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PINDARIC criticism has been charac- 
terized by the attempt to establish 
principles of unity in the individual 

Odes,1 and in this search Pythian 1 has 
seemed to present little difficulty. The 
image of the lyre occurs at the beginning 
and again at the end of the poem, and its 
import-the echoing of divine harmony 
in the governance of the city Aetna-is 
clear. Yet the lyre is not, in point of fact, 
a unifying element, for it does not make 
the poem "one"; the majority of verses 
cannot be explained in terms of it. In 
order to avoid drawing the unpleasant and 
improbable conclusion that Pindar is in- 
coherent, many recent scholars have 
adopted Norwood's suggestion that a 
dominant image in Odes like Pythian 1 
functions as a symbol with a unifying 
power extending beyond its immediate 
context. A poem thus integrated has 
"something airy and alluring," its co- 
herence is "not logical but aesthetic," for 
"in lyric poetry ... the emotions conveyed 
are by their nature such that they enter 
one's consciousness indirectly, or not at 
all. Force upon them the shape of explicit 
syllables, and you make them too gross to 
enter the pores of the soul."2 This ap- 
proach is not novel. It lends a new name, 
"symbol," to the function of a dominant 

1. This undertaking is chronicled by D. C. Young, "Pin- 
daric Criticism," The Minnesota Review, IV (1964), 584-641. 

2. G. Norwood, Pindar (Berkeley, 1945), pp. 116, 99, 115. 
3. B. L. Gildersleeve (ed.), The Olympian and Pythian Odes 

(New York, 1885), p. 240; A. Croiset, La Poesie de Pindare 
et les lois du lyrisme grec (Paris, 1886), p. 344. Gildersleeve 
uses the term "constellation." An image such as the lyre is 
called a motif generateur by B. A. van Groningen, La com- 
position litteraire archaique grecque (Amsterdam, 1958), p. 
336; the term is borrowed from Barigazzi. The lyre has also 
been called "eine sinntragende Mitte, die die Teile des Liedes 
zusammenhalt" by M. Bernard, Pindars Denken in Bildern 

image already described by Gildersleeve, 
and it attempts to legitimize the mystique 
that had impelled Croiset to protest, in the 
belief that his contemporaries were too 
much preoccupied with logical analysis, 
"the heart has its reasons . . ."3 But 

Schwdrmerei, however ingratiating as an 
antidote to positivistic fact-mongering, is 
not literary criticism. There is no locus 
of meaning, no source of aesthetic effect, 
apart from the "explicit syllables" of a 
poem. Pindar, if we are to follow the 
indications he gives, was not interested in 
writing "something airy and alluring." 
He frequently compares himself to a 
javelin-thrower or an archer sending a shaft 
hurtling toward a precise mark: 

rroAAc iLOt v7T' ayKCvOS cOJKE'a fleAr 
voov ErVl T ctapETpas 

kcWVaEVTra avVEroalv es oe TO 7TL&V EplavaVWV 

xaTlELt [01. 2. 83-86].4 

One readily understands what Pindar is 
"aiming at" in the lyre image in Pythian 1. 
But the lyre is but one of many "arrows." 
It is at the center of a nexus of images, all 
of which must be examined if we are to 
understand the poem fully. Pindar did not 
intend that his Odes "enter one's con- 
sciousness indirectly, or not at all": some 
of the carefully aimed arrows would find 
their mark in the immediate comprehen- 

(Pfullingen, 1963), p. 40, and a unifying symbol that "radiates 
from its golden nucleus a synoptic series of particularized 
manifestations" by C. A. P. Ruck and W. H. Matheson, 
Pindar: Selected Odes (Ann Arbor, 1968), p. 159. These and 
similar formulations by other critics fail to identify and ex- 

plain all the other "motifs," "Teile," and "particularized 
manifestations" in the poem, since many of these are connected 
with the lyre only indirectly. 

4. All quotations from Pindar, unless otherwise noted, are 
taken from the edition of B. Snell, Pindari carmina cum 

fragmentis (Leipzig, 1953). 
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sion of an intelligent audience, the crvverot. 

But the rest, the other /EAr7, need inter- 
preters. What follows, then, is an inter- 
pretation of the "arrows," the "explicit 
syllables," of Pythian 1. This analysis will, 
in turn, suggest an approach to the general 
problem of Pindaric "unity." 

It is important, first of all, to note the 
way in which the effect of the lyre's music 
is described. TrOs OKOV'EL Ev /3datS (2) is a 

striking metonymy, the step for the dancer. 
The foot "hears" and "obeys" the lyre, 
stepping out as the prelude is struck up 
(4) as it were automatically. The singers, 
too, "obey" (3), and it is the song itself, 
not a human director, that leads the 
chorus: cy7crLtXopCov o7TOTC'V 7TpootLLcov 

dt,floAds TEVX7r? EAEAtAoxLevaa (4). The per- 
formers thus announce that their move- 
ments and voices are controlled by the 
lyre, the instrument of Apollo and the 
Muses (1 f.). They are divinely inspired by 
the music-dancers, singers, and musicians 
submitting to the lyre to make a har- 
monious performance embodying the di- 
vine order of which they sing. This small 
group of people is a microcosm of the 
larger society, the city of Aetna, as that 
earthly polity reflects the order that pre- 
vails in the universe. For the beginning of 
the celebration, ayAatcas dpXd (2), in this 
case also marks the beginning of a glorious 
future for the city under the protection of 
the gods.5 

As Pindar moves from Hieron's court 
to the heavenly realm (5 ff.), the music of 
the lyre is again described as having the 
irresistible force that will be summed up 
in the words K7Aa U6 Kat 8aticdvwv OE'Aye 

4pevpvas (12): "for [thy] shafts bind with a 
magic spell the minds of the gods, too [as 

5. Thus it is the entire performance that is significant, not 
just the lyre alone. It is generally thought that the celebration 
referred to in 1-4 is taking place in the heavenly realm, with 
Apollo actually leading the Muses in song. But the effect of 
the lyre's music on the divine forces specifically mentioned by 
Pindar is different from the effect that is revealed at Hieron's 

well as those of men]," minds that might 
otherwise incline to discord and violence. 
But the word OE'AyEt seems to have misled 
commentators into apprehending the effect 
of the lyre as gentle and insinuating, 
whereas an examination of what Pindar 
says reveals that it is not so much per- 
suasive as compelling. As soon as the 
performers hear the opening notes of the 
music, they "obey"; the ambiguity of 
OKOVO in 2 is significant. In 5 f. Pindar gives 
us another complex metaphor that, like 
the "sentient footstep," requires analysis. 
The thunderbolt of Zeus is described as a 
spearsman of ever flowing fire, which the 
lyre extinguishes: KCt r7 v atXlcar&v 
KEpaVVOV CafEVVVELS / atIEVaov TvpOS (5- 

6). altxtIardv functions as an adjective- 
the thunderbolt is "warlike" and is, 
moreover, shaped like a spear-but the 
nominal form conveys the image of a 
warrior Zeus hurling the bolt; cf. Zrqvos 
EYXEtKEpaVVOV (01. 13. 77) and ;yXEtKE- 

pavvov Z%jva (Pyth. 4. 194). alevdov 

Trvpos presents difficulties. Why is the fire 
described as eternallyflowing, and how, if it 
is eternal, can it be said to be extinguished ? 
Although sand may be used to put out a 
fire, one normally thinks of water used 
for this purpose, and KEpavvov a/EVVvEtS 

alevaov Trvpos evokes the image of a hot 

liquid being extinguished by a cool one. 
But since the fire is eternal, it cannot be 
subdued permanently; the remission of 
Zeus's anger, while complete, is only tem- 
porary. Pindar proceeds to develop both 
themes, a liquid extinguished by a liquid 
(or something conquered by another 
aspect of itself) and the impermanence of 
the lyre's benign effect, in the description 
of the sleeping eagle. 

court. As the earthly performers begin to dance, sing, and 
make music, the thunderbolt is extinguished and the eagle and 
Ares droop in slumber (5-12). In order to achieve this elegant 
pseudo-paradox-a simultaneous quickening and relaxation 
in response to the lyre-Pindar has the heavenly listeners 

represented only by forces of hostility and violence. 
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The interpolation of .pXos otlwv>v (7) 
into the description of the now slumbering 
bird is not ironic, for it recalls yAatzas- 
dapxt (2): the relaxation of warlike vigil- 
ance on the part of the foremost of birds 
is indeed the beginning of a greater glory, 
peace.6 The fierce predator is surrounded 
by a black cloud like that which mists the 
eyes of Homeric warriors in their moment 
of death, but this cloud is "sweet" (8) and 
the rising and falling of the eagle's back 
(9) reveals that the bird is, after all, merely 
asleep. The lyre can work miracles, but 
only while it is heard: if the music stops, 
the eternal fire will be rekindled and the 

eagle will awaken. 
The music that quenches the thunder- 

bolt was implicitly described as a liquid, 
and here the lyre "pours down" the black 
mist about the head of the eagle (KaTXEvas-, 
8). The bird's back is called VSypov (9), 
suggesting the rippling of water, so that 
here again both the agent and the thing 
acted upon are described as liquids. But 
in the latter half of the antistrophe Pindar 
makes explicit another paradox of this 

type (the agent acted upon in kind), one 
that is more important thematically. 
Music had force enough to compel the 

performers' obedience (1-4); the lyre 
overcame a spearsman in 5 f. Now these 

6. It is essential to note, in connection with the derivatives 

of apxco (as, further on, with the compounded forms of 'xco, 
and with 3diAAw, Aoyos, and other words), that, although we 

may be obliged to translate related words differently each time 

they appear, the Greek word or root is the same. Pindar's 

listeners were unacquainted with the lexical resources of the 

English language. 
That the study of verbal repetition is essential to the study 

of Pindar was first stressed by F. Mezger, Pindars Siegeslieder 

(Leipzig, 1880), pp. vii-viii. Mezger was impeded in the appli- 
cation of his principle by his belief that the repetition of words 

occurred in passages that were metrically identical, which is 

not always the case. Nevertheless, his suggestion was taken up 

by J. B. Bury (ed.), The Nernean Odes of Pindar (London and 

New York, 1890) and The Isthmian Odes of Pindar (London and 

New York, 1892). Bury saw clearly the need for close textual 

analysis: "For appreciating Pindar a susceptibility to the effect 

of words is eminently necessary; for each of his is, as it were, 
a gem with a virtue of its own which the poet has fully appre- 
ciated before he set it in its place" (Nemean Odes, p. xii). 

The pervasiveness of "echoes and responsions" in Pindar's 

ideas are combined in the image of music 
as a warrior conquering warriors, a 
paradox when translated into the meta- 
phorical language of the poem: peace is a 
more powerful warrior than war itself. 
The transition from the "liquid" metaphor 
to that of the warrior is made in 7-10. The 
lyre binds fast the eyes of the eagle, the 
oxymoron cdSv KAOiOpov (8) conveying 
both the charm and the ineluctable firm- 
ness of music's influence. Then the bird's 
back ripples gently, rEa s- ptTraat 

Kar(xaoXOLEVoS (9-10). Perhaps because of 
the imagery of the preceding lines, pLrTaoZc 
has been interpreted as referring to water, 
and the entire passage has been thought 
to mean something like "spellbound by the 
wavelike vibrations of your music," which 

gives the impression of gentle, lulling 
sounds. It is generally pointed out in 

support of this interpretation that Pindar 
uses prcta of wind and waves. But 
examination of the relevant passages sug- 
gests that the word retains its etymological 
sense of a thrust with some force behind 
it: in Pyth. 4. 195, Pyth. 9. 48, and Nem. 
3. 59 Pindar refers to a driving impulse, 
in the first and last instances one sufficient 
to propel a ship. In Frag. 166. 2 pLtrr 

describes the effect of wine assailing men 
like a blow, and in Pyth. 3. 57 piTrrTc is 

Odes cannot, Bury says, be accidental (ibid., p. xxii). Yet he 
assigns to them the function of mnemonic devices for the 
benefit of the performers, imperceptible to the audience and 
hence not part of the artistic effect of the poetry (Isthmian 
Odes, pp. viii f.). That the responsions may not always be 
obvious is the basis of what amounts to the rejection of Bury's 
approach by Van Groningen, op. cit., p. 300. But it must be 

borne in mind that Pindar was writing for an audience which, 
though literate, was trained to apprehend poetry through the 
spoken word. This mode of apprehension, entailing extra- 
ordinary feats of memory on the part of both poets and 
listeners in the oral tradition, can scarcely be imagined, much 
less duplicated, by modern readers whose experience of 

poetry, dependent on the printed word, is visual, whose 
memory is eidetic rather than auditory. Cultured audiences 
in Pindar's day possessed, to some degree, the ability to 

apprehend the poem as a totality. A few modern scholars 
have memorized the Odes; but, even if the poems are simply 
read aloud, the significance of verbal responsion will be per- 
ceived. 

10 



LANGUAGE AND MEANING IN "PYTHIAN" 1 

used, significantly, of Zeus hurling the 
lightning-bolt. The most important pas- 
sage is Nem. 1. 68, in which the word is 
used of the force of the arrows shot by 
Hercules during the battle with the Giants. 
The relevance of this Ode to Pythian 1 
will be discussed below; for the present it 
will suffice to note that here, as in the 
previous passage, p'tra refers to the force 
of a missile in a context similar to the one 
that Pindar will develop in 12 ff. of Pythian 
1. But it is not, in the end, necessary to 
adduce instances of the word in other 
poems; one need simply read further in 
the present Ode, for in 44 f. Pindar com- 
pares his effort to praise Hieron to the 
casting of a javelin, concluding ['7ro/Lat] 
/JLCKpa S p'l0aLS caJLeV'aad0 vvTlovs. It 
seems clear, then, that ptrcd refers to the 
hurling of a missile in 10. The fact that 
Pindar is speaking of a lyre, a stringed 
instrument, and will go on to speak of 
K7TAa in 12, suggests that an arrow shot 
from a bow is specifically meant; Apollo 
and the Muses are not only musicians but 
archers: cf. 01.. 1 12, Pyth. 8. 61, Frag. 2. 
2, and especially the following verbal collo- 
cations: ydp ee A[t]yvuqCa%pdcy)v KAVraV Cd-/ 

r&, 'EKapodAE, qoptliyywv (Frag. 140a. 
60 f.); EKaTralpdO'A MoLauiv aTO rdwv / Ala 
... qOLVtKO(T7EpO7TaV ... E7rVEtlCLa and 7TTEpd- 

EVTa S' 'E. ... oiUTV. . . &vSpoS dELt4 7raAcla- 

/LaWV odpfuyy' EAeAlouv (01. 9. 5 f. and 

11-13; cf. Pyth. 1. 4). In 01. 14. 10 ff., Pin- 
dar describes Xpvao'roOov 17vOtov' A)rOA- 

Aova, beside whom are enthroned the 
Graces, foremost among them being 7Trrvt' 

AtyAala (cf. Pyth. 1. 1 f.). 
KaTaarcXOLEvos (10) has been translated 

"spellbound," no doubt in consideration 
of OeAyet. If this meaning is to be retained 
we must emphasize the "bound" element 
in the word, since the image conveys the 
notion of a forceful subduing and its 
primary significance is the etymological 
one, "held down," "restrained," as if the 

eagle has been pinned down by an on- 
slaught of arrows (cf. the Giants in Nem. 
1. 68). Throughout the strophe and antis- 
trophe Pindar has been developing to its 
climax the description of the lyre as a 
warrior. At last War itself, the god Ares, 
yields to its power (10-12). Overcome by 
the weapons of divine concord, the em- 
bodiment of divine discord lays aside his 
own weapons, for the gods, too-even 
they-are enchanted by the arrows of 
Apollo and the Muses. The extinguishing 
of the fiery thunderbolt in 5 f. suggested 
the cooling of extreme heat. Here, that 
which was cold is warmed: "Aprs... 
tatVEl Kap8tav / KoJ/IaITt (10-12). Yet 
Pindar is not saying that music tempers 
extremes or reconciles opposites. We may 
compare the well-known but problematic 
Fragment 51 of Heraclitus: o3v evvtiov 
OKC)S OtLaOEpOLEVOV EOUVT7O tLVLEpETtaL 

r7TCAtV7rVOS apioiOV1oj OKKW7TEp r6dOV Kat 

Avp7rs. Heraclitus, so far as we can tell, 
believed that the structure of the world 
consisted in an equilibrium of opposing 
forces; the tension created when the 
string of the bow or lyre is pulled back is 
necessary in order that the instrument may 
function-emit an arrow or a musical 
note-when the string is released. For 
Pindar, the lyre does not represent a state 
of equilibrium between opposing forces: 
it imposes concord upon dissonance, peace 
upon war. Strife may break out again, on 
earth if not in heaven, but it is not, as in 
Heraclitus, a permanent characteristic of 
the universal scheme. The opposing forces 
in the first twelve lines of Pythian 1 are 
presented as obverse manifestations of a 
single image-the two liquids, the two 
warriors with their similar missiles (aIXLua, 
EYXEa; K7AXa), the eagle, bird of prey par 
excellence, himself held fast-but not in 
order to illustrate a theory about the 
structure of the cosmos. Rather, as is his 
wont, Pindar delights and stimulates his 
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audience with paradoxes: the agent acted 
upon in kind and the attribution of 
mutually exclusive effects to the same 
cause (the lyre "quickens" the performers 
as it "kills" the thunderbolt; it cools and 
warms). Akin to these paradoxes is the 
oxymoron adv KcA&'cpov (8). The "rec- 
onciliation of opposites" is performed not 
by the lyre but by the mind of the listener 
as he makes sense of these apparent con- 
tradictions: thanks to Hieron's prowess, 
peace "prevails" in Aetna, i.e., has proved 
to be stronger than war. 

So, too, in the macrocosm, Zeus has 
overcome his enemies. The subduing of 
Typhon is related in the epode and con- 
tinues into the second triad. It is not 
necessary, in order to justify Pindar's use 
of pod (13) as a description of the lyre's 
sound, to appeal to other instances in 
which the word is used of music. In view 
of the foregoing discussion of the lyre as 
warrior, it is clear that food is appropriate, 
not because it is used in passages where it 
has no connotation of "war cry," but 
precisely because this meaning is intended 
here. The pod& ItEpwcov is the signal of 
an attack on all those creatures that Zeus 
has not loved, oraoa LT TrTEA,r/pKE ZEV' 

(13). In their case the Muses, warriors in 
the cause of divine harmony (12), did not 
quench the thunderbolt and lull the eagle 
and Ares to sleep, but awoke them to do 
battle when that harmony was threatened; 
for they, too, are instruments of divine 
justice, the obverse, not the opposite, of the 
lyre. At the sound of the lyre the enemies 
of Zeus are terror-stricken (0drrvovrat, 13), 
a reaction that differs from both the 
joyous activity of the performers at 
Hieron's feast and the gradual stillness 
descending upon the warlike forces on 
Olympus. The victory achieved by these 
forces over Typhon is contrasted with that 
imposed on them in turn by the lyre. The 
eagle was surrounded by a sweet mist, 

Ares by a gentle warmth, but Typhon is 
not granted this easy repose. The eagle 
slumbers on the lofty scepter of Zeus (6); 
Typhon lies below the earth in dread 
Tartarus (15). The idea of restraint, intro- 
duced by Ka-raorxO6Evos (10), reappears 
in dAL?EpKE'ES and MrtEEt (18 f.), while 

UavveXE (19) is virtually synonymous with 
an active form of KaTaXXocLEVOS. The eagle 
is spellbound by music; the giant is crushed 
by the huge mountain. This KtLV ovpavta 
(19) thrust down upon Typhon is the visual 
and conceptual counterpart of an arrow 
shot from the lyre to pin down the eagle. 
But the violence of the lyre is benign, since 
it ensures universal peace, whereas the 
violence of Typhon is destructive of 
divine order. The contrast between Ty- 
phon's rebellion and the restraint imposed 
by the gods is presented through the 
juxtaposition of Typhon's former abode 
and his present one. KLAIKtOV (17) and 
ZLKEAla (19) sound alike and occupy the 
same position in their respective lines; the 
contrast turns on the notion of fostering 
or nurturing expressed in the words OpE'ev 
and rtOlva. The Cilician cave had reared 
the rebel Typhon. Now the mountain that 
imprisons him is the "nurse" of perpetual 
snow (20). 

Aetna has a dual role. With its "sharp," 
stinging snow and "unapproachable" fire 
(20 f.), it is at once the instrument of 
Typhon's punishment and the manifesta- 
tion of his rage that continues to threaten 
mankind. The giant was struck down by 
Zeus's thunderbolt (cf. Pyth. 8. 17), the 
instrument of righteous anger. The bolt 
was depicted in 5 f. as ever flowing fire, 
hurled as if by a spearsman. Now the fire 
representing the impious rage of Typhon is 
described as a liquid (7Tayct, 7rpoxeovrL, 
poov, KpovvoVS, 21-25) hurled up from the 

depths of the mountain (cf. Ova7rE'LTret, 26) 
in contrast to the downward thrust of the 
thunderbolt. The black mist that the lyre 
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poured around the eyes of Zeus's bird has 
as its antitype the lurid smoke that Typhon 
(the "Smoky One") pours forth: cf. 
KacTrXEva (8) and rrpoXEovrL (22). But the 

fiery volcano that expresses Typhon's fury 
is also the KLtV ovpavia that crushes him 
with its mass. The mountain spews forth 
flames and rock as the giant heaves be- 
neath it, yet these struggles cause him 
agonizing torture: his rough bed scrapes 
and goads him (crpcoiva be Xap(aaota' 

rcTTCV VjLTOV V 7T0r LKEKAtiEVOV KEVTEL, 28). 

The entire passage 27-28 recalls 6-10: 
SEE?raxt corresponds to KCTacrUXOLEVOs; 
the black leaves of Aetna to the black 
mist; rTpclpva& XOcaporactoa' to the eagle's 
bed on the scepter of Zeus; the thrashing 
of the giant's tortured back to the gentle 
rising and falling of the eagle's (v&rov, 9 
and 28); the sharp rocks that goad 
Typhon, like an animal recalcitrant to the 
will of its master, to the shafts of the 
lyre's music. Ep7rerov (25), usually trans- 
lated "monster," emphasizes the fact that 
Typhon, who had dared to challenge Zeus, 
has been "brought low" literally and 
figuratively, even as he sends up 
AccttarTOL KpoVVOVS SELvorT0 ov'. 

The other superlative used of these 
flames, 7yvo'raTrc (21), has caused some 

difficulty; the word seems unusual in a 
description of the impious giant. Com- 
mentators have accounted for it by noting 
that sulphur is used in purification rituals 
or, alternatively, that fire from the depths 
of the earth is purer than fire kindled by 
mortals. Neither view explains why Pindar 
chose to call attention to the sacred 
character of these flames. The word must 
be explained in the light of the dual role 
of Aetna as the symbol of Typhon's rage 

7. Cf. G. Nebel, Pindar und die Delphik (Stuttgart, 1961), 
p. 114: "Das Feuer ist nicht sein [Typhons] Beitrag, sondern 
Waffe des Zeus... Freilich liefert der Leib des Typhons den 
Brennstoff. . ." Similarly E. Boehmer, Pindars sicilische Oden 
(Bonn, 1891), p. 51, glosses dyvoTarat "lauterste weil des He- 

and of his punishment. The streams of 
fire are &yvor'art because, like the 
flowing fire of the lightning-bolt, they 
manifest the force of Zeus's wrath. They are 
"unapproachable" because they are "most 
holy." Thus A)csaicrroto does not, as has 
been assumed, function as a common 
noun equivalent to "fire," but refers to the 
god of fire himself, who kindles in the 
depths of the volcano the sacred fires that 
Typhon, in his violent heaving, sends 
shooting upward.7 Pindar believes pro- 
foundly in the supremacy of Zeus. His 
theology does not admit of dualism, of the 
existence of an evil force unconquered by 
the highest god. With its snow and fire 
existing simultaneously, Aetna recalls the 
lyre that cools and warms, and, like the 
lyre, it is a symbol of divine providence. If 
Zeus allows Aetna to erupt, it is not be- 
cause he cannot control Typhon, cannot 
punish him in a way that would not also 
threaten man. The volcanic eruption is a 
portent (re'pas, 26), an example of con- 
trolled yet fearsome violence, put on 
earth that men may wonder at it 
(Oavpxaatov, OavOua, 26) and may learn not 
to take for granted the sway of divine 
harmony: the "quenched" thunderbolt is 
eternal, the eagle and Ares merely asleep. 

Pindar will go on to speak of other 
portents. But the eruption of Aetna, which 
he has just vividly recalled, was a kind of 
epiphany, a revelation of the dread wrath 
of Zeus; and the poet's immediate response 
is to worship Zeus, to pray that Hieron and 
his city may find favor with him: 

EL7, ZEe, -rv e'lf av6OVELV, 

OS 7TOOT e(e7reLt Opos, evKatp7TOLO yat- 

as' ercTTOVrov, Trov^ LEv e'rvvcltav 

KAEtVOS otKLOT7rp EKvUSaVEV 7TOAtV 

phaistos." It should be noted that according to W. J. Slater, 
Lexicon to Pindar (Berlin, 1969), ad loc., there is no instance 
of ayv6ds meaning "pure" in Pindar; the word means "holy" 
or "belonging to or administered by divinities." Slater also 
connects dyv76TaTa with Hephaestus. 
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yelTova, HvoLtasos 3' epv p6Od KL- 

pvu avEEl7TE VLV ayyeA- 

Awv 'Iepcvos V7TEp K(AAXlVKOv 

ap/Laat [30-33]. 

It is of course Zeus, not Typhon, who is the 
lord of Mount Aetna: Zeus Aitnaios 
appears in 01. 6. 96 and Nem. 1. 6; cf. 
01. 4. 6. Hieron, whom Pindar is portraying 
as the vicar of Zeus, is the earthly lord of 
the city named after the mountain. As a 
manifestation of divine providence the 
volcano has made the soil of the region 
fertile: the KltV oVpavia is the EV'Kprroto 

y7aas ErETwTrov. Zeus has thus favored the 

city, and Hieron has, for his part, brought 
it glory through his victory at the Pythian 
games... But this latter is not precisely 
what Pindar is saying. Insufficient atten- 
tion has been paid to the v ... 8. . con- 
struction in these lines. Two ideas that 
balance each other are being stated; the con- 
struction presents paratactically elements 
one of which is in fact subordinate to the 
other. Pindar says: Hieron brought renown 
to the city and it was named by the herald 
on the occasion of the victory, not because 
it was proclaimed at that time. The 
announcement, the public proclamation, is 

syntactically equivalent to the glory because 
the two are equivalent conceptually as well. 
Pindar for the first time calls our attention 
to what will emerge as one of the funda- 
mental points of this Ode: the lyre, 
instrument of Apollo and the Muses, is to 
Zeus Aitnaios what public acclaim-be it of 
the Pythian herald, of poets and historians, 
or of mankind in general-is to the king 
of the city Aetna. The lyre proclaims the 

glory of Zeus, the harmony and benevo- 
lence of his reign: the king must act in 
such a way that he will be similarly praised. 

Accordingly, Pindar goes on to say, the 

proclamation of Hieron's victory at the 

games is a favorable omen for the sub- 

sequent renown of the new city: 
vavantopr'rols ' advSpdal rrpo)ra Xap 

es 7rAoov dpXot(eLvoLS 7rTOf7Traov e'AOeiV 

ovpov' EoLKoTa yap 
Kal TreevrTa qVeprTpov voarov rvXElV. 6 8e Aoyos 

TcrrTatg E7rl avvTvxItOLS 86av qepeL 

Ahotrrv Ea`eaaO aTre0qdvoLal v<(l> L;TTOLS Te KAvrTdv 

Katl av evc&voLt OaAiats ovyoLaaTdv [33-38]. 

To men commencing a sea voyage a 
favorable wind is the 7rpcora xdptS. Pindar 
uses Xapts to mean not an intrinsic 

quality-"grace," "loveliness," or the like 
-but a reward or blessing coming from 
without; the Xcdptre are this external 
source. In view of the significance of the 
notion of Xapts in Pythian 1 we must note 
the distinction between Xcpts and cperd: 
cf. ad(v o' cSE')7TE f6o'pcr(TLos, r7TovOrov Tr 

Kal Xdptv aywvc / yv7(Jclats er' c prETa lS 

(01. 2. 10 f.). In the present passage Xoapis 
refers, metaphorically, to the glory atten- 
dant upon victory in the games, not to the 
merit that led to the victory. The following 
passages may be compared: ITaasS re K,t 

PepEVlKOV XCdpLt (01. 1. 18, of another of 
Hieron's victories); [r4La] 0vSpa ... rr. . 

CperTdV Evpov7cr. S0Sot rT 0o al toav 

XOCpV / Kal 7TOT-' dOTOjV Kat 7rTt eltWVo 

(01. 7. 88-90; dperd is used in an aberrant 
sense here but still refers, by metonymy 
of cause for effect, to a quality of the 
athlete himself, whereas Xdpts comes from 
without); 'EpaortSiv rotL avv Xcaptrcratv 

EXEt / Oahlta Kal 7rdAtsi (01. 7. 93 f.; 
cf. Pyth. 1. 38); KoL NLE'exa yap od!us / pco 
rav'rav Xcptv (01. 8. 56 f.); E'7rrvvlo`av 

X pLv (01. 10. 78);8 r*V 85' SVETTJS re 

Avpa / YAvKVS T' avAos cva7Tro aE9L Xapiv / 
rp&bovrt 8' Evpt) KAE'os / KOtpcLt HtEp[SE9 TPEOV7L O EVPV KAEOS / KOPL TtlEplES 

Atids (01. 10. 93-96); dCKoovv . . . q>ov 
OX'Aov v;ia -rE KOivav XCptv (Pyth. 5. 101 f., 
where X(Xapi, paired with /oAf3os as in 01. 
2. 10, is the reward of cperrd [98]; cf. also 

iueAos- Xaplv [107], the victory song). 

8. The wording of the entire passage 01. 10. 76-83 should 

be compared with that ofPythian 1. 
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The Trpcora XapLs, then, corresponds to 
the first glory conferred on Aetna by the 
proclamation of Hieron's Pythian victory 
at the time of the founding of the city. In 
terms of the analogy, it is a wind that 
propels the ship, bearing to the ship with 
its intrinsic capacity for sailing the same 
relationship that the laudatory X?pLs does 
to the aperd of athletes. Such a wind at the 
outset bodes well for the rest of the voyage, 
for it suggests that favorable winds will 
continue to speed the ship on its way. On 
the literal level: the "ship of state" Aetna 
will continue to receive praise and glory.9 
7rOTVr lyata was mentioned along with 

Pythian Apollo in 01. 14. 10 ff. There 
being no clear distinction between the 
Graces and the Muses in Pindar, the 
Graces surrounding Apollo in Olympian 14 
recall Pyth. 1. 1-3. In Pyth. 1. 2 ayA,t'as 
dpXd refers to the victory song that marks 
the beginning of a splendid future for 
Aetna, and hence 7TrdVt' AyACatc, the 
foremost of the XOEPLreS, is the dvSpdCa 
rTpwcra CXOCps CpXOoEVotS in 33 f., who will 
be followed by her sister OaAca (cf. 01. 14. 
15) in the future (38); their relative Ovpavta 
appeared (by way of equivoque) in 19, 
the KlIwv being one of the Kr/Aa of the 
Muses (12). 

Pindar continues: given the coincidence 
of these two events, the Pythian victory 
and the founding of the city (ravrats- rT 

avvTvXtlas, 36), this popular saying about 

9. The wind of fortune is a familiar metaphor, occurring 
at 01. 7. 95; O1. 13. 28 (with a nautical metaphor); Pyth. 3 
104 f.; Pyth. 4. 3 (onpov ivwcov); Pyth. 4. 291-93 (in the context 
of Atlas and the Titans, a nautical image, and Apollo); Pyth. 
5. 120 f.; Pyth. 6. 12; Nem. 7. 17 (with a nautical metaphor 
in the context of winning glory through song); Isthm. 4. 5 f. 

(in a nautical metaphor). In view of the frequent connection 
of the theme of the wind of fortune with that of seafaring, 
01. 4. 6 f. suggests why Pindar found the image of the ship 
of state particularly apt in the case of Aetna: Kpdvov rraZ, 6s 
Atrvav IXeLs, / irov dvelLdcaaav 4Kar7oyKcledAa TvcDcvos 6fpip/ov; 
the city, located near the mountain, is exposed to the winds. 

10. An exception is J. A. Hartung (ed. and trans.), Pindar's 
Werke, (Leipzig, 1855-56), II, 198. Hartung's comment may 
be read along with the scholia, which are ambiguous; see 
A. B. Drachmann (ed.), Scholia vetera in Pindari carmina, 
II (Leipzig, 1910), 16. 

the fair wind at the beginning of a voyage 
(o Sb Aoyos, 35) brings fame to the city 
(o0'av Oe'pet, 36), that is, guarantees it for 
the future a brilliant reputation as the city 
renowned for victorious horses and named 
together with sweet-voiced festivities 
(AOlrTOV ... OvvLaa7rdv, 37-38). odeav cE'pe? 

has almost universally been interpreted as 
"conduces to the belief," "lends credence 
to the opinion," and the like.10 But in the 
light of the foregoing remarks it would 
seem, rather, that the words refer to the 
idea expressed in KIV8avev TroAtv (31), 
S6oea being the subsequent fame, that 
which succeeds to the Trpcora Xapts. 

There is an antecedent unlikelihood that 
Pindar, who is known for the (apparent) 
obscurity of his transitions, should at this 
point-where it is perfectly clear that there 
is an analogy between the ship and the 
city-offer us a detailed glimpse into the 
process by which he comes to this con- 
clusion. "Warrants the opinion" and 
similar translations are not only super- 
fluous but prosaic: a brief lesson in 
reasoning is inappropriate to the lofty tone 
of the passage that will culminate in the 
prayer to Apollo. But the soundest 
evidence for the assumption that 6o'a 
means "glorious reputation" is Pindar's 
use of the word. There is only one case, 
Nem. 11. 24, in which o0'a clearly means 
"opinion," but many in which it clearly 
means "renown."11 Of these, four merit 

11. For 66oa as "opinion," dyowvlov ?v 86.ooa OelevoS eOxos 
(01. 10. 63) has been adduced, but the scholiast's interpretation, 
av8ooov voioaas T6 vLKrOaaI, is compelling if not conclusive 

(for the scholium see Drachmann, Scholia, I [Leipzig, 1903], 
329). Similarly, o86av sIXco TLV' sir yAdooag A&yvpas dKdvag 
(01. 6. 82) may well mean "I have a reputation for," "am 
famous for." Passages in which 86da clearly means "renown," 
apart from those to be discussed, are Pyth. 2. 64; Pyth. 9. 75; 
Pyth. 11. 45; Neni. 9. 34 (cipet Bdo^av; see n. 26 below); Nem. 
11. 9; Isthm. 1. 68; Isthm. 4. 11; Frag. 227. 2. For the similarity 
between xdptL and 86da, we may consider the phrase vrataad 
xdpts in Isthm. 7. 16 f., referring specifically to the capture 
of Amyclae (14), a deed mentioned in Pyth. 1. 65 f., where 
the victors are PlaOv6ofo and manifest KAeos. With 7naAara 
xcidp we may also compare naAadsav 86fav (Pyth. 9. 105) and 
6dfav rahAaciv (Isthm. 3. 16). 
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special attention. The first occurs in 92 ff. 
of the present poem: 

o07TtOoJfpoTOV asXr1xLa 6ocas 

otov a7rotXolevov advSpcv Stratrav tfavvet 
Kal AoyLots Kac dotols. 

The entire passage 90-94, which will be 
discussed in more detail below, refers 
specifically to 33-38. There is another 
metaphor from seafaring, in which the 
"helmsman," the head of state, is urged 
to unfurl his sail to catch the wind, that is, 
the 7ro/LTraLov oVpov identified as the rrpcora 
Xdpts in the earlier passage. 8o'a in both 
cases is the glorious reputation the city and 
its king will continue to enjoy after this 
auspicious beginning. One continues to 
receive praise after death: this explains 
rEAEvvrT and VOarov in 35; for the voyage 
is not only that of the "ship," which will, 
Pindar trusts, continue indefinitely (67 f.), 
but also that of the ruler's life, which will 
come to an end. 

Should there remain any doubt that 
8doa in 36 means "renown," the following 
passages may also be considered: 6o'$av 

bEpELv, the same phrase as in Pythian 1, 
occurs in 01. 8. 64 and clearly means "to 
win fame." Olympian 8 was written for an 
Aeginetan; in Pythian 8, an Ode whose 
kinship to Pythian 1 will be discussed later, 
Pindar says of Aegina: 

TEAEav 
' 

EXE 

8odav a7r' adpXs. IroAAoZLo tz v yap aCe8oeTat 

VLKa0q6potS ev a'eTAot OpeaiTaa Kal oatoS 

V7repradovS qpoaa eE v atxatL ' 
ra oe KEa dvtpdatv CLrTTpe7Tre [Pyth. 8. 24-28]. 

It will not escape the careful reader of the 
Odes that Pindar speaks of Aegina and 
Aetna in much the same terms. The 

12. Norwood believes that Pindar "put himself hopelessly 
out of court as an exponent of ethics" by using dpeTr "both 
of excellence and of the success won thereby" (op. cit., p. 49). 
He gives two examples, 01. 7. 89 (quoted above, p. 14) and 
Nem. 5. 53, of dpET6 meaning "glory won by prowess"; to 
these might be added 01. 8. 6 and Nent. 8. 40. These four 
instances are exceptional when compared to the dozens in 
which the word refers to excellence or to deeds of prowess; 

language of the first lines of the passage 
from Pythian 8 (TreAeav, sdoav, &ppX&s) 
recalls reAevrTa, XOdpL / d0'a, apXoleEvots 
in Pyth. 1. 33 f.: the glory that attends the 
founding of the city will endure. Like 
Aegina, Aetna will be celebrated in song 
for its athletic victories and, with Apollo's 
favor, will be blessed with brave men (40). 
The last passage to be examined is from 
Isthmian 6, another poem in honor of an 
Aeginetan: 

EL yap 7tO avOpYc7rcov SaTrdvca Tr XapPEL 
KaIL rTOrdv) rpadoaet Oeo8uLaTroV apeTrd 

avv OLe o8taiLtLWt (VT?VEL odCav E7T7rpaTro, e- 

aXCarTats 77877 -rrpOS OAfBov 
faAAET' adyKvpav Oeor(1o1S e;ov [Isthm. 6. 10-13]. 

The full relevance of these lines will 
emerge in the course of this discussion. 
Here we may compare Sar7Tvce and 7TO'va 

with /LUt KOaCLVE Atav Sarrdvats (Pyth. 1. 90), 
OeOSL0Trovs with the same word used of 
the Aetnean constitution in Pyth. 1. 61, 
the last two lines of the quoted passage 
with the conclusion of Pythian 1. The 
distinction between operda and 86dca cor- 

responds to that between aperT and Xapts 
noted above.12 

8doa in 36, then, refers, like Xapts in 33, 
to the praise of Aetna. The city will not 
only be glorious but be said to be so. 
The herald's proclaiming Aetna as the city 
of the victorious Hieron was the ,rpcora 
xapts, and the Sd36a to follow will also 
consist in good reports: Aetna will be 
"heard of" (Kvrdcv, 37, from KAv'C / KAE'o) 
and "named" (Ovvtaardov, 38). This latter 
word recalls E,rcTwvvytlav (31): Hieron had 

brought glory to Aetna so that the name 
of the city reflected the majesty of Zeus 

they represent, as was noted, metonymy of cause for effect. 
But even as such they exemplify a dominant strain in the 

thinking on practical ethics in the classical world. Norwood 

objects to the emphasis on success as a measure of excellence. 
But Pindar admired not the "violet by a mossy stone" but 
the manly exercise of talent in the public sphere: "possunt 
quia posse videntur." 
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Aitnaios rather than the horror of Ty- 
phon's volcano. We may contrast the 
naming of the city in songs of praise with 
the iroAvo`vvl,ov avrpov in which the mon- 
ster was born (17). The songs at the vic- 
tory banquets (38) will assimilate the city 
to the cosmic harmony represented by the 
sound of the lyre. And so the epode-and 
the expository portion of the poem-con- 
cludes with a prayer to Apollo, bringing 
the future of Aetna (raira, 40) into the 
context of 1 ff. and 12, the lines that began 
and ended the description of the divine 
music. Here the Muses are not mentioned 
explicitly, although their presence is im- 
plied in the phrase Kpdvav KaaraXAav, this 

spring contrasting with the 7rayal and 
Kpovvol of molten lava (22, 25) as Parnas- 
sus contrasts with the volcano. Apollo 
loves (cf. ctAX&ov, 39) his mountain and the 
Muses' spring, whereas Typhon's prison, 
Aetna, symbolizes the conquest of those 
whom Zeus has not loved (13), those 
against whom the Muses have declared 
war. Through his victory Hieron has 
merited the good will of Apollo, patron of 
the Pythian games and of heavenly music. 
As if to ensure the manifold blessing of 
this god, Pindar invokes him by his several 
names: A,roAdhAv(1),Aarol'Ea (12), AVKLOS, 

Ad'Aot' dvdcaawcv ooZ^os (39). 
These first two triads establish the con- 

ceptual framework of the poem, intro- 
ducing all the images that will appear in 
the sequel. Pindar goes on to speak of 
what preceded the Pythian triumph- 
Hieron's military exploits and the found- 
ing of Aetna-and of what is to follow it- 
the career of Hieron's son Deinomenes as 
the leader of the new city. In seeking the 
blessing of Zeus and Apollo for Aetna, 
Pindar has assumed the role (29 f., 39 f.) 
of intermediary between the heavenly lyre 
and its earthly counterpart. The music of 
the former will be echoed in a harmonious 
polity free from strife, and this in turn will 

be celebrated in songs that glorify Aetna 
and its rulers (38, 94, 97 f.). Like Hieron's 
martial encounters, the athletic contest 
revealed his prowess in defeating his 
opponents. The Pythian victory, the "oc- 
casion" for the poem, will now be assimi- 
lated by Pindar to the context of the 
military achievements, for these are to be 
compared with the conquest of Typhon 
by Zeus. The common element in these 
events is the lyre, which was described as 
overcoming its foes. Hence the poet, who 
composes music for the earthly lyre, 
compares the exercise of his craft to a 
contest in javelin-throwing: 

alvpa S' Eyco KE?VOV 

alvjaort fLEVOLVwV Ar7TO/Ial 

LU77 XCfKOp7T(aX OV doKOVO (OEtT' ayw- 

voS /faAfEY cw 7TracAaa Sovewv, 

tLaKpa 'e patLS aCLeuvaacO' avr;ovs [42-45]. 

This is a familiar metaphor, but here it 
has particular significance. Pindar has just 
said that all excellence among men is of 
the same (divine) origin (41 f.), and so he 
may speak of himself as engaged in the 
same endeavor, athletic competition, as 
his patron. The javelin corresponds to the 
Ki7Aa of Apollo and the Muses, and to the 
spearlike thunderbolt and the Ktwv ovpavta 
that conquered Typhon, who is the OEWV 
rroA,e'tos (15) corresponding to Pindar's 
opponents (cdvrtovs, 45). These have been 
assumed to be actual poets competing with 
Pindar for Hieron's patronage, but Pindar 
is not concerned here to tell us about his 
professional difficulties. He is, instead, 
establishing himself as the paraclete, the 
intermediary of divine grace (Xapts): like 
Apollo, the source of the lyre's music and 
of its arrows, Pindar too hurls a missile 
as he composes his song: pitlais echoes 
pLrratc (10). foaAeZv (44) will be echoed 
later in the throwing that made Hieron 
victorious in war (74) as it echoes in turn 
dtfiuoAad (4), the "throwing" or lifting up 
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of the lyre and the voices in concert. 
Pindar hopes that he will not cast his 
javelin odyCvos 'cw (44), a difficult phrase 
but one that, regardless of its exact trans- 
lation, here signifies a cast that is beyond 
a prescribed limit. This idea will reappear 
in KaCpov El fb6Ey alO (81). Thus all three 

CpErca mentioned in 41 f.-poetic inspira- 
tion, strength of hands, and eloquence- 
are claimed by Pindar, XEpaU fiaTat (42) 
corresponding to rraAdc,a ove&v (44), fca- 
Kpa E ptlaLcS (45) and 7rEpPyAwuaro (42) to 
the rhetorical virtue of moderation in ora- 
tory. With the entire passage 43 if. we 
may compare Nem. 6. 26-32: 

eA7TOJLCaL 

tLEya eX rriv KO7rTOv cvr7a TrXetv 
(XT' X7ro TO OV eIt' evOvv' e;rl TO7OV, aye, Molaa, 

oVpov Er7TEct 

eVKAEa' rTCOpOLXOIIEVW V yap CaVEpCtV, 

aotSal Kcd AoyoL T'r K/AaE aqltv epy' EKOdllpUav 

Baaac'8atatv a r' ovt arravetL, 7raAaXIarosY yevea, 

i'Lta vcavoaroAovres E7TLK(CLa . . . 

'Aroat ... . . le echoes 'A,rroat ... . . Sove 
in Pyth. 1. 43 f., while the wind of fame, i.e., 
praise of the victor, is the rrolTraiosg ovpos 
of Xaspts in Pyth. 1. 33 f. 7rrpotXoju?evv ... 

Aoyot, for which there is an alternative 
reading Aoytot, parallels Pyth. 1. 92-94. The 
nautical metaphor expressed in Pyth. 1.33 f. 
and associated with 92-94 (91 f.) of that 
same poem corresponds to the image of 
the Bassidae as a ship laden with their 
own praise. 

In accordance with the role of Pindar 
as the representative of the divine power 
that glorifies Hieron, the 7racAatLa that 
wields the lyre / weapon in 44 reappears as 
the poet tells of the prowess in battle of 
Hieron and his brothers: 

EVpLaKOVTO OECov 7TraAa/TiLat Tt7aV 

otov oV7tS 'EAACvcoV 3pe7re 

Trrovtov cr7E<avC,' ayEpwCov O... [48-50]. 

These lines will be echoed in 99 f. -rt[d is 
akin to Xapit and 6o'a; cf. the passage 
from Isthmian 6 on page 16 and the wording 

of 01. 2. 10 f., 01. 7. 88-90, 01. 10. 78-84 
(particularly the apposition of Xdptv vtKCa 

ayEPWXov with rrvpTrd&Aafov /feAos- Atos). 
The hand image thus effects the transition 
from the athletic to the military sphere at 
the same time as it identifies Pindar's 
praise with the divine zrttUc. KTEdvCV in 46 
recalls KrEavov, the lyre, in 2. 

It is necessary to take into account the 
range of imagery associated with the lyre 
in order fully to understand the reference 
to Philoctetes in 50-55. The brevity of this 
"myth" element in the poem has often 
been mentioned, and its relevance has been 
thought to be correspondingly meager: 
like Philoctetes, who according to Pindar 
fought despite his severe wound, Hieron 
went into the field of battle when he was 
painfully afflicted with kidney-stones. Some 
commentators have also attempted to dis- 
cover in Hieron's military career an inci- 
dent corresponding to the embassy to 
Philoctetes in 51 f. But in this Ode devoted 
to expounding the notion of divine har- 
mony as echoed in the earthly city, 
Pindar does not focus his attention on 
kidney-stones. That Hieron suffered intense 
pain lends a special poignancy to the myth 
of Philoctetes, and the possible existence 
of an embassy to Hieron, which we cannot 
and need not identify, enhances the apt- 
ness of the choice. But that choice was 
made on other grounds. Hieron went to 
battle r&dv tAIoKrITrao tIKOav (>E'7rOv (50). 
This is not simply "following the manner" 
but "pursuing thejust cause" of Philoctetes. 
Philoctetes was brought from Lemnos 
because the Trojan war, then in its tenth 
year, could not be won without him. Thus 
Hieron is flatteringly depicted as the only 
one who could save his country after pro- 
longed warfare. But the profoundest 
significance of the myth lies in the fact 
that Philoctetes was needed because he 
was a roodrass -otpiStos (cf. 53, 55): he 

possessed the bow of Hercules. Nemean 1, 
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a poem closely related to Pythian 1, tells 
us that Hercules used his arrows to conquer 
the Giants (67 ff.). Legend has it that the 
gods could not accomplish this task without 
his aid, a parallel to the story of Philoc- 
tetes at Troy13 and to the metaphorical 
schema of Pythian 1, for Hercules' arrows 
correspond to those of Apollo, that is, 
to the sounds of the lyre triumphing over 
discord as exemplified by the gigantic 
Typhon. We may compare the lines in 
which Hercules' bow is described in terms 
of its sound as it is used against the 
Giants: carcrepas 8' ov 0)el'raro / XEpaov 

3apvb06Oyyoo vevpaS / 'HpaKAE'9s (Isthm. 6. 

33-35). Invoking Zeus, Pindar had spoken 
of the divine providence that had made the 
dread volcano into a source of fertile soil, 
a promising site for the new city: Zev ... 
os rooT' E)Ce'rrELSt poS (29 f.). Now Philoc- 
tetes, despite his physical infirmity, is the 
fated savior of his countrymen. And like 
Philoctetes, Hieron slKav E'7Twv / earpa- 

TEV0?l (50 f.). 
In 59 f. Pindar tells Deinomenes that he 

must, so to speak, "follow the just way" 
of his father. As Hercules bequeathed his 
bow to Philoctetes, and Philoctetes, meta- 
phorically, to Hieron, so Hieron has, by 
conquering his enemies, established for 
Deinomenes (re ... E'KrtaLae, 61 f.) a city 
thus far secure from discord, a city whose 
governance echoes the cosmic harmony 
symbolized by the lyre. The proclamation 
of Aetna at Pytho was the rrpwTra xaptL in 
the glorious future of the city; XdPlcLa 
VtKcakOpta (59) recalls that notion as 
Pindar reminds Deinomenes that it per- 
tains to him, as the new ruler of Aetna, 
that it is OVK OdAAorptov (59). Pindar had 
identified himself with Hieron the athletic 
victor and with Apollo the archer in the 
javelin metaphor. Now, as his attention 
turns to Deinomenes, he retains his role 

13. See the scholium, Drachmann, Scholia, II, 19. For 
the legend of Hercules, see Apollod. Bibl. 1. 6. 1. 

as the surrogate of Apollo, but the common 
element is not the hurling of a missile but 
friendship: Hieron's turbulent military 
career has cleared the way for an era of 
peace. Pindar has composed this Ode, for 
the first of the EV'bW vot OaAlat (38) that will 
celebrate the glory of Aetna, as a gesture 
of sincere friendship (ObiAtov Vivov, 60; 
cf. c lh?AE, 92) akin to the love of Zeus and 
Apollo (15, 39) and unlike the fawning 
attentions of the hypocrite (arv 8' lvd?yKa 
Ultv tlAov / Kat... . .avev, 51 f.). 

The poet goes on to say in 61-66 why 
it is that the city of Aetna exemplifies 
divine concord. It was founded OeoSl0CTdra 
avv E'ev0epaI / 'YAA)tos ardOtacs ... ev 

vopotLs (61-62). The second phrase ex- 
plains the first: Hyllos was Hercules' son. 
Hieron did not follow his "rule" as a 
loose guideline but rather ev voI.ots, 
within the limits set forth by that rule, a 
principle observed by Pindar in hurling 
his javelin (44). In Pythian 2 Pindar had 
told Hieron that those who stretch the 
measuring line beyond its just limits 
(ar,dOiass SE' TLVeS EAKOLEVOt / 7rreplac9S, 

90 f.) fight against god (88), impugning his 
providential wisdom. The freedom that 
prevails in Aetna is not arbitrary but 
OeO81aros, since the aradO,a of the "archi- 
tect" Hyllos, like the rEOtELO AYytilov (64), 
is itself true to the divine purpose. The 
Dorian state is able to unite diverse peoples 
into a harmonious whole. Even the 
Hylleis, the descendants of Hercules, 
though they dwell apart, wish to abide by 
its ordinances (63-65). Hieron is thus 
associated with Hercules not only by 
virtue of the comparison with Philoctetes, 
but also because as a Dorian prince he 
acknowledges and is acknowledged by 
Hercules' descendants. These two strands 
are brought together as Pindar mentions 
the spears of the Herakleidai, Tvvwsaptiv 
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fa0V83oo0t yelTOVES, 4v KAEOS avOrlaev 

atwXas (66). These spears bring the Hylleis 
into the conceptual nexus that includes 
the thunderbolt, the arrows of Apollo 
and those of Hercules, the Klcwv ovpavta, 
and Pindar's javelin. Pa6cV8ofoL (66) echoes 

BVaOvKoAr Tcov Motaov (12); the collocation 

faOv8of6oLo - KAEog recalls 86'av - KAvrdv 

(36 f.). Apollo's lyre, its gift of peace under 
the rule of law, and the fame of Hercules' 
descendants and their allies appear to- 
gether in Pyth. 5. 65-73: 

7ropev TE KtlOoptV [SC. TrorcAAov], iSWai e T Motaav ots 

[av eOEh-], 
a7TTrEtLov ayayrYv 
es 7TrpaTrSa EVvoLtLav, 

evaoaaev aXAK evTra 'HpaKAE'o 

EKydvovs AlyItLtov re. To 
' 

efLOv yapvEt 

adro rrdapras E7T'rpaTov KAeoS.14 

The So&da-KAEos of the Dorian founders 

will, Pindar hopes, be the lot of this newest 
outpost of Dorian civilization. In the first 
prayer Zeus Aitnaios was asked to look 
with favor on the city. Now Zeus Teleios 
is invoked: ZEO reAct', calE3 e Tot0iVTav 

AELV,a 7Trp' V8cop / altav oa'o roZS KaC f/a- 
auAEvOaLv SOtKplVEtV E'rvpov AOyov avOp7wrcov 
(67 f.). rAcEt' recalls KCa rTEAEVEr (35), the 
future success of the "ship of state" beside 
the waters of the Amenas. Philoctetes, 
Hieron's spiritual predecessor, was also 
one who brought things to their appointed 
end (cf. 7reAEEVraaEV, IOtplLtov, 54 f.). 
od S Aoyos- in 35 was "this (popular) 
saying"; here the Aoyos aOpWprrcov is 
"what people say," the judgment of men 
about Aetna. Pindar asks that this Adyos 
be able to discern, truthfully, that the city 

14. As further evidence that Pindar had Hercules in mind 
when writing this portion of the poem, we may compare the 
language of 55-56 with that of Olympian 3, written six years 
earlier and chiefly concerned with Hercules: 
Pythian 1 Olympian 3 

dpOTwoi 'p dpOraaotg (3), 'OpOwaxas (30) 
narTpos 7rnaTp (19; filial piety shared by 

Hercules and Deinomenes) 

continues to manifest the same divine 
dispensation (-rotavrav atcaav, 67 f.), that 

is, the KAEOS of the original ca06v8ofot 
Dorians. For a'ta as consisting in KAEos or 
6o'sa the following passages may be noted: 

06 ... .KAVTtV a'aav TTrapExol tAEWov (01. 
6. 101 f., shortly after mention of Hieron 
and Zeus Aitnaios); XP . 'p. . ep / fIoa0- 
8oeov attcav (Paean 2. 57 f.); yapvcrotLao ... 

dyaKAea ... ataav (Isthm. 1. 34). In 35 the 

Adyos suggests that Aetna's glory will 
endure, and in 68 it is to determine that the 
city has, indeed, continued to deserve a 
brilliant reputation. 

In both cases Pindar emphasizes not so 
much that the city will be glorious but that 
it will be said to be so. But why does he 
use StlKpIVELv, a word with judicial over- 

tones, to mean "perceive and assert that 
this is the case"? The word calls attention 
to itself and reminds listeners of an earlier 
instance of a legal term: the lyre was 
described at the outset as ATroAAhwvos KOa 

loTrAOKK,tL)V / .UvvStKov Motaav KrTEVOV 

(1-2). uv3tKov KTravov means "joint pos- 
session"; but a (crJ'vKos is also an advocate 
in a court of law, one who makes common 
cause with a party to a lawsuit (iKr/). 

Apollo and the Muses use the lyre in 
order to advance a joint concern, divine 
harmony. Hieron, following the ^iKr of 
Philoctetes, had made common cause with 
the archer whose divine arrows conquered 
Troy as the "arrows" of the lyre overcame 
Zeus's enemies. Now Hieron's son rules 
over a heterogeneous population that in- 
cludes the descendants of Hercules; this 
association is voluntary, involving no 
constraint (O,Aovrn, 62; contrast acrv avcayKa 
,ulv t'Aov, 51). In upholding the principle 

?6etpcoWLv i;pvov 

OEoSP(i Tq 

'HpacKAtELiv 

TacvysTov 

JWPLELP 

Tuvvap58av 

io3aO60soo 

ep6vTL Tpp7TOV (4) 

Oeo6SJaTro (7) 
'HpaKAeos (11) 

TavyeTa (29) 
Awpiw (5) 

Tvv8api8cat (I), Tvv5aptLav (39) 
3aOuvodvoco (35) 
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of 0EdSo'iaros JAev0epla (61) observed by 
his father, Deinomenes will be making 
common cause with the people of Aetna, 
for a constitutional government in the 
Dorian tradition is a acvvSKov KrTEaVOV 

safeguarding the rights of both subjects 
and rulers (cf. darroLS KLt faacrtevao v, 68). 
Hieron, in his own realm and in his 
advice to his son, will honor the rights of 
subject citizens, so leading them, with the 
help of Zeus, to harmonious tranquillity un- 
marred by civil discontent: avv rot rtv KEV 

y7T? jp oV jp, / VLa)3 T' ETLTEAAo0EV0os, OSOLOV 

yepacpcWV TpOTTOt rav(.oWov EgS 7ravXtav 

(69 f.). av'l)owvos 'oavXta (70), the result of 
Hieron's military prowess, echoes the 
Evccovot OaAtat in honor of his and subse- 

quent athletic victories (38); S&xlov yEpalpov 
(70) recalls EKV8aV(v Tro'A (31). Hieron as 

cyrr7jp advjp (69) brings to mind Apollo 
Moitaye'ras (Frag. 116). Apollo leads the 
Muses yet shares the lyre with them; so 
Hieron and Deinomenes must share their 
glory with their people. Posterity, in the 
form of what men say, will like a judge 
hand down a sentence, a Adoyo (cf. StKacEL 

rtL [sc. Rhadamanthys] ... Ao&yov opao,ats 
01. 2. 59 f.) that will accurately discern 
(E"'rvtov AOyov StaKptvetv, 68) whether the 

city has maintained this glory that goes 
back to its founders. With 61 ff. we may 
compare another Ode from the Aegina 
cycle: 

KAetvos AiaKov1 Aodyo, KAetVO& e KOL vav- 
atKAVrTO A'ytva'l av OeCv SE vtv al'ta 

"YMov Tr Kal AlytYiov 

AwpteLv eBAOcv aTpaTro 

EKTLacraro' TriV tEv v 7Tr aTrdaOCt veLOVrat 

ol t0[itv ote SiCKav 

EIvwV V 7rep/acivovTre [Isthm. 9. 1-6]. 

Lines 4-6 of this passage make explicit 
the relevance of arctOiacs Ev voLoLs (62) to 

[EAwro/iuc] p,r) dyaYvos' fcaAtev (w (44). 

15. A. Turyn (ed.), Pindari carmina cum fragmentis (New 
York, 1944), p. 78. 

16. H. Frankel, Dichtung und Philosophie des friihen 

Pindar returns at Pyth. 1. 71-73 to the 
theme of Hieron's military triumphs: 

Aiaao/sat vevaoov, Kpovslwv, tLepOV 

6Opa KarT otKOV Od olwVf d Tvpaav<5v Tr' dAaAarCo 

EXf, vavalarovov Vfiptv l8civ rTv Trpo Kv,uas, 

ota ZvpaKoawLv opX0 8atraaOEVTeg7s rdov. 

O Potlvie (72), one of Hieron's foes, re- 
calls the botvL(otra bAo'd (24) associated with 

Typhon. &AaAaroos (72) echoes oodv (13), 
the former war cry raised by the enemies 
of Hieron, the latter by the Muses against 
the enemies of Zeus. vfptv and Kvitas' (72), 
as has often been noted, recall the arrogant 
giant imprisoned in that region (18), while 
dpxZ (73) compares Hieron to the eagle 
as the representative of Zeus's righteous 
anger (7) and at the same time, echoing 
dpXOl,EvotL in 34, anticipates the imagery 
of the following lines, 74 f. 

The parallels are clear. The precise 
manner in which the lines are to be under- 
stood, however, is not. I have given the 
reading favored by Turyn15 and the 
majority of editors. Snell, however, agree- 
ing with Hermann Frankel,16 places the 
comma after v'ptv, not after e x (72). 
Frinkel also replaces rdv in 72 (referring to 
;vptv) with -r (referring to otca 7rdOov). He 
states that cXco is never intransitive in 
Pindar and that, moreover, ota &aCLaaOevreV 
crdOov (73) is not connected to the -arovos 

element in vavaUlarovov VfP3p (72); for this, 
he believes, refers to the groaning that the 
fleet of the Carthaginians and the Etrus- 
cans hoped to inflict upon Hieron's men. 
Frankel therefore translates: "gewahre 
daB der Phoiniker / und der Schlachtruf 
der Tyrsener zahm zu Hause halte die 
iibermutige Kriegsflotte." Pindar, how- 
ever, explains the unusual adjective 
vavcTlTrovos in 73 f.: the foe suffered (7rdOov) 
at Hieron's hands because the young men 

Griechentums (New York, 1951), p. 579, n. 20; the translation 
is on p. 578. 
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were thrown from the ships (drro vacJv): 
vavatarovos vISpts is, then, the arrogance 
that made the fleet attack Hieron and that 
brought grief to the survivors. As was the 
case with Typhon, vf/pts brings its own 
punishment to an enemy of divine order. 
If one is to retain Snell's punctuation, 
therefore, the translation must read: 
"keep at home the overweening pride that 
brought woe to their ships." 

But another possibility must be con- 
sidered. Frankel correctly thinks that 
intransitive e'Xw is not in Pindar's manner. 
Yet, if we are to consider Pindar's usage, 
it must be noted that he never uses the 
phrase Kar' olKov to mean "at home"; 
he prefers O'KOL (Pyth. 4. 43, Pyth. 8. 65, 
Nem. 2. 23, Nem. 5. 45). The scholium is 
interesting: 'Trlvvaov, orrws o ... . pv3os 

77aVXov Kal ElprvalOv 'Eot rov o Kov.17 

This gives 'XCo its object and does not pre- 
suppose the phrase Kar' otKov, but it leaves 
Kac' unaccounted for. Several modern 
commentators have suggested that the 
verb is, by tmesis, KarE'X.18 This verb may 
mean "dwell at" home in peace, but in that 
case the uncompounded 'X ? would have 
done as well (cf. Pyth. 5. 82 and Pyth. 9. 
34). There is, however, a reason why 
Pindar should have preferred KarTE'x at 
this point. J?EPOV (71) is proleptic: the 
home of the enemy will become calm, will 
no longer be a source of aggression directed 
against Hieron. The aAaAaro' (72), then, 
will be stilled, although it is the subject of 
KaCreX?. The restraining of the enemy with 
his savage cry is implied. The wording of 
these lines presents this difficulty in any 
interpretation, but there is a distinct pos- 
sibility-if no more than that-that Pindar 
intended Ka7-reX in view of the fact that this 

17. Drachmann, Scholia, II, 23. 
18. Commentators who favor KaCTEX? are A. Boeckh, 

Pindari interpretatio latina (=Pindari opera, 11.2, Leipzig 
1821), p. 236; L. Dissen-F. G. Schneidewin (eds.), Pindari 
carmina2 (Gotha, 1847). p. 190; J. W. Donaldson (ed.), 

word is associated with the subduing of the 
enemies of divine harmony: KaraarXdoevo0 
(10), the synonymous oVVEXEL (19), and 
KaCrTXEL (96): Hieron's defeated foe clearly 
belongs in this series. 

In the following lines Pindar describes 
the victory: oSKV7rdpCv (X7r vaC0v crO atv 

Ev 7TOV7) /iXAeO' &AlKtlXav, / 'EAAXdS' E'e'AKW 

pape[as SovAXas (74 f.). acrhEro, the middle, 
is used where we should expect the active, 
but few commentators have noticed this 
anomaly. Hartung emends to fgcAEV, deny- 
ing that the middle makes any sense and 
citing by way of contrast Kp?7rlZca /SaceaOat 
eAevOeplas (Frag. 77). Fennell ingeniously 
points out that, as admiral of the fleet, 
Hieron would have had the actual casting 
done on his behalf by his subordinates. 
Gildersleeve adduces SacAAET' ayKvpav 
(Isthm. 6. 13), noting that Pindar speaks 
of the dAtKl'a as if it were an anchor.19 
This observation, which Gildersleeve does 
not develop, is suggestive, for the city of 
Aetna was compared to a ship in 33-35. 
By hurling into the sea the young warriors 
-the strongest of the enemy, presumably, 
and the basis of their strength in succeed- 
ing generations-Hieron as it were 
anchored his new city securely, preserving 
its Greek citizens from the threat of foreign 
domination. To which of the two con- 
tending sides in the sea battle does the 
phrase (KV7rdpCov IrrO vacov refer ? It is not 
clear to us, as it must have been to the 
original audience, whether the enemy had 
managed to board Hieron's ships and were 
repulsed, or whether they were disabled 
while fighting on their own ships. The 
former case more readily suggests the 
implicit metaphor of the anchor. But it is 
well within the range of the Pindaric con- 

Pindar's Epinician or Triumphal Odes (London, 1868), p. 102; 
C. A. M. Fennell (ed.), Pindar: The Olympian and Pythian 
Odes (Cambridge, 1893), p. 153. 

19. J. A. Hartung (ed.), Pindar's Werke, II (Leipzig, 1855), 
203; Fennell, op. cit., p. 154; Gildersleeve, op. cit., p. 250. 
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ceit for the anchor of Hieron's "ship of 
state" to be the hurling of the enemy from 
their own vessels. E':AKCO, "draw out," is 
the opposite of 3dXAAooatxC [7yKVpav] Ev 

TTOVTp, "cast in." By securing his "ship," 
Hieron released his people, a pseudo- 
paradox reminiscent of those associated 
with the lyre in 1-12; the shooting of 
arrows as if in warfare actually marks the 
end of war. A link between the two pas- 
sages, as was noted, is aKovra PfaXEZv (44). 
The idea resonated again as Hieron was 
compared to the archer Philoctetes; but 
here, finally, at 74 f. Hieron joins Zeus 
and Apollo, and their representative Pin- 
dar, as one who "throws" in order to 
overcome his opponents.20 His act recalls 
particularly that of Zeus, who hurled 
Typhon down to the depths of the earth: 
Hieron has accomplished in the microcosm 
what Zeus had achieved in the macrocosm. 
At this point the verbal sequence of Pyth. 
4. 191-204 may be noted: e/3d'Aov- 
-CXyKvpaS-eyXELKepaXVVov Zjva-(KVwrT - 

povS--t 7raS-voaroo tjotpav (cf., inPyth. 1, 
TEAevT ... ..voarov, 35; rXevTraaev ... .OL- 

pStov, 54 f.; alta, 68; ioZpa, 99)--fpovras 
a'alaov 00y jac (cf. B6O'eyato [Pyth. 1. 81], 
the poet's words having been compared 
to a javelin, an avatar of the thunderbolt; 
cf. also flPpvq0Oyyoto VevpiS [Isthm. 6. 35] 
of Hercules' bow)--0eo aLaUaltv 7TLTOdJEvoL 

(cf. Pyth. 1. 3)-K0Cpv?E TEPacrKO7TTOS (cf. 

Pyth. 1. 26, 32: the herald announced 
Hieron's victory, which, like the conquest 
of Typhon, was an omen for the future)- 
avv Norov 8' axpal. ... rrE.trrELEvoOL r'AvOov 
(cf. rror trracZov eAOeZv o pov [Pyth. 1. 34]). 

The ship of state metaphor was intro- 
duced in the context of Hieron's athletic 
victory. Now, when it reappears in the 
(implicit) anchor image, his military 
triumph is praised. Hieron is not only an 

athlete and a general but also a wise 
statesman. He had founded Aetna OEoSotLdrc 
aVv EAEvOEpl' (61), but this freedom was 

not, in practice, fully secured until the 
victory near Cumae at which he had "cast 
the anchor." In order fully to perceive the 
nexus of ideas that lay behind Pindar's 
choice of the middle form pfdAEro, passages 
from other Odes must be considered; for 
ISd,Ero implies both metaphors that de- 
scribe the city, a ship (fdXAAoxal a'yKvpav), 
and an edifice, 61 f. (cf. 3dAAXoltat Kp7TrlsaZ). 
The first of the passages is the one referred 
to by Gildersleeve, Isthm. 6. 10-13, which 
was quoted above (p. 16). Here the focus 
of interest is the close conjunction of 
OEo81CadrovS with fSCdAAer' yKVpav. The 
second instance, curiously, is the one men- 
tioned by Hartung as different in sense 
from Pyth. 1. 74. It refers to the victory 
at Artemisium: O'Lt 7raZ^SMs v Aavcawv 

E'AooV7ro 9aEvvdv / Kp7pr7T EAEvOepIas 

(Frag. 77; cf. Pyth. 1. 79). In his own 
military victory Hieron, too, had laid the 
foundation of freedom. 

A technique by which Pindar achieves 
coherence in the Odes-one that deserves 
further study-may be called, for want of 
a more elegant term, the "missing link." 
It will have been observed in the course 
of this discussion that two apparently 
dissimilar passages will be connected by a 
third, in the same poem or in another, that 
combines elements of both. Thus, for 
example, faO3vSo6ov atrav in Paean 2. 58 
links flaO6Soot and ataav in Pyth. 1. 66 
and 68. In the same way the passage men- 
tioned above from Isthmian 6 combines the 
notions of building on a divine foundation 
and casting an anchor, thus linking Pyth. 
1. 61 f. and 74. Fragment 77 completes the 
nexus, so that we may arrive at a com- 
pound meaning for dAE7-ro in 74: pf,AE-ro 

20. The verbal repetition (SdAAw, i7TTrsW) may well have been 
emphasized by similar gestures repeated by the chorus at the 
appropriate points. 
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ayKvpav-Kprl7rZSa OeoStadrov eAEvO6EplaS. 
Then, within Pythian 1 itself, this 3a'AEro 

becomes the link between 61 f. and 4: 
o7rorav 7TpootLqtiov ac3odA& TeVX9S [sc. 

qdoptLt'yf] AeEAtLotJeva. Why did Pindar use 
the abstruse dpcfoA,s rev'x/s instead of 
dvadolcAr? The harmonious beginning of 
his song corresponds (literally, in point of 
time, and figuratively, in terms of the 
significance of the lyre) to the founding of 
the city of Aetna, cdpXa (2) corresponding 
to dp Xozevots (34, the nautical metaphor). 
The lyre "builds" the prooemium as 
Hieron built Aetna, according to the 
principle of divine order. The prooemium 
"leads the chorus," blending music, dance, 
and song into a harmonious performance, 
just as the Dorian constitution is able to 
reconcile the interests of a heterogeneous 
population and its rulers. -ca3oAas 7TeVXS, 
then, conveys the same meaning as Pyth. 
7. 1-3: 

KactAarov a[l /EyaAo7roAtes AO4avat 
7rpootI.Itov iAKiLavtS&v evpvraeveE 

yEVea KprlTrri3' aosLav I'TrotLat /aAEaOaL. 

Likening the prooemium to an edifice is a 
familiar device. With the wording of 
Pyth. 1. 1-4 we may compare 01. 6. 1-4: 

Xpvcreas, EvTrELXE, , ,apXoLEvov; Pyth. 6. 7-9: 

vivv rwv Orloavpo E'v roAvXpv'c) / ATrotAAwvia 

TerTELXLa Tcr vd7ra; Pyth. 6. 14-18, especially 

A6OyOLL OvaT)V EVo80Oo ... vlKav ... . rray- 
yEAeZ (16-18; cf. Pyth. 1. 32, 35 f., 68, and 

Frag. 51a. 4); Nem. 1. 8: dpXal PAE'flAhvr7a 

OECwv; Nem. 2. 3-4: d`pXovrat, A oS E K 

Tpootqlov... KaTrafoAav; Nem. 4. 1-5: the 

ellipsis roaaov EVAoytCx OdpL LTyyL (uvvaopo 

(5) conceals revXEL, while OE'AXav (3) recalls 

Pyth. 1. 12; Frag. 194: Xpvua'a Kprv7TSl 

lepaiatv adoLralS, TELXXoWItLEV (which, like 

other forms of reIXa) in 01. 6. 1 and Pyth. 
6. 9, is related in sound and sense, though 

21. Bury's note on Nem. 1. 8 (Nemean Odes, pp. 11 f.) is 

instructive on the meaning of cdpxc in this context. Van 

Groningen cites the passages from Olympian 6, Pythian 7, 
Nemean 2, and Nemean 4 but, remarkably, does not perceive 
either that they are related or that they are significant: "Ces 

quatre passages ne nous apprennent ... rien qui vaille" 

not etymologically, to rev'co). A similar 
metaphor occurs in Pyth. 4. 138: /faWAero 
Kprr7TLS aoqfEv ErTEWV. Finally, we may 
compare Pyth. 3. 112-14, also written for 
Hieron: cdv0pcl)7Tv a'crtS (112) brings re- 
nown as does the Ao'yos dvOparr v in Pyth. 
1. 66-68; and poets are called rTKroves 

(113). For 01. 11. 4-6, see below, page 27. 
As fdaAro Kpr7rr8a, PdAXero in 74, referring 
to Hieron, is the link between rrdAlv 
'YAAiSos oardOtaS- ev vo0d'otLs EKTL(Ta (61 f.) 
and t) dy&y3vos 3aAEZV E'oW (44); in both 
cases the speaker acknowledges certain 
preordained limits.21 

Pindar then proceeds to compare the 
battle of Himera to the battles of Salamis 
and Plataea (75-80). The XapLs he seeks 
from the Athenians and the Spartans will 
be followed by further rewards from 
Aetna, and is thus analogous to the rrpoIra 
xadpL in 33. MIretol dyKVAO'roeotL (78) re- 
calls dyKV'AW Kpart (8) used of the eagle 
subdued by the "arrows" of the lyre. The 
Medes are compared to Hieron's defeated 
foe (KcdCov, 78; KacXLovrcov, 80) while rroAE- 

itdwv odvSpCv (80) echoes 7roAE'yos (15), fur- 
ther underlining the similarity of Hieron to 
Zeus. At the same time, reAc'ats (79) 
assimilates Pindar to the group of "ful- 
fillers of divine providence" that includes 
Zeus Teleios and also Philoctetes / Hieron 
(54), all of whom are involved in the ulti- 
mate success of the new city (TeAeVra, 35). 
TreAEvr7 occurred in the context of the ship 
of state metaphor. Here, interestingly, 
Pindar represents himself as singing beside 
the river Himeras: 7rapO .. r. . v eJvvpov 
aKTaV IiUEpa . . 'LVOV. . . . reAca (79). 
The river is not just the subject or occasion 
of his praise but the site at which he com- 
poses it; there is an explicit contrast 
between 7rap& governing the accusative 

(op. cit., p. 329). Of the prooemium to Pythian 7 he remarks: 
"II faut bien qu'une ode commence d'une facon ou autre; 
celle-ci commencera par la mention d'Athenes. II n'y a rien 

la-dedans qui fasse songer a une des fonctions unificatrices 

que le proeme au sens technique du terme est appele a exercer. 

II n'y a qu'une metaphore" (p. 328). 
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in 79 and the genitive in 76. The wording 
recalls Alieva rrap' VSwp / atcav SIaKplYVEL 

A'yov av6po7Trrwv (67-68): the "accomplish- 
ing" of the hymn by the banks of the 
Himeras is an omen, like the Pythian 
herald's proclamation, suggesting that 
Zeus the Accomplisher will cause Aetna to 
be praised in the future by the waters of 
the Amenas. Pindar emphasizes that both 
cities are located on rivers in order to en- 
hance the ship of state metaphor.22 

In the first lines of the final triad the 
poet announces that he will sum up the 
various images and themes he has used in 
the course of the poem, 7ToAA7jv 7rTEpara 
avvTravvaatLO / ev fpaxelZ (81-82), stretching 
taut and drawing together the "loose ends" 
into a concise statement of their import. 
At the same time, by speaking opportunely 
(Katpov, 81) and briefly (Ev PpaXEZ, 82) in 
order not to incur censure (uJLo4LOS dv0po- 
7Trw, 82), Pindar presents in his own spheres 
of activity a model that Deinomenes ought 
to emulate in his; in Pyth. 4. 281 ff. the 
poet describes Damophilos as a paradigm 
of the wise and incisive statesman, ending 
with the words, d yap KaLposg rpo S vO0pdoTrOV 

ppaXuv LE'TpOV EXEL (286). The notion of 

Katpos was introduced after the comparison 
of Hieron to Philoctetes. Pindar prayed 
that the 0eos dpOwcTrp might give the ailing 
ruler CLv Eparat Katpov (56 f.). opOcorrp 
anticipated the architectural imagery 
shortly to follow, which in turn conveyed 
the notion of Katpos as observed by Hieron 
in his founding of the city; Hieron, like 
Pindar (44, 81), was aware of the "due 
measure" that has its origin in the har- 
mony of the cosmos. 

tLEtcOV EITreratL puCuOSg (82) recalls 81KaI 

ebE7TWov (50) and, ultimately, os Tror ET' 7TrLS 

opos (30). ,i3,4os cvOppC7rowv (82) echoes 

Aoyos dvOpca'7rwv (68), for Pindar knows 
that his song is meant to glorify Aetna's 

22. It is for this reason that Pindar mentions the Amenas 
and not, as Norwood contends (op. cit., pp. 103, 241, n. 17), 
because of the etymology of the name. 

rulers, not detract from their reputation. 
To exceed the limits of the permissible, to 
redefine them in terms of one's own in- 
clination (contrast Pyth. 2. 90 f. with 
Pyth. 1. 62), is arrogant and will alienate 
an audience whose approval might be 
won by a more temperate approach. The 
significance of Kopos alavrjs (82 f.) in the 
context of Pythian 1 may be more clearly 
perceived by comparing Isthm. 3. 1-3: 

Et rLS adv8pv eUTVUX7aa t 0 7 aov E?6voOts eoOEAoLs 

r7 aOeVEl T7TAOVTOV KaTE?XEt pCLaLV alv lV7 Kopov, 

dtlos evAoylOtLs aOrTv /tCetLXOIat. 

Evrvx-7aaLs corresponds to )eprepov... 

rvxelv (Pyth. 1. 35); the other points of 
similarity are obvious. A surfeit of praise, 
Pindar continues in Pythian 1, blunts the 
edge of expectation (aCiAVvet ... TaXelas- 
ATrMlasa, 82-83); the poet's wish to avoid 

excess (A'7ro/at, 43) is shared by his 
listeners (EATmiag, 83). In the earlier 
passage Pindar had described himself as 
an athlete wielding a javelin. Now he is a 
blacksmith forging a sharp missile, that is, 
"whetting" the expectations of his audi- 
ence (raXElaS in 83 indicates that a missile 
is meant, not, for example, a sharp knife). 
The response of the audience, honed by the 
wordsmith Pindar, will be a shaft flying 
swiftly to its mark, i.e., the praise of 
Aetna, like the K,jAa of the lyre asserting 
the divine harmony of the macrocosm. 

If praise is excessive, envy will result: 
arTCov 8 OaKOa KpVLtOV OVuLOV PfapvvEL 

LAUdtXctr' E'uAoZrtv '7T' &aAAoTrpotg (84); there 
is a contrast with Deinomenes' own un- 
grudging spirit when he hears the hymn of 
praise sung in honor of his father: XdPlat 
8' OVK Ododrptov (59). PCapVVEL (84) recalls 

E'6EAKCWV p/apEta?S ovAias (75): the citizens 
must not be oppressed either by foreign 
domination or by divisive elements within 
the state.23 Further on, the blacksmith 

23. With Pyth. 1. 82-86 we may compare Nem. 10. 20 f.: 
eort 6o KaC Kdpos dvOpo7rWcv Bfapg davTiCaaI' / dAA' o'Lot Ev6Xopoov 
eyetpe hvpav. K6pog here is "envy," the result of excessive praise. 
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image is applied to Deinomenes himself 
(86 f.), varied so that the implement being 
forged is the tongue of the speaker: 
(fJEV&EL 8 7TpoS aKLOVt X'A?KEVE yAJacav. 

01. 6. 82 may be compared, but the link be- 
tween this passage, 81-83, and 44 f. is 
Nem. 7. 71 f.: the poet swears ?/" repIatX 

rrpopals (cKovO' (T7E XaAXKOTrdpcov Opaac / 

Oo&v yAGraaav. TcapacltOV'aE (Pyth. 1. 87) 
recalls aW'wv' (23) and the paradigmatic 
forge of Hephaestus in Mount Aetna, 
whence come the weapons of the gods- 
the thunderbolt and, presumably, the 
shafts of the lyre. The god Hephaestus 
continues to work Zeus's will in the midst 
of the volcano that is the symbol of dis- 
cord. So Deinomenes must continue to be 
truthful although, in the city Aetna, he is 
surrounded by grudging malcontents (84) 
who envy his position of eminence as 
Typhon did that of Zeus. Lines 86 f. 
(forging a truthful utterance) are the link 
between 82 f. (forging a positive impression 
of the subject's merit) and 68 (a truthful 
appraisal of Aetna's glory). The faithful 
witnesses, rroXAAXol adpvpEs rtOtaro (88), re- 
call the judicial connotation of 8aKpIVEtV, 

as alEt (90) echoes alei (67) in the earlier 

passage: Deinomenes is presenting his case 
before the court of posterity. The witnesses 
are his subjects, whose diverse interests he 
must, like the Dorian founders (62-66), 
unite into a harmonious whole, just as 
Pindar is in the process of tying together 
the many strands of his poem: roAAWiv 
ra[tlas eacrt (88) corresponds to TroAAiv 
7rEtppara acvv-ravvaats (81). This particular 
7retpap, the blacksmith forging a weapon, 
is fully assimilated to the metaphorical 
scheme of the poem at 95-98. Phalaris is 
not compared to a blacksmith as such, but 
like one he works with burning metal: 
XahAKEco (95) echoes XaOKEVE (86) and 

XaAKoTardpov (44). Phalaris enclosed his 
victims in the brazen bull but is himself 
"held down" by the condemnation of 

posterity-Pindar's bronze javelin of song, 
Deinomenes' bronze weapon of truthful 
utterance. This paradox recalls those of the 
first triad and particularly the case of 
Typhon, the Burner (Kavrl7pa, 95) being 
compared to the Smoky One. KacTEXEt (96), 
as was noted, completes the series KaTErXEVas 

(8), KacraaXoLLEvos (10), 7TLEIEL (19), OwVVEXEe 
(19), KCa-Exr or KCr OtKOV oiXC (72). EXOpa 
Q(Tdrt (96) is the same as uLojuos avOpCo7Trwv 

(82) and both together balance Aoyos S6o'av 
qEpEt (35 f.) and g'rv!ov h6yov cVWpwco7Tov 
(68). 

The other dominant image in this final 
triad is the image of seafaring. The meta- 
phor of the ship of state was introduced in 
33-35 and resonated at 67, 74, and 79. 
Here, after telling Deinomenes that it is 
better to be envied than to be pitied, Pindar 
says: pri rrTaplE Kahad. vLoLta tiKao T7rrlSaAhlp 

arpa7rov (86). Gildersleeve, anticipating the 
second of these sentences, translates the 
first "hold to thy noble course" (p. 251). 
But uT rraplet KaAcd, while indeed a nautical 

image, has to do not with steering the 
ship, but with catching the wind in its 
sails. One may compare rov rrooS rTraplEL 
and rovs TepOplovs 7TraplE in Aristoph- 
anes Knights 436 and 440. In Aristoph- 
anes' metaphor the prudent sailor seeks 
to avoid being capsized by a storm; this 
"storm," like the one Deinomenes might 
fear, is a verbal attack. voca (86) echoes 

votLots (62): within the framework of the 
Dorian constitution a ruler may reconcile 
dissident elements among the citizenry. 
3tKtLco and rTpardov (86) recall itKav and 

ecTrparTEvr7 (50 f.): as Hieron, fighting on 
the side of justice, constrained the haughty 
man to co-operate in his military en- 
deavor, so Deinomenes' just guidance of 
the "host," the populace, in peacetime will 
nullify the efforts of those who seek to 
disparage him. The admonition not to 
"slacken the ropes," not to relax his noble 
efforts (KCaAa), recalls Pindar's own effort, 
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IroXAAv Trepara avvrravvaals (81), to rec- 
oncile diverse elements in his poem. 
Pindar is the paraclete, his poem the 
vehicle of divine grace, of xdpLs. It mani- 
fests the harmony and order that will, he 
prays, be found henceforth in Aetna. 
Deinomenes must be receptive to this 

grace, must spread his sails to catch the 
wind. In 33 f. the "ship" had received the 

irrpwra XptLs, the favorable wind at the 
outset of its journey. Pindar went on to 

explain that subsequent fair winds con- 
sisted in 8doa, a glorious reputation for the 

city. Now he reminds Deinomenes of this: 

e[lT'Ep Tt )iXels a cts SIEtaV ala 

KAVELV, iLi7 KatLve Alav Sarrdvats' 

LEL ' LoU7Trep KvfEepvdraTs dvrp 

larlov davEloev [7rerdaais] [90-92]. 

This catE (90) is the same as in 67; KAVELV 

(90) recalls KATvrv in 37 and KAEos in 66, 
xaeEav (90) the lyre's sweet music in 8. 
Since 8d'a consists in being "heard of," 
the king must acknowledge Pindar's 
efforts on his behalf. In return, he may 
confidently unfurl his sail to catch the 
"wind" of his reputation since he has been 
assured that Pindar will avoid the ex- 
cessive praise that might arouse dis- 
content.24 Lj/ TCrapIE KaA0d (86) occurs at 

approximately the same point in the 
strophe as eEi ... W. . veio (91-92) in the 

antistrophe, and vctL,a s&KaC l n TrSaAi 

arparov (86) applies, of course, to the 

KVPepvdraS advrp (91). Likewise, oKOa in 
the fourth line of the strophe (84) is re- 
peated at the corresponding point in the 
antistrophe (90). 7roAAuv in the first line of 
the strophe (81) is echoed (twice) at that 
point in the antistrophe (88), while adevSe&, 
etc. (86), has not a verbal but a conceptual 
analogue in /u7) 8oAcoOfjs (92). The third 
line of the strophe and antistrophe are not 

24. With pit Kdpve... . .dvEfI we may compare Isthm. 
2. 39 f.: Kai Oe&v oaE TaS rTpooa TO7TTKTO raaS. o068 7TOTE eevLav / 

parallel, for evavOeL (89) echoes avOrUaev 

(66) as 7raptLEdwv (89) does TrapeeLEtv' (48; 
cf. ca'El /VEL?V, 64): Deinomenes is being 
reminded of the virtues of his forebears. 

The notion of Sdoa, introduced in 36 in 
connection with the nautical metaphor, 
was echoed indirectly at 48, directly at 
66, the two passages just noted; for do'a 
will ensue if Deinomenes maintains an 
equable and generous disposition. The 
significance of the term is recapitulated in 
92-94 (see p. 16). To be renowned "in 
song and story" is to achieve the only 
kind of immortality, on this earth, that 
man can hope for. Croesus lives on in his 
posthumous glory (o0v 0OtVEL, 94), but 
Phalaris is buried by obloquy. Like the 
citizens of Aetna during the king's life- 
time, the Aoytot and ootSol (94) will be 
iLtdpTVpES' a/LckoTEpoS 7TIr(To (88). We may 
compare Isthm. 4. 7-11: 

......... TLidees aPXaOev Aeyov7ra 

............... .op>avoi 

Spptos ouaaa ' er' dvOpW7rrovs adlTra 

iLCapTvplta O6l5zLEvov oJWv T? E coJrTV 

a7TreTov 8oo'as, eIreTlaav KaTa 7rTav TCos'. 

These lines, the vocabulary of which clearly 
recalls that of Pythian 1, continue the 
metaphor of the winds of fortune expressed 
in Isthm. 4. 5 f. and are thus a link be- 
tween Pyth. 1. 88 and 91 f. Further: 

el be av 7TrvW TLS Ev lrpadaao, LEALyapves vjtvot 

vaTEpwv dpxa Aoyowv 

TEAAeTaL Kal 7TLTVTOV pKLov LeyaAhOL dpeais' 

dOoV71)0ro S ' atvoS 'OAvutZrTovIKats 
oVTos ayKELTaL [01. 11. 4-8]. 

Line 5 recalls Pyth. 1. 2, 34 f., and 68. 
OVE [LlV Odp^yy/ES.. .. 8EKov7ra in Pyth. 

1. 97 f. contrasts with crre'aorvov v'iarov 

SE6EK-rta (100) and with rov [sc. v4Lvov] 

8E'6eavr ' o' apera (80). With the mention 
of the O'dppiy in 97 the poem ends as it 

oOpo ?4 frvetOaaLr bTecr'TELA' latrov dctilt TpcdTreCav. An image of 

spreading the sails in praise of the victor occurs at Nem. 5. 50 f. 
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began. r6 Se TrraTOEZ Ev, Pindar says in 99, 
is the 7rpcrov dEOxcov, that is, the rrpdora 

xdpts, Hieron's military and athletic suc- 
cess as a good omen for the coincident 
founding of the city. Ev 8' oKOVELV SEVrTEp 

,uoZp': this jtiopa is the at(a, consisting in 
KcAOS-, that will be discerned by the Aoyos 

vOpC'TTcrwv in future generations (66-68; 
cf. Isthm. 5. 13: E'' LS Etvev TrdaoXv oyov 
E(aAOv aKov's). Ev aKOVELV is the same as aKoav 
S(Z6Ela aLEl KAVEWt (90), "to hear sweet 

things said of one," but also, literally, 
"to hear well," to remain attuned to the 
divine harmony of the lyre, to obey it as 
do the singers (3), to submit to its com- 
pelling force as does the dancer's step (-ra 
aKOVE6 ... /Pacts dy,a-tas dapXd, 2). For, if 
Aetna's rulers hear and obey the lyre, they 
will receive its rewards d/o ' apera and the 

city will, in the future, be judged to be as 
glorious as it is now, when Pindar cele- 
brates its beginnings. 

If Pindar's Odes seem to lack intrinsic 
unity, it is because they are not units, not 
discrete and autonomous entities, but 
rather parts of a continuous fabric of inter- 
related ideas and images extending 
throughout the poet's euvre. It does not 
follow from the fact that the Odes were 
composed individually as occasional poems 
that they are wholly self-contained. It 
is only by reference to the total ceuvre that 
the semantic infrastructure of the single 
Ode can be shown to be coherent; indeed, 
the quest for unity might well be replaced 
by the attempt to discover coherence in 
this way. Thus, in the course of the dis- 
cussion of Pythian 1, it was necessary to 
adduce passages from many other poems. 
But two Odes in particular, Nemean 1 
and Pythian 8, must be examined in greater 
detail. 

Nemean 1 was written for Chromius, 
the governor of Aetna, Hieron's brother- 

in-law and guardian of Deinomenes, and, 
like Hieron, a victor in the chariot race. 
It is generally thought that Nemean 1 was 
written in 476, so that the audience for 
this Ode must have been quite similar to 
the audience for Pythian 1, written in 470. 
Perhaps in view of this fact Pindar felt 
free to make the later Ode complement and 
supplement Nemean 1 to an unusual degree. 

From Ortygia, he begins, vluvos oplarTaL 
OE(LEV / atvov CaEAXo7TroC'v yEcyOv 'T7rTTv, 
Z7-vos A'rvacov XCdptv (Nem. 1. 5 f.). Bury 
notes that Xcptv is in apposition to acvov 

but translates "to please Aetnean Zeus." 25 
He rejects "by grace of Zeus," the meaning 
the phrase has in Pyth. 3. 95 (an indirect 
reference to Hieron); but here, as in 
Pyth. 1. 33, Xapts is indeed the divine favor 
of Aetnean Zeus expressed through praise 
of a victor in the games. The apXat of this 
Xdpts (Nem. 1. 8) anticipate Pyth. 1. 3 
(,yAacasc dpXd) and 33 f. (&dvpdcatL rpopra 
XdpptL dpXOpEVotL); fEpXrflvraL EV Ov (Nem. 
1. 8) assimilates to this context Pyth. 1. 61 f., 
as was noted. So the sequence dpxat, 

E/3Ar-v7ra, OdyAcaav (Nem. 1. 8, 13) corre- 

sponds to yoyAa'sa, p, cdpx, dtioAs rTEVX 

(Pyth. 1. 2 f.). Overlapping this, the entire 
sequence AdXAov, Zrlvos Alrv-vaov dpiv, 
apLac, VLKCaO6poLt, apXal, EVTVXta, 7Tav8oI- 
as and the victory song in Nem. 1. 
4-12 anticipate Zv ... o'po, KaXALtvKOV, 

op[aotl, XaptLS, apXO, EVotS, TVXELV, cVVTV- 

xtals', 8o6av, the celebration of the victors 
in song, and AdAoi', in Pyth. 1. 29-39. In 
both Odes dyXaata refers not only to the 
glory of the town but, by virtue of the 
hymn of praise, to the 8doa of the athlete. 
In both, the fertility of the region is vouch- 
safed by Zeus; compare EVKap'TO XOovo' 

(Nem. 1. 14) with EVKapTroO yatas (Pyth. 
1. 30) and some lines from Olympian 1, 
written in the same year as Nemean 1, in 
which Hieron 

25. Nemean Odes, p. 10. 
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OetIarTetov oS daLCE7rEL aK&7TTrov e7 TroAvHrAX 

ZLKeALa 8pE7TWv ILEV Kopv)aas aperTav a7To 7TraaO 

ayAa^LtEraL 8E Kal 

tLovaLKas ev WaTr [12-15]. 

In the light of this last passage, we can 
see what lay behind the choice of Spe7TEL 
in Pyth. 1.49: the fertility of Hieron's realm 
(in this case, Aetna) is a reward (rLtOdv, 

48) for his prowess and is connected with 
the theme of divine music. Connecting 
Olympian 1 and Nemean 1 with each other 
and with Pythian 1 is 01. 6. 92-97: Hieron's 
scepter occurs in Olympian 1, in the con- 
text of fertility; Persephone in Nem. 1. 14 
is mentioned in the same context. The 
word dzE'7TEret is used of the scepter in 

Olympian 1, of Demeter and Persephone 
in Olympian 6 along with Zeus Aitnaios. 
A further link between Nemean 1 and 
Pythian 1 is the passage from Isthmian 6, 
quoted above (p. 16), which combines the 
architectural and seafaring imagery of 
Pythian 1 with the notion of planting 
Soda; compare the planting of dyAcxa in 
the fertile soil, Nem. 1. 13 ff. 

7ToAAC-v E7TECav KacpoV 0v OIEV8EL fPlAcov 
(Nem. 1. 18) is the "missing link" between 
Pyth. 1. 44 (/,u XaAKOrr7cdpov aKovO' (aelr' 

Oay0voS fSaAEZv e'c), 81 (KCItpOV El 0GE'y7atO, 

7roAA)v 7Tetpar( avvTavvacxLs), and 85 
(a'evSEl 8S 7TrpoS atKIOV XaAKEVE yA6uJT av). 
It is interesting to note that the word 
XaCKEvreos occurs in Nem. 1. 16, two lines 

preceding roAAct)v ... /3aov: there is no 
thematic connection, but the auditory 
conjunction reveals the way in which 
Pindar composes. Nem. 1. 24 f., with the 
image of water putting out fire (literally, 
smoke), anticipates the water imagery 
associated with the lyre in Pythian 1 that 
extinguishes the fiery thunderbolt and de- 
clares war on Typhon. ev re rraOeZv Kac 
dKovOcra (Nem. 1. 32) is echoed in Pyth. 1. 
99. 

But the most important connection be- 
tween the two Odes is more subtle. 

Nemean 1 is a basis for the association of 
Hieron and Hercules in Pythian 1. In the 
passage from Olympian 1 quoted above, 
the phrase Kopvqas dapeTrv was used with 
reference to Hieron. In Nem. 1. 34 Pindar 
begins the story of Hercules ev KopvbcaiS 

dpETav !LeyaAao , dpXatzov pOTVVoV AOdyov. 
These are the only two occurrences in 
Pindar of the collocation Kopvbal adperv. 
It will be recalled that the A7yos in Pyth. 1. 
35 dealt with the dvSpdat 7Trptrca Xdpts 

pXXodtevots: Hieron's victory was a good 
omen for the subsequent renown of his 
city. In Nemean 1 the pXaZos Ao'yos like- 
wise deals with the beginnings of a splendid 
future. Corresponding to Hieron's success, 
the rpcpora XOdps, is the infant Hercules' 

victory: 7TEtpcro. . . rTTpCrov pciXca (Nem. 1. 

43). The serpents slain by Hercules recall 
the ep7TErTV Typhon (Pyth. 1. 25), the 

archetype of vfptss, a word used both of 
Hieron's conquered foe (Pyth. 1. 72) and 
of the serpents in the Hercules story 
(Nem. 1. 50). In Nemean 1, too, the Aoyos 
is an omen, interpreted by Teiresias (61 ff.). 
At Nem. 1. 66 ff., Pindar describes the 
demigod battling with the Giants, sub- 
duing them P/3EAEv VTro pTTCrait, a phrase 
which, as was noted, corresponds to the 
pOTrat of the K7rXa in Pyth. 1. 10, 12. 
Hercules receives perpetual 'ravxta as a 
reward for his efforts (Nem. 1. 69 ff.); 
Irv a7rav7T Xpovov... . . 3iotS (Nem. 1. 

69-71) anticipates o 7rCs Xpo'vos o6A3ov in 
Pyth. 1. 46, which immediately follows the 
clause (KaKpa 8E ptI/ats cLEV'aaO' v7rlovs, 
in which Pindar is Hieron's surrogate. Pyth. 
1. 56 f., lines which express a sentiment 
similar to that of 46, immediately follow 
the account of Philoctetes and his divine 
arrows. Like Hercules, Hieron has earned 
serenity after a valiant military career. His 
efforts have guaranteed 'javXta for his 
people as well (Pyth. 1. 70), so that Her- 
cules' descendants (Pyth. 1.63), represented 
by the Dorian citizens of Aetna, enjoy on 
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earth the same tranquillity that their an- 
cestor does in heaven. In the context of 
Nemean 1, the fulfilling of the omen is 
connected with the image of sowing the 
seeds of &yAcata, which will, presumably, 
yield a harvest of subsequent glory. In 
Pythian 1 the emphasis is on the founding 
of the new city, for whose future renown 
the herald's proclamation at Pytho augurs 
well. Thus, while many essential themes 
are common to both poems, each has its 
own focus. 

The legend that Zeus overcame Typhon 
with the thunderbolt is similar to the 
legend that Hercules conquered the Giants 
with his arrows. In Pythian I Hieron is 
identified both with Zeus and with Her- 
cules. Pythian 8 reveals explicitly that the 
two battles were in fact connected in 
Pindar's mind. Pythian 8 is addressed to 
an Aeginetan-not surprisingly, in view 
of the poet's use of similar motifs in the 
Aetnean and Aeginetan cycles. It opens 
with the invocation of 'HavXta. Just as the 
lyre represented a militant peace, so 
Tranquillity, the daughter of Justice (Pyth. 
8. 1 f.), is savage when confronting her 
enemies (8 ff.). She casts v;ptsp into the sea 
(11 f.) just as Hieron overcame the ppits 
of his enemies by casting their young men 
into the sea (Pyth. 1. 72-74). Tvqcos KlAf: 
EKaTryKpavos appears in Pyth. 8. 16, re- 

calling Tvc;Ws KarTovraCKdpaPvos' TOtV TOTrE / 
KX)tIKOV OPEbEV... avrpov at the same 

point in Pythian 1. He is associated with 

26. At this point it may be of interest to compare several 

passages from Nemean 9, also written for Chromius of Aetna. 
eorT Be TLS AhyoS dvOpcornwv rE7EAeacuevov /uAov/lp) xCaal Crayay KaAvi/at 

(Nem. 9. 6 f.); cf. Pyth. 1. 67 f. (TeA,t', Adyov dvOp()riov): in its 

meaning "saying, proverb," the phrase Adyos dvOpiDrcov in 
Nemean 9 is the link between Adyos in Pyth. 1. 35 ("saying") 
and Adyov dvOpcnrcov in Pyth. 1. 68 ("judgment"). With Nem. 
9. 11 f. we may compare Pyth. 1. 31, 37, 40. Kpoviwv darEporr&v 

;AeAieatls (Nem. 9. 19) uses of the thunderbolt the same word 
that is applied to the lyre in Pyth. 1. 4; we may compare the 

sequence Kp6vtov (the hill), Aia, oKLvLKoaTepod'aV, 06dptLyy' 
eAEitcuv in 01. 9. 3-13. Further, Nemi. 9. 29-32, with the 

juxtaposition eivotlov-daUTvo6oLS, suggests that the fact that 
Aetna was founded 'YAAi6os acrdOcpas qv v6oots (Pyth. 1. 62) 
is responsible for the victory celebrations that bring it renown 

Porphyrion, the king of the Giants (Pyth. 
8. 12, 17), and the battles of both against 
Zeus are described as if they were one: 
S/LaOEV 86 KEpavv0) / Torotat r' A7TroAAvos 
(Pyth. 8. 17-18). Porphyrion was slain by 
Apollo, who plays the major role in 
Pythian 8, but it was of course Hercules, 
as we learn in Nemean 1, who enabled the 
gods to prevail. In that Ode Hercules was 
rewarded with -rvXtla. Here both the 
thunderbolt and Apollo's arrows represent 
the power of 'HavXt'a, the counterpart of 
the lyre in Pythian 1. In Fragment 140a 
Apollo and Hercules are associated. As 
additional evidence for the association of 
Zeus Aitnaios with Apollo, we may com- 
pare Pyth. 1. 29 f. and 39 f., Nem. 1. 4 
and 6, and especially the wording of Pyth. 
8. 18-22 with that of 01. 4. 6-10; indeed, 
the entire opening strophe of Olympian 4 
may profitably be compared with Pythian 
1. The relevance of Pyth. 8. 24-28 was ob- 
served on page 16. The Ode closes with the 
metaphor of the city as a ship, a theme 
that may seem arbitrary in Pythian 8 un- 
less we recall Pythian 1, whereupon 
Tranquillity throwing her enemies into the 
sea, as Hieron did from the "ship" of 
Aetna, is revealed as an anticipation of 
the final image of the poem.26 

The foregoing study has been an attempt 
not only to enhance the understanding of 
Pythian 1, but also to suggest that there is 
a finely articulated coherence throughout 
Pindar's work, an organic system of 

(2, 37 f.). ttotpa in Nem. 9. 29 is the same as in Pyth. 1. 55, 68 

(alaa), and 99. KAeoS dveOioat (Nemt. 9. 39) anticipates 

Pyth. 1. 66. The closing lines of Pythian 1 recall Nem. 9. 46-48: 

el yap (Aza KTEdVOtS rToAAots erTi5ofov apr)TaL 
KVOSO, OVK eaTC 7Tpoaco0ev Ovao6v eTt c(Ko7dS 

;AAats (ttdaaat 7 ro6ov. 

icavxia ,e /itAe? VIev avtUT6arov . . . 

The connection of iaovxia with a banquet in this passage pro- 
vides the link between Pyth. 1. 38 (aov evtcbvots OCaAiat) and 

Pyth. 1. 70 (atwjbwvovo s 7ravxiav). Nenmean 9 closes with the 

image of Pindar and the Muses as javelin throwers, the 

juxtaposition of dKWco and aKo7Trd (Nenm. 9. 55) bringing aK07TLC 
in Nenr. 9. 47 into the nexus of images associated with Pythian 
1. 
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echoes and collocations that comprise his 
poetic language. Pindar writes rToAA,ov 
7TEi paCa vviravvCats, drawing out and 

plaiting together many ideas and images, 
not all of which are fully developed in any 
given poem under consideration. Because 
of this unusual method of composition,27 
no reductivist approach, no search for a 
single fundamental concept or single uni- 
fying image or symbol in a poem, can do 
Pindar justice. Nor can the treatment of 
the Odes as self-contained units, for they 
are related utterances in a common 
language, the vocabulary and syntax of 
which it is the task of the critic to examine.28 
If this thesis is accepted, it is necessary to 
draw the conclusion that no actual audi- 
ence for a given Ode at the time it was per- 
formed was able to understand it in full 
detail. Many of the members of the audi- 
ence for Pythian 1 were able to increase 
their understanding of that poem through 
their recollection of Nemean 1, but, ob- 
viously, Pythian 8 was unavailable to them. 

27. Unusual, but not unique: Rilke composes in this 
manner and so, mutatis mutandis, does Nabokov. 

28. This approach is intended to complement that of E. L. 

Bundy as set forth in his monographs "Studia Pindarica I: 
The Eleventh Olympian Ode," CPCP, XVIII (1962), 1-34, 
and "Studia Pindarica II: The First Isthmian Ode," CPCP, 
XVIII (1962), 35-92. "There is no passage in Pindar," 
Bundy states, ". . that is not in its primary intent enko- 
miastic-that is, designed to enhance the glory of a particular 
patron" (p. 3). He thinks that, as a result, the individual Odes 
possess unity, "oneness" (p. 91). I would not disagree that 
such broad thematic unity is present, but viewing the Odes as 
encomia does not in itself explain why a particular image- 
a liquid fire, an anvil-was chosen or how it functions in re- 
lation to the other images in a poem. For example, Bundy 

The "collected works" were known to no 
one in Pindar's time but the poet himself. 
In this sense Pindar, who has been thought 
to be the most public of poets, is in fact 
the most private. Yet one cannot speak of 
"public" and "private" or "exoteric" 
and "esoteric" aspects of the Odes. Every- 
thing that is needed for the interpretation 
of Pythian 1, for example, is to be found 
in that poem, but a particular element may 
not be appreciated without knowledge of 
other Odes. The connection between 
3&aAEro and OEoSLarTos is made in the phrase 
&s,l3oAh as- reu s, but it is improbable that 
an audience unfamiliar with Isthm. 6. 
11-13 would apprehend it. The euvre is 
an organic whole; parts of it are only 
partially-although to a high degree- 
accessible. But then, Pindar anticipated 
this difficulty: an intelligent audience, he 
says, will understand some of his words, 
his /E'A--es be TO r7T(v EptaVEwv / XarTtEt. 

SMITH COLLEGE 

points out that 01. 11. 1-6 conform to the structural pattern 
of a priamel followed by a gnome, but an analysis of the 
language will reveal the semantic infrastructure: as wind is 
needed by the sailor, so the successful athlete needs songs of 
praise to form the foundation of his subsequent renown. 
In Pythian 1 "wind speeding a ship on its way" is the meta- 
phorical analogue of "song of praise bringing glory to its 
subject." In practice, Bundy makes extensive use of verbal 
echoes and collocations in order to ascertain "the thematic 
and motivational grammar of choral composition" which 
consists in "formulae, motives, themes, topics, and set 
sequences of these that have, by convention, meanings not 
always easily perceived from the surface denotations of the 
words themselves" (p. 92). 
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