herakles as their
murderer. It must be noticed that X' Isth. 4.104f mentions some unidentified sources
(Twas (oTopeiv), according to whom the sons of Herakles were murdered by a stranger
(7 S0 HparAéovs AN $m6 Twawv Sodogornbivar Eévar), possibly Lykos or Augeas.>
There have been various attempts to explain the relationship between the
origins of the cult and various strands of mythological tradition. Schachter (1972) 21-2
and ( 1981) 11, drawing on the comparative evidence of other group c ults, argues that
the originally distinct cult of warrior heroes at Thebes was absorbed into the cult of
Herakles, and that the stories of Herakles’ murder of his children ‘arose from an
attempt to give to these heroes an identity linked in some way with Herakles’.”’
Arguing along similar lines, Krummen (1990) 62-9 suggests that Alkaides, worshiped
at Thebes together with his sons in a family group, was a local figure originally
distinct from the panhellenic Herakles.”® When Herakles took over the older cult of the
Alkaides, his relationship to the Alkaidai had to be reestablished. In that case, the
different versions of the infanticide might reflect various aspects of the actual cult.

Thus, the Pherecydes’ version involving death by fire may have originated as an

%% The second suggestion is attributed to Socrates (X Isth. 4.104g = FGrHist IV 499).

37 Schachter does not lay much store by Menekrates’ (X Isth. 4.104g = FGrHist. 11 344) suggestion that
the dead sons must be called the Alkaidai, taking it as a scholarly attempt to distinguish Herakles’ sons
by Megara from those by Deianeira.

* This is clearly a version of Wilamowitz’s theory (now largely discredited) that Alcaides was the
original Theban name of the hero; cf. Bond, Eur. Her. 2 n.
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aetiological explanation of the practice of casting small figurines of the Alkaidai into a
fire, whereas death by means of arrows in Euripides, and presumably in the Cypria, is
an instance of the pdvos droiaios motif, which involves death of a young person with
subsequent establishment of the cult (e.g., Apollo and Hyakinthos, Kyzikos, the
children of Medea at the temple of Hera Akraia).

xaAkoapdv : for the formation of the compound (-npns < dpapiorw), see
Leumann (1950) 66, Forssman (1966) 84, Krummen (1990) 60. It has been plausibly
argued, however, that the epithet refers back to Isth. 4.15 yaAxéw 7° Aper, drawing a
parallel between Melissos and his fallen relatives on one hand and Herakles and his
dead sons on the other: cf. Krummen (1990) 60.

oxTw : as might be expected, different sources give different numbers: two
children are reported by Dionysius Samius (2 Isth. 4.104g), three by Euripides,
Apollodorus (2.7.8) and X' Od. 11.269, four by Dinias the Argive (X Isth. 4.104g =
FGrH 306F8), five by Phercydes (2 Isth. 4.104g = FGrH 3F14), seven by Batus (X
Isth. 4.104g), eight by Menekrates (X Isth. 4.104g = FGrH 11344). Apollodorus (2.7.8)
and X' Od. 11.269 give identical names: Therimachus, Deicoon, and Kreontiades.
Dinias follows them but adds Deion. Pherecydes names Therimachos and Kreoniades
but adds Antimachos, Klymenos, and Glenos. None of these names appear in the list
given by Batus (2 Isth. 4.104g). As usual in tragedy, Euripides does not mention the
names of the children at all.*’

Meyadpa ... Kpeovris : Herakles received Megara as a reward for his liberation
of Thebes from the Minyans (cf. Eur. Her. 50, Diod. 4.10, Apollod. 2.4.11). Kreon is

mentioned as Megara’s father already in Od. 11.269 Meydapnv, Kpelovros dmepfiuoio

¥ But cf. X Isth. 4.104g = fr. 1016 (Nauck) Edpunidys 8¢ mpoorifnow adrois (i.e. to Therimachus and
Deicoon) kat Apiorédnuov, on which Nauck comments: ‘[n]on perditam fabulam spectari hoc loco sed
Herculem superstitem tragoediam probabiliter statuit Wilamowitz-Moelendorff Anal. Eur. P. 186 ad
Euripidem translata videntur quae de interprete Euripidis dicenda erant’.
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Boyarpa. It is not certain, however, whether he is to be identified with the Kreon of the
Labdakid cycle. Merry and Stanford (Od. 11.269 n.) maintain that he is a different
character but offer no arguments to support their contention. According to Robert
(1915) vol. 1 59, Kreon is originally a figure of the Herakles” myth (cf. Hes. Scut. 83),
from where he migrated into the epic Oidipodeia and subsequently into Athenian
tragedy. It is a curious fact, though, that, unlike later mythographers, neither Homer
nor the tragedians refer to Kreon as a character of both myths; he is always either one
or the other: cf. Mastronarde, Eur. Phoen. 10 n.

65. év dvOpalow adyav ¢Ao€ avateAdopéva : a somewhat unusual contrast,
as one would expect the setting of the sun to be followed by the rising of the nocturnal
heavenly bodies (LSJ II s.v. davarélw). It is almost as if the flame and the smoke
rising from the altars dim the light of the stars and the moon.

mavvuxi{e. : the metaphor of the flame ‘reveling all night long’ is not sufficient
evidence that the Herakleia at Thebes featured an actual wavvvyis (pace Stehle (1997)
56), a festival activity normally associated with women: cf. Parker (2007) 166.

66. alOépa kviocdevti AakTi{otoa kamvd : the image of the flame kicking the
sky with the savor of smoke has not been subject to criticism on aesthetic grounds.
Thus, X Isth. 4.110a charges Pindar with oxAnpdns and quotes 1/. 1.317 kvion &’
ovpavov {kev é\laoouérn mept kamve as an example of more apposite phrasing.
Willcock ad loc. Seconds the scholiast: ‘the metaphor ... is not unreasonably criticized
by the scholia as somewhat harsh’). Such aesthetic misgivings, however, are not very
helpful in understanding the implications and the function of the metaphor. It must be
noticed that the verb Aaxri{lw is a t.t. of the pankration. The term is not recorded by
Poliakoff (1982), although it is used by Lucian to describe the moves of the
pankratiasts: e.g., Anach. 3.2 ol 8¢ 3pfooTddny kekovipévor kal adTol malovew aAA)Aovs

’ \ )\ /g 36 9 \ > \ ’ ’ A Z ’
TPOOTECOVTES KAL NAKTLLOVOLY, .7 YUUVOUS €LS TO UECOV TTAPAYAYOVTES NAKTLLOUEVOUS
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kal maopévous émdelkvuTte kal vikijoact pujda kal kéTwov 8idote, Herm. 33.9 (shadow
sparring) ovkodv v Twa kal TdV A0AnTOY 10y dokoVpuevor wpo Tob dydvos AakTilovra
els Tov dépa 1) TOé kevy TAYYNY Twa KaTapéporTa).

The participle gives a new and unexpected twist to the personification of the
flame already implied in wavvvy(le: (‘the Flame revels all night long’, see n. above).
The fire (pAd€) and the sky (aifépa) now suddenly emerge as pankratiasts involved in
a bout of cosmic dimensions. The image is activated when we reach Aaxri{lotca
ramv®, a phrase which receives additional emphasis by virtue of its position at the end
of the antistrophe. The agonistic metaphor anticipates the reference to the annual
games of the Herakleia.

67-8. kal SevTepov dpap, éreiwv Tépp’ aé0Awv, | yiveral loxdos Epyov :
there are two ways to construe this sentence: (a) to punctuate with a comma after
yivera: (‘and on the second day there is the end of the annual games, the deed of
strength’, (b) to set off érelwv 7éppu’ aéfAwv by commas (‘and on the second day, the
end of the annual games, there is the deed of strength’). Most of those who subscribe
to (a) try to explain 7épu’ dé0Awv as a periphrasis for adé0Aa. For instance, according to
Boeckh 7épu’ aéfAwv is synonymous with kpiows aéfAwv (Nem. 10.23), while Fennell
sugests that tépua is ‘the end consisting of annual games’. Neither argument,
however, is supported by any parallels. The reason why scholars have trouble taking
the phrase literally (i.e. ‘the end of the games’) is because they assume that the first
day of the Herakleia was devoted to ritual activity alone, and that all the contests were
held on the second day. The assumption, however, has no basis in our text. Pindar
does not tell us when exactly the games started. It is possible that some athletic events
were held on the same day as the feast for Herakles and the offerings for the Alkaidai,
while others took place on the following day. The phrase loyvos épyov seems to be

particularly appropriate as a reference to pankration or combat events rather than to all
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events in general. If so, one may assume that the second and the final day of the games
featured only combat events. On this interpretation, both (a) and (b) would come down
to more or less the same thing.

70. pvproes : for myrtle crowns and their chthonic associations, see X ad loc.,
Botticher (1856) 452-5, Murr (1890) 84-91, Blech (1982) 318-21.

38’ avyp : on reading (or hearing) line 70, the noun would first be naturally
understood as the subject: ‘this man here’. However, as we move to the next line, it
has to be reinterpreted as a part of the predicate, i.e. ‘this one here declared two
victories in the category of dvdpes’.

av1jp : for the form with long alpha used as a metrical variant, see Braswell, Pyth.
4.21 n. (c).

71a. vikav avepdvaro ~ Isth. 4.2 edpayaviav ... épavas, a framing echo ignored by
those who assume that Isth. 3 and 4 are one poem and appeal to Isth. 3.8 xp o¢
kopdlovt’ ayavais yapiteoow ~ Isth. 4.72 kwpdéopar Tepmvay émaralwy xdpw. It 18
often the case in Pindar that ideas or images used in the opening of a poem resurface
toward the end. See examples in Carey Nem. 7.91f. n.

malSwv : the gen. depends on vikav (‘victory among boys’). The poet combines
two different constructions normally used in indicating age categories of athletes: (i)
Ebert 70.1-2 mappayos év Nepéa vikd kal Tpis Baoidewa | mais kai aviip and (ii) Ebert
7 Qrvdpdpas Adros Tobul amaé, 600 & évbade vikais | Peddda malbwv éoTepdvwaoe
déuovs.

TpiTav : the word order requires: (lit.) ‘and he proclaimed the victory in boys’
contests as his third one earlier’. Of course, Melissos’ victory as wais was the first one
to be proclaimed, but the temporal order is reversed by a kind of hysteron proteron
giving more prominence to the two victories among dvdpes. The adjective ‘may seem

otiose by our standards, but could have been quite necessary by Pindaric ones: to make
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it clear that the victory in the boys’ contest was distinct from, not included in, the
diploan nikan mentioned two lines before’ (Cole (1987) 563).

71b-72b. The ode ends with the reference to Melissos’ trainer, Orseas, of whom
we know nothing. Trainers are acknowledged six times elsewhere in the epinician
corpus: five times in Pindar (Ol 8.54-66, Ol. 10.16-21, Nem. 4.93-6, Nem. 5.48, Nem.
6.64-6) and once in Bacchylides (13.190-8). As plausibly argued by Silk (1998), there
are good reasons to exclude Isth. 5.59-61 from this list. No trainer is mentioned in the
extant victory epigrams.

It is usually observed that Pindar mentions trainers only (a) when the victory

was attained in one of the combat disciplines (boxing, wrestling or pankration) and (b)
when the victor is a wais or an dyéveioG. (a) can be ascribed to the fact that success in
the so called Bapeis dyaves, more than in any other discipline, required a special kind
of expertise which could not be acquired without professional instruction.*” The
privilege of being mentioned in an epinician ode is then a recognition of the trainer’s
contribution to the victories of his trainees. (b) seems to be a logical consequence of
(a), since the instruction of younger athletes required more intense supervision than
that of older and more experienced ones.*' However, unlike (a), which is never
breached, (b) does not always obtain, as is the case with Isth. 4, although it is clear that
Melissos won at the Isthmos as dvvp, his trainer is mentioned nonetheless. One way to
explain this is to assume with Hamilton (1974) 107 that Orseas is mentioned in
connection with Melissos’ earlier victory at the Herakleia as a mais (71 maldwv <re>

Tpitav | mpéolev).

0 This is not to suggest that participants in other events did not use trainers. For iconographic and
literary evidence attesting to the presence of trainers in other disciplines (long jumpers, runners, discus-
and javelin-throwers), see Nicholson (2005) 124-7, 161.

*! The argument that dvpes did not employ trainers is a circular inference from the fact that Pindar and
Bacchylides do not mention trainers in their odes for men.
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The status of the trainer topos in the epinician odes is further complicated by
the fact that Pindar is not consistent in naming the trainers of boys (Pyth. 8, Ol. 11)
and adolescents (Isth. 6 and probably also Isth. 8). Although the almost complete lack
of information about the circumstances of composition and the external pressures on
the poet is sufficient to prevent us from drawing any far-reaching conclusions as to
why this should be the case, some possibilities are worth taking into account. Thus, in
a recent study, almost entirely devoted to Pindar’s treatment of trainers, Nicholson
(2005) argues that references to trainers in some odes and their complete absence from
others can be explained on the assumption that the central role played by hired
professionals in coaching aristocratic athletes was perceived as a threat to aristocratic
ideology, which considered inborn qualities more important than acquired technical
skills. According to Nicholson, one way of dealing with this threat was to avoid any
reference to these hired professionals altogether. This seems to have been impossible
in the cases when trainers were very prominent individuals. In that situation, the poet
had to do his best to disguise the coaching services provided for payment and present
them as a relationship of abiding friendship which has nothing to do with the
transmission of specific technical skills.

The argument is not compelling. First, the assumption that aristocrats
considered acquisition of technical skills in heavy disciplines as something potentially
unsettling for their world view or as something that needs to be concealed is not
supported by any evidence whatsoever. On the contrary, as pointed out by Young
(1984) 149 n. 47, Pindar himself praises ‘innate talent augmented by technical
training’. Second, there seems to be no solid evidence that trainers in Pindar’s time
were hired for wage. Although such evidence is available for later periods (Kyle
(1987) 141-5), we cannot draw the same conclusion with regard to archaic and early

classical periods. As Young (1984) 147-57 has rightly emphasized, the situation was
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probably more complicated. If we assume that at least some athletes in combat
disciplines were of non-aristocratic descent (which is however questionable), it is
indeed possible that some of them would become professional trainers and make their
living by coaching other a thletes. However, in the case of aristocratic trainers, it
seems highly unlikely that remuneration for their services would be a m ajor issue in
the relationship between them and their trainees. Their connection with the families of
the athletes were probably not regulated by any financial contract, although this does
not necessarily imply that they were never rewarded in one way or another. Whether
all trainers mentioned by Pindar were aristocrats is a question that we cannot answer
with certainty.

71b. kvBepvatipos olakooTpddov : for Pindar’s description of trainers in
terms of other professional occupations, cf. Nem. 5.48-9 (craftsman, architect), Nem.
6.66 (charioteer). For the analogy between trainers and pilots, cf. Arist. Polit. 1279a5.

72a-72b. ovv Opcoéqa 8é viv | kwpdfopar : the prepositional phrase can be
interpreted as adding another object or another subject: (a) ‘in praising him I would
add the name of Orseas’ ( Bundy ( 1962) 21) or ‘ I shall (now) include Orseas in my
poem for him’ (Race (2004) 91); (b) ‘With Orseas, I will celebrate him in the revel’
(Nicholson (2005) 157). In favor of (b) is the fact that in the absolute majority of cases
Pindar uses ovv + dat. to add another subject. However, there are a few exceptions:
‘Pindarus ... nonnumquam oiv cum dativo etiam objecto addit, ita ut aliquis una cum
altero pati videatur’ (Bossler (1862) 27): cf. Ol 13.40-2, Pyth. 11.20-1; cf. also
Bacch. 5.138. Although either one is possible, (a) seems preferable because there is no
other instance in epinician poetry where a trainer is introduced in the capacity of an
encomiast.

kwpdéopar : Bundy ( 1962) 21 has plausibly argued that the future ‘does not

promise a second ode in praise of the victor and his trainer, but informs the audience
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of the importance of the trainer’s role in securing the current victory’. Pfeijffer (1999)
58-60, however, sees in kwpdéouar a promise of another song which was scheduled
for performance within the same poetic program. He believes that kwudéopat
anticipates the religious procession in honor of Herakles and the Alkaidai, and that this
procession could feature performance of yet another song celebrating Melissos and
Orseas. This is hardly convincing because the whole argument depends only on
Krummen’s (1987) 33-97 speculations that Isth. 4 was performed in the context of a
public festival (see Intro IV). The flaws of Pfeijffer’s argument are very clearly
exposed by Race (2004) 89-91.

B has kwudlopar, a type of scribal error which is common elsewhere in Pindar:
cf. Young (1965) 263 = Calder and Stern (1970) 114.

Tepmvav amootdfwv xdpuv : ‘trickling delightful song’, pace Nicholson (2005)
157 ‘pouring out thanks’, who thinks that yap:s here means the same thing as at Ol.
10.17-18"TAaw pepérw xdpw | Aynoidanos, which describes the gratitude of the athlete
toward his trainer. For xdps as the charm of poetry, see Verdenius (1987) 103-6 and
ample bibliography in Gerber, Ol 1.18 n. It is typical of epinician poets to refer to
their own poetry in the closing lines of their odes: cf. Ol 1, 2, 6, Pyth. 1,4, Nem. 8, 9,
Isth. 2, 5, Bacch. 3, 5, 13.

The metaphor of song as a liquid substance (i.e. honey-like or ambrosial drink)
is common in Greek poetry. For the description of song as a drink, cf. Pind. O/. 7.1-9,
Ol. 6.91, Nem. 3.77, Isth. 6.74-5. For ambrosial song or utterance, cf. Hes. Th. 69,
Hymn. Hom. 27.18, Pind. Pyth. 4.299 (pace Braswell ad loc.), Bacch. 19.2. For
various verbs suggesting fluidity (pouring, flowing, dripping etc.) of poetic or other
kinds of discourse, cf. /1. 1.249, Od. 19.521, Hes. Op. 583, Th. 39-40, h. Hom. 19.18,
Pind. Pyth. 4.136-7, Pyth. 10.56, Isth. 8.58, Bacch. 5.15, A. Supp. 631, Cho. 449.

More generally on this topos, see further Wilhelmi (1967), Waszink (1974), and
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Niinlist (1998) ch. 8 and ch. 18. For some examples in Latin poetry, see Onians (1988)
66 n. 2. Indo-European and Semitic parallels are collected by West (1997) 229, (2007)
89-91.

amoordfwyv : Triclinius’ émardlwr (ex X Isth. 4.123 repmvy Tois éykwulows
émoralwv v mapa Tév Movewv xdpw) is accepted by all editors except Hermann and
Mommsen. The arguments given in favor of émiordlwv are: (a) paleographically B’s
amoordlwv and D’s unmetrical émioroyd{wv can both be traced to émiordlwv; (b)
émoralwv makes better sense than droordalwv: the latter means ‘letting fall from
myself’, while the former ‘dropping upon another’, which seem to better fit the
context (Cookesley (1851) 251). The arguments are not convincing. (a) The Triclinian

correction implies the following:

émaralowv (V)

dTrooTo/Lva (B) e?ﬂLGT(I,,ga)V (B orvy ?)

émoroxalwv (D)
However, the opposite is just as possible:

amoordlwv (V)

amooralwv (B) émordlwv (B or y)

|
émoroxalwv (D)
Moreover, neither scenario is paleographically more plausible than the other.
Confusion of prefixes and prepositions is a common MS error: cf. Young (1965) 263
= Calder and Stern (1970) 114. (b) It is unclear why the difference in the semantics of
the two compounds should make us prefer émoralwv. The context admits either one

of them.
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ISTHMIAN 3: COMMENTARY

Title. The ode is more properly classified as Nemean. The fact that it is transmitted as
Isthmian in our MSS is due to the Alexandrian editors of Pindar, who routinely
classified odes referring to multiple victories by the first victory mentioned in the text.
Aside from Isth. 3, the same principle is at work in O/ 12, Isth. 2, 8, and Pyth. 7; see
further Barrett (2007) 164-5. For a more general account of the principles of
arrangement of the epinician odes of Pindar within separate book rolls, see Lowe
(2007) 167-76.

As in the case with all odes that follow Nem. 7, the MSS omit the heading.
The heading used here is conventionally reconstructed on the basis of the text of the
poem and the scholium (2 Isth. 3.inscr. yéypamrrar MeAicow OnPaiw. odros éviknoev
ToOpia kal Néuea, mpdokerrar 8¢ T1) @67 Immous Sua 76 un dndodv ov I1lvéapov 70 Tov
aywvioparos €ldos, méTepov kéAnTi 1) Tebpimmw: wévov 8¢ (mmodpouia Aéyet
eorepavdobar). The title reflects our uncertainty about the type of the hippic event
because (rmodpounia in line 13 may refer either to the single-horse race or chariot race.
The latter is perhaps slightly preferable; see Isth. 3.13 n. on iwmodpouia.

1-13. Proem. It is a familiar feature of all Greek poetry that a poem or a separate
discourse within a poem opens with a statement of universal truth (gnome) and
proceeds toward a concrete illustration; see examples in West, Hes. Op. 11-46 n.

The victory ode is the occasional genre par excellence, all epinician proems
develop in such a way as to culminate with the announcement of a specific
achievement: (a) athletic event, (b) venue, and (c) the name of the victor. The

statement of these basic facts, also known as the statement of the epinician program, is

" There is no evidence that prior to the Alexandrian edition copies of Pindar’s poems circulated with
titles. It is in fact quite uncertain whether they circulated in written form at all. For a different view, see
Hubbard (2004).
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the core of every epinician ode. The proem—whether it starts with a gnome, striking
metaphor, or hymnal aporia—will have fulfilled its focusing function once these basic
facts are disclosed. Pindar himself explicitly punctuates the proem of Nem. 4 in
accordance with this principle: Nem. 4.9-10 74 (referring back to the opening of the
ode) pot Oéuev Kpovidar 1€ Al kai (b) Neuéa | (¢) Tipacdpyov 7€ (a) mdAar | Suvov
mporauov eim. In Isth. 3 the statement of the epinician program spreads over lines 9-
13 and ends with the enjambed {nrmodpouia kpatéwr, a thematic link between the
strophic pair and the epode.

Although it is difficult to agree with Willcock’s (1995) 88 description of the
trite gnome in the opening of the poem as ‘an arresting statement’, he is certainly right
to emphasize the general similarity between the openings of Isth. 3 and OI. 11. First,
the occupational priamel of OL 11 is likewise conditional in its logic: ‘when people
want to sail they need winds; when they want a good harvest, they need rains; but if
someone is victorious in the games he needs praise’.4 Second, both proems are
concerned with establishing the relationship between achievement and praise. There is
one important difference, however: the opening of O/. 11 starts with a much more
generally formulated foil than that of Isth. 3, which in a sense picks up exactly at the
point where the priamel of O/ 11 reaches its intermediate climax (Ol 11.4-6 €l 8¢ odv
mévw Tis €0 mpdooou kTA. ‘if someone wins the games through his toil etc.”).

The opening of Isth. 3 as a whole is carefully structured. The gnome is a
variation of the commonplace of ancient Greek thought, succinctly formulated in Nem.
3.29 éo)ov aiveiv, ‘praise the good’. Elsewhere in Greek literature, the idea is often
accompanied by its mirror image: ‘praise the good, cast blame on the bad’: cf. Hes.
Op. 12-3; Pind. Nem. 8.39 alvéwv alvnrd, poppav 8 émiomelpwv dAirpois, Gorg. Hel. 1
avdpa € kal yvvaika kal Aéyov kal €pyov kal méAw kal wpdypa xp1) 70 pwev d&iov

émaivov émalvwt Tinav, oL € avaéiwt popov émrifévar. A person, object or certain
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type of behavior cannot be praised if he/she/it falls short of the requirements specified
by the encomiast or does not meet with the approval of the community as a whole. For
such polar habit of thought, see Frinkel (1975) 448. Thus, from the very beginning of
the ode the poet envisages two separate categories of individuals (1-3): (a) those who,
having attained success, restrain their «épos and therefore deserve to be praised by
their fellow citizens, (b) by implication, those who succumb to it, and are for this
reason blameworthy.

The following lines (4-8) continue to narrow the focus by restating the same
idea, but now from a slightly different perspective. The speaker turns to the ethical
aspect of the relationship between achievement and praise. The universalizing pair ¢dv
€vd6éois aéflows (1) and obéver mhodTov (2) 1s picked up by ueydAac 8 aperai (4). All
aperal are dispensed by Zeus (5 éx oéfev), be it athletic prowess or wealth. These
aperal can fall to the lot of any mortal. However, the durability of 6ABos (*happiness’)
accruing through them is directly dependant on one’s moral qualities.” That there are
two types of recipients has already been implied in the opening gnome (1-3). Now
these two categories of individuals are contrasted explicitly: (a) dmi{duevor (= €l 7is ...
katéyel ppactly alavi) képov) and (b) mAayilal ppéves (= el 1is ... [u1] katéxew ppaaiy
alavi képov).

The focus continues to narrow. Lines 7-8 pick up and intensify ééios (3) with
double xp7 (7-8). The approval of one’s fellow citizens turns into poetic encomium (7
vpvioal Tov €oAdv, 8 kwudlovr’ dyavais yapitesow Bacrdoar). The moralizing of the
previous lines allows to define the laudandus as éoAds (7). Schmeatically, the train of

thought can be represented as follows:’

2 Willcock suggests taking dperal as corresponding to défows and 8ABos to mhodrov. However, dperal
can just as easily refer to both, and §ABog does not need to have a strictly material aspect here.

3 s P P - 5
For a similar sequence of thought, cf. Nem. 11.13-18 € 6¢ 7¢s 8ABov éywv poppd mapaueioerar dAovs,
p S 37 3 / > 4 ’ \ 4 4 4 \ \ ¢ 4
| év 7’ déOhoow apioTedwy émédeiéev Blav, | Ovara pepvdobw mepioTé Awy uédy, | kai Tedevrav amrdvrwy
yév émiecoduevos. || év Adyois 8 doTav dyaboiow émaweiclar ypeww, | kat welvrydovmoior dadalBévra
weAllev dodals.
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(1

2)

3)

(A) arete
el TIs avdpdv evTUXoALS
(a') 7 odv €886&0is déBMots
(az) ﬁ abéver mAovToU
(B) qualities of laudandus
(b") karéyet ppaciv alavi képov,
(b%) [el 7is ... i) karéyer ppaciv alavi) kKépov]
(C) praise
(c") d¢os eddoylais dorav pepiylac.
(¢?) [odk déros edoyiaws doTdv pepmixBad].
(A) arete
Zeb, (A) peyddar 8 dpetal Bvatois émovrar éx oéfev:
(B) qualities of laudandus
(b") Lt 8¢ pdoowr NBos dmilonévar,
(b%) mhaylaws 8¢ ppévecow ody Suds mdvra xpdvov Bdwy
OpLAEL.
(A) arete, (B) qualities of laudandus, (C) praise (song)
(A) edxAéwv & €pywv dmowa (C) xp1) pev durioar (B) Tov

éaldv | (B) xpn 8¢ kwudlovr’ dyavais yapitesow Baordou

In lines 9-11 the concrete climax of this sequence is finally reached, as the poet

reveals the basic facts of the victory. The spotlight is firmly fixed on Melissos. His

two victories in the Panhellenic games testify to his athletic aperj. The very fact that

he is the subject of Pindar’s ode implies that he is up to the highest moral standards, as

defined in the proem. His name now simply supplants rov éoAdv. He receives his due

share of prizes and is intent on celebration:
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4) (A) arete, (B) laudandus, (C) song

éori 8¢ kal (A) 8u60uwv dédrwv (B) Melloow

(C) potpa mpos edppoaivar Tpépar yAvkeiay

frop

A shorter climactic sequence follows, as the antistrophe ends by specifying the

venues and the event. The catalogue of Melissos’ victories is arranged in order of
ascending importance and in accordance with the principle of increasing elements,
‘das Gesetz der wachsender Glieder’: Melissos’ ‘previous victory in the pankration is
eclipsed by his Nemean victory in the chariot race’ (Race (1990) 176): (11-13) (a) év
Bdasoaiow Tobuod | Sefapévw orepdvouvs, (b) Ta 6é kolda Aovros | év Babuvoréprov vdmg
kapvée ONPav | | irmodpouia kpaTéwr.

1-3. The present indicative in the protasis of generic conditions in Pindar is
interchangeable with the optative; cf. Ol 11.4 €l ¢ ovv mévew 7is €d mpaooor (Hummel
(1993) §436-44). Gildersleeve (1882) 438: ‘Occasionally generic, it (i.e. a logical
condition) almost always has in view a particular illustration of the principle involved.
The 7is of the e 75 is the victor, the victor’s enemy, the victor’s encomiast, and
doubtless, sometimes, when it seems to us indefinite, it had a special point’; similarly
Bundy (1962) 54.

1. edTvxrjoats : the action of the participle is anterior to the action of the verb
(katéxet). One’s edrvyia is manifest through the dperal which are given by the gods,
in this case by Zeus; cf. de Heer (1968) 50. However, it inevitably leads to «4pos,
which needs to be restrained. For Pindar’s use of Aeolic aorist participles in —ats, see
Verdier (1972) 65-103.

1-2. odv €083§ots 4é0Aois | §) cbéver mAodTov : the preposition here is

commonly considered as instrumental (e.g., Slater s.v. 1.b., Thummer, Willcock). On
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the face of it this option is by far the simplest. Yet success ‘by means of prizes’ does
not seem to make nearly as much sense as ‘success by means of powerful wealth’. The
often compared O!. 11.4 € 6¢ ovv mévw Tis €6 mpdooou 1s not exactly parallel; mévos is
not the same thing as @éfAa. It seems preferable, therefore, to detach the prepositional
phrase from edrvyryoais and take it more closely with what follows, i.e. ‘if someone
has attained success and, while he is attended by prizes and powerful wealth, restrains
his baneful ambition etc.” In other words, prizes and wealth are attendant upon
success; they are not means of achieving it.

There are two further alternatives, but both involve some difficulties. Thus,
Bury reasonably argues that ¢¥v denotes accompaniment, insisting that ‘the success of
the man consists in the fact that prizes or wealth accompany him on his way’. Yet he
also suggests that both items of the pair must refer to material success. This is very
close to what has been proposed above, but a victory in the games does not necessarily
entail material reward. Athletic prizes and wealth do not represent different kinds of
affluence; rather, they encompass different kinds of dper).

Privitera’s argument that o¥v is partly associative, given the presence of other
words expressing associative ideas (3 peulyfar, 6 ouidel, 9 8dvpuwv, 14 ovppurov, 17a
avvvopor) fails to convince, because (a) he produces no example of instrumental +
associative use of ovv, and (b) the words adduced to support the argument have no
bearing on the meaning of the preposition.

More generally on the use of ¢dv in Pindar, see Bossler (1862), Gildersleeve
(1890) xcvii, and Mommsen (1895) 572-8.

€083€ois 4éBAois | ) oBéver mAodTov : universalizing doublet, representative of
all kinds of aper: cf. OL 9.28 dyabol 6¢ kal copol kara daipov’ avdpes, where the
courage is balanced by skill, ‘ein Ganze vetretende Polaritaet’ (Bischoff (1938) 24);

cf. also Soph. 4j. 129-30 (Athena speaking to Odysseus) und’ 8 yxov dpy undév’, el
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Twos mAéov | 1) yewpl Bpibeis 7 pakpod mAovrov Pfabe. For a universalizing triplet, cf.
Nem. 11.13-5 €l 8¢ 7is 6ABov éxwv poppd mapapeboerar dAdovs, | é&v 7 aéfloiow
aptoTevwy émédetéev Blav, | Bvata peuvdolw mepioTéwy né.

2. 0féver mAodTov : the epic periphrasis (cf. 7. 21.195 uéya a0évos Qreavoio)
presents wealth as a force of nature outside of human control: cf. Ol 9.51 v6aros
obévos, Pyth. 4.144 60évos aeliov ypioeov, Pae. 9.14 (52k Snell-Maehler) viperod
obévos. Compare also the famous opening of O/. 1, where gold, superior form of
wealth, goes hand in hand with water, the best element in the realm of nature. For the
power of wealth, cf. Pyth. 5.1 ¢ mlod7os edpvabenis, Isth. 5.2-3 peyaclert) ... | xpvoov.

¢ paci : restored by Boeckh from the MSS (pace Heyne). This is the only instance
in Pindar where the MSS are not divided between the old zero grade dative ppaci and
the analogical Homeric and Attic ¢peai : ppéves (Schwyzer i 343). Both forms are
transmitted at Ol. 7.24, Pyth. 2.26, 3.108, 4.109, and Nem. 3.62; only ¢peo( in Pyth.
3.59. See further Braswell, Pyth. 4.219 n. (a).

alavf) képov : ‘nagging greed’ and by implication 5Bpis (‘tetra 5Bpis’ Heyne).
There are two main types of xdpos in Pindar (Slater, s.v.): (a) dissatisfaction with
having too much of something, which refers primarily to the negative reaction of the
audience caused by excessive praise (OI. 2.95, Pyth. 1.82, 8.32, Nem. 7.52, 10.20) and
comes very close in meaning to ¢6dvos (cf. Schadewaldt (1928) 288 n. 2; Bundy
(1962) 29 n. 71; Slater (1969) 94 n. 1 and Bundy (1972) 89 n. 111 responding to
Slater); (b) dissatisfaction with not having enough, i.e. ‘ambition, greed’ (Ol. 1.56,
Nem. 1.65 and the present case). The third category (c) is a personified progeny of
“YBpis (OL. 13.107YBpw, Képov natépa Opaciuvhor), although a certain degree of
personification can be sometimes detected in (a) and (b) as well. The same genealogy
is found in Hdt. 8.77 6ia {kn oBéoaoer kparepov Képov, Y Bpios vidv. But cf. Thgn. 153-4

/ / </ 4 ~ 3 o > 4 \ @ \ / 3 3
Ti{kTeL ToL K6pos UBpw, oTav kakdt 6ABos émyTal | avbpdmwe kal 6TwL wn véos ApTios i,
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Sol. fr. 6 W 7ikret yap képos UBpw, dtav molds 6ABos émnrar | davbpcmos o
doowsunréos dprios Mu. It 1s not clear which of the two is the traditional one. However,
as observed by Gildersleeve (O/. 13.10 n.), this is not really important, since by Greek
custom the granddaughter would often be named after the grandmother (‘it is a mere
matter of "YBpis - Képos -"YBpis’). The close connection between the two concepts
often makes them virtually interchangeable, as is the case in our passage and in Sol. fr.
4.9-10 W 00 yap émioravrar katéxew képov ovde mapovoas | evppocivas Koouew
dauros év fovy(n. The kind of metonymy in which the cause (xépos) or the source
stands for the outcome (Uf8pes) is a familiar characteristic of some abstract nouns in
Greek (Slater (1983) 130 n. 41) and more specifically in Pindar: e.g., OL 7.89 7{pua pev
vpvov TeBuov Odvpmovikav, | dvdpa e mdOé dpetav (= kAéos dpeTds) ebpdvra.

alavd : ‘irritating, nagging’ (Slater, s.v.). Ancient grammarians normally derive
the word from a {a (= yaia), alel or a ai, but the real etymology is unknown. Used
only three times elswhere in Pindar (Slater, s.v.), the adjective always admits a
temporal interpretation; see Braswell’s note on Pyth. 4.236, who conveniently
summarizes all the relevant facts presented in a detailed study of this word by Degani
(1962) 37-56.

3. eddoylars : first attested in Pindar; cf. Ol. 5.24 éfapréwv kredresor kal
eVloylav mpoorilels, Nem. 4.5 edloyia pdpuryyr auvdopos, Isth. 6.21 7dvd’ émarelyovra
vacov pawéuev ebloylats. The word is not found elsewhere in lyric. There is one
instance in a pseudo-Simonidean elegiac adespoton (fr. 27 W 700 8€ morapyoivros
melldpela TadTa ydp éoTw | €py’ avdpdv dyaldv, edloylav e pépew) and another in
Eur. HF 356 (lyr.) dpvijoac 8¢ edloylas, in a choral section replete with epinician
echoes. The word on its own does not mean ‘song’, and yet it definitely looks forward
to it. The plural may be dependent on the plural of dor@v or may also imply repeated

expressions of praise (cf. Ol 6.98).
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pepix@ar : ‘to be crowned with’ (Slater, s.v. c. a, listing it together with Nem .
1.18 Bapa 87 kai Odvpu-| mddwr eiddots édawav xpvaéows | piybévra, Nem. 2.22 €v
€oMo0 ITélomos mruyais | dktw arepdvois éuuxlev 10n, Nem. 4.21 Kadueiol viv odk
aérovres avleat pelyvvov). For uelyvupe as a ‘farblose zeitwort’ (i.e. a verb which
acquires its meaning from the context), see Dornseiff (1921) 94-5. On this basis, one
might object that the passages listed by Slater are not exactly parallel because all of
them contain explicit references to victory crowns which give the verb its proper
coloring. For this reason others preferred a more neutral rendering: e.g., Thummer
‘erlangen’, Race ‘to be included in his townsmen’s praises’.

4. Z €9 : on the form of address and the position in the line, see Kambylis (1964)
180-3.

émovTas : Slater (s.v. a, b) distinguishes between €ropon used of persons and of
things. In his second category, however, the subject of the verb is almost always an
abstract entity (e.g., noipa, 6ABos, dpetd, TéAuna, Svvauts, popos etc.) involving a
certain degree of personification. For a full-fledged personification, cf. Pyth. 5.2-4
oTav Tis dpeTd kekpapuevov kablapd | Bporioios avnp wéTpov mapadovros avrov (i.e.
mAoUTov) avdyn | moddpidov émérav (Wealth is a member of Arkesilas’ entourage).
Alternatively, the beneficiaries themselves can be described as followers and friends
of wealth and success: cf. Sem. 1.9-10 W véwra 8’ o 06eis 6o7is ov Soxel Bpordv |
mAovTw Te kayaboiow (Eeabar pidos.

5. éx oéfev : the original ablatival use of ¢éfev (‘from you’) is often found in
hymnal contexts (Braswell, Nem. 1.4 n.). For ‘Du-stil der Praedikation’, see Norden
(1956) 163ft. The prepositional phrase is postponed to the final position in the
sentence and runs over into the next line, thereby acquiring a special emphasis. For a
similar effect, cf. Ol. 14.20 ced €xare (delayed and enjambed) referring to Thalia, who,

like Zeus here, is apostrophized in the immediately preceding lines.
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5-6. The statement that morally upright individuals enjoy éABos for a longer period
of time, whereas the depraved ones ‘not forever’, involves a slight illogicality: the
opposite of ody ouws mdvra xpdvov SuiAet s not (el pdoowr but {wet opuds mavra
xpévov or alel. This, however, would be a still more problematic assertion because the
Greeks considered 6ABos of the living as transient regardless of their piety and moral
qualities (Bacch. fr. 53 5)\BL09 & oGSeis‘ Bpm'(f)v TavTa Xpévov, frg. 25 waszom'L o€
Ovardv Tov amavra xpdvov daluwy édwkev | mpdooovTas €v kapd TOALOKPOTAPOV |
yhpas ikvetolar, mplv éyxipoar 8va). One’s 6ABos can become permanent only after
death (Nem. 1.69). The idea is best illustrated in a Simonidean epigram in honor of the
Athenians who fell in the Persian Wars (F'GE a-b; Diehl 88) ameipov moprirpdpov
dkpov €yovres | Tolow mavbadys 6ABos émiorpé[perar. Matthaiou (2003) 196 rightly
argues that ‘it is only the dead and especially the pious [emphasis mine] for whom
8ABos is everblooming’.

5. { et : used with an abstract noun only here in Pindar. However, personification
of abstract entities in gnomic passages is a familiar Pindaric practice: cf. Nem. 4.6
pipa 8 épyudrwv ypovidrepov Brotever, Ol 2.19-20 éoAdv yap vmo yappdrwy mipa
Ovdorer | madiykorov Sapachév, a passage which seems to describe ‘a concrete death-
struggle of beings’ (Kirkwood, ad loc.).

dmiopévoyv : ‘god-fearing’. dms is the reverence shown by men to the gods (LSJ
s.v. éms 11 15 s.v. 8milopar 1): cf. Hdt. 9.76 amoléoas Tovs olire Saiudvwry ovte Bedv
gmw éxovras, Thgn. 1148 gppaléabw 8 adikwv avdpdv oroliov Adyov alel, | ol Becdv
abavaTwy ovdev omlopevor.

mAaylais 8€ gpévecoiy : metonymy, i.e. Tois mAaylas ppévas éxovor. That the
‘crooked minds’ here pick up the idea of unrestrained «dpos is clear from Nem. 1.64
kal Twa ovv mAayiw avdpdv kKépw oTelxovTa.

The Aeolic dative gpévesow is not otherwise attested in Pindar. There is no
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reason to assume that pévesow ‘carried to a Greek ear a modulation of meaning
slightly different from that of metrical variant. The repetition of ¢pévesow only three
lines after ppaci does not seem to have any rhetorical motivation. Pindar, as Greek
poets in general, is not very sensitive to repetition of cognates (cf. Gildersleeve on
Pyth. 1.80 ‘the Greeks have not our dread for repetition’). See further Ritter (1885)
239-92, who observes that, while the poet expends much effort and ingenuity to avoid
repetition of proper names, other words are as often varied as not. It is only in a very
limited number of cases that repetition has a particular rhetorical goal: cf. Schroeder
(1900) 43-4.

6. 6uds mavra : for the intensificatory combination of ouds and opod with ‘wav-
words’, see Mastronarde, Phoen. 1192 n.; cf. also Isth. 7.42 Ovdioxouev yap opds
amavres, Stes. P.Lille 76Aii + 731. 204 odire yap alév suds.

7. xp7 : the so called ‘procedural’ ypj, which in Plato ‘characterizes what the
interlocutors should do to further their discussion’ (Benardete (1964) 289). In this
case, yp1 also intensifies awos (3), as the speaking subject proceeds toward the
application of the principles set out in the strophe to the specific laudandus.

éoAév : like its synonym, dyafds, the adjective can denote either
competitive/social (e.g., nobility, wealth, achievement) or co-operative/moral (e.g.,
justice, restraint, self-control) qualities; see Adkins (1960) 195-8, (1972) 59-98. Here
it seems to be a combination of the two because both arete and one’s ability to cope
with hybris are prerequisites of praise.

8. xpN 8¢ kwpdlov’ ... BaoTdoar : there are two ways to construe this pasage:
(a) most scholars take kwualovra as the object of Baordoar: ‘one should greet the
victor with songs as he proceeds in the kouos’; (b) others (e.g., Bury ad loc.) construe
it as the subject: ‘as one proceeds in the xduos, one should greet him (i.e. object

understood from ésAdv in the previous line) with songs’. In principle, both are
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possible. However, (b) seems to have a slight edge over (a) because in Greek the
participle in the accusative following yps and preceding the infinitive is nearly always
the subject and not the object of the infinitive.* The only example to the contrary is
0d. 15.74 xpv &etvov mapedvra puAeiv, é0élovra 6é méumew, which, however, is quite a
bit different; that é0é ovra must be the object is clear because it is contrasted with
mapedvra, and there is no second yp7. The syntax of (a) suggests that the victor
himself participates in a kduos, a word which may well disguise a formal event, i.e.
triumphant entry of the returning victor into the city; (b), on the other hand, seems to
imply a band of revelers who are en route or who have already arrived at the doors of
Melissos’ house (cf. Isth. 8.1-4). Either way, it is important to keep in mind that we
are talking about a fictional situation not necessarily the actual context of
performance.

Baordoar : Fraenkel (Aesch. Ag. 35 n.) quotes the Suda (173 Baordoar 0d 76 dpa
Aol mapa Tois Arrirois, alla 7o YynAagioar kal Staonkdoar kal dtackéfaclar T
xewpt v oAkjy), suggesting that the verb ‘means not a desultory touching, grasping, or
taking hold of an object (here [i.e. Ag. 35] of the hand and the forearm) but the holding
and poising of it’ (pace Dale, Eur. Alc. 19 n.). What the Watchman in the Agamemnon
describes is deflwoats, ‘the affectionate gesture at the moment of greeting a friend, after
a long absence, when one holds his right hand and does not quickly let it go’. More
generally, then, the verb means ‘to greet’ (cf. Ol. 12.18-19 Epydreldes, | Oepua Nuppdy
AovTpa factdlets Sui-| Aéwv map’ olkelais dpovpass, ‘clasps the waters’, i.e. ‘greets
them”).

Other scholars have been satisfied with the interpretation of the scholiast (X'

* Here are some Pindaric examples: Ol. 8.74 dAX’ éué xpn pvapocivay aveyeipovta gpdoat, Pyth.3.103
Xp1) Tpos pakdpwy | Tvyxdvovt’ €d maoyxéuev, 4.271 xpn padaxav xépa wposBdAdovra Tpwpay €Axeos
appumodeiv, Nem. 1.25 ypn 8’ € v edfelas 60ois orelyovra p,dpvacﬂat oud, Isth. 4.66 ypn 8¢ mav & pdovr’

ApavpdoaL To v exﬂpov For a construction with double yp7, cf. Isth. 8.15b-16a xpn & dyabav éxmid’
avdpi pédew | xpn 8 év émramiloior OfPfais Tpagévra | Alyiva Xapitwy dwrov mpovéuew.
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Isth. 3.11 xpn 8¢ 7ov TowobTov Vifdoar kal petewpioar Tais xapiow): €.g. tollo, gesto,
effero (Rumpel), extollere (Mezger), ‘raise up’, and hence ‘honor’, ‘glorify’
(Willcock). Thummer finds this rendering plausible but suggests that yopitecow
Baotdoot can also mean ‘to touch with song’. The argument, however, is not
convincing, because his only parallel (Nem. 4.2 ai 8¢ copal | Moioav 0byarpes dodal
0éXéav viv amrrdpevar | o U8€ Bepuov G8wp Téo0ov ye parbara Tevyel | yvia) describes
the therapeutic effects of song, a context in which Bacrdoa: is never used.

9-13. The phrase 6:6vpwv aéflwv, taken as ‘two prizes’, is a usual case of the
extension of the original meaning ‘twin’, properly used of twin siblings to refer to
virtually anything that constitutes a pair (see LSJ s.v., Slater, s.v. 2). The two prizes
are specified by the participial phrase év Bdooaiow ToOuod defapéve orepdvovs and a
separate clause ra € koidg Aéovros év falvoréprov vdma kapvée OniBav. The
construction is slightly anacoluthic: the participle deanévew dependant on the dative
Melloow is balanced by the finite verb xdapvée.

But what are we to make of the run-over irmodpouia kparéwr? Strictly
speaking, it should go only with kdpuée because defapévw orepdvous refers only to the
occasion of Isth. 4 which celebrates the victory of Melissos in the pancratium (cf. Isth.
4.62). Privitera, who is followed by Willcock, revives the interpretation of the scholia,
according to which both the Nemean and the Isthmian victories of Melissos were
attained in a hippic event (2 Isth. 3.15 Tod10 oty Aéyer ws kailoluia kal Néuea
vevikmrdTos avTol (mmodpouia). They argue that Isth. 4.62 refers to a victory in the
local Theban games. Privitera tries to eliminate the anacoluthon by punctuating with a
colon after év Bdooaiow ToOuod defapévw orepavous. He assumes that the participial
clause has a temporal aspect denoting an action anterior to ra de ... kdpvée. Following
his interpretation, év Bdooaiow Toluod defauévew orepavous is not included in Si60uwv

aéfAwv which means not ‘two prizes’ but ‘the second prize’ implying Nemean victory
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only; that is, the prizes received at Nemea are literally the twins of the prizes received
earlier at the Isthmos: ‘Melissos has the share of the twin victory so that he turns his
heart to sweet revelry, since in the glens of the Isthmos he formerly received the
crowns; and now in the hollow vale of the deep-chested lion he caused Thebe to be
proclaimed through his victory in the horse race’.

The argument, however, is problematic in a number of ways. First, it seems
impossible that 8.8vpwr aédAwv can refer to only one prize (or one set of prizes) as
being the twin of the other, because the Isthmian and the Nemean victories are not a
natural pair even if we assume that both were achieved in the same event; Isthmian
games were ranked above the Nemean. Second, it is not entirely clear why 6:6dpwv
aéfAwv should be introduced so much earlier than what Privitera assumes to be its
point of reference (11-12 7a 8¢ ... kapvée). Privitera’s suggestion to punctuate after év
Bdooaiow Tobuod defauévew orepavovs would in fact separate 6.60uwv aéfAwy from 7a
¢ ... kapve even further, in which case defau évw orepavovs would remain the o nly
natural referent for 6:6duwv aéfAwv (‘Melissos has his share of twin victory, having
received crowns at the Isthmos’). Third, and most important, the anacoluthon or lack
of symmetry, i.e. main clause followed by two segments in apposition, one of which
contains a participial predicate and the second a finite verb, is a typically Pindaric
construction: e.g., Ol 1.12-15 dugémer oxdmrov & modvuide | Likelia dpémwv wev
KOpUPAS ApeTdv dmo macdv, | dylailerar 8¢ kal | povowkas év ddrw, Pyth. 4.79-81
éabas 8 duporépa vwv éxev, | d Te Mayviitwy émuydpios dpudloiaa Banroiow yvios, |
augpl 6€ mapdaléa aréyeto ppiooovras duPpovs (see further Braswell, Pyth. 4.79-81 n.
and Dornseiff (1921) 104-5). The construction is also widely attested elswhere in
Greek; cf. Schwyzer ii, 406, K-G ii, 100. 4. There is, however, something unique
about the Isth. 3.9-13: unlike all other instances of such anacoluthon, the participle

here is not in the nominative but in the dative. The anomaly perhaps is not that striking
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if we remember that o7 + dat. is equivalent to the regular nominatival predication,
i.e. ‘Melissos has’. Moreover, it is possible that the construction of ‘to be’ + dat. with
the subsequent attraction of the participle is chosen on purpose in order to dissociate
the segment which mentions Melissos’ Isthmian victory from inmodpouia kpatéwr.
At any rate, it is impossible to deny that the passage is ambiguous. But the

question is whether the ambiguity is accidental or deliberate. Cole (1987) in his study
of the victory catalogues in Pindar has noted that in some cases the figures for the
victories can fluctuate according as one construes the syntax (e.g., Isth. 6.60-2 dpavro
yap vikas amo waykpatiov | Tpeis am’ Tobuodv, Tas 6 am’ evgpvAdov Nepéas, | aydaot
maidés Te kal udrpws, Isth. 5.17-19 7iv & év TeOud SumrAda 0dArois’ aperd, | Pvlaris’,
dykerrar, Nepéa 8¢ kal dupoiv | ITvbéa Te, mayrpariov). The same motivation may
account for the ambiguity here. There is no need to suppose that Pindar would go so
far as to enhance the glory of his patron at the cost of veracity. Many people among
the audience would know the facts at first hand and would have no difficulty in
understanding what figures are actually implied. However, the poet can have
manipulated the synatx to suggest the higher figures to those among the audience who
were not famliar with the facts. This could be particularly effective in the case of
secondary and tertiary audiences. The syntax is just vague enough to suggest that the
victory at the Isthmos was also attained in a prestigious hippic event.

9. 4€0Awv : for synizesis in Pindar, see Peter (1866), 29-32.

eddpooivav yAvketav : hilaritas cantusque (Boeckh). Thummer is wrong to
compare OI. 6.35 yAvkelas ... Appoditas, where the ‘sweetness’ is of entirely different
nature. edppociva is a word with unambiguous sympotic associations. It means
‘victory revel’, ‘conviviality’, ‘merriment and drinking” and can even imply song
itself: cf. Bundy (1962) 2 n. 8; Slater (1977) 200; Gerber (1982) Ol. 1.58 n., Latacz
(1966) 165-8.
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The adjective at the end line seems to allude to the etymology of the victor’s
name standing at the end of the previous line. For a similar effect involving the first
position in the line, cf. Pyth. 6.52-3 yAvkeia_de_ppny kal_cvpméraiow_ouelv |
pueAtoodv_duelferal TpnTov wévov.

10-11. 7péipar ... | f7op : for the expression, cf. Hes. Op. 316 €l kev dn’ dAotplwr
kTedvwy aeaippova Buuov | eis épyov Tpéfas, Op. 646 €v7’ av ém’ éumopiny Tpéfas
aeaippova Gupov, Alcaeus 335.1 (Lobel-Page) od xp1) kdroior 85pov émvrpémmy.

8¢ xal : emphatic xal with a connective 8¢ (Denniston 305-6): ‘and two are the
victories that M. has’ (Slater s.v. D 1 ¢).

Tpéifar is consecutive infinitive without ore (Schwyzer ii. 362-3; Braswell, Pyth.
4.145-6 n. (a)). The construction is common with intransitive verbs: e.g., Ol 3.5, Pyth.
4.145-6, 10.48.

11. oreddvovs : the original Isthmian crowns were made of pine (mirvs), as
suggested by the Isthmiastai of Aeschylus (Radt, F**78c.39). The crowns of wild
celery (oélwov) were used instead starting from the early fifth century BC.
Incidentally, it is the only kind of Isthmian crowns mentioned by Pindar (O/. 13.33,
Nem. 4.88, Isth. 2.16, 8.64). The old practice of awarding crowns of pine seems to
have been revived some time in the second century BC. For more evidence, see
Broneer (1962) and Blech (1982) 131-4.

74 8¢ : adverbial, ‘moreover’; cf. Pyth. 8.28 7a. 8¢ kai dvdpdow éumpéme. (i.e.
Aigina): cf. Pfeijffer (1999) 508.

AéovTogs : Nemea was the scene of Herakles’ first labor (Apol. 2.74-6), his fight
with the monstrous lion sent by Hera to harass the neighboring people and their flocks.
Our earliest source for this story is Hesiod (7h. 327-32). Other references in early
poetry are found in Pind. Isth. 6.47-8, Bacch. 9.6-9, 13.44-57 (where an unknown

speaker, presumably Athena, witnesses the fight and predicts the foundation of the
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games at the site).

12. vamq : Nemea is situated in a small and marshy valley framed by the Arkadian
mountain ranges.

BabBvotépvov : ‘deep-chested’. The epithet is otherwise used almost exclusively
of the earth. This fact prompted Bergk to restore Bafvoréprw from the paraphrase of
the scholiast (X' Isth. 3.15 év 7 kol kal Babverépvw vdmy Tod Aéovros). The
correction is easy and finds further supported in Nem. 3.18 év Bafvmediw Neuéa, Nem.
9.25 rav Babiorepvov xéva. However, there is little to be gained from another
pleonastic adjective with vdama. The passage seems to require a balancing epithet with
Aéovtos. I retain Bablvoréprov as the lectio difficilior.

Braswell, Nem. 9.25 n. suggests that fafvorepros might have suggested itself
as a metrical variant of Bapvroumos (cf. Bacch. 9.9 Bapipboyyov Aéovra). But this
raises a further question: why did the poet decide not to use the already available
metrical equivalent (Ol 11.20 037’ éptBpopor Aéovres)?

kapvée OrBav : the herald announced the victor’s city at the ceremony of
coronation. Although singular and plural forms are often used indiscriminately, the
former is more common in poetry and implies personification (cf. Isth. 1.1). Thebe is
the eponymous nymph of Thebes. She is a daughter of Asopos and Metope who was
abducted by Zeus (Isth. 8.16-20). According to some accounts, she was the wife of
Zeus’ son Zethos (Apol. 3.45).

13. inmodpopia kpatéwyv : triadic and strophic enjambment in Pindar is used for
the purposes of emphasis (see Dornseiff (1921) 107, Nierhaus (1936) 24, Bowra
(1964) 320-1, and Braswell, Pyth. 4.262 n.). It occurs both when there is no sense
boundary at the end of the strophe or triad (‘necessary enjambment’) and when there is
one, as here (‘unperiodic enjambment’). Both types of enjambment can also serve the

purposes of thematic dovetailing between larger metrical blocks. Ours is a perfect

189



example: (rmodpouia kparéwv refers back to M.’s athletic achievement described in
the antistrophe and at the same time announces the main subject of the epode, the
success and investment of Melissos’ ancestors in chariot racing. See further Isth. 4.37
Saubvwv Bovlais n. below.

immodpopiq : in the //. 23.330 the word im7ddpopos means ‘a race-course for
chariots’ (cf. also Plat. Crit. 117c, lon 537a; immios 8pduos). Although Simonides uses
the word for a victory with a single horse (PMG 511, fr. 1. (a). 8 inmddp]...), the fact
that the poet always refers to the Kleonymidai in the context of chariot racing (Isth.
3.16, 17b, Isth. 4.29) gives good reason to assume that Melissos was victorious in this
equestrian event.

kpatéwv : in Pindar the verb is often only a synonym of vikdw (kpdros,
‘victory’): cf. Dornseiff (1921) 20, Slater s.v., Thummer (1969) i 29. It is a notable
feature of the victory epigrams that the participial phrases involving vikroas or vikadv
+ athletic event are often placed at the most emphatic position in the pentameter line
(e.g., Ebert 4 Kheoolévns u’ avélimrev 6 I1évrios €& Emibauvov, | vikioas immois kalov
ayava 4ués). The enjambed kparéwr is strikingly similar (cf. also Ol 13.30 wevraéfiw
dua aradiov | vikdv Spduov: avreféAnaev). The similarity should not be taken to
suggest that Pindar imitates the language of the victory epigrams. Rather, in both cases
the emphasis is most likely reminiscent of the formular phrasing of the heraldic
proclamation.

14. cdpdvrov : the dative that goes with the adjective must be stated explicitly or
else it must be easily understood from the context: cvpgpurov, 1.e. Tois dvdpdow; cf.
Lys. 10.28 ofrw oduguros adrois 7 detAla. The same applies to ovvvouor below. For
some examples in drama, where the relation is similarly implied by the context, see
Fraenkel on Aesch. Ag. 153.

o) kaTeAéyxeL = yepalpe (Slater (1969) 93), negative in lieu of a strong
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affirmative (litotes). Cf. Kéhnken (1976) 63: ‘Die eingeborene Leistungskraft seines
Geschlechts bestaetigt er in hohem Masse’. Conversely, to win is to bring shame on
one’s opponents; cf. Pyth. 11.49-50 ITvfoi te yvpvov émt arddiov katafdvres fideyéav |
EXavida orpatiav dxirart, Ol 8.68-9 év rérpacw maldwv dmebijrxaro yvios | véorov
éxbioTov kai aTyporépav yAdo-| cav kai émikpupov oluov. For similar litotes, cf. OL
8.19 épyw 7’ 00 kata €ldos éNéyxwv, Pyth. 8.36 OdAvumia Te OedyvnTov 0d kaTeéyxets,
Nem. 3.14-16 &v madaiparov ayopav | odk éleyxéecow Apiorordeldas Tedv | éuiave
kat’ aloav, Pyth. 9.79-80 éyvov moré kai Tédaov | odk aTipudoavtd vv émrdmulon |

O Bau, Isth. 2.20 ok éuéugply. This must have been recognized as a typically
epinician locution: Anth. Gr. 9.557 ¢ oradievs Apins 6 MevexAéos 0 kateléyyer |
Ilepoéa, oov kriomy, Tapoé, Kilkiooa mol.

15. loTe pav : the same asseveration introduces the myth of Aias at Isth. 4.35-6
lore pav | Alavros alxdv. However, the fact that Pindar’s audience are familiar with
the story of Aias through poetic sources does not necessarily suggest the existence of
songs in honor of Kleonymos, as some scholars seem to assume (e.g., Wilamowitz
(1922) 337 n. 1: ‘Gedichte auf ihn (i.e. Kleonymos) erhalten waren’).

KAewvipov : otherwise unknown. Meautis (1962) 255 considers him a
mythical ancestor of the family. Wilamowitz (1922) 337 believes that K. is a
Theban aristocrat of the 6™ c. Neither claim is verifiable. The name itself is very
common one throughout the Greek world (cf. LGPN s.v.).

86éav ... ppaowy : instrumental dative (K-G i 428, Schwyzer ii 166), as in
Pyth.6.17 dpparti vikav, Isth. 2.13 mmowow vikav.

17a-17b. AaBdakidatowv ocdvvopor | mAodrov : ‘partners of the Labdakids in
wealth’, i.e. as rich as the Labdakids. The adjective is often used either with gen.
(‘partner in smth.”) or with dat. (‘partner to smb.’); only here with both. But cf. Eur.

Hel. 1488 mrravadi ... | odvvopor vepéwv Spdpov, ‘winged partners of the clouds in the
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race course’, 1.e. swift as the clouds (see Dale ad loc).

All commentators assume that the Kleonymidai were related to the Labdakids
(e.g., Boeckh: Labdacidis ... cognati, Mezger: ‘dem Labdakidengeschlecht
angehorig’, Willcock: ‘on the female side they are descended from the royal family of
Thebes’). This assumption, however, has no basis in our text. The word odvvouos
cannot mean ‘relative’, whether construed with wAodrov or not. In its basic meaning it
refers to animals grazing in flocks (LSJ s.v. 1) and by extension to partnership and
comradery among people (LSJ s.v. 3). The idea of kinship between the two families
seems to originate with the scholiast, who clearly struggles to make sense of the
passage (2' Isth. 3.26a): &s kata untépa amo AaBddrov kal Oldimodos 1ol KAewvipov
8vTos. 86 pnov kal umTpdlev civvopor TAovTov. TO Yap mpos unTpos Tov Meliooov kal
KAewvipov yévos ovvdmrerar tois Aafdakidais drampéfact kata v nyioxikny. 7o de
capés: 70 0 unTpdov yévos eis Tovs AaBdaxidas avayovrai, kal kowwvol Tis €xelvwy
dvres evdoélas mAolTov (kavov mepiekT@vTo dppacw dywvilduevor. The reasoning of the
scholium is so obviously circular as to require no extensive comment: (a) ‘because
(explaining the lemma) Kleonymos on his mother’s side is a descendant of L. and O.’;
(b) ‘therefore, the poet says unrpdfer aivvopnor mAodTov; (¢) and he says that because
‘the family of M. and K. on the mother’s side is related to the L. through marriage’;
(d) ‘it is clear, then, that the family on the mother’s side trace their origin back to the
L.

What may have prompted the idea of kinship between the two families? A
possible clue is offered by X' Pyth. 11.12d, where érivouos is in fact glossed by
otvvopos. Interestingly, inscriptions often use énivopos as a synonym of kAnpévouos,
meaning ‘heir’ or ‘heir in possession’ (LSJ s.v. III 2). Since heirs are in most cases
relatives, the scholiast might have been tempted to establish a closer connection

between the Kleonymidai and the Labdakidai than what our text allows.
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pnTpdle : either (a) the mother of Kleonymos (2 Isth. 3.26a) or (b) his wife (e.g.
Bury). The latter is to a certain extent supported by Ol. 7.23-4 76 uev yap marpdfev éx
Awos ebyovrar 76 8 Apvvropidar | parpdlev Aorvdaupeias, where parpébev referring to
the wife of Tlapolemos. Yet it is impossible to resolve the ambiguity either way. In
any case, we must remember that the poet addresses the audience who are familiar
with the genealogy of the family (Isth. 3.15 {o7e pdv), and who would have no
difficulty to underst the reference.

18a-18b. The ode has started with a series of gnomic statements and so it ends.
The tone is now somber and admonitory; For similar endings in epinician odes, cf.
Pyth. 12.30-2, OI. 7.87-95, Pyth. 7.18-25. In the past the Kleonymidai were
prosperous and enjoyed unrivalled success in horse race. As Melissos Nemean victory
clearly shows, this is still the case in the present. However, at the peak of his glory the
victor must remember that human affairs are extremely unstable and always alternate
between misery and happiness. For this common place, cf. Archil. fr. 130 W, Theogn.
441 W, Mimn. 2.15-6 W, Sol. fr. 14 W, Sim. 16, 18 PMG, Soph. Ant. 1158-60, Tr.
131-5, Eur. fon 969 etc. Although the Labdakid dynasty mentioned in the previous
line provides an excellent illustration of this universal truth, Melissos has no need to
look far back into the past in search for examples. His own family recently lost four
kinsmen in battle, and, to judge from Pindar’s reference at Isth. 4.16-17, the memories
of this disaster were still quite fresh.

The two gnomai are arranged in chiastic order. The vicissitudes of human life
are pitched against the inviolable condition of the ‘children of the gods’: (a') aicw 8¢
kolwdopdvaus duépais (b') AN dMor &€ | dMater. (b%) drpwrol ye v (a°) maides
Oewv.

18a. alwv in Pindar means ‘human life’, as distinct from ypdvos, ‘all time’. The

word seems to approach the former sense already in Homer and Hesiod: e.g., /. 4.478-
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9 wwvvlddios 6€ of alwv | émAed’ vm’ Alavros ueyabipov dovpl dauévri. See further
West, Th. 609 n., who maintains that aiwv in the sense ‘all time’ is not attested before
Heraclitus B 52 and Aesch. Suppl. 574. For other instances where the word appears in
contexts implying uncertainty of human life in Pindar, cf. Pyth. 3.86-7 aiwv &
aocpais | ovk éyevt’ ovr Alarxida mapa ImAei, Isth. 8.14-5 66Awos yap alwv ém’ dvdpdou
kpéuatat, | éNloowv Blov mépov. Sometimes it is personified (e.g., Nem. 2.8 alwv Tais
peydais 6édwre kéopov Abdvais). For a clear example of personification and
distinction between ‘human life’ and ‘all time’, cf. Eur. Heracl.899-900 moAAa yap
rikTer Motpa Tedegodw- | Tewp’ Al Te Xpdvov mais. For a useful general survey of the
concept and its development, see Degani (1961) and Zuntz (1988). A possible
secondary significance of the word in this passage is suggested in the note below.

kvAwdopévats auépars : the gnome is evocative of seafaring. The verb kvA{vdw
has unambiguous maritime connotations (Hom. /. 11.307 7oAAov 8¢ mpdept kipa
kvAivderar, Od. 5.296 péya kipa kvAdivdwr) and is sometimes also used metaphorically
of human hardships and misfortunes; see Péron (1974) 128, 265 n. 2. The word aidv is
likewise at home in nautical metaphors: e.g., Isth. 8.14-15 86Aios yap alwv én’ avdpdot
kpépatar | éXloowv Blov mépov, Nem. 2.7-8 edbvmoumds | alwv. The epithet in the last
passage suggests that Pindar might have actually thought of alwv as a derivative from
anu, ‘to blow’. Since Isth. 3 is modeled on Isth. 4, aldv may allude to odpos in the
corresponding vicissitude gnome of the longer poem (Isth. 4.6).

apépats : human life (aldv) is measured in days, and each new day can bring a
reversal of fortunes. For a pessimistic—and typically Greek—idea that human beings
are creatures of the day, cf. Sem. 1.4 W, Bacch. 3.76.

18b. &7 pwTol ye pav maldes Oedv : who are ‘the children of the gods’, and in
what sense are they invulnerable? (i) Most scholars follow the scholiast (X' Isth.

3.31a), taking waides feav as equivalent of feol: “human life has its ups and downs, but
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gods alone sustain no wounds’; for a similar sentiment, cf. A. Ag. 553-4 7(s 6€ Ay
Oeadv | dmavr’ dmijuwv Tov 8 aldvos xpdvov. However, although this type of
periphrasis is relatively common in Greek (e.g., ‘children of the Greeks’ = ‘Greeks’;
see Isth. 4.36b n.), there is no other instance where ‘children of the gods’ = ‘gods’ (for
a similar problem, cf. Hes. Th. 240 rékva fedwv with West’s note); cf. Bowra (1964)
115: ‘no Greek would for a moment think that the sons of the gods are the same as
gods, and this cannot be what Pindar intends’. It is more likely, therefore, that waides
feawv are heroes, as is the case elsewhere in Pindar (Nem. 9.26-7 év yap daipoviotot
poPots | pedyovte kal maides Oecov, Pyth. 11.62 viol feav, 1.e. Dioskouroi). But if so the
statement is simply not true because demigods, like Herakles or Achilles, are anything
but invulnerable. The argument that heroes are much less vulnerable than men does
not remove the inconsistency, hence Hartung’s decision to emend the text (see
apparatus).

(i1) Another way of addressing the problem is to reverse the position of the
subject and the predicate: ‘human life has ups and downs, but as for those who remain
impervious to the blows of fortune they deserve to be called the children of the gods’.
Taken in this way, the gnome would describe the pinnacle of human edéaipovia
achieved through one’s ability to overcome suffering endemic to human condition.
This too, however, is not entirely satisfactory; an exhortation for endurance in the face
of misfortune is a Stoic sentiment without parallel in Pindar.

(ii1) A third possibility has remained unnoticed. The phrase waides fev does
not have to be understood strictly in genealogical terms. Pointing out the genealogy of
Theseus, the scholium on Eur. Hipp. 45 concludes with the following remark: rovs &€
els amalayny Tov kKakdv ywouévovs avbpdmouvs dedv maidas wvipalov, dv kal o
Onoeds els éoriv. The reference here is not so much to the mythological lore associated

with Theseus as a civilizing figure but to the fact that he is a local hero assisting the
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Athenians in dire circumstances, i.e. when they are under attack (cf. Plut. Thes. 35).
This definition of waides fecv applies to other figures of myth who acquired the status
of cult heroes and whose assistance in military affairs was often solicited (e.g.,
Dioskouroi, Aiakids). To this group belongs a host of characters with purely local
associations (e.g., Phylacus and Autonous in Delphi) and of mortal descent. The fact
demonstrates that the term mais fedv can be used of any person (mortal or demigod)
who undergoes deification and receives a cult (cf. Plut. Agis 60 oi 8" AXefarvdpeis rkal
TPOCETPETOVTO POLTOVTES €Tl TOV TOTOV, Npwa Tov Kdeopevn kat Dewv maida
TPOGayopeVoVTES).

Considering the closing gnome of Isth. 3 in this light, the concluding gnome of
the poem becomes much clearer. In their capacity as waides fewov Greek heroes are
literally invulnerable. The dichotomy is a familiar one in later periods. The statement
that St. George is invulnerable is not true if we think of the Roman soldier tortured and
executed by Diocletian, but makes good sense as a reference to the saint who appeared
to the Crusader armies at Antioch or to the English soldiers at Agincourt. On this
interpretation the gnome seems to allude to the fact that the Kleonymidai had lost four

kinsmen in a battle mentioned at Isth. 4.34-5.
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APPENDIX A: GENEALOGIES

(a) Theandridai

Euphanes Kallikles
(mpomdrap) (wrrpews)
| |
Timokritos  ~ daughter
|
Timasarchos

For the sake of convenience, I follow Currie’s (2004) 69 reconstruction. The scholiast

suggests a sllghtly different stemma (2 Nem. 4.129ab ,unprs‘ o s ,mepos‘ adedgés. o
de )\o'yos €l 8¢ T 0 Vpuvw keXevets €Tt pe Betvar o)Ay wpos wapodov kat puymobira

7'OU 7TpOS ,L,mTpos oov 0€LOU Ka)\)\m)\eous, /J,V’Y]O'O’Y]O'O/J,(LL), 1.€.:

Euphanes
mpPOTATWP — father —

| | |
Timokritos  ~ daughter  Kallikles

(wijpws)
|
Timasarchos

(b) Aiakidai

Zeus ~ Aigina
|
Psamathe ~ Aiakos ~ Endeis (?)
| |
| | | |

Phokos Telamon ~ Eri-/Periboia Menoitios Peleus ~ Thetis

| | |
Aias Patroklos Achilles
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APPENDIX B: ICONOGRAPHY
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Figure 1. East frieze of the Siphnian Treasury at Delphi (Drawing, after J. Boardman,
Greek Sculpture Archaic Period, fig.212.2)

Figure 2. Red-figured calyx-krater, London, British Museum F 480 (Etruria, ca.
400/350).
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Figure 4. Cavalcade Painter. Basel, Antikenmuseum BS 1404 (ca. 580).
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Figure 5. Euphronios painter. Main side of a red-figured calix krater. Paris, Louvre G
103 (ca. 515-510 BC).
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MAPS AND PLANS

Figure 6. Cyrene

After the Cyrenaica Archeological Project, www.cyrenaica.org.
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Figure 7. Temenos of Apollo at Delphi

After de La Coste-Messelicre (1936), Au musée de Delphes. Recherches sur quelques
monuments archaiques et leur décor sculpté (Paris).
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Figure 8. The Isthmian Sanctuary of Poseidon

After Broneer (1968) fig. 3.
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After Symenoglou (1985).
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