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INDARIC criticism has been charac-

terized by the attempt to establish

principles of unity in the individual
Odes,! 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 Poésie 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 générateur by B. A. van Groningen, La com-
position littéraire 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
zusammenhilt” 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:
moAAG pot O’ dykdvos wréa Péln
é'v&w e’vrl ¢(ZP€,TP(ZS

, N Ve ,
dwvaevta ovveroiow: és 8¢ 16 mav eppavéwy

[0l 2. 83-86].4
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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
JSragmentis (Leipzig, 1953).
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sion of an intelligent audience, the ovvero:.
But the rest, the other BéAn, 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. Td@s drover uev Pdos (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: aynowydpwy omdTav mpooruiwy
auBodas Tevxns éXeAllouéve (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, aylaias apyda (2), in this
case also marks the beginning of a glorious
future for the city under the protection of
the gods.5s

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 kfla 8¢ kol Sawpudvwy Béye
dpévas (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 §éAye: 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
axovw 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:
repoavvov ofevvvels | alevdov mupds (5-
6). alyparay 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. Zyvos
éyyewcepavvov (Ol 13. 77) and éyyeucé-
povvov  Ziva (Pyth. 4. 194). alevdov
mupds presents difficulties. Why is the fire
described as eternally flowing, 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 kepawvvov ofevviets
alevaov mupds 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.

\ \ ) \
KoL TOV aLX!LaTaV

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 dpyos olwviv (7)
into the description of the now slumbering
bird is not ironic, for it recalls ayAaios
apyd (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 (karéyevas,
8). The bird’s back is called dypdv (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 dpxw (as, further on, with the compounded forms of é&xw,
and with BdAAw, Adyos, 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 Nemean 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 add Adiflpov (8) conveying
both the charm and the ineluctable firm-
ness of music’s influence. Then the bird’s
back ripples gently, Teals pumaio
rataoyduevos (9-10). Perhaps because of
the imagery of the preceding lines, piraiot
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 pural 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 purd
describes the effect of wine assailing men
like a blow, and in Pyth. 3. 57 pirrw 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.
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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, pura 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 [éAmopou]
pokpe 8¢ phpous auevoacd’ avriovs. It
seems clear, then, that gura 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
ke in 12, suggests that an arrow shot
from a bow is specifically meant; Apollo
and the Muses are not only musicians but
archers: cf. O/l. 1. 112, Pyth. 8. 61, Frag. 2.
2, and especially the following verbal collo-
cations: ydp oe A[tJyvodapdywy kAvray dv-|
ta, ‘Exafdle, ¢opulyywv (Frag. 140a.
60 f.); éxaraBdAwv Mowodv amd T6éwv | Ala
vee (ﬁOLVLKOUTEP(;‘ITaV eee é,ﬂ'lfVEL}.L(XL and 7TT€PO"
evrad’ lev.. . dioTdv. .. avdpos dudi maalo-
poow ddpuryy’ éledllwv (OL. 9. 5 f. and
11-13; cf. Pyth. 1. 4). In OI. 14. 10 ff., Pin-
dar describes ypvodrofov ITs0ov’ AmdA-
Awve, beside whom are enthroned the
Graces, foremost among them being mérv’
Avydaia (cf. Pyth. 1.1 f).

karaoyduevos (10) has been translated
“spellbound,” no doubt in consideration
of féXye:. 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: "Apys ...
laiver (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: od fundow
Okws Siapepduevor €wurd Evpépera -
ﬂaAl,IVTOVOS &ppov[‘r) ngUﬂfp TO’fO‘U Kai
Adpms. 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 (alyuc,
éyxea; kijla), 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

’ ’
kapdlow | kdpatt
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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 wAciflpov (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 Boa (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 Boc 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 Boca Iliepldwv is the signal of
an attack on all those creatures that Zeus
has not loved, dooo un mepilyre Zevs
(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 (arvlovra, 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 karaoyduevos (10), reappears
in aleprées and méler (18 f.), while
ouvéyed (19) is virtually synonymous with
an active form of karaoyduevos. The eagle
is spellbound by music; the giant is crushed
by the huge mountain. This xiwv odpavia
(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. Ku\ikwov (17) and
2wceliee (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 fpéjev
and mfjva. 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 (rayal, mpoxéovre,
pdov, kpovvovs, 21-25) hurled up from the
depths of the mountain (cf. avaméume:, 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.
ratéyevas (8) and wpoyéovr (22). But the
fiery volcano that expresses Typhon’s fury
is also the kiwv odpavie 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 (orpwuva 8¢ yapdooois’
Gmav v@dTov ToTikekAuuévov kevrel, 28).
The entire passage 27-28 recalls 6-10:
8éderar corresponds to karaoyduevos;
the black leaves of Aetna to the black
mist; oTpwuve yopcooows’ 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 (vdTov, 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. épmerdv (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
Atﬁa[OTOLO KpOUVOl‘JS‘ SELVOTdTOUS.

The other superlative used of these
flames, ayvdrarar (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 dyvéraraw ‘“lauterste weil des He-

and of his punishment. The streams of
fire are oayvérarar 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 Adaioroo 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.” 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 (répas, 26), an example of con-
trolled yet fearsome violence, put on
earth that men may wonder at it
(Boavpdorov, Baduce, 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:

y Y

ein, Zeb, Tiv ein avéavew,

TN » ., ,

0s TolT épémers Gpos, ebkdpmoto yai-
as uérwmov, Tod uév érwvvpiov
o N ,

KA€ewos olkioTnp €xvdavey méAW

phaistos.” It should be noted that according to W. J. Slater,
Lexicon to Pindar (Berlin, 1969), ad loc., there is no instance
of dyvés meaning “pure’’ in Pindar; the word means ‘“holy”’
or “belonging to or administered by divinities.” Slater also
connects dyvérarar with Hephaestus.
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yelrove, IMTvbiddos 8 év Spopuw K-
pvé avéermé vw Gyyél-
Awv Tépwvos vmép kaAAwikov

[30-33].
It is of course Zeus, not Typhon, who is the
lord of Mount Aetna: Zeus Aitnaios
appears in Ol 6. 96 and Nem. 1. 6; cf.
Ol. 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 wxiwv odpavic is the edkapmoio
yalas uérwmov. 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 uév .. .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-

Gppaot

8. The wording of the entire passage O/. 10. 76-83 should
be compared with thatof Pythian 1.

sequent renown of the new city:
vavoupopritos 8 avdpdot mpdiTa xdpLs
és mAdov dpyopévois moumaiov €Nfeiv
olpov- éowdra yap
Kol TedeuTd PepTépov voTov TU)EIV. 6 8¢ Adyos
TavTas émi ouvtvylas 86éav dépe
Aowmov éoaeabar aTepavoial v{w) Immois Te kKAvTdw

[33-38].

Vv e P ,
kai ov ebddvors Badiaus dvvpaoTdy

To men commencing a sea voyage a
favorable wind is the mpddre xdpis. Pindar
uses ydpts to mean not an intrinsic
quality—*“grace,” “loveliness,” or the like
—but a reward or blessing coming from
without; the Xopires are this external
source. In view of the significance of the
notion of yapis in Pythian 1 we must note
the distinction between ydpis and dperd:
cf. alwv 8 &peme pdpoipos, mAodTdy TE
Kol ydpw dGywv | yvnoious ém’ dperals
(OL. 2. 10 f.). In the present passage xdpis
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: Ilioas 1€ kol
Depevicov ydpis (OI. 1. 18, of another of
Hieron’s victories); [r{ue] vépe . . . moé
aperav edpdvte. Oidor Té ol aldolaw
xopw | kal moT GOTAV Kal moTL Eelvwy
(Ol. 7. 88-90; aperc is used in an aberrant
sense here but still refers, by metonymy
of cause for effect, to a quality of the
athlete himself, whereas ydpts comes from
without); ’Epardév 7or odv yapiteoow
éxyer | Bodlas kol méhs (Ol 7. 93 f;
cf. Pyth. 1. 38); kai Nepéq yep opds | €péw
radray yapw (Ol 8. 56 f.); émwvvuiov
xdpw (Ol 10. 78);8 tiv 8 advemis Te
Mpa | yAvkds 7 addos dvamdooel ydpw: |
Tpédovre 8 edpd wAéos | kdpaw Iliepides
Ads (Ol 10. 93-96); dxovovte . . . agov
S\Bov vip Te kowav yepw (Pyth. 5. 101 f.,
where ydpis, paired with 6ABos as in Ol.
2. 10, is the reward of aperc [98]; cf. also
wédos xaplev [107], the victory song).
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The mpw T ydpis, 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 ydpis does
to the aperc 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.®
wérv’ Aylaie was mentioned along with
Pythian Apollo in Ol 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 aylaias
apye refers to the victory song that marks
the beginning of a splendid future for
Aetna, and hence wdmv’ Aylaia, the
foremost of the Xdapires, is the avdpdot
mpwTa xdpis dpyxouévors in 33 f., who will
be followed by her sister falia (cf. Ol. 14.
15) in the future (38); their relative Odpavia
appeared (by way of equivoque) in 19,
the xiwv being one of the kijde of the
Muses (12).

Pindar continues: given the coincidence
of these two events, the Pythian victory
and the founding of the city (ravras émi
avvtuylas, 36), this popular saying about

9. The wind of fortune is a familiar metaphor, occurring
at Ol 7.95; Ol 13. 28 (with a nautical metaphor); Pyth. 3
104 f.; Pyth. 4. 3 (oDpov Suvwv); 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,
Ol. 4. 6 f. suggests why Pindar found the image of the ship
of state particularly apt in the case of Aetna: Kpdvov mai, 6s
Alrvay €xes, | lmov aveudeooav ékatoykepdda Tugadvos 6Bpiuov;
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
(6 8¢ Adyos, 35) brings fame to the city
(86€av Pépe, 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
(Aowmov ... dvvpaotdy, 37-38). 86Eav Pépe
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 éwxvdaver wSAw (31),
86éa being the subsequent fame, that
which succeeds to the mpdira ydapis.
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 83fw
means ‘“‘glorious reputation” is Pindar’s
use of the word. There is only one case,
Nem. 11. 24, in which 86w« clearly means
“opinion,” but many in which it clearly
means ‘“‘renown.” 11 Of these, four merit

>

11. For 86éax as “opinion,” dydwov év 86fq Béuevos edxos
(0!.10. 63) has been adduced, but the scholiast’s interpretation,
évdofov vouioas 76 wkfoar, is compelling if not conclusive
(for the scholium see Drachmann, Scholia, I [Leipzig, 1903],
329). Similarly, 86fav &xw 7w’ ém yAdoog Ayvpds dxdvas
(Ol. 6. 82) may well mean “I have a reputation for,” “am
famous for.” Passages in which 86¢a clearly means “renown,”
apart from those to be discussed, are Pyth. 2. 64; Pyth. 9. 75;
Pyth. 11. 45; Nem. 9. 34 (¢€épeL 86¢av; see n. 26 below); Nem.
11.9; Isthm. 1. 68; Isthm. 4. 11; Frag. 227. 2. For the similarity
between xdpis and 86fa, we may consider the phrase madawa
xdpes 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 Bafudofor and manifest xAéos. With medaa
xdpis we may also compare madawav 8ééav (Pyth. 9. 105) and
86éav madawav (Isthm. 3. 16).
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special attention. The first occurs in 92 ff.
of the present poem:

SmbopuBpotov adynua 8ofas
OL’OV &WOLXO,LE/VU)V &V(Sp(:)l' Sllalfav #al’l;(l
kal Aoylots kai aotdois.

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 mopmaiov odpov identified as the mpdiTa
x¢pus in the earlier passage. 86é« 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
Tedevrd@ and vdorov 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
86w in 36 means ‘“‘renown,” the following
passages may also be considered: 8¢éav
bépew, the same phrase as in Pythian 1,
occurs in Ol. 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:

Tedéav 8 Exe
86fav am’ apxds. moMoiol uév yap aeilerar
vikapdpois €v aéflois Opépooa ral foais

UmepTdTOUS Tpwas €v paxals:

[Pyth. 8. 24-28].

sy v e oy
Ta 8¢ kai avdpdow éumpémer

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 dperd ‘“‘both
of excellence and of the success won thereby” (op. cit., p.49).
He gives two examples, O/. 7. 89 (quoted above, p. 14) and
Nem. 5. 53, of dperd meaning ‘“‘glory won by prowess’; to
these might be added O/. 8. 6 and Nem. 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 (reXéaw, 8Sfav, apyés)
recalls Tedevtd@, yopis | 8fe, apyopévors
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 1is avfpdmwy Samdva Te yapels
kal movw mpdoaet feodudTovs dperds
ot 7€ ol Salpwy dutedel Sofav émjparov, é-
oxatwais 767 mpos SABov
ﬁd)\)\sf’ &'ykvpav 0€dnp.os‘ édov [Isthm‘ 6. 10—]3].
The full relevance of these lines will
emerge in the course of this discussion.
Here we may compare Samave and wdvew
with un kduve Alav Samavars (Pyth. 1. 90),
feodudrovs 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 dpere and 8éfa cor-
responds to that between aperd and ydpts
noted above.12
8d&a in 36, then, refers, like ydpis 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 mpdra
ydpts, and the 8éfe to follow will also
consist in good reports: Aetna will be
“heard of ” (kAvtav, 37, from kddw | kKAéw)
and “named” (dvvpaorav, 38). This latter
word recalls érwvupiov (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.”



LANGUAGE AND MEANING IN “PYTHIAN” 1 17

Aitnaios rather than the horror of Ty-
phon’s volcano. We may contrast the
naming of the city in songs of praise with
the moAvdvvpov dvrpov 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 (radre, 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 xpdvav Kaoradiav, this
spring contrasting with the mayol and
kpouvol of molten lava (22, 25) as Parnas-
sus contrasts with the volcano. Apollo
loves (cf. pAéwv, 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: AnoAwv (1), Aatoides (12), Avkeos,
Addot’ avaoowy Poifos (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: ’

&v8pa & éyw eivov
alvijoar pevowdv Emopat
un xoAkomapaov drovl’ doelr’ ayd-
vos Baeiv éfw madug Sovéwv,
paxpa 8¢ pipais auevoact’ avriovs [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
knAa of Apollo and the Muses, and to the
spearlike thunderbolt and the xiwv odpavic
that conquered Typhon, who is the fedv
moAéuios (15) corresponding to Pindar’s
opponents (avriovs, 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 (ydpts): like
Apollo, the source of the lyre’s music and
of its arrows, Pindar too hurls a missile
as he composes his song: pifous echoes
purator (10). Badetv (44) will be echoed
later in the throwing that made Hieron
victorious in war (74) as it echoes in turn
apfolds (4), the “throwing” or lifting up



18 S. D. SKULSKY

of the lyre and the voices in concert.
Pindar hopes that he will not cast his
javelin aydvos é€w (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 kaupov €l phéyfouo (81). Thus all three
aperal mentioned in 41 f.—poetic inspira-
tion, strength of hands, and eloquence—
are claimed by Pindar, yepoi Biaral (42)
corresponding to maAduc Sovéwv (44), po-
kpa 8¢ pifous (45) and mepliydwaoor (42) to
the rhetorical virtue of moderation in ora-
tory. With the entire passage 43 ff. we
may compare Nem. 6. 26-32:

Exmropau
néya elmaw okomod dvra TuxEly
&1’ amd Tébov lelst evbwy’ émt TobTov, dye, Moioa,
olpov éméwy
El}KAE’a' ﬂapOLXO}l.fleV y&p &VEIP(JJV,
aodal kal Adyol Ta kadd opw épy’ €xdpioav:
Baooidawow @ 1" 0b omavilet, malaiparos yeved,

” , .
idia vavoToAéovres émkdpa . . .

mopa . . . lels echoes édmopar . . . Sovéwy
in Pyth. 1. 43 f., while the wind of fame, i.e.,
praise of the victor, is the moumaios odpos
of ydpis in Pyth. 1. 33 f. maporyopévw . . .
Adyor, for which there is an alternative
reading Adytor, parallels Pyth. 1.92-94. The
nautical metaphor expressed in Pyth.1.33f.
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 malduce that
wields the lyre / weapon in 44 reappears as
the poet tells of the prowess in battle of
Hieron and his brothers:

eVplokovro Oedv madduars Tipay

olav olris “ENdvwy Spémet

[48-50].

mAoUToV oTepdvwp’ ayépwyov . . .
These lines will be echoed in 99 f. Tiud is

akin to ydpis and 6déex; cf. the passage
from Isthmian 6 on page 16 and the wording

of Ol. 2. 10 f., Ol 7. 88-90, O/. 10. 78-84
(particularly the apposition of yapw vikas
ayepwyov with mvpmddapov Bélos Auds).
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 Tiuc. kTeavwy in 46
recalls kréavov, 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 Tav DudokiTao diow épémwy (50).
This is not simply “‘following the manner”
but “pursuing the just 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 Tofdtas powpidios (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 Troy!3 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: oderépas 8 od ¢eioato | yepoiv
Bapvpldyyoro vevpas | ‘HparAéns (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: Zeo . . .
6s TobT’ édémers opos (29 f.). Now Philoc-
tetes, despite his physical infirmity, is the
fated savior of his countrymen. And like
Philoctetes, Hieron dixov édénwy [ éotpa-
Tevln (50f.).

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 (7& . . . ékTiooe, 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 mpdra ydpis in
the glorious future of the city; ydpuo
vkagopia (59) recalls that notion as
Pindar reminds Deinomenes that it per-
tains to him, as the new ruler of Aetna,
that it is odk &AAdTpiov (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 edpwvor adion (38) that will
celebrate the glory of Aetna, as a gesture
of sincere friendship (¢idwov Tuvov, 60;
cf. & pide, 92) akin to the love of Zeus and
Apollo (15, 39) and unlike the fawning
attentions of the hypocrite (ocvv 8’ avayrg
ww pldov | kai . . . éoavev, 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 feodpcrw
adv éevfeple | ‘YAABos ordbpas ... év
vépots (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 év vdpos,
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
(orcBuos 8¢ Twes éAxduevor | mepioads,
90 f.) fight against god (88), impugning his
providential wisdom. The freedom that
prevails in Aetna is not arbitrary but
feddpatos, since the orafuc of the “archi-
tect” Hyllos, like the Tefuol Alyiuiod (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, Tuvéapiday
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Babvdobor yeltoves, dv kAéos dvbnoev
alypds (66). These spears bring the Hylleis
into the conceptual nexus that includes
the thunderbolt, the arrows of Apollo
and those of Hercules, the xiwv odpavic,
and Pindar’s javelin. Bafludoéo (66) echoes
Bobukddmwy Mowodv (12); the collocation
Babidoor — kAéos recalls 8SEaw — kAvTaw
(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:
mopev 1€ klbapw [sc. AndMwv], 8idwal T¢ Moioav ols
[av €6éAy,
&T)’OIAG/I.OV &ya‘yu’w
és mpamidas edvouliav,

é&vaooev alxaevras ‘Hpardéos
éxyovovs Alywuiod Te. 76 8 éuov yapvet
amo Zmdpras émjparov kAéos.14

The §6¢éa—rAéos 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: Zeb télel’, alel 8¢ TowadTaw
Apéva map’ 68wp | aloav dotols kal Pa-
aedow Swakpivew érvpov Adyov avBpddmwy
(67 f.). 7é)e’ recalls kol Tedevrd (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. Tedevracev, popidiov, 54 f.).
6 8¢ Adyos in 35 was “this (popular)
saying”; here the Adyos avBpdmwy 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

Spbwtrip Spfuoais (3), *Opbwoias (30)

TaTépos marpl (19; filial piety shared by
Hercules and Deinomenes)

continues to manifest the same divine
dispensation (roccvTawv aloov, 67 f.), that
is, the xAéos of the original Babvdoéor
Dorians. For aloa as consisting in kAéos or
8¢&a the following passages may be noted:
Oeds . . . kAvraw aloav mapéyor duréwv (OL.
6. 101 f., shortly after mention of Hieron
and Zeus Aitnaios); xp1 . . . pépew | Babfy-
Sofov aloav (Paean 2.57f.); yapioopar . . .
ayaréa . . . aloav (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 Siakpivew, 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 AmdAAwvos rai
lomdordpuwy [ ovvdikov Mowséy  kTéavov
(1-2). ovvdikov kTéavov means “‘joint pos-
session’’; but a ovvdikos is also an advocate
in a court of law, one who makes common
cause with a party to a lawsuit (8ikn).
Apollo and the Muses use the lyre in
order to advance a joint concern, divine
harmony. Hieron, following the 8ixn 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 (féovre, 62 ; contrast odv avdyrg
ww $idov, 51). In upholding the principle

eevpwpev Guvov €vpovTL Tpémov (4)

BeodpaTew BecdpaTov (7)

‘HpaxAedav ‘HpaxAéos (11)

Tairyérov Taiyéra (29)

Adwpieis Adwpiw (5)

Tvvdapibav Twdapidais (1), Tovdapdav (39)
BabBuvdoéor Babvlvoo (35)
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of fedduaros éAevfepioc (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 ovvdwkov kréavov
safeguarding the rights of both subjects
and rulers (cf. &o7ots kol Baoiledow, 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: odv Tou Tiv Kev
aynmip ap, [ vid T’ émreAlduevos, dauov
yepaipwv Tpamor ovudwvor és nNavyiew
(69 f.). ovudwros fovyia (70), the result of
Hieron’s military prowess, echoes the
ebdwvor Gadioe in honor of his and subse-
quent athletic victories (38); 8&pov yepaipwy
(70) recalls éxvdawev moAw (31). Hieron as
aynmip aviip (69) brings to mind Apollo
Mowoayéras (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 Adyos (cf. Suxale
7is [sc. Rhadamanthys] . . . Adyov ¢pdoas,
0Ol. 2. 59 f.) that will accurately discern
(érvpov Adyov Suarpivew, 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: ’

Klewos Alakod Adyos, kdewa 8¢ kai vav-
g o s y
awkdvros Alywa odv Bedv 8¢ viv aioq

“YMov re kai Alyiuiov

Awpirevs éNdaw oTpards

ékriooaro’ TGV pév ¥mo ordBuq véuovrar

Ny Yy
0V Béuw ovdé dikav

[Isthm. 9. 1-6].

;o ,
Lelvwy dmepBaivovres

Lines 4-6 of this passage make explicit
the relevance of orafuas év véuois (62) to
[éAmropon] wy aydvos Baleiv ééw (44).

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

16. H. Frinkel, Dichtung und Philosophie des friihen

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

Alooopar vedaov, Kpoviwy, fjuepov
Sdpa kat’ olkov 6 Poivié ¢ Tupoavdv 7" dAadards
» , ~ oy \ gy
éxm, vavoioTovov 3Bpw Swv Tav mpo Kipas,
r ’ 3 -~ 7 ’
ola Zvpakooiwy dpxd Sapcolévres mabov.

6 Dot (72), one of Hieron’s foes, re-
calls the gpoiviooa A€ (24) associated with
Typhon. @lederds (72) echoes Boav (13),
the former war cry raised by the enemies
of Hieron, the latter by the Muses against
the enemies of Zeus. 5Bpw and Kvpas (72),
as has often been noted, recall the arrogant
giant imprisoned in that region (18), while
apx® (73) compares Hieron to the eagle
as the representative of Zeus’s righteous
anger (7) and at the same time, echoing
apyopévois 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 Turyn!S and the
majority of editors. Snell, however, agree-
ing with Hermann Frénkel,16 places the
comma after JBpw, not after éxn (72).
Frinkel also replaces rav in 72 (referring to
UBpw) with 7d (referring to ole mafov). He
states that €yw is never intransitive in
Pindar and that, moreover, olx Sxpacfévres
mafov (73) is not connected to the -orovos
element in vavoiorovov Bpw (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: “gewihre
daB der Phoiniker / und der Schlachtruf
der Tyrsener zahm zu Hause halte die
tibermutige Kriegsflotte.” Pindar, how-
ever, explains the wunusual adjective
vavoiorovos in 73 f. : the foe suffered (wdfov)
at Hieron’s hands because the young men

Griechentums (New York, 1951), p. 579, n. 20; the translation
isonp. 578.
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were thrown from the ships (emd vadv):
vavoioTovos UPpes is, then, the arrogance
that made the fleet attack Hieron and that
brought grief to the survivors. As was the
case with Typhon, ¢Bpws 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. Frinkel correctly thinks that
intransitive éyw 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 otwxov (Pyth. 4. 43, Pyth. 8. 65,
Nem. 2. 23, Nem. 5. 45). The scholium is
interesting: émivevoov, dmws ¢ . . . B3pvfos
fovyov kal elpyvaiov éxor Tov olkov.17
This gives éyw its object and does not pre-
suppose the phrase «ar’ olkov, but it leaves
rar’ unaccounted for. Several modern
commentators have suggested that the
verb is, by tmesis, karéyn.18 This verb may
mean “dwell at” home in peace, but in that
case the uncompounded €yn would have
done as well (cf. Pyth. 5. 82 and Pyth. 9.
34). There is, however, a reason why
Pindar should have preferred xaréyy at
this point. 7juepov (71) is proleptic: the
home of the enemy will become calm, will
no longer be a source of aggression directed
against Hieron. The aAadards (72), then,
will be stilled, although it is the subject of
raréyn. 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 xaréyy in view of the fact that this

17. Drachmann, Scholia,11,23.

18. Commentators who favor karéxn are A. Boeckh,
Pindari interpretatio latina (= Pindari opera, 11.2, Leipzig
1821), p. 236; L. Dissen-F. G. Schneidewin (eds.), Pindari
carmina? (Gotha, 1847). p. 190; J. W. Donaldson (ed.),

word is associated with the subduing of the
enemies of divine harmony: karaoyduevos
(10), the synonymous owvéyer (19), and
katéye (96): Hieron’s defeated foe clearly
belongs in this series.

In the following lines Pindar describes
the victory: dxvmdpwy amo vadv 6 odw
& mévTw Bared’ alikioaw, | “EANaS’ éééAkwy
Bopelas Sovias (74 f.). BdAeTo, the middle,
is used where we should expect the active,
but few commentators have noticed this
anomaly. Hartung emends to BaAev, deny-
ing that the middle makes any sense and
citing by way of contrast kpnmida fadéafou
éevlepias (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 BdaMer’ &yxvpow
(Isthm. 6. 13), noting that Pindar speaks
of the aAwie 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 dxvmdpwy amo vadv 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, 11 (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. éééAkw, “draw out,” is
the opposite of Bddopar [yxvpav] év
mévTew, “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 &rxovra Bodetv (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: éuBdov—
—aykvpas—eyyeiképavvoy Zijva—adrvmo-
povs—puras—vdoToto poipav (cf., in Pyth. 1,
TeAevTd . . . véoTOV, 35; TEAeUTOOEV . . . pOL-
pidiov, 54 f.; alox, 68; poipe, 99)—Ppovrds
aiowov $p0éyua (cf. pOéyfowo [Pyth. 1. 81],
the poet’s words having been compared
to a javelin, an avatar of the thunderbolt;
cf. also Bapvdbdyyoio vevpés [Isthm. 6. 35]
of Hercules’ bow)—#feot odpaow mfdpevo
(cf. Pyth. 1. 3)—«dpvfe Tepaordmos (cf.
Pyth. 1. 26, 32: the herald announced
Hieron’s victory, which, like the conquest
of Typhon, was an omen for the future)—
adv Nérov &8 adpaus . . . meumduevor HAvfov
(cf. moumaiov éXdeiv odpov [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
20. The verbal repetition (BdAAw, pimTw) may well have been

emphasized by similar gestures repeated by the chorus at the
appropriate points.

athlete and a general but also a wise
statesman. He had founded Aetna feodpdre
ovv éevbepie (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 BdAero, passages
from other Odes must be considered; for
Podero implies both metaphors that de-
scribe the city, a ship (BdAdopon dyxvpav),
and an edifice, 61 f. (cf. BeAopar kpymide).
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
BeoducTovs _With BoAder’ &"yKvpocv. 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: 660¢ waides Abovaiwy
éBddovro daevvay | kpnmid® élevbepias
(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, BabBvdofov aloow in Paean 2. 58
links Bafvdofor and aloov 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.
1.61f. and 74. Fragment 77 completes the
nexus, so that we may arrive at a com-
pound meaning for BdAero in 74: Bdlero
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Syrupav—kpymide  feodudrov élevbeplias.
Then, within Pythian 1 itself, this BdAero
becomes the link between 61 f. and 4:
omérav mpoowuiwy auPolas Tevyps [sc.
popuiy€] éAeAdlopéva. Why did Pindar use
the abstruse aufBoldas tevyns instead of
avaadly ? 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, apyd (2) corresponding
to apyouévors (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. aufolas Tedyys,
then, conveys the same meaning as Pyth.
7.1-3:

KdMorov ai peyalomodes Afavau

mpooluov Adxpovidav edpuvolbevet

yeved kpnmid dodav immoiar BaAéobar.
Likening the prooemium to an edifice is a
familiar device. With the wording of
Pyth. 1. 1-4 we may compare Ol 6. 1-4:
xpvoéas, ebTelyel, apyouévov; Pyth. 6. 7-9:
Uuvwy Onoavpos év modvypiow | AmoAdwic
TeteiyiaTon vame; Pyth. 6. 14-18, especially
Adyoiat Bvardv eddofov . . . vikav . . . amay-
yeet (16-18; cf. Pyth. 1. 32, 35 f., 68, and
Frag. 5la. 4); Nem. 1. 8: apyai BéBAnyrou
Oev; Nem. 2. 3-4: dpyovrau, dids éx
mpooiplov. . . katafoldv; Nem. 4. 1-5: the
ellipsis 7éooov edoyla popuyyt ovvdopos
(5) conceals Tevyet, while 0éAéav (3) recalls
Pyth. 1. 12; Frag. 194: xpvoéa xpnmis
lepaiow aoidals, Teryilwpev (which, like
other forms of relyw in O/. 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 dpxd 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 redyw). A similar
metaphor occurs in Pyth. 4. 138: BdAeto
kpnmida copdv éméwv. Finally, we may
compare Pyth. 3. 112-14, also written for
Hieron: avfpdmwv ¢aris (112) brings re-
nown as does the Aéyos avfpdbmwy in Pyth.
1. 66-68; and poets are called Tékroves
(113). For Ol 11. 4-6, see below, page 27.
As Bdleto kpnmide, Bddeto in 74, referring
to Hieron, is the link between wdAw
‘YA\{Bos ordfucs év vipows éxtioce (61 f.)
and un aydvos Padelv éw (44); in both
cases the speaker acknowledges certain
preordained limits.2!

Pindar then proceeds to compare the
battle of Himera to the battles of Salamis
and Plataea (75-80). The ycpis he seeks
from the Athenians and the Spartans will
be followed by further rewards from
Aetna, and is thus analogous to the mpdra
xopis in 33. Mjdeior ayxvAdrofor (78) re-
calls ayxvdw kpari (8) used of the eagle
subdued by the “arrows” of the lyre. The
Medes are compared to Hieron’s defeated
foe (kdpov, 78; koudvrwy, 80) while mole-
wlwv avdpav (80) echoes moAéutos (15), fur-
ther underlining the similarity of Hieron to
Zeus. At the same time, TeAéoous (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 (redevr@, 35).
TeAevr@ occurred in the context of the ship
of state metaphor. Here, interestingly,
Pindar represents himself as singing beside
the river Himeras: mapo ... 1av edvdpov
axtav ‘Tuépa . .. Juvov . .. Tedéoars (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 mapa governing the accusative

(op. cit., p. 329). Of the prooemium to Pythian 7 he remarks:
“Il faut bien qu’une ode commence d’une fagon ou autre;
celle-ci commencera par la mention d’Athénes. Il n'y a rien
la-dedans qui fasse songer a une des fonctions unificatrices
que le proéme au sens technique du terme est appelé a exercer.
Il n’y a qu’une métaphore” (p. 328).
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in 79 and the genitive in 76. The wording
recalls Apéva map’ Bdwp | aloav Siaxpivew
Adyov avbpdymwy (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, moAA&v meipara
ovvravioous | év Bpoyet (81-82), stretching
taut and drawing together the “loose ends”
into a concise statement of their import.
At the same time, by speaking opportunely
(«cwpdv, 81) and briefly (év Bpayet, 82) in
order not to incur censure (udpos avfpd-
7wy, 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, 6 yap kaupos mpos avBpdymwy
Bpoxd pérpov éxer (286). The notion of
kaupds was introduced after the comparison
of Hieron to Philoctetes. Pindar prayed
that the feos dpfwrrip might give the ailing
ruler dv éparow kapdy (56 f.). dpbwrrp
anticipated the architectural imagery
shortly to follow, which in turn conveyed
the notion of kapds 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.

peiwy émerar pdpos (82) recalls Sikav
épémwr (50)and, ultimately, 6s Toi T’ épémers
opos (30). udpos avBpdmwr (82) echoes
Adyos avfpdymwy (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 kdpos alarijs (82 f.) in the
context of Pythian 1 may be more clearly
perceived by comparing Isthm. 3. 1-3:

Ei 115 avdpdv evrvxrioas ) ovv evdofors aéflos
Y , , o .,
n UBEVEL TTAOUTOU KaTexeL ¢pa0lv alavmn Kopov,

aios ebdoylats aordov pepixfor.

Edrvyijoous corresponds to ¢eprépou . . .
Tuyetv (Pyth. 1. 35); the other points of
similarity are obvious. A surfeit of praise,
Pindar continues in Pythian 1, blunts the
edge of expectation (auBAvve. . . . Tayelas
émidas, 82-83); the poet’s wish to avoid
excess (éAmoumon, 43) is shared by his
listeners (éAmidas, 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 (tayelos 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 xijAa of the lyre asserting
the divine harmony of the macrocosm.
If praise is excessive, envy will result:
aor@v &8 akoa kpidiov fuuov Papiver
oot éodoiow ém’ aldorpiows (84); there
is a contrast with Deinomenes’ own un-
grudging spirit when he hears the hymn of
praise sung in honor of his father: ydpuc
8> odk aAXdTpiov (59). Bapiver (84) recalls
ééédkwy Papeias 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.:
éoT 8¢ Kkal képos avBpdmwy Bapds avTidoar: [ dAX’ Suws elixopdov
€yewpe Apav. kdpos 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:
apevdel 8¢ mpos dkpove yoAkeve yAdooav.
Ol. 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 u7 Tépuc
7poPais drovl’ wre yodkomdpgov dpaar |
foow yAdooav. mapalbiooer (Pyth. 1. 87)
recalls aifwy’ (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 82f. (forging a positive impression
of the subject’s merit) and 68 (a truthful
appraisal of Aetna’s glory). The faithful
witnesses, moAol pdpTupes moTol (83), re-
call the judicial connotation of Siakpivew,
as alel (90) echoes aiel (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: moAAdv
Toulas éooi (88) corresponds to moAddv
melpata ovvravvgas (81). This particular
meipap, 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:
xedéw (95) echoes ydAxeve (86) and
xoAxomapaov (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 (kavrfpa, 95) being
compared to the Smoky One. karéyet (96),
as was noted, completes the series karéyevos
(8), karaoyduevos (10), mélet (19), ovvéye
(19), katéyn or kat’ olkov émn (72). éxbpa
daris (96) is the same as udpos avbpdmwy
(82) and both together balance Adyos 83av
déper (35 f.) and érvuov Adyov avlpdmwy
(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: wn) moplel kodd. vua Sikaiw mndalin
arpardv (86). Gildersleeve, anticipating the
second of these sentences, translates the
first ““hold to thy noble course” (p. 251).
But w7 mapiew kadd, while indeed a nautical
image, has to do not with steering the
ship, but with catching the wind in its
sails. One may compare Tod m080s mapliet
and Tods Tepfpiovs mapler 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. vdua (86) echoes
véuous (62): within the framework of the
Dorian constitution a ruler may reconcile
dissident elements among the citizenry.
Sukaiw and orpardy (86) recall Sikav and
éarpatevby (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 (kaAd), recalls Pindar’s own effort,
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moM\&v melpata ovvravvoas (81), to rec-
oncile diverse elements in his poem.
Pindar is the paraclete, his poem the
vehicle of divine grace, of ydpts. 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
mpdra xdpis, the favorable wind at the
outset of its journey. Pindar went on to
explain that subsequent fair winds con-
sisted in 8d€«, a glorious reputation for the
city. Now he reminds Deinomenes of this:

elmep T Pudels axoav adelav alel
KAbew, pi) kduve Aaw Samdvais:
étieL 8 domep kuPepvdTas avip
lotilov avepdev [merdoas]) [90-92].
This alel (90) is the same as in 67; kAdew
(90) recalls «dvray in 37 and kAéos in 66,
adetaw (90) the lyre’s sweet music in 8.
Since 8¢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 un wapler kaXa (86) occurs at
approximately the same point in the
strophe as élet . . . aveuder (91-92) in the
antistrophe, and vdpa Sikaiw mdaliw
orparov (86) applies, of course, to the
kvBepvdaras cmjp (91). Likewise, akod in
the fourth line of the strophe (84) is re-
peated at the corresponding point in the
antistrophe (90). moAA&v in the first line of
the strophe (81) is echoed (twice) at that
point in the antistrophe (88), while ajevdet,
etc. (86), has not a verbal but a conceptual
analogue in u7 Sodwfis (92). The third
line of the strophe and antistrophe are not

24. With un «duve ...dveudev we may compare Isthm.
2. 39 f.: kal Bedv baitas mpooémTuvkTOo MdOAs: 0V8¢ moTe feviav [

parallel, for edovfei (89) echoes avfnoev
(66) as mapuévwy (89) does mapéuew’ (48;
cf. alel uévew, 64): Deinomenes is being
reminded of the virtues of his forebears.

The notion of §d¢«, introduced in 36 in
connection with the mautical metaphor,
was echoed indirectly at 48, directly at
66, the two passages just noted; for 8ééx
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 (o0 five:, 94), but
Phalaris is buried by obloquy. Like the
citizens of Aetna during the king’s life-
time, the Adywor and ool (94) will be
poptupes apdorépors morol (88). We may
compare Isthm. 4.7-11:

, s . ,
......... Tyudevtes apxdfev Aéyovrar

s ,
............... dppavoi
o o s 35 2 4 v
UBpios Sooa & én” avlpdimovs dnTan

, . - -

papripa lpuévawy {wdv Te pwrdv
Y , s s v vy
amAérov 8dfas, éméfavoay kara maw TéMos.

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:

vsy a P , o
€L 8€ auy ﬂ'OV(‘U TLS €V ﬂpaaool, IleALyapUEs U}Lvol.
voTépwy apxa Adywy

, \ e , s
TéMeTar Kai OTOV SpKiov peydAaus Gperalst
adfdvnros 8 alvos *OAvumovikas
obros dykeirat

[Ol. 11. 4-8].

Line 5 recalls Pyth. 1. 2, 34 f., and 68.

08¢ pw Pdpuiyyes. . . 8ékovrou in Pyth.
1. 97 f. contrasts with orépovov Uorov
8édexron (100) and with 7ov [sc. dupvov]
&dééavt’ aud’ aperd (80). With the mention
of the $dpuyé in 97 the poem ends as it

odpos éumvevoars vméoTelX’ loTlov dudl Tpdmelav. An image of
spreading the sails in praise of the victor occurs at Nem. 5. 50 f.
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began. 70 8¢ mabeiv €5, Pindar says in 99,
is the mp&Tov aéfAwy, that is, the mpwiTa
xaopis, Hieron’s military and athletic suc-
cess as a good omen for the coincident
founding of the city. eb 8" axovew Sevrépa
potp’: this polpe is the alow, consisting in
kAéos, that will be discerned by the Adyos
avbpdmwy in future generations (66-68;
cf. Isthm. 5. 13: €l Tis €0 maoywy Adyov
éoAov akoun). b axovew is the same as axoav
adetav alel kMew (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 (vds
akovet . . . Paois aylatas apyd, 2). For, if
Aetna’s rulers hear and obey the lyre, they
will receive its rewards aud’ aperd 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 @uvre. 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 @uvre 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-

25. Nemean Odes, p. 10.

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, duvos opudrar
Oéuev | alvov ceMomddwv péyav immwv,
Znvos Alrvaiov xydpw (Nem. 1. 5 f.). Bury
notes that ydpw is in apposition to alvov
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, xdpus is indeed the divine favor
of Aetnean Zeus expressed through praise
of a victor in the games. The apya( of this
xdpis (Nem. 1. 8) anticipate Pyth. 1. 3
(aylaias apyce) and 33 f. (avdpaor mpdhra
xopts apyouévors); BéBAnyrar Bedv (Nem.
1. 8) assimilates to this context Pyth.1.61f.,
as was noted. So the sequence apyai,
BéBAnvran, dydaiav (Nem. 1. 8, 13) corre-
sponds to aylaias, apxd, duPolds Tevyns
(Pyth. 1. 2f.). Overlapping this, the entire
sequence Addov, Znvos Alrvaiov ydpw,
dppa, vikaddpors, apyal, edtuyle, mavdofi-
as and the victory song in Nem. 1.
4-12 anticipate Zed . . . dpos, xadwikov,
&'pp.am, Xoﬁptg, o’szo,ue'vmg, TUXEW, oUVTU-
xlous, 86€av, the celebration of the victors
in song, and dddoc’, in Pyth. 1. 29-39. In
both Odes aylaia refers not only to the
glory of the town but, by virtue of the
hymn of praise, to the 8¢« of the athlete.
In both, the fertility of the region is vouch-
safed by Zeus; compare edxdpmov xBovds
(Nem. 1. 14) with edxdpmoio yaias (Pyth.
1. 30) and some lines from Olympian 1,
written in the same year as Nemean 1, in
which Hieron



LANGUAGE AND MEANING IN “PYTHIAN" 1 29

PRy . s ,

Oepioreiov 65 audémer axdmrov év modvpiiw
" \ Vs . -

Zikedig Spémwv pév kopvdas aperdy dmo macdy

sy s .,

ayAailerar 8¢ kai

[12-15].

povoLkds év ddiTe

In the light of this last passage, we can
see what lay behind the choice of dpéme:
in Pyth.1.49: the fertility of Hieron’s realm
(in this case, Aetna) is a reward (Tiudv,
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 1is Ol. 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 audémer 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
8d¢a; compare the planting of aylaie in
the fertile soil, Nem. 1. 13 ff.

TGV €méBav koupov ol Pevder Paddy
(Nem. 1. 18) is the “missing link” between
Pyth. 1. 44 (un yadkomdpgov Grovd woelr’
aydvos Badelv éfw), 81 (kaupov el pBéyéauo,
moM&Gv melpato ovvravvoas), and 85
(cpevdet 8¢ mpos drpove xdAkeve yAdooav).
It is interesting to note that the word
xoAkevtéos occurs in Nem. 1. 16, two lines
preceding moAA&v . . . Baddv: 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. €b 1€ mabfeiv ral
axobocr (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 xopvdas dperév was used with
reference to Hieron. In Nem. 1. 34 Pindar
begins the story of Hercules év kopvdais
apetdy peyddous, apyalov STpdvwy Adyow.
These are the only two occurrences in
Pindar of the collocation kopugal aperdv.
It will be recalled that the Adyos in Pyth. 1.
35 dealt with the dvdpdor mpdra xdpis
apyopévois: Hieron’s victory was a good
omen for the subsequent renown of his
city. In Nemean 1 the dpycaios Adyos like-
wise deals with the beginnings of a splendid
future. Corresponding to Hieron’s success,
the mpdra yepes, is the infant Hercules’
victory: mewpéro. . . mpdTov payas (Nem. 1.
43). The serpents slain by Hercules recall
the épmerdv Typhon (Pyth. 1. 25), the
archetype of ©Bpts, 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 Adyos
is an omen, interpreted by Teiresias (61 ff.).
At Nem. 1. 66 ff., Pindar describes the
demigod battling with the Giants, sub-
duing them BeAéwv dmo pimaio, a phrase
which, as was noted, corresponds to the
purai of the kfjde in Pyth. 1. 10, 12.
Hercules receives perpetual novyie as a
reward for his efforts (Nem. 1. 69 ff.);
TOV GmawTe ypovov . .. SABlots (Nem. 1.
69-71) anticipates ¢ més ypdvos 6ABov in
Pyth. 1. 46, which immediately follows the
clause pakpa 8¢ plpous auevoact’ avriovs,
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 novyio 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 aylaia, 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 1 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 ‘Hovyla. 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 JBpis into the sea
(11 f.) just as Hieron overcame the vBpis
of his enemies by casting their young men
into the sea (Pyth. 1. 72-74). Tvpws Kilé
éxatdykpavos appears in Pyth. 8. 16, re-
calling Tvdwrs éxatovrardpavos: TV woTe |
Kilikwov Opépev . . . dwrpoy 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.
€a11 8¢ Tis AGyos dvBpudmwy TeTeAeauévoy €oAdY [un) xauai otyd kaAvpal
(Nem. 9. 6 f.); cf. Pyth. 1. 67 f. (1éAe’’, Adyov dvBpdmwr): in its
meaning ‘“‘saying, proverb,” the phrase Adyos dvbpwmwv in
Nemean 9 is the link between Adyos in Pyth. 1. 35 (“saying”’)
and Adyov avBpdymwv in Pyth. 1. 68 (“judgment”). With Nem.
9. 11 f. we may compare Pyth. 1. 31, 37, 40. Kpoviwy doTepomav
exeAigaws (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 Kpoviov (the hill), dia, gowkootepdmav, ddputyy’
&eAilwv in Ol 9. 3-13. Further, Nem. 9. 29-32, with the
juxtaposition eivouov—doTurduois, suggests that the fact that
Aetna was founded ‘YAX(dos ordBuas év vouows (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:
dpabev 8¢ kepavv®d | Tééoal v AmdMwvos
(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 novyle. Here both the
thunderbolt and Apollo’s arrows represent
the power of ‘Hovyla, 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 OI. 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.). noipa in Nem. 9. 29 is the same as in Pyth. 1. 55, 68
(aloa), and 99. kAéos avbijoar (Nem. 9. 39) anticipates
Pyth. 1. 66. The closing lines of Pythian 1 recall Nem.9. 46—48:

€l yap dua ktedvors moddois émidofov dpnTal
K000s, ok €oTi mpdowbev BvaTov €Tt aKxomas

GAAas épdPaabar modoiv.
novxia 8¢ duAei uév ovumdoiov . . .

The connection of #ovxie with a banquet in this passage pro-
vides the link between Pyth. 1. 38 (oiv eddwvos Bariars) and
Pyth. 1. 70 (ovudwvov és fovxiav). Nemean 9 closes with the
image of Pindar and the Muses as javelin throwers, the
juxtaposition of dxwv and akomds (Nem. 9. 55) bringing okomud
in Nem. 9. 47 into the néxus of images associated with Pythian
1.
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echoes and collocations that comprise his
poetic language. Pindar writes moAA&v
melpata cvvravvoars, 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,2?
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 itis 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
Badero and feddparos is made in the phrase
aufolas Tevyys, but it is improbable that
an audience unfamiliar with Isthm. 6.
11-13 would apprehend it. The @uvre 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 BéAn—és 8¢ 70 mav éppavéwy [ yariler.

SMiTH COLLEGE

points out that O/. 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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