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Scholars studying Pindar’s epinician odes have often focused on the relationship
of the victor with his family, his community, and the poet. The odes have even been
labeled secular poems because of this perceived emphasis on mortal parties. An athletic
victory is a moment of divine favor, however, and Pindar’s epinician odes deal with the
relationship between the victor and his gods. The victor has received favor from the gods
in the form of his victory, and now must discharge his debt to the gods through praise and
thanks. He may then reassess his relationship with the gods, and attempt to secure future
favors from them. Pindar uses the epinician performance as a medium in which to
mediate this interaction.

Prayers act as a nexus of communication between men and the gods. By studying
the prayers of five of Pindar’s epinician odes (Pythian 8, Isthmian 6, Nemean 9, and
Olympian 13), I show how Pindar uses his position as an aoidos, an intermediary between
men and gods, to facilitate communication between them. Acting on behalf of the victor,
Pindar frequently calls the gods to attention and reminds them of their previous
relationship with the victor, especially the previous victories they have bestowed on him.
He also assures the gods that the victor embraces the positive qualities that make him a
worthy candidate for further favor, as he shows the gods that the victor will offer the gods

their due of thanks for success, and that the victor will not attempt to transgress the limits



the gods have set on mortal men. At the same time, Pindar acts on behalf of the gods by
reminding the victor of those very conditions that accompany their divine favor. These
elements are woven together neatly into the larger structure of the odes, and allow Pindar,
and the victor, to feel hopeful that the gods will continue to show favor to the victor, his
family, and his community in the future. The epinician ode is a numinous moment when
communication between men and gods is possible, and Pindar takes care to facilitate

these negotiations.
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Chapter 1: Introduction

I. Introduction

Pindar’s epinician odes have long held a reputation for density. Indeed, early
scholarship argued that in order to understand these odes, one must first discover the
‘key’ to the poem, a signifier such as a word or image that would make its meaning clear.
This approach has since been abandoned; as Young observes, “poetry does not make a
simple prose statement™." In the place of a unitarian approach came a holistic one, in
which every aspect of Pindaric epinician is studied in an attempt to build a rounded
understanding of the genre. The poetry of Pindar cannot be understood simply by
knowing the social circumstances of the victor or the ways Pindar manipulates traditional
epinician features; each of these aspects is only part of our overall understanding of the
poem as a complex whole. Multiple approaches are necessary; more than one lens must
be applied. In recent years, however, these approaches have tended to focus on the
people involved in an epinician performance. It is perhaps the influence of Bundy, who
told us that every epinician ode attempts, in its every part, to praise the victor;? while this
idea has not been embraced wholesale by scholars of Pindar, recent trends in scholarship
have shown a marked interest in the status and relationships of men. Consider, for
instance, the studies that explore the ways epinician negotiates the relationship between
the victor and his community: Crotty and Kurke have examined the way epinician
facilitates the victor’s reintegration into the community after his victory;® Currie has

suggested epinician can establish grounds for the later heroization of the victor;* and the

YYoung (1970) 7.

2 Bundy (1962) 35.

® Crotty (1982) and Kurke (1991).
* Currie (2005).



debates over whether citizen choruses performed the epinician odes have raised questions
about the benefits and obligations owed to the victor and community. Epinician has
emerged in these cases as a medium by which the poet can confront the status of the
victor, a man who has become marked by his great achievement, in his community.
While this trend in scholarship has certainly produced important studies that have
improved our understanding of epinician poetry, it has not exhausted the functions of the
genre. In this dissertation, | would like to look at the way in which epinician odes can
negotiate another set of relationships, namely those between the victor and the gods. In
the world of archaic Greece, men and gods are bound together in a relationship
predicated on ydpig, favor, in which each party acts to benefit the other in order to create
and repay obligations or debts.”> Men honor the gods with sacrifice and praise, and the
gods in turn grant the requests of men for peace, prosperity, and other desires. When a
man achieves an athletic victory, it is because the gods have favored him, and just as men
must celebrate a victor and recognize the favor he has performed for his community,® so

must the victor acknowledge the gods and pay the debt he now owes them. The

> As Bulman (1992) 11 comments, “Reciprocity between human and divine action is one of Pindar’s great
themes.” Furley (1995) 32, in looking at Greek hymns, explained that, “ritual and choral worship
combined to flatter, woo, charm and persuade a single god or a group of gods that the worshipper(s) was
deserving of sympathy and aid. The relationship aimed at between worshipper and deity was one of
xépic...As Race has shown, charis denotes both the adoring worship by people of a god, and, conversely,
the reciprocal grace or favour with which the people hope a god will reward them in turn. Everything
about the ceremony and the choice of words used in worship goes toward establishing this essential
relationship of mutual charis.” Similarly, Gould (1985) 15 says: “Behind the [second aspect of prayer] lies
a more fundamental assumption still, one that is central to ancient Greek culture: the assumption of
reciprocity, the assumption that lies behind the Greek use of the word charis, which is both the doing of
good by one person to another but also the (necessary) repayment of that good, the obligationt hat exists
until it is repaid and the feelings of gratitude that should accompany the obligation. The assumption is that
any action will be met by a matching and balancing action...and therefore the implication that divinity will
respond in kind and reciprocate human action for good or ill, is one that locates the divine powers squarely
within the conceptual framework by means of which ancient Greeks understood the ordering of their
world...”

® The theme of the community’s obligation to praise the victor is hinted at in Pindar. Modern scholars
explain that the victor’s achievement reflects honor upon the entire community: thus, for instance, Carne-
Ross (1985) 13, Burnett (2010) 5 describe how the athletic victory benefits the community, while Kurke
(1991) 102 discusses the debt formed by the athlete’s achievement.



celebration of the victory, the epinician ode itself, is a perfect moment for the victor,
family, and polis not only to pay their debts by praising the gods, but also to elicit future
favors; it is a moment to settle debts and renegotiate the relationship with a new set of
favors, promises, and requests.

The religious elements of Pindar’s epinician odes have not necessarily been
overlooked. Many scholars have discussed the importance of religion in Pindar, a poet
who spends much time recounting myths and who seems ever conscious of not offending
the gods. Thus Hutchinson says broadly: “The god of the festival and others have
granted the victory; the relation of man and gods usually concerns every part of the
poem,”7 while Easterling similarly notes, “The many surviving poems composed...for
victorious athletes shows very clearly that the gods and their worship were ever-present
in people’s minds.”® There is a tendency, however, to think about these religious
elements as ornamental rather than functional. For a religious element to be functional, |
mean that it seeks to facilitate communication and negotiation between the gods and men,
acting upon their yapig relationship in order to manage and modify it, either reminding
the parties of their obligations and relational conditions or asking the parties to act in a
certain way on the basis of their relationship. When, however, scholars discuss religious
elements as ornamental, | mean that they see, for instance, references to the gods and
heroes in myths and invocations as devices that decorate the ode, recognizing the
existence of the gods but not engaging the relationship between them and the victor and

audience.

" Hutchinson (2001) 364-65.
8 Easterling (1985) 41.



For an ornamental approach to religious elements in Pindar’s epinician odes, we
can look to Bundy, who wrote, “We forget that this is an oral, public, epideictic literature
dedicated to the single purpose of eulogizing men and communities. . .that the
environment thus created is hostile to an allusiveness that would strain the powers of a
listening audience, hostile to personal, religious, political, philosophical and historical
references that might interest the poet but do nothing to enhance the glory of a given
patron”.? If the victor is the focus of every part of the ode, Pindar heightens his prestige
by juxtaposing him with the gods and heroes of legend without ever establishing any kind
of real relationship or communication between them.™® Nor does Bundy stand alone in
this conception of epinician poetry. Race, who has extensively studied the hymnic
elements of Pindar’s epinician odes — in other words, those elements most characteristic
of poetry with religious function'! — points out that the odes have strong religious content
and context. They are, after all, celebrated in response to athletic games, which occurred
within a religious festival, and Pindar constantly includes the gods in his epinicians and
reminds the audience of the importance of those gods. Nevertheless, Race tends to
interpret these religious elements as ornamental: he discusses introductory hymns, for
instance, as providing a context for the praise of the victor that makes the praise more
potent, and his study of prayers suggests that they are ultimately transitional devices.*?
Hubbard adopts a similar attitude: when he argues that prayers in Pindar’s odes “are

merely rhetorical, invoking the god as a witness of the propriety of the poet’s own

° Bundy (1962) 35.

19 Thus Bundy (1962) 41 interprets the opening of 1. 1, in which Pindar apologizes to Delos and Apollo for
composing the victor’s epinician rather than their paian, as indicative not of any real embarrassment on
Pindar’s part, but as a foil to heighten the importance of the victor’s deed.

1 See below on hymnic structures and their significance, p. 34.

12 Race (1986) 24-29.



behavior,”™ he suggests that the inclusion of this religious device was meant not to
communicate with the gods, but to suggest the performance had the gods’ approval.
These arguments reduce religion in epinician poetry to something approximating a
rhetorical element, one that has no function beyond its ability to ornament the victor.
Other scholars have recognized a religious functionality in the epinician odes.
Certainly multiple scholars have suggested that epinicians are at least capable of a
religious function. Currie explains, appealing to the origins of epinician poetry: “It may
be that epinician has its roots in religious songs...As chorally performed poetry,
moreover, epinician may be granted an intrinsically religious dimension.”** Kowalzig
appeals to the circumstances of performance: “Victory odes, too, belong for the greater
part, if not entirely, in the category of religious song, as performances often staged in the
context of public festivals and sharing many formal features with the songs addressed to
the gods alone.”™ Mackie goes further and highlights an actual example of religious
functionality, as she studies the way that epinician odes make a point of thanking the
gods for their part in the victory in order to minimize the risk of divine envy and
retribution: “Insofar as [epinician] praises the gods and thanks them for the victory, the

epinician ode repays the athlete’s debt to the gods,”*

and, “The epinician ode aims to
assuage the 86vog of the gods by gratefully acknowledging their victory, and the debt
the victor owes them.”’ Here we have a clear example of a religious function, as the

ode is used to communicate thanks from the victor to the god for the favor he was shown.

3 Hubbard (1983) 287-88.

4 Currie (2005) 408.

> Kowalzig (2007) 3.

16 Mackie (2003) 103.

" Mackie (2003) 101. Nor is Mackie the only scholar to touch on this aspect of Pindar’s epinician poetry:
Most (1985) 88 has written that “because success is bestowed by the gods, to praise it is to confirm the



In this study, | wish to add to the work of these scholars investigating the
religious functionality of Pindar’s epinician poetry. Whereas Mackie focused on the way
that the epinician odes offer thanks to the gods, | will focus on prayers. Graf has written
that prayer “was, and still is, regarded as the quintessence of religion”.*® Prayers
represent the very heart of interaction between men and the gods: when a person prays,
he is engaging the yapig relationship between him and the gods, recalling favors owed,
earned, and promised in order to obtain his desires. In examining prayers in Pindar’s
epinician odes, | am investigating the ways that the odes attempt to communicate the
desires of the victor, his family, and his community to the gods, and to secure the gods’
favor so that those desires may be fulfilled. | hope through this study to demonstrate
another religious function, besides thanksgiving, of which the epinician odes are capable.

In this study, | will examine four odes: Pythian 8, Isthmian 6, Nemean 9, and
Olympian 13. My method will not simply be to point out the prayers that Pindar inserts
into each ode: instead, | want to provide a close reading of the ode as a whole in order to
illuminate how Pindar uses the ode not only to make a request, but also to call the gods to
attention and recall the relationship between them and the victor in order to persuade
them to grant their favors. In other words, I will show how Pindar weaves into the

epinician ode a program of renegotiating the relationship between the victor and the gods.

Il. Religious Aspects of Epinician Poetry

The idea that Pindar engages in negotiation with divine addressees in his epinician

odes in order to achieve the granting of prayers on behalf of his patron and audience does

divine order,” suggesting that the very act of praising the victory is an act of praising the gods who
bestowed it.
18 Graf (1991) 188.



not perhaps seem a radical suggestion. Given, however, the tendency in scholarship to
focus on the decorative rather than the functional aspect of religious elements in the odes,
there seems to have arisen a latent idea that epinician poetry is secular, and thus incapable
of religious functionality. After all, the obvious objective of epinician poems is to praise
the victor, so when a scholar looks at religious references as ornamental, he or she can
read them as working toward the victor’s praise rather than establishing some kind of
communication with the gods. In this case the praise of the victor is the focus of the
poem, to the exclusion of anything else. Yet such a view truly limits epinician’s
capabilities. This has become another unitarian approach to the genre, the key to
interpretation being its singular function. We may indeed accept this function as valid,
but we may also continue to examine the odes to uncover other possible uses of religious
structures.

Before | examine the way that prayers provide evidence for religious functionality
in the epinician odes, therefore, I must establish the hypothesis that epinician odes are in
fact capable of having religious functionality. I believe that modern scholars have
accepted that epinician poetry lacks a religious functionality because of the influence of
eidographical traditions that have labelled it secular poetry. By eidography, | refer to the
practice of classifying poetry according to genre. These traditions are misleading,
however, because their basis lies in the work of scholars who are hundreds of years
removed from the original time of composition, who tasked themselves with finding
satisfactory methods for sorting poetry rather than uncovering the way that the poets and
original audiences thought about their poetry in its specific cultural context. After

discussing the problems with this tradition, 1 shall then look at four aspects of epinician



poetry that suggest it did indeed engage the relationship between the gods and men.

First, I consider how an athletic victory is a moment in a man’s life, similar to other
moments such as birth and marriage, that mark a change, one that necessitates
communication with the gods in order to reaffirm and renegotiate the relationship
between man and god. | then look at the origin of victory songs as hymns to the gods,
and suggest that these hymns reflect a need arising from victory to acknowledge and
thank the gods for their assistance, a need that continues in Pindaric epinician. After that,
| consider epinician performance, and how its setting at temples and rites, and its mode of
choral singing and dancing, indicate that the poet intended to use the moment of
performance to establish dialogue with the gods. Finally, I look at hymnic structures: the
invocation, argument, and prayer. In hymns to the gods these structures work together to
achieve a negotiation in the relationship between the worshippers and the gods, and

Pindar uses them similarly in his epinician odes.

A. The Tradition of Sacred and Secular Poetry

The classification of epinician as secular poetry, distinct from poetry that dealt

with the gods, began in the ancient world. Proclus’ Chrestomathia, a work by the 2" c.
AD sophist, lays out a system of classification for lyric poetry. In the passage which
discusses lyric poetry we learn of the various divisions:

A pev yop oot pepéptotor Beoig, & 8¢ <avOpamolg, & o0& Beolc kai> avOpmmog, & o6&

€lg 10 mpoomumtovcag mepiotacels. Kai eig Beovg pev dvapépeston duvov,

TpocddIov, Tondva, Sivpapfov, vopov, admvidia, idoPakyov, dmopynuata. Eic 6¢

avOpodTOLG &YKo, ETiViKoV, oKOMA, EpOTIKA, EmBaldpia, duevaiovs, GiAlovg,

Oprvoug, émkndeta. Eic Ogovg 68 kai avOpwmovg mapbevia, Sapvneopikd,

TPUTOONPOPIKA, DGYOPOPIKEL, EVKTIKE.

For some belong to the gods, some to men, some to men and gods, and some to the



circumstances as they happen to be. And to the gods are assigned the hymn,
prosodion, paian, dithyramb, nomos, adonidia, iobacchon, and hyporcheme. To men
are the encomia, epinician, skolia, erotic songs, epithalamia, hymeneia, silloi, threnoi,
and epikedeia. To gods and men are the partheneia, daphnephorika, tripodaphorike,
oschophorika, and euktika.*
Four major types of poetry emerge, of which three are intimately concerned with the
subject of composition, whether it is a god, a man, or both: poetry, then, can attempt to
communicate a message to a god, as paians and dithyrambs do; to men, as encomia and
threnoi do; or to both gods and men, as a partheneion does. The designation of epinician
in this system is unambiguous: it is composed for men, not gods, carrying a message of
praise for a mortal victor.

The problem with Proclus’ designations is obvious from the outset. That the
Chrestomathia only survives in summarized form is not an insurmountable obstacle:
Treadgold’s analysis of Photius’ text concludes that Photius has recorded phrases taken
directly out of Proclus’ work.?’ The greater difficulty is the gap between Proclus and the
archaic poets composing the poetry he attempts to classify. Not only is Proclus writing
over 500 years after this poetry was first composed, in an entirely different social and
cultural context from that of the poet, but he reflects the ideas of a scholar rather than
those of the original poets and audiences. His eidographical system is not necessarily
meant to correspond to the way in which the poetry was originally conceived, but to act
as a system to organize it in an accessible way.

Though he does not directly say so, Proclus derives his classificatory system from

an earlier source. The distinction he draws between a Huvog, performed by a stationary

9 Proclus Chrest. = Photius Bibliographia 319b32-320a9.
% Treadgold (1980) 6.
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group, and mpocddiov, performed by a group in procession, is credited in the
Etymologicum Magnum to Didymus,?* an Alexandrian scholar of the 1% c. BC.* This
Didymus was part of a group of scholars working in Alexandria who were responsible for
compiling and editing the works of the Greek lyric poets. Other aspects of Proclus’
system also derive from these earlier Alexandrian scholars. The Ambrosian Vita of
Pindar preserves a list of seventeen books produced by the Alexandrian compilers in the
process of organizing and publishing Pindar’s poetry. This includes one book of hymns,
one of paians, two of dithyrambs, two of prosodia, three of partheneia, two of
hyporchemata, one of threnoi, one of encomia, and four of epinician.** The order
reflects Proclus’ system: genres for gods (the hymn through the hyporchemata) come
first, then those for men (threnoi through epinician). This was not, of course, the only
method of organizing poetic genres;?> the Oxyrhynchus Vita and the Suda offer different
schemes for Pindar’s oeuvre that do not follow Proclus’ system so neatly.”® Nevertheless
the Ambrosian Vita shows that the eidographical system that Proclus describes goes back
to the time of Didymus or further.?’

Even though Proclus’ system derives from Hellenistic eidographers, we are in no
better position to accept it as a reflection of the original understanding of archaic poetry.

There remains a significant gap between the social and cultural context of the composer

2L proclus Chrest. = Photius Bibliographia 320a17ff.

22 Et. Magn. 690.35 = 4.9.4, 390 Schmidt.

% The claim that Proclus is using Didymus’ classification system was made by Smyth (1906) xxiv-Xxv.
Scholars have supported the claim, including Severyns (1938) v. 2 114, who claimed that the material
Proclus used came from Didymus’ mepi Aopikdv momtdv. Others have claimed that Proclus’ sources go
back to Apollonius 6 €idoypdgoc; see Rutherford (2001) 101.

# Vita Ambrosiana.

%> Some scholars have taken the list in the Vita as the definitive one produced by Aristophanes of
Byzantium, the compiler of Pindar’s poetry; see Bowra (1964) 159-60, Nisetich (1980) 17.

' POxy 2438, Suda s.v. Pindar. Race (1987) 407-10 has argued that the existence of lists such as these
indicates that the Vita Ambrosiana should not be considered the definitive and original arrangement of
Pindar’s books.

%7 See Lowe (2007) 172.



11

and that of the compiler, so that these scholars were no more likely than Proclus to be
aware of the intentions and expectations of the original poet and audience. Even if they
did have access to such information, moreover, it is unclear if they would have drawn on
it in carrying out their task. Harvey, in an important investigation of the methods of the
Hellenistic scholars, laid bare the fundamental problem with Hellenistic eidography: “It
tells us, not of the differences between certain types of poetry which were important
when the poetry was written, but only of those differences which were regarded as
distinctive when it came to be edited. It reflects, not the original principles of artistic
composition, but the posterior principles of Alexandrian classification”.?® The task of the
Hellenistic scholars was to organize the works of the Greek lyric poets in such a way that
they could be divided into books and made accessible to readers. The methods they
employed in achieving this did not necessarily, therefore, need to mirror the ideas that the
poets themselves had about their poetry, so long as they created the desired effect, reader
accessibility and facility of comprehension. The distinctions that the compilers made
between genres, including the distinction between songs for gods and songs for men, are
arbitrary ones that should not affect the way we understand Pindar’s epinicians.

The preoccupation with gods and men as a basis for classification may go even
further back than Proclus or Didymus and the Hellenistic eidographers, as a version of
this idea can be seen in Plato. For Plato — and indeed for much of the Greek world —
music was infused with a moral quality, able to impart to those who performed it proper

values for citizens or, if the music was not of a suitable standard, likely to make its

% Harvey (1955) 157.
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performers poor members of society.? It was therefore a concern to Plato, as he
discoursed on ideal city-states in works like the Republic and the Laws, that music be
regulated. It should, for instance, adhere to proper, traditional forms, and in considering
these forms and their distinctions from each other Plato sets out an early system of
classification. In the Laws he tells us: Smpepévn yap 31 tote RV MUV 1 LOVGIKT KaTd
£10M 1€ SaThc dTTa Kol GYHTa, Kol TV £160¢ MdTig evyal Tpdc Beovg, dvopa & Duvor
gnekaAodvto kai TovTe 81 1O dvavtiov v Gdfig Etepov eidoc Oprivouc 8¢ Ti¢ v oTodg
uaiota Ekdlovv, ‘For then indeed music was divided by us according to its class and
form, and one class of song was prayers to the gods, and these were called ‘hymns’, and
against this was another class of song which is best called “dirges’>.® The speaker goes
on to list more genres than just the hymn and threnos, but these two are specifically set
up as opposites: whereas hymns as prayers to the gods mark an interaction with the
divine, the threnos, we may assume, deals with mortals, specifically the death of mortals,
a sphere far from the changeless and deathless world of the gods. A passage from the
Republic provides an even more reductive view of poetry (Republic 10.607a): &1t 6cov
Hovov Hvoug 0eoig kal £ykmpo Toig ayadoic momoems TopudeKTE®V €1 mOALY, ‘Of
poetry, only hymns for the gods and encomia for good men may be allowed in the city’.
The division hinted at in the Laws is here clear: a poem may either communicate with a
god or a man, and in the ideal city there will be one kind of song suited to either class of

addressee, with hymns praising gods and encomia praising men.

% As Vlastos (1968) 295 has noted, Plato was, “convinced that this [moral deterioration after the Persian
Wars] was due in no small part to the corrupting effects of innovations in music. Plato has high
expectations of the morally improving effects of the controlled music and games he lays down for the
young in his utopia.” The interplay between music and ethics has been widely discussed; see, for instance,
Lippman (1964) 45-86 and Anderson (1966).

%0 plato Laws 700a-b.



13

Yet Plato’s testimony is inherently problematic. Though he writes only a short
time after Pindar composed his poems and might therefore better understand the poet’s
intentions in composing his epinician poems, Pindaric works do not necessarily reflect
these ideas. Just as the Hellenistic eidographers were tasked with creating a reasonable
system for organizing and publishing that poetry, so Plato has a preempting concern,
namely his own philosophical ideas. Indeed, the very sources where we find Plato’s early
eidography are the Republic and the Laws, two works that sought not to explicate the
world as the Greeks knew it, but to explore the conditions for an ideal city. His
comments must then be considered firmly within this context. As Ford has observed, “To
reduce all permissible poetry to these two kind lays bare [Plato’s] fundamentally
metaphysical approach to genre: even when reduced to a minimum, his sense of poetic
forms affirms an unbreachable gulf between humanity and the divine from which all
other considerations must follow.”*" This ideal city is far removed from the cities of
Plato’s dayj; it is ordered according to certain philosophical principles he held, and every
aspect of life under examination in the works is shaped by these biases. Strong among
them is Plato’s metaphysical understanding of the world as inherently dual, comprised of
a mortal world which is impermanent and subject to change, and a divine world which is
transcendent and eternal. While the average ancient Greek person may have agreed with
Plato’s distinction between mortal men and the divine gods, this difference did not for
them demand a divide; in other words, mortal and immortal mingle in the world, as gods
regularly play a role in mortal affairs. For Plato, however, the two worlds were to be kept
separate. The classification of poetry he sets forth follows this divide: thus in the Laws

poetry is discussed as hymns and threnoi opposed to each other, the first celebrating the

*! Ford (2002) 259.
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majesty of the gods and the latter mourning the defects of the mortal world, while the
Republic allows only hymns to gods and encomia to men. Plato’s philosophy is at the
heart of his eidography; as such we cannot accept his testimony as firm evidence for the
way that Pindar, his patrons, or his audience viewed the epinician odes.

Indeed, the tradition of classification of poetry that labels epinician a secular
genre is based upon functional principles, ones that seek to achieve a certain agenda, be it
philosophical or practical. As they neither know nor seek to know the poet’s intentions,
nor the original audience’s expectations, we cannot use these systems as a guide in
interpreting the significance and function of the poems or their component parts in the

context of their original performances.

B. The Religious Aspect of Victory

The ancient tradition which distinguishes between sacred poetry composed for
gods and secular poetry composed for men is, as | hope to have shown, problematic.
While I have discussed the difficulties with each strand of this tradition, the very idea of
forcing a dialectic of sacred and secular on archaic poetry runs counter to the way Greeks
of that period conceived of their world. For them, the world was fundamentally
connected with the divine, and no aspect of their life existed without some intervention
from the gods. Parker explicated this idea when he spoke of Greek religion as
‘embedded’, borrowing the term from Karl Polanyi and retaining his sense, as religious
activity, like economic, was in the ancient Greek world effected by social forces;** to put
it another way, religion suffuses every aspect of Greek life. Bremer, adopting Parker’s

view in his monograph on Greek religion, describes how, “in ancient Greece, too,

%2 parker (1996) 265.
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religion was totally embedded in society — no sphere of life lacked a religious
aspect...war and peace, agriculture, commerce, and politics — all these events and
activities were accompanied by religious rituals or subject to religious rules.”® Battle
was not joined unless sacrifices revealed the favor of the gods, nor was a military victory
celebrated without recognizing the role those gods had played in bringing success.** The
success of the crops was seen to depend upon the gods, and festivals were held to ensure
their favor; people suffering from plague and other disasters vowed offerings to the gods
in the hope of securing relief.®

Specific moments in a person’s life also demanded ritual to mark them, and to
involve the gods at important junctures. As a person reaches milestones such as birth,
marriage, and death, there is a need to recognize the transition and to prepare for the
change to one’s life. Thus birth and marriage were marked by rites including sacrifice
and prayer.*® As a person passes from one phase of life to another, his needs change, and
he must adjust or even renegotiate the terms of his relationship with the gods,
establishing a new set of favors and obligations in order to receive from the gods a
healthy child, a successful marriage, or a peaceful afterlife. While not every person will
attain an athletic victory, such a victory is still a kind of milestone in life, one that is

capable of changing the victor. It sets the victor apart from other men, for the feat of

% Bremer (1994) 2.

% Pritchett (1975) 186 explains, “The sacrifice which attended the erection of the victor’s battlefield trophy
was termed émwikia... There can be little doubt that the tpoémauov raised after the battle was viewed as a
thank-offering to the god to whom it was dedicated.” He provides a list of examples which includes
Thucydides 4.116, 7.73.2, Strabo 9.2.4 CXXX, Diodoros 16.55.1, 20.63.1, Arrian 1.4.5, and Plutarch
Pyrrhos 22 and Agesilaos 33.

% Rouse (1975) 187-192 offers many examples.

% The birth of achild was marked on the tenth day by the Dekate, an all-night celebration that included
sacrifices (Dillon [2001] 233). In preparation for marriage, brides and grooms both offered sacrifices to the
gods; as Oakley and Sinos (1993) 11 observe, “Sacrifices to the gods preceded every major undertaking in
ancient Greece, and the wedding was no exception. Both the bride and the groom propitiated the gods with
sacrifices and offerings, since their future happiness...depended upon divine help.”
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victory is a moment in which a man displays abilities beyond those of normal men,
abilities closer to those of the heroes and gods. As with other milestones, it creates a
need to reshape the relationship between man and god. The victor’s achievement can
rouse the god’s envy, given both its scope and the integral role played by god’s favor, and
SO necessitates compensation or reparation for that adjustment or debt through sacrifice,
praise, and thanksgiving. At the same time the victory can rouse the envy of other men
because of the great honor bestowed on the victor. The victor must pray, therefore, that
his success is not followed by ruin because of the jealousy of either men or gods. An
athletic victory is therefore regularly accompanied by sacrifices and rites of dedication to
the gods,*’” thanking them for what has come and praying to ensure the continuing
prosperity of the victor as he moves forward in life. Archaic and classical Greece viewed
religion as a fundamental part of their life, permeating its every aspect. Success
depended upon the favor of the gods, and was courted through certain rituals, while the
life of each person was marked at every stage by appropriate ritual. Victory was a
moment that could demand prayer and negotiation as much as other milestones in a

man’s life.

C. The Nature of Victory Songs

| want to turn now to examining some of the features of epinician poetry which
indicate that these odes were interpreted by poet and audience alike as having a religious
function, the odes seeking in some way to affect the relationship between man and god. 1

shall focus on those three aspects of epinician which seem to me the most persuasive.

37 Athletic festivals regularly ended with rites to the patron god, including a procession of the victors to the
altar of the god to make sacrifice and dedicate their crowns in acknowledgment of the favor granted to
them. See Kyle (2007) 119 and Easterling (1985) 42.
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The first is the origin of the genre, that derives in part from earlier hymns to Herakles and
Kastor, which themselves imparted to epinician the obligation to acknowledge the
assistance of the gods in achieving victory. | will next consider a more complicated
aspect, namely the performance of epinician odes, a subject which in recent years has
enjoyed a great deal of scrutiny. My approach here will be multiple, as | look at the
location of performance, which could often occur within the context of a religious rite or
festival; at who performed the odes, especially whether they were sung by a single person
or by a chorus; and at the mode of performance, by which I mean the use of dance and
gesture to accompany the singing. Finally I will consider the occurrence of hymnic
features within the odes. Studies of hymns, defined in the strict sense as poems
specifically addressing the gods and seeking to derive some favor from them, have
identified a tripartite structure which allows the hymn to achieve a successful interaction
with the gods, and | consider how Pindar incorporates these three features into his
epinician poetry.

The evolution of epinician poetry is still not fully understood. Simonides has
traditionally been hailed as the earliest known writer of epinician and even as its

inventor, though its earliest surviving occurrence may perhaps be pushed back to

* Thus, for instance, Kurke (1991) 59. Ancient sources tell us that he wrote epinician poems for Glaustos
of Karystos and Krios of Aigina. For Glaustos’ poem, see Quintilian Inst. 11.2.11-16; Cicero De oratore
2.86; Phaedrus Fabulae 4.25. The Ciceronian version of the story names Scopas of Thessaly as the victor,
while the Quintilian passage notes that people argue over whether the poem was in fact for Glaukos, as
others believe it was written for either Leokrates, Agatharchus, or Scopas. Molyneux (1992) 54 n.2
suggests that Quintilian was indicating that Simonides wrote epinician poems of a similar nature for all four
men, so that it is difficult to know which precisely brought about the recorded story; this idea is not,
however, universally held — see, for instance, Huxley (1978) 237. For Krios’ epinician, see Ar. Clouds
1355-56, which mentions the poem, while the scholia (Leidensis 34 (XVII1 61.C), Harleianus 5725)
identify the song as an epinician for a wrestler. The Krios poem is admittedly a more problematic example,
as the title found in Aristophanes hardly seems appropriate to an epinician ode (tov Kpwov d¢ £néydn, ‘how
the Ram was shorn’), and it may have in fact been a parody. Molyneux (1992) 62 n. 99, for instance,
accepts it as an epinician but admits the possibility of a satire.



18

Ibykos, as Barron has suggested. ** If his argument is accepted, the earliest known
epinician poetry may be dated as early as the early 6™ century BCE. The precise date for
the creation of epinician poetry and its inventor are most likely impossible to recover.
Nor must we specify them. | am concerned rather with how epinician came to exist in its
particular form, as exemplified by the works of Pindar and Bacchylides. While we
cannot know when epinician odes were first performed, we can consider the poetic and
social influences that shaped it. Several of Pindar’s odes point to the predecessors to the
epinician form, hymns to Herakles, Kastor, and lolaos. These songs did not have the
same form or content as epinician as we later know it, but were, nevertheless, sung in
honor of an athletic victory. By examining these forerunners of epinician, we may gain
insight into the functions that victory songs performed for the victor, functions that were
expanded and modified as the nature of victory songs changed.

The hymn to Herakles is mentioned in the opening to Olympian 9. Pindar refers
to it as the kalAivikog 0 Tputhoog that Arkhilokhos sang, and the scholiasts associate it
with Herakles. According to them, Arkhilokhos composed the song for Herakles as he
traveled to Olympia. Its content is simple, and while different scholiasts offer slight
variations, the basic refrain is: veAla kaAlivike yaipe dvaé Hpdiielg, avtog e kai
‘Tolaog, aiyunta dvo. tverlla kodrivike yaipe dvaé HpdaxAeic, ‘Tenella, hail lord
Herakles the victor, he himself and lolaos, two warriors. Tenella, hail lord Herakles the

victor’.*® The word tenella, we learn, was meant to mimic the sounds of a kithara, which

% Barron (1984) 19-22 has made an argument for identifying fragments of lbykos as epinician based on
their agonistic content. In POxy 2735 (S 166-219), he points out references in S 166 to wrestling, running,
and a contest, and notes a mythological section which concerned the archetypal athletes Kastor and
Polydeuces, while in S 176 he observes references to the funeral games of Pelias. Hornblower (2004) 21
supports the theory.

03 Pind. OI .9 1c.
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Arkhilokhos was unfortunately lacking at the time; the song was sung by a chorus, with
Arkhilokhos intoning the tenella and the chorus singing the refrain.** It is puthoov
simply because it was repeated three times. The hymn’s function is less clear. Schol. 1a
tells us that it was composed as a hymn for Herakles, but others make it clear that it was
used to praise victorious athletes (whether it was originally meant simply as a hymn and
only later adapted to praising athletes, or whether it always performed both functions, is
unclear).*? Schol. 1d indicates that the victor led a k@pog of his friends to the altar of
Zeus while singing that song, with the victor taking the part of Arkhilokhos and his
friends singing the chorus’ refrain.** These interpretations, of course, may simply be
derived from the evidence of the text of Olympian 9 itself, but in the ode Pindar certainly
supports such readings when he suggests that, while the tenella-song sufficed to celebrate
the victory at Olympia, his song will now offer even greater praise. We may accept that
such a song existed in connection with athletic victory, and that it was ascribed to an
earlier period.

Pindar’s epinician odes provide evidence for two other types of songs sung in the
context of the celebration of an athletic victory, also hymns: the Kastor-song and the

lolaos-song.** In Pythian 2 Pindar mentions a Kastor-song,* and in Isthmian 1 he

13 Pind. OI. 9 1c: dmophoog Kiop®doD S1¢ Tvog AEEEDG TO PELOG EMPHC0TO. SOVTGENS 0DV TODTO TO
KOppaL. TvEAAD, oVTeG T EETG dvePdAdleto, Kol anTog pev TO PéAOG TG KiBdpag &v Lécm T@ yopd EAeye,
70 TNVEALa, O O¢ Y0pOg TO EmiAouna.

2% Pind. Ol. 9 1f: kekpaInKey 0DV &M TEVTOV VIKNGOp®V Tap adTdv TOV Kapdv TiG vikng £nadeobon o
KOO

¥ Pind. OI. 9 1d: kopdlet 8& Tpdg TOV 10D Adg BopdV O VIKHOAS HETR TV GIA®Y, 00TOG THS GSTiC
g&nyovuevog.

* A number of scholars point to songs to the Dioskouri as predecessors to epinician. See Frankel (1973)
435, Robbins (1997) 244, and Currie (2005) 408.

P, 2.69-71: 10 Kaotopelov 8°v Aiokideoot xopdaic 06Aav | 80pnoov xaptv Entoktdmov | eopuryyoc
avtouevoc. Whether Pindar is calling his own epinician ode a Kastor-song, or using the term to refer to a
separate song, is debated, but the latter interpretation is preferred. Bowra (1937) 19 points out that there is
a pév/dé construction, in which the pév clause refers to t6de pékog, and the ¢ clause refers to the Castor-
song, suggesting they must be different. See also Gentili (1995) 391-92.
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compares his work to a Kastor-song or a hymn of lolaos.*”® In Pythian 11 he compares
the glory of his victor with that of lolaos, Kastor or Polydeukes.*’ There was an
association between these heroes and victory songs outside of Pindar as well. Quintilian
records a legend about Simonides involving the Dioskouroi: cum pugili coronato carmen,
quale componi victoribus solet, mercede pacta scripsisset, abnegatam ei pecuniae partem
quod more poetis frequentissimo degressus in laudes Castoris ac Pollucis exierat, ‘He had
composed a victory ode of the customary kind for a boxer who had won the crown. The
price had been agreed, but part of it was withheld because Simonides, following the
common poetical practice, had digressed into an encomium of Castor and Pollux’.*®
Simonides, in this anecdote, makes Kastor and Polydeukes the main focus of his
epinician poem, suggesting that they were believed to be linked to the victory or were at
least archetypal athletes. The fragments of Ibykos that Barron tentatively identifies as
epinician poems also appeal to these heroes who would later be divinized: S 166 has a
mythological section that deals with Kastor and Polydeukes while S 176, describing the
funeral games for Pelias, names lolaos as a victor in the chariot race.

The Dioskouroi and lolaos, along with Herakles, were connected with victory
songs: it is not difficult to explain why that would be so. All of these figures were
associated in the Greek imagination with athletic victory, both earning it and bestowing

it. Herakles is the traditional founder of the Olympic Games, and he passed the care of

81, 1.15-17: £0é)o | i Kaotpopeio fi Toddo évappotar pv dpve. | keivot yap fpdav Stppndol
Aakedaipovi koi OnPaig étékvabey kpdtiotol. &v T’ déBloist Biyov mheictov dydvov, | kai Tpuddecoty
gxdounoav douov | kai Aeprtecctv oAt te xpucod, | YELOUEVOL GTEPAVMY | VIKOQOP®V.

P, 11.59-62: 8 1e 1oV Topucheidav | Sapépet Tohaov | duvntov é6via, kai Kaotopog Biav, | oé e, Gvas
ITolbdevkeg, vioi Bed@v. Polydeukes is addressed, but this does not seem to be a formal invocation.

“8 Quintilian 11.2.11ff. The story is recorded elsewhere; see n. 26 above.
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the games on to Kastor and his brother Polydeukes.*® The Dioskouri are elsewhere
associated with athletics; Pausanias reports that when Herakles celebrated the Olympic
games, the first victors included lolaos in the chariot race, Kastor in the foot race,
Polydeukes in the boxing match, and Herakles himself in the pankration and wrestling.>
Iolaos is both an Olympic victor as well as the nephew of the games’ founder, and he is
the patron of a set of games himself, the lolaia celebrated in Thebes. Given this strong
association with games, both as archetypal athletic victors and as overseers of the
contests, | suggest that it would be plausible for athletes to appeal to these gods in
praying for success, and natural to acknowledge their aid when a victory had been won.
A hymn to any of these figures would be an obvious way of achieving this end. At the
same time, such a song would also offer indirect praise of the victor’s achievement by
demonstrating how the victor has a legendary precedent, a hero whose deeds, both
athletic and otherwise, are renowned. By praising these heroes, the poet was praising the
very act of athletic victory.

We can understand how such hymns became associated with victory celebrations,
but the problem remains of their relationship with epinician. Pindar speaks of the tenella
song/Herakles hymn as a different kind of song from his epinician odes, and while he
compares his poetry to songs for Kastor or lolaos he does not adopt their basic content,

for he does not focus exclusively on praising or thanking these athletic heroes or deities;

0. 3.34-38: koi vov &g Tavtay £optav fhaog Gvtiféotow visetar | odv aBuldvoto S1dvpotg marci ARSa. |
T01g yop énétpamey OBALUTOVE imY Bantov dydvo vEuEew | avdpdv T’ dpetdc TEPL Kol Pueapudtov |
Sppnraciog.

%0 pausanias 5.8.4: vidyet 8¢ kol A g O Tohaoc Hparhel téc fmmovc... Tovdapew 8¢ ol maideg 6 pév
dpou®, IToAvdevkng 08 TuktedmV. Aéyetal 6 kol £¢ avtov Hpakhéa Og TaAng T€ avéLoLto Kol ToyKpatiov
vikag; Race (1989) 37 refers to this passage when he declares “Iolaus and the Tyndaridae...seem to have
been traditional models for all-around athletic ability.” Pindar’s list of the first Olympic victors in
Olympian 10 has none of Pausanias’ victors; Oionos son of Likymnios won the foot race, Doryklos of
Tiryns the boxing match, and Samos of Mantinea won the chariot race.
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in his epinician odes, after all, praise of the victor is the primary goal. Indeed, there has
been a shift from a victory song that focuses on traditional athletic heroes, to a victory
song that to some degree attempts to heroize the actual mortal victors. Rather than praise
the victor by focusing on a mythical example of athletic achievement, Pindar’s epinicians
praise the victor directly. This change reflects, as Thomas suggested, a desire for
individual praise rather than generic hymns,> most likely arising from a social context in
which aristocrats compete and distinguish themselves.

While Pindaric epinician represents a new kind of victory song centered on the
victor, he certainly does retain features of these earlier hymns. The epinician odes
regularly contain a mythological narrative that links the victor’s achievement to that of a
legendary forerunner, and while these narratives may examine wars and other conflicts as
well, athletic success, especially of figures like Herakles and the Dioskouroi, appear
regularly. And though Pindar does not always recognize the aid of Herakles, lolaos, or
the Dioskouroi in the victory being celebrated, he does regularly acknowledge the role of
the gods in a victor’s success. Thus Alkimidas of Aigina is described as tavtav pebénwv
A160gv aicav, ‘following this fate from Zeus’ (N.6.13a), while Poseidon is credited with
an Isthmian victory as Pindar proclaims deido ‘Tobuiov inmoiot vikav, Tav Eevokpatet
[Mocewbdmv dndoag, ‘I sing of the Isthmian victory in horses, which Poseidon granted to

Xenokrates® (1.2.12-14);%? likewise he reminds us in a gnome, iot® Aaydv TpdC SaUOVEOV

*! Thomas (2007). Other scholars have also attempted to isolate the specific social changes in the ancient
Greek world which shaped the form and content of epinician poetry. Most notably, perhaps, are Rose’s
theory that epinician arose as a response of aristocrats to the rise of democracy, a genre embodying their
ideals and their desire for large-scale display (Rose 1982) and Hornblower’s theory that colonization led to
a need for those people on the outskirts of the Greek world to find a way to celebrate their identity as
Greek, and that epinician emphasized the traditional Greek value of athletic prowess (Hornblower 2004).
2 For further examples of athletic victories or great deeds generally being attributed to a god, see O. 8.16-
18; O. 13.16-17, 104-5; P. 5.23-5; 1. 3.4-5; 1. 4.19-23 (Pindar credits the hymn to Poseidon, by which he
means that Poseidon granted the victory, the reason for the hymn); 1. 6.3-4.
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Bavpactov OAPov, ‘let him know he has received wondrous prosperity from the gods’
(N.9.45).>* While we know very little about these older songs connected with athletic
victory, we can see that Pindar has retained two important features of these hymns in
crafting his odes, the recognition of the assistance of the gods in a man’s success, and the
linking of a victory to a mythological precedent to enhance praise of the victor’s
achievement. The former aspect is an example of religious functionality, as Pindar
acknowledges the gods’ role in the victory and offers thanks for it in order to pay off the
victor’s debt to them, and regain the balance of ydpig between god and man so that he

may then capitalize upon it.

D. Epinician Performance

Epinician performance attests to a poetic form that sought to draw the gods into
its audience. Of course, the subject of performance is complex, comprising factors
including the performers, the accompaniment, the setting, and so on. It will suffice here
to focus on two aspects in particular: the location and the mode. For the location one
might consider both the general location, be it the site of the athletic festival or the
hometown of the victor, and the specific, whether the performance occurred at a temple, a
home, a public space, or another venue.>* Mode includes the question of whether the
poem was sung by a solo artist or a chorus, and whether the poem was danced.
Performance has become an especially contentious topic of debate in recent scholarship®,

but 1 do not intend to discuss every argument that has been put forth, and will instead

% Other gnomic statements of man’s dependence on the gods include O. 2.19-22; O. 9.103-4; O. 11.9-10;
P.1.41-2; 1.5.11.

> | will not be considering the problem of reperformance of epinician odes, which is a separate issue.

% For an overview of the recent debate, see below, n. 63.
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confine myself to the evidence relevant to illustrating how epinician performance might
indicate a desire to enter into communication with the gods.

It has often been suggested that there was some kind of victory celebration at the
site of the games: the festival program at Olympia, for instance, ended with a ceremony
in which the victors processed to the Temple of Zeus to receive their crowns and make
sacrifices to the gods.”® Scholars have assigned a certain number of Pindar’s odes to
these celebrations, suggesting that they were performed following the rites of
thanksgiving. The fact that Olympian 8 begins by invoking Olympia itself, and asking
the grove of Alpheos at Olympia to receive the crown-bearing procession, has been used
as evidence by Farnell, for instance, to identify the poem as one performed at Olympia.>’
Other scholars have suggested that, in the cases of pairs of odes composed for the same
victory in which one is shorter and one longer, the shorter odes were performed at the site
of the games while the longer odes were performed at the hometown of the victory; thus
Olympian 11 celebrates the same victory as Olympian 10 but is much shorter, indicating
to some that they were intended for different venues.”® The evidence of these pairs is not
always strong, however. Olympian 4 and 5 were both composed for Psaumis of
Kamarina’s victory in the mule cart race, but the length of the two odes is similar, and
Olympian 5 has been suspected of being a later forgery.> In the case of Olympian 2 and
3, both composed for Theron of Akragas’ chariot victory, Olympian 3, the shorter poem,

begins with an invocation of Helen and the Dioskouroi, indicating that the ode was

*® Spivey (2004) 129-30 argues for such a program.

> Farnell (1932) 59, in which he is in line with earlier commentators such as Gildersleeve (1885) 192.
Farnell believes that the rest of the poem shows sign of hasty composition, in line with the short time
Pindar would have had to complete the ode.

%8gee, for instance, Farnell (1932) 76.

%% Von Leutsch (1846) 116-27 first argued against the authenticity of the ode; numerous scholars have
followed him, including Jurenka (1895) 12, Wilamowitz-Moellendorf (1922) 421, and Bowra (1964) 419/
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composed for performance at the Theoxenia, which suggests that two different odes were
composed because they were needed for two different venues in Theron’s hometown.
Even with Olympian 10 and 11, Olympian 11 bids the Muses to join the revels in Western
Lokroi (17-19), putting the location in doubt.

While there is some evidence for assigning epinician odes to the site of the
athletic games, it is safer to ascribe most of Pindar’s odes to the victor’s hometown. This
setting is most obviously indicated in an ode by the invocation of a local deity, ®° or by
some other reference to a physical location.®! In these cases the specific location can be
one of several possibilities. Some odes clearly reference performance at the home of the
victor during a feast or banquet: thus in Olympian 1 Pindar refers to (10-11):

£€G APVENY IKOLEVOLG
uaxapav Tépwvoc €otiav...

arriving at the rich,
blessed hearth of Hieron...%?

People arrive at the home of the victor Hieron in order to celebrate his victory with an
epinician ode. Other poems, however, indicate performance within the context of a
religious rite or festival. Some odes seem to be part of a religious rite in which the victor
made a thanks-offering to a god, perhaps in the form of the crown he won at the games.
Olympian 9 provides the clearest example. It ends with an exhortation to the singers to

declare that (108-112):

% This occurs most commonly as an opening invocation to a nymph who is associated with the city, asking
her to welcome the victor back, or as an invocation of the city itself. Thus O. 5.1-3 calls on the nymph
Kamarina to welcome Psaumis into her city; P. 11.1-16 on the daughters of Kadmos to come to Thebes to
join the celebrations; and P. 12.1-6 on the city of Athens to welcome the victor. In P. 8.1-5, Pindar
addresses Hesychia, the personification of peace or good order which he associates with Aigina, to
welcome his song.

® Thus in P. 2.1-6 Pindar explicitly says he has come to Syracuse to praise Hieron, and in N. 9.1-3 he bids
the Muse accompany him to Aitna to aid him in praising Khromios.

%2 See also N. 9.1-3, in which Pindar bids the Muse come with him to the &ABov é¢ Xpopiov ddu(a), ‘the
rich house of Khromios’.
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TOVTO 0& TPOoPEPMV debAoV,
Opbov dpvoat Bapcimv,
TOVO’ AvEpa datovig yeyauev
gbyelpa, 0e&10QLIOV, OPDVT’ AAKAY,
Alav, teov T’ &v darti, Tadda,
VIKGV ETECTEPAVOGE POUOV.
Bearing forth this prize,
being bold proclaim aloud
that this man was born, thanks to a god,
strong in hand, able in limb, with a mighty look,
and at the feast, Ajax Oileus,
he with his victory crowned your altar.
It is possible easy to imagine this poem accompanying the offering of the victor’s crown
(or a different crown representative of the original), perhaps during a procession to the
temple and altar, or, more likely given the use of éneotepdvmaoe, ‘he crowned,” in front of
the temple after the actual dedication. Olympian 9 also mentions a feast in honor of Ajax
Oileus, providing a third possibility of performance during ritual dining after the rite. As
with the odes performed at the games, the setting of these odes suggests a desire to draw
the gods into the performance, and the intention to enter into communication with them.
The victor’s dedication is itself an act that calls the gods to witness and offers a clear
statement of thanks to them, and the epinician poet can capitalize upon this moment,
using the ode as a medium with which to engage the relationship between man and god
and negotiate its terms, correcting the balance of debts and favors and drawing on it to
secure future favor for the victor, family, and polis.
I turn now to the mode of performance, an issue which has in recent year divided

scholars between those who subscribe to the traditional view, that epinician odes were

performed by choruses, and those who have challenged it and proposed the possibility of
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performance by a solo singer.®® The external evidence is not overwhelming for either
side. We have no contemporary accounts of the performance of an epinician ode, of
course, though Hellenistic scholiasts do assume choral performance.®* Turning to
internal evidence, we find that Pindar is never precise in describing the performers or
performance, and the room left for interpretation has been the basis for the debate
between solo and choral performance. | cannot, of course, hope to resolve the issue here;
rather | wish to offer my interpretation of the evidence to make my approach and
understanding of the issue clear.

Pindar’s epinician corpus contains numerous references to choral singing:

eIn Pythian 5, Pindar discusses the benefits which have accrued to the victor,
noting that, tov &v do1dd vémv npénetl ypvodopa Doifov amvety, ‘it is fitting that he praise
Phoibos of the golden sword in the song of young men,” (103-104), which suggests that a
chorus of youths sings.

ePythian 10 opens with Pindar noting that Pytho and Pelinna, the site of the
victory and the hometown of the victor, urge him on, ‘IrrokAéq OéAovtec dyayelv
EMKmpioy avopdv kKivtav ona, ‘wishing me to lead the glorious voice of men in
celebration for Hippokles’ (5-6). The reference to the voice of multiple men suggests
that he has a chorus of men to perform his song. Later in the ode he adds that, &kmopon 6’

"Egupaiov 61” auet [nveov ylvkeiav tpoyedviov éudv, ‘I hope, as the Ephyrians pour

% Lefkowitz (1988) 1-11 first challenged the choral model, and was soon after followed by Heath (1988)
180-95. Numerous scholars have responded to their arguments in defense of the traditional model, most
notably Burnett (1989) 283-93 and Carey (1989) 545-65. The argument entered a further phase, with solo
performance upheld in Heath and Lefkowitz (1991) 173-91, and choral performance by Carey (1991) 192-
200. Morgan (1993) sought to mediate between the two sides by suggesting that Pindar alternates between
identifying himself with and separating himself from the x@®pog in order to achieve different rhetorical
effects.

® Scholiasts often equate the k@dpog with the yopoc, as at X Pind. Pyth. 8 99a.
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out my sweet song about Peneos,” (55-56), again strongly indicating that his song is being
performed by a chorus of local men.

ePindar ends Nemean 2 by calling upon the men of Akharnai to sing in honor of
the victor’s success, saying, Tdv, @ moAital, kopdéote TiodNu® cOV e0KAEL VOGTO.
advperel &’ e€dpyete pova, ‘O citizens, celebrate him [Zeus] with well-famed
Timodemos’ return; begin with a sweet-sounding song’ (24-25). The passage suggests
that there is a citizen chorus which is being urged to sing.

eNemean 3 opens by asking the Muse to come to Aigina, and notes that Hdatt yap
pévovt’ Em’ AcoOTim pHeMyopO®V TEKTOVEG KOU®V veavial, oéfev dma potdpevot, ‘for
young men, craftsmen of honey-voiced komoi, wait by the waters of Asopos, seeking
your voice,” (3-5), indicating that a chorus of youths awaits the song so they might
perform it. A few lines later Pindar assures that, £&ym 6¢ keivaov € pv 6dpoig Apa. te
Kowaocopat, ‘I will share it [the song] with their voices and the lyre” (11-12).

eIn the opening of Isthmian 1, Pindar asks Delos not to be angry that he has
privileged the task of composing an epinician for a Theban victor over composing a paian
for Apollo. He explains that he will accomplish both, kai tov dkepoekdpav Poifov
xopevmv &v KEw dpeipita ovv movtiolg avopaoty, kai tav alepkéa ToBpod depdd’,
‘dancing at wave-girt Keos in honor of Phoibos with the unshorn hair with marine men,
and at the sea-fencing reef of the Isthmos’ (7-10). The same verb, yopevwv, to sing and
dance as a chorus, is used to describe both performances, indicating that both the paian
and the epinician will be performed by a chorus.

The question emerges of how to interpret these passages. Scholars who support

solo performance have argued that the word k®dpoc, which is often used for the chorus,
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refers to groups of men engaged in impromptu revelries, not organized musical
performances, and as such references to these must be to groups of performers separate
from the epinician odes.®® Yet that is not the only possible sense of the word; in some
contexts it clearly refers to an organized group performance in honor of a deity.®® Nor is
K®dpog, as we can see from the examples cited above, the only word that Pindar uses to
refer to the chorus. The soloist camp thus argues that references to a chorus in the
epinician odes look to other performers. In this scenario the victory celebration
comprised multiple elements of which Pindar’s ode is one and choral performances
another, and when Pindar mentions these other performers, he does so to intimate the
greatness of the celebration and, by extension, the victor and his achievement. While it is
certainly possible that the victory celebration took on multiple forms, this theory does not
adequately explain every passage, especially those where Pindar refers explicitly to ‘my’
song, as in Pythian 10. Indeed, one wonders at the likelihood that Pindar, who presents
himself as an artist whose skills derive from the gods, and who is, therefore, especially
suited to praise the victory and render the feat of his victory immortal in song, would

direct attention to other artists.®” His patrons may have erred on the side of caution and

% Thus Heath (1988) 180-82 cites references in Plato Symposium 176a-e, Theognis 1045-46, Alcaeus 374
L-P, and Theocritus 2.118-24 in which k@®pot are groups of men engaged in drunken revelry, generally
asking for admission to a house.

% Carey (1991) 193 refers to a scene in Aristophanes’ Thesmophoriazusae where Agathon bids a chorus of
girls to dance and refers to them as a k@pog: Tepav X0oviong de&dpevor Aapumada, kodpat, ELV ElevBépq
notpidt yopevoace Pod. Tivi 8¢ doaupdvaov 6 kdpog (101-04). There is also a scene in Euripides’
Hippolytus, in which Aphrodite watches Hippolytus and an accompanying chorus of singers process to
make an offering to Artemis, and refers to the group as a k®pog: ToAG &’ G’ adTd TPOcTOA®V OTSHOTOVG
KdpPog Aéhokev, Aptepv Tiudv 0gav tuvoisty (54-56).

% pindar often describes himself as holding a special status, either through his special relationship with the
family as a friend or xenia/proxeny, or by his relationship with the gods, namely the Muses and Graces,
who aid him in making his song. For examples in which Pindar refers to his relationship with the victor or
the victor’s family, see O. 6.84-85, O. 9.83-84, P. 10.64, N. 7.61, 1. 1.1-2, I. 8.15b-18; for examples in
which Pindar talks about himself as working with the Muses and Graces, or in which he bids them to act,
see O.1.111-12, 0. 6.21, 0. 9.80, O. 11.16-18, O. 13.96-97, P. 1.58-59, P. 9.1-4, N. 3.1-3, N. 6.28-29, N.
8.46-48, N. 9.1-3, 1. 5.21-22, |. 8.5-5a.
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hired multiple performers, but it seems doubtful that Pindar would stress the power of his
song while observing that his performance was only one among many. While the
evidence for epinician performance is meager and, as we have seen, open to various
interpretations, on reading passages such as those cited above one’s first reaction is to
understand them as referring to the performers of the ode itself. To read them instead as
referring to a separate performance relies upon a conception of victory celebration for
which there is no external evidence, and ignores known characteristics of Pindaric
epinician. This is not to say that choral performance is the only possible mode for
performance of epinician poetry, but rather that, when there is clear reference to a chorus
in an ode, we should accept the evidence of the text rather than postulate evidence to
explain its occurrence.

| also want to consider the idea of dance. That epinician poetry was danced has
also been a widely accepted model for performance, and it too has been called into
question in the recent reassessment of epinician performance. Unfortunately, the
evidence for dance is perhaps even less adequate than that for choral performance.
Externally, we have only the scholiasts to assist us in recreating the circumstances of
performance, and it was certainly their understanding that the epinician odes were sung
and danced. In multiple places the scholia explain passages as referring to the danced
choral performance of the epinician odes. Heath, for instance, singles out Pythian 8,
where the scholiast explains the line kopw pév advueiel Aiko mapéotaxe, ‘Diké stands
by the sweeting-singing k®pog’ (70) by saying T® HEV xop®d NUAV SIKOLOGVUVN
napéotnke, ‘Justice stands by our chorus’;®® the scholiast labels the kdpoc a yopdc, a

term that refers to a chorus of men who sang and danced the ode. As I have noted,

% ¥ Pind. Pyth. 8 99a.
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however, the scholiasts were not present at the original performances of these odes, and
they are prone to explaining the text by inference rather than by solid evidence.

I must turn once more to the internal evidence of the epinician odes. | have
already looked at the opening of Isthmian 1, in which Pindar equates the performance of
a paian on Delos with the performance of an epinician in Thebes, and describes both with
the verb yopevwv. The construction strongly suggests that a chorus of singers and
dancers was involved in the performance of both the paian and the epinician ode. While
Heath argues that the word might refer to the spontaneous dance of the k@uog, that
separate group of performers he has posited celebrating the victory separately from
Pindar,®® there is no evidence for this usage, nor does Heath’s interpretation explain why,
if Pindar is referring to a different group of performers, he describes himself as providing
them. In Pythian 12, moreover, Pindar refers to the daughters of Képhisos who inhabit
Akragas, and who are motol yopevtdy paptopeg, ‘trustworthy witnesses of the dancers’
(27). The word yopevtng is generally used to refer to choral dancers, and Pindar seems to
mean that the daughters of Képhisos will witness the dancers, a comment that best makes
sense if understood to refer to the performers of the ode. The opening of Pythian 1
provides further evidence, as Pindar writes (1-5):

Xpvcéa opuys, AmOAA®VOC Kol I0TAOKAU®V
cLVOIKov Mots v K’Eé(l,VOV. TG AKOVEL
uev Baoig dyiaiog apyd,

neifovtan 6’ do1dol Gapacty

ayNooOp®V OTHTAV TPOO®Y

apPolrac tevymg rerlopéva.

Golden lyre, common possession
of Apollo and the bright-haired Muses. To which the dance-step,

start of the festivities, listens,
and the singers obey your notes

% Heath (1988) 185.
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whenever you, strings quivering, fashion
the striking up of chorus-leading preludes.

The lyre which Pindar addresses must form some part of the performance of the song, or
else its place in the ode is difficult to understand. Heath argued that the description of the
lyre is a general observation on its power, rather than a description of the performance;”
but that Pindar describes the lyre leading the dancers is hard to accept as a comment on
its power unless there is a lyre player involved in the performance who takes the lead in
guiding the dancers. To have a solo singer unaccompanied by a dancing chorus open the
ode by extolling the ability of his lyre to guide a dance would seem a poor choice. As
with choral singing, the evidence for choral dancing is not overwhelming; we can say
only that dancing was a performative mode that Pindar’s epinicians could use, if it did not
employ it universally.

If epinician odes were performed with a dancing chorus, the mode of performance
suggests that the odes had some measure of religious significance. In the ancient world
we find the idea that choral singing and dancing was meant to please the gods. In Plato’s
Laws the Athenian argues: ITailovtd éott daPimtéov Tivag on moudiig Bdovta, Kai
adovta kai Opyoduevoy, BoTe TOVG PEv Bg0Vg Themg o Td MoPACKEVALELY SuvaTOV etval,
T0UG & €xOpovg auvveshon kai vikdv poyouevov, ‘Life should be lived playing at certain
past-times, sacrificing, singing and dancing, so that it is possible to dispose the gods
favorably towards us, and to ward off our enemies and conquer them in battle’.”* While
we might question whether this statement reflects the way all Greeks viewed choral
singing and dancing or whether it is just the Athenian who believes this, it indicates that

the Greeks believed that choral performance was a viable way to please the gods, and

0 Heath (1988) 185.
™ plato Laws 801e1-3.
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would dance and sing in unison to attract the attention and favor of the gods.” The
connection between choral performance and religious significance has been recognized
by many modern scholars as well. Gentili writes that, “Choral poetry...had a celebratory,
religious function.””® Burnett goes further, describing a process by which she sees choral
performance taking on a religious force. For her, a chorus is imbued with an almost
magical power: it recreates an event through singing and dancing, imbuing the present
moment of performance with the supernatural force of the moment recalled — a moment
in myth, or a moment such as an athletic victory in which the athlete touched the divine.”
In this way the performance gains a kind of power, one which can be used to
communicate with the gods, for such communication is at the heart of choral
performance. Calame too, in his study of choruses of young women, observed that, “The
lyric chorus is...the line of communication between the deity and its followers™.”” The
chorus, involved in creating a numinous moment, discharges the power it collects by
directing it towards a god, and so creates, in the Greek mind, a line of communication
with the divine, allowing the worshippers to call on the gods, pray to them, and attempt to

curry their favor.

E. Hymnic Structure

"2 Naerebout (2006), in describing the functions of dance in ancient Greece, explains that “dance
distinguished the occasion as other than ordinary,” (62), and that “the effort being made pleases the gods,
who might be in the audience” (64).

% Gentili (1988) 115.

™ Burnett (1985) 6-15. Kowalzig (2004) 56 expresses a similar idea when she argues that the social
significance of the chorus allows it to recreate a past moment of the city in the present moment of
performance. Heinrichs (1994-1995) 59 says simply, “Choral dancing in ancient Greek culture always
constitutes a form of ritual performance.”

" Calame (1997) 207.
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The appearance of hymnic structures in Pindar’s epinician odes further suggests
that he intended for his poems to act as a medium of communication with the gods, as the
epinician odes feature the same components that, in hymns, call on the gods and attempt
to negotiate some favor from them. It would be helpful to begin this section by first
explaining what is meant by a hymn. While the Greek word duvog originally could refer
to any song (including Pindar’s epinician odes),’® in the works of Plato it begins to refer
only to a song for a god, as opposed to one for a man.”” The Alexandrians adopt this
usage for their classification of ancient poetry, applying the word to any song written for
a god; in this system, the prosodion, paian, and dithyramb are all types of hymns.”
There is some evidence that the word referred as well to a particular genre of song
dedicated to a god, but distinguished from prosodion, paian, and dithyramb.”
Nevertheless, I am drawing on the former sense here: when | say hymn, | mean any of
those types of poems traditionally addressing the gods.

The hymn may be further divided into two subgenres, the rhapsodic hymn and the
cultic hymn. Rhapsodic hymns seek to sing about the gods, and generally involve a

narrative about the deeds of the god, sandwiched between an introduction in which the

78 Several examples in archaic poetry show the term applied to a song which must surely have addressed
men or heroes. Consider, for instance, Od. 8.429 (Souti te TépmnTON Kol Go167ic Huvov dkodwv); Pindar O.
3.3-4 (Bnpwvog Orvpmiovikay Huvov dpbmaoaig); Aiskhylos Agam. 709-12 (petapavOdvovoa & buvov
[prépov oG yepoud modvOpnvov péya mov otével Kikinokovoa [Tapv Tov aivorektpov). Indeed, Pindar
uses the term to refer to his epinician odes, as in the example above.

" The passages considered above (Laws 700a-b, Republic 607a) both show this usage.

"8 Orion (p. 155-56 Sturz) records a passage from Didymus’ ITepi Avpik@v in which the distinction is made:
“Y pvog...keydprotar Tdv EyKopiov kol T@v Tpocodinv Kol matdveov, ovy O¢ Kakeivov un dviav duvov,
GAN’ G Yévog amo idove. TIavta yap gic ToVC VIEPEXOVTOG YPUPOUEVE DIVOLG amo@ovopeda, Kol
gméyopsy TO €160¢ TML Yével, DLvoc mposodiov, Hivog matdivoc.

™ Thus we may recall the duvoc is distinguished as a separate genre in Proclus’ system of classification,
distinct from the paian, prosodion, and other religious songs. Furley (1995) 32 believes that hymn
originally had the broad meaning of any song to a god, and that when the Alexandrian editors found a poem
which was addressed to a divinity but did not clearly belong to one of the genres they recognized, they set it
in a genre of ‘hymns’, so that the term could designate any religious song, and a specific ‘genre’ of
miscellaneous songs dedicated to a god.
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poet announces that he will sing about a god, and a closing that hopes for the god’s
approval. These hymns discuss the god in the third person, in what is known as the “Er-
Stil”. The best examples of rhapsodic hymns are the so-called Homeric Hymns, each of
which focuses on describing the deeds of a particular god. Cultic hymns, on the other
hand, are primarily concerned with communicating a specific request. They address the
god in the second person, the “Du-Stil,” and focus upon persuading the god to grant that
request.®® While we may see elements of both types of hymn in Pindar’s odes, the cultic
hymn is more important for this study: these hymns sought not only to praise the gods by
recalling their deeds, to communicate with them, expressing the needs of the community
and attempting to persuade them to show favor to the worshippers. Cultic hymns
therefore provide a template for how a poem cultivates a convergence between the
mortals who perform a song and the gods who are its intended audience, a template that
we may compare with Pindar’s epinicians.

The program of communication found in hymns was achieved through a tripartite
structure, one first analyzed by Ausfeld, who named the parts invocatio, pars epica, and
precatio.®’ They may be understood generally as the invocation by which a god is called
to give attention, a recounting of a myth involving the god, and a request for something, a
pattern that derives from rhapsodic hymns. Later scholars focusing on cultic hymns
modified the schema in some respects. While the elements of invocation and request
were retained, the concept of the pars epica was replaced, as a cultic hymn, rather than
emphasizing the telling of a myth, stresses the reasons why the god should show favor to

the song. As such Bremer has adopted the term argument for this element, and Race the

8 Race (1990) 102-03.
8 See n. 4 above.
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similar concept of hypomnesis.** Whatever the name, it refers to the ways the poem
reminds the gods of some reason why they should grant the favor being asked. These
three components work together to achieve a negotiation between god and worshipper:
the invocation calls the god to listen and participate, the argument reminds him of the
xap1g relationship existing between the parties, and of the debts owed, and the request,
the culmination of the hymns, lays out the favor the worshippers hope the god will grant.
In this way the hymn acts as a compact unit of religious communication.

| want now to examine each of these three components — invocation, argument,
and request — more closely, first discussing them generically and then considering how
Pindar uses them in his epinician poetry, and what implications their appearance may
have for the way those odes function. The first element of hymnic structure has been
called the invocatio or epiklesis; as Bremer and Furley explain, it is “the invocation
which establishes contact between the speaking person(s) and the divine addressee”.®®
Such invocations, given this important function, typically open a poem and generally
involve a complex structure. Race organizes the possible parts of an invocation into the
names of the god, adjectives generally used to describe him, his relations to other gods,
locations sacred to him, and his sphere of influence.®* An invocation of this magnitude,
while it may seem overblown, has several advantages for the speaker: listing names and

powers shows the god that the speaker is knowledgeable about the god and respectful of

8 Bremer (1981) 186, Race (1990) 86 (though Race’s breakdown of the features of a hymn is more
complex than the traditional tripartite schema).

& Furley and Bremer, (2001) 51.

% Race (1986) 27. In his later book, (1990) 85-86 he reworks his definition, and invocations include: “A.
Basic Topics 1. Name(s) (often an apostrophe) 2. Attributes (epithets and titles) 3. Genealogy 4. Sedes
(abodes, haunts, places of worship) 5. Powers (over areas, actions, individuals) 6. Deeds B. Expansions 1.
Relative clauses 2. Participial clauses 3. Appositives 4. Repeated addresses 5. Explanations 6. Gnomés 7.
Hypomnesis (‘reminders’ of the god’s past actions) 8 Ekphraseis (of the god, his haunts, actions, etc.) 9.
Narratives 10. Companion deities 11. Amplification (superlatives, doublets, lists).” This definition expands
upon the earlier one, and merges the hypomnesis into the invocation.
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his power, and that he is the deity most suited to the request to come, while naming the
important sites connected to the god can either stress the connection between the god and
the site of performance or, if the performance is not in any location usually associated
with the god, call him from one of his more usual haunts. While the god is usually
addressed in the vocative, the rest of the invocation occurs through expansions that can
take the form of relative clauses, participial clauses, and appositives.

Pindar frequently opens his epinician odes with an invocation.®> Olympian 4
provides a good example (1-9):

"Edatip Oréptate Bpovtdc AKopovTonodog
Zed: te0i yop Qpat
VIO TOIKIAOQOPULYYOS A0100G EMooOpeval L’ Erepyov
VYNAOTATOV papTLp’ dEOA®V:
Ectvov 8’eD TPAGGOVImV
g€oavay avT K dyyeMav moTi yAvkelay E6A0l:
aAla Kpovov mai, 6g Altvay Exelg
MoV GVELLOEGTOY EKATOYKEPAAL
Toedvog 6ppinov,
Ovivumovikay

e

o€ Xapitmv 0° Ekott TOVOE KOUOV...

O highest driver of never-tiring lightning, Zeus; for your Horai
whirling to the song of the phorminx have sent me,
a witness of mightiest deeds.
When friends succeed
the noble at once welcome the sweet message.
But son of Kronos, you who hold Aitna,
the windy weight upon mighty hundred-headed Typhos,
welcome
this Olympic victor and his k6mos on behalf of the Charites...

8 Examples include Ol. 4.1-9 (Zeus), Ol. 5.1-7 (Kamarina), Ol. 8.1-11 (Olympia); Ol. 11.1-6a (Tyché); Ol.
14.1-17 (the Kharites); P. 1.1-12 (the lyre); P. 2.1-12 (Syracuse); P. 8.1-13 (Hesychia); P. 11.1-8
(daughters of Kadmos); P. 12.1-6 (Athens); N. 1.1-7 (Ortygia); N. 3.1-5 (the Muse); N. 8.1-3 (Hora); N.
11.1-7 (Hestia — though this ode is admittedly not an epinician, celebrating not an athletic victory but the
installation of a certain Aristagoras in the prytany); 1. 1.1-3 (Theba); I. 5.1-10 (Theia).
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The ode begins by calling upon Zeus in the vocative, coupled with a title referring to his
association with thunder and lightning. This invocation is interrupted, however, as
Pindar shifts to the Horai, linking them to Zeus by calling them teai ‘Qpou, ‘your Horai,’
as they are Zeus’ daughters, and using them as a basis for explaining his purpose in
singing. He then returns to Zeus with a fresh invocation, referring to Zeus as the son of
Kronos and linking him to Aitna, a move meant not only to indicate one of his seats but
also to recall that he conquered the beast Typhos and imprisoned him beneath the
mountain. Thus we see all of Race’s qualifiers - names, adjectives, genealogy, locations,
and powers — in these few lines. Nor need we doubt that Pindar is doing anything other
than establishing communication with the god. He ends the invocation by asking Zeus to
receive the victor and the poem, in other words, to acknowledge the deeds of both the
athlete and poet, and only a few lines later he asks 0e0¢ ebppav &in Aowaig evyoic, ‘may
the god be well-minded to the coming prayers’ (12-13); though he uses the generic 0g6g
we may understand it as meaning Zeus.

The second element of hymnic structure, at least for cultic hymns, is the
argument. Race argues that the argument is often folded into the invocation, so that
among the names, haunts, and attributes of a god, the poets also mention past deeds
performed by the god and by the worshippers that establish the relationship between the
parties.®® Alternatively, Bremer lists four possible forms for the argument: the da quia
dedi, which reminds the god that the worshipper has previously done something for the
god that puts him into the worshipper’s obligation; the da ut dem, which promises the god
that, if he now fulfills the worshipper’s request, the worshipper, being in the god’s debt,

will later show him some favor; the da qui dedisti, which asks the god to show favor to

% Race (1986) 27.
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the worshipper now just as he has done the past, suggesting that the worshipper has
reliably worked off previous obligations; and the da cui hoc tuum dare est, which asks
the god to show favor because the request falls under his domain.?” In each case, the poet
recalls the status of the yapic relationship between the god and the person or people who
want the prayer to be made, and draws upon the debts owed to persuade the god to act.
In Pindar’s epinician odes, the argument for the god’s favor often comes (though
not exclusively) from the victory itself. In prayers occurring at the start of an ode and
requesting the favorable reception of the victor, there is in most cases a reference to the
honor that the victor brings to the community. In Olympian 5 Pindar begins by asking
Kamarina to receive the victor Psaumis, noting (4-8):
6¢ Tav cav wolv adéwv, Kapdpiva, Aaotpdeov,
Bopovg &€ 6100 0Vg Eyépapev £0pTaic Bedv peyioToug
V70 Povbuciaig AEOAV Te TEUTOUEPOLG Apidhoug,
{nmoig NuovoIS e povaumokig te. Tiv 6€ KO0 APpov

vikdoog avédnke, kol dv matép’ ‘A-
KpoV’ €KAPLEE Kol TOV VEOIKOV E0paLv.

Who glorified your people-nourishing city, Kamarina,
when at the great festival of the gods he honored you at the six double altars
with sacrifices, and at the races on the fifth day,
the chariot and mule and single horse. For you luxuriant acclaim
he secured, having won, when he gave cause for his father Akron
and his newly rebuilt city to be proclaimed.

Following the reception request Pindar details how Psaumis brought glory to the city,
exalting it with sacrifices and by having his city’s name announced when his victories

were proclaimed at Olympia.2® Likewise in prayers hoping for the future prosperity of a

¥ Bremer (1981) 196.

8 Similarly P. 11.11-16 asks the daughters of Kadmos to attend the celebration because the victor
Thrasydaios honored his homeland by having his city proclaimed at the games and by bringing back a
crown, and P. 12.5-9 asks Akragas to receive the victor Midas because he outshone all others in his contest.
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victor, Pindar appeals to the achievement of the victor as sufficient cause for favor. In
Pythian 5 he prays (117-120):
Bedg T€ ol
1O VOV 1€ TPOQP®V TEAET dVVOOLY,
Kol 10 Aomov opoia, Kpovidar pakapeg,
d1doit’ &’ Epyototv auei te Bovaig
Exewv
A god now
willingly brings fulfillment to him,
and for his remaining days, blessed children of Kronos,
may you give him likewise in return for his deeds and counsels...
Again Pindar refers to the victor’s achievement as proof that he is worthy of the gods’
favor.2% In this passage we can also see why an athletic victory provides a compelling
reason for the gods to favor the victor. It is the da qui dedisti motive: the fact that the
victor won is proof that the gods have favored him in the past, and now Pindar wants
them to continue such treatment. The victor repaid the favor of victory with the
recognition of the gods in song, and can be trusted with divine favor again. While other
modes of argument occur in the epinician odes, this type should serve to prove that
Pindar incorporates this particular hymnic activity.

The final hymnic structure is the request, the culmination of the hymn.
Invocation and argument set up the request, calling the god to attention and attempting to
dispose him favorably toward the worshippers so that he is more likely to grant the
request. The request thus generally occurs at the end of the hymn, drawing it to a close.

While the nature of the requests may vary greatly, Race has distinguished two main

types: the general summons, which calls upon the god to be present or to pay attention,

8 Similarly O. 13.114-15 asks Zeus to favor the family of the victor, a request which follows a catalogue of
the victories the family has achieved.
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and the specific petition, which bids the god to perform a specific action.®® Other
distinctions could of course be made. Perhaps most notably, requests have two main
temporal forms, those pertaining to the circumstances of the performance itself, such as
requests that the gods be present or aid in crafting the song, and those pertaining to the
future, such as requests that hope the worshippers will continue to enjoy prosperity.
Grammatically, requests generally take one of two forms: either the imperative, which
directly bids the god do something, or the optative, which hopes that some action will
occur. The vocabulary of requests is not uniformly consistent, but certain requests occur
repeatedly and use similar language. In asking a god to listen to the hymn, for instance,
words such as kAbte, éikovoov, ikeo, and ite are common, while the request that a god
receive the performance almost always uses 6éEan or a related form, and those which
request the assistance of the gods in crafting the song tend to use vuveite or a related
form.

There are sixty-six examples of requests in the epinician odes of Pindar.
Seventeen occur at the end of a poem, while most appear somewhere in the middle.
Grammatically the imperative and optative dominate, as would be expected, and the
vocabulary of listening, arriving, and receiving, which Race noted as being consistently
in use, appears in these requests as well. The types of request that I discussed above are
also represented. Of present requests, two aspire to please the gods, seven hope that the
victor and his celebration will be well received, six ask that the gods attend to the song by

listening or being present at the celebration, and five ask that they play some part in

% Race (1990) 86.
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ensuring the success of the song being performed.” Of those requests directed at the
future, most are general, asking simply that the victor, his family, and his city know good
fortune and prosper, but Pindar does occasionally formulate specific requests. These
include a request for a specific victory in the future, such as a chariot victory for Hieron
or an Olympic victory for Phylakidas,* and a request that the city of Aitna not be
attacked by the Phoinicians.”® The grammatical form, the vocabulary, and the nature of
requests in the epinician odes match what we would expect in hymns.

We have seen how Pindar incorporated the hymnic elements of invocation,
argument, and request into his epinician odes. Their appearance is obvious; more
difficult is understanding why he used them. Two possibilities immediately arise: Pindar
may use hymnic structures in order to engage in divine negotiation in the same way that
cultic hymns do, or he may insert them into the epinician odes as a rhetorical strategy to
make his themes seem loftier through contact with the gods (or, indeed, he may do both).
One might point out a difficulty in interpreting these elements, int hat Pindar does not use
them consistently, nor do all three necessarily appear in the same poems to form a
complete unit. Yet even a cursory examination of Pindar’s cultic hymns shows a similar
usage: they are not so neatly employed as the ideal suggests. Invocations may be
addressed to places and even to objects, such as the invocation of the sun in Paian 9;

arguments may take subtle forms and draw upon reasoning not always immediately

%! please the gods: O. 3.1-4 and P. 1.29-32. Receive the victor: 0.4.1-10; O. 5.1-8; O. 8.1-11; O. 14.1-7; P.
8.1-13; P. 12.1-6; N. 11.1-7. Attend to the song: P. 1.58-60; P. 11.1-6; N. 3.1-12; N. 7.1-8; N. 9.1-3; N.
10.1-2. Ensure success of the song: O. 6.103-05; P. 8.61-69; N. 3.1-12; N. 9.1-3; N. 9.53-55.
20.1.109-11 and 1. 6.7-9.

%N.9.28-32.
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obvious to the reader (though perhaps more comprehensible to the audience);** requests
may center upon the present moment of celebration and the future of the worshippers,
and appear in various parts of the song. Whether Pindar’s cultic hymns could leave out
an element entirely is uncertain, as we do not have a complete example of those poems
extant. If Pindar follows the same practices in regards to these hymnic elements in both
epinicians and cultic hymns such as paians, we have then the strong possibility that he
saw these features serving similar functions in both settings. Hymnic elements allow
Pindar to engage in interaction with the divine audience in his epinician odes, to call upon
the gods, put them in the mindset of the yapig relationship between them and their
worshippers, and draw upon that relationship to request favors. Though this may not be
the primary program of an ode, it is certainly a viable auxiliary program of the ode, and
through close readings of select poems I hope to show how Pindar achieves these
negotiations within the context of epinician.

I have shown how the eidographical tradition that labeled epinician as secular
poetry is inadequate, and has allowed scholars to misunderstand the full nature and
function of the genre, dismissing apparently religious content as decorative. Epinician is
in fact capable of religious functionality - and of genuine communication with the gods,
and there is little doubt that Pindar intended to exercise such a function in his odes. The
setting of the poems at rituals and temples evinces a desire to interact with the gods, as
does their performative mode of danced choral singing, a traditional form used to
establish communication with the gods; the odes have inherited the need to recognize and

thank the gods for their assistance from their victory-song predecessors; and the inclusion

 Thus in Paean 6, Pindar beseeches Pytho to receive him (1-6), and explains that he was called by the
Pythians and obeyed as a son obeys his mother (12), suggesting to her that she should receive him because
he acts out of duty and piety.
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of hymnic structures allows the odes not only to pay the victor’s debt to the gods, but also

by balancing the ydpig relationship to request further favor.

I1l. Greek Prayer

After reviewing the above evidence, we may believe that Pindar and his audience
viewed epinician poetry as capable of religious functionality, participating in the kind of
religious communication modern scholars have traditionally reserved for hymnic genres
such as the paian or dithyramb.” In the following chapters I hope to show specifically
how certain odes engage in communication and negotiation with a divine audience
through the use of prayer. Before | begin my close readings, however, | would briefly
like to examine the concept of prayer in ancient Greek religion in order to provide a
working definition of it for the study. In analyzing prayer, | shall consider not only its
internal aspects — that is, the elements that are included in crafting it — but also its
external aspects — here I think of the prayer’s context, in what situations it might occur,
and what acts might accompany it.

The formal structure of a prayer is a difficult concept to approach, not least of all
because of the common conflation between prayers and hymns. As every hymn has as
one of its aims the fulfillment of a request, for some scholars prayer and hymn are
synonymous, differing only in that prayers are uttered and hymns are sung.®® In this
formulation, a prayer would need an invocation to a god, an argument as to why the god
should show favor to the worshippers, and a particular request. These three elements

combine to form a single unit of request, each part fulfilling some function — calling the

% Mackie (2003) 92 argues that “One function of the epinician ode is to negotiate with the gods on behalf
of the victor, his family, and his city.”
% Bremer (1981) 182.
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god to attention, explaining why he should listen, and so on. Alternatively, some scholars
identify prayers as just requests; any desire uttered by a person to a god or hero then
becomes a prayer.”” There exists a middle road as well. Aubriot-Sévin, in her extensive
study on Greek prayer, writes that a prayer is “toute démarche par laquelle I’homme, ou
bien s’adresse & la divinité, ou bien tente de recourir a des puissances supérieures pour
obtenir un résultat”.”® In this formulation, prayer is more than just a request, for it needs
to be addressed to a god; in other words, for her a prayer must combine an invocation and
a request, but does not necessarily require an argument. Pulleyn, following Aubriot-
Sévin’s lead in discussing the formal structure of prayer, identifies the basic structure
shared by all Greek prayers as an invocation combined with a request.*® In this way the
request is not simply uttered but is directed at a particular god, drawing him into
communication with the speaker; at the same time the argument element seen in hymns is
discarded as not absolutely necessary to the interaction, for the request is predicated upon
the ydapic relationship between god and worshipper that may be understood by both
parties without expressing it verbally, or that relationship may be affirmed through an
accompanying dedicatory act.*®

Examining the internal structure of prayer, however, does not provide a complete
picture. After all, prayer exists in some kind of context, and this too should be addressed.

As Depew notes, “The function and characteristic form of an ancient Greek prayer must

certainly have depended upon elements inseparable from the occasion of its utterance: the

" Hamilton (1974) 17 describes his Future Prayer as a simple request with the optative.
% Aubriot-Sévin (1992) 24.

% pylleyn (1997) 7.

1% pylleyn (1997) 37.
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location where it was spoken...[or] accompanying ritual action”.’®* Depew suggests that
prayers would have been uttered in specifically sacred spaces such as the temenos of a
temple, a location infusing speech and action with a sacred quality.'®* The prayer also
should not stand alone, as it were, but accompany a ritual act such as a sacrifice or
dedication to a god. In this Depew follows Pulleyn, who argues that uttering a prayer is
not enough to make it effective; it must be associated with a sacrifice. As noted above,
such ritual acts may take the place of an argument: an argument normally reminds the
gods of the status of the yapig relationship in order to charge them to act, but a sacrifice
or dedication may equally put the gods in debt and urge them to grant favors.'*

| would now lay out my own conception of prayer. Following Aubriot-Sévin and
Pulleyn, | define prayer as a combination of invocation and request. The inclusion of an
invocation shows that the poet is specifically intending to communicate a request to a
particular god; in other words, that he wants a god to hear the request and be persuaded to
act upon it. The vast majority of these prayers contain invocation in the vocative,
following the ‘Du-Stil’.?* A small number of the prayers in Pindar’s epinicians refer to
the god in the third person, following the‘Er-Stil,” more commonly associated with
rhapsodic hymns;'% I include these among the prayers as they have a clear addressee.

I want to contrast prayers with what [ am terming a ‘religious wish’. A religious
wish is a request spoken without any invocation, though sometimes the unspecified 6¢og

is named. Without a specific addressee we cannot be certain that Pindar intended to

1% Depew (1997) 229.

192 Depew (1997) 229.

1% pylleyn (1997) 8.

104 Norden (1956) 143-63. See also Race (1990) 103.

195 Norden (1956) 163-68. See also Race (1990) 103. Race (1990) 102-03 argues that Pindar drew on the
traditions of both cultic and rhapsodic hymns in writing his epinician odes, but that cultic hymns dominate;
this analysis accords with my findings in the epinician prayers.
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communicate these religious wishes to a divine audience, or if he is using them in an
offhand or rhetorical way. He may, of course, have used some rhetorically and some
sincerely, but as it is more difficult to discern intent, I will not focus on them when they
appear in the odes.'®

This definition of prayer is not meant to deny the possibility that Pindar could
utilize the form of a prayer without intending to make an authentic request of the gods.
Pindar is a master poet and has the skill to manipulate conventional forms for artistic
ends. There are certainly examples of prayers in the epinician odes that fit my technical
definition but that are of doubtful religious functionality. When Pindar addresses places
— not a nymph or hero associated with a location, but the place itself — we are right to
question whether the ancient Greeks actually believed a city or a location, however holy,
was sentient or imbued with any kind of power, and thus whether they could worship it as
they might a god. When in Isthmian 1 Pindar addresses the island of Delos, praying that
it might forgive him for privileging his native Thebes above the sacred haunt of Apollo, it
is far more likely apostrophe than a sincere prayer. In these cases, prayers may indeed

fulfill a rhetorical function. It is not my desire to force every prayer that appears in an

1% 1n my definition of prayer I differ in my terminology from Race, who has also studied and classified the
prayers of Pindar’s epinician odes. Race identifies those passages of hymnal invocation in the epinician
odes as hymns, including those invocations that terminate in a request to the god; his ‘hymn’ thus
corresponds to my conception of ‘prayer’. Moreover, he distinguishes hymns from what he calls prayers,
which are requests made to an unspecified divinity; thus his ‘prayers’ correspond to my ‘religious wishes’.
Given the importance of the request component to a hymn (cf. Race [1990] 103, where he notes that cultic
hymns “emphasize the request,” and Bremer and Furley [2001] 60, who say that “the prayer is the climax,
the point of the hymn as a whole.”), studies of hymns have tended to blur the line between prayer and
hymn. | am attempting to preserve a clear distinction between a hymn and a prayer. A hymn is more
complex than a prayer and contains an entire program for disposing the god favorably to the request (cf.
Pulleyn [1997] 55, who makes a similar distinction, noting that a hymn attempts to negotiate with the gods
and create yapig, but a prayer does not), as well as a dimension of performance through song and/or dance.
| realize that my definition of prayer, which combines the hymnic elements of invocation and request, may
still create some confusion, so I use ‘request’ of any petition uttered by a worshipper, but ‘prayer’ only of
those requests whose addressee is clearly delineated by an invocation. Requests, not prayers, form the third
element of hymnic structure.
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epinician ode into an example of a sincere moment of religious communication; to do this
would be to stretch Pindar’s compositions and rob him of an artistry that is able to look
beyond the literal. Equally, however, it would not be prudent to deny every example of
prayer the possibility of religious functionality on the basis of certain counterexamples.
When Pindar addresses a god such as Zeus with a prayer asking that the victor, the
victor’s family, or his community prosper in the future, it is difficult to believe that this is
merely rhetorical, and would require us to view Pindar, traditionally considered the most
pious of poets for his conservative attitude towards the gods (at least in comparison to his
Attic contemporaries), as calling upon them simply to associate them with the victor and
amplify the glory of the celebration. It is easier to believe, and more likely, that Pindar is
making an actual prayer.

In this study, I intend to offer readings of Pindar’s epinician poems which
highlight the way that the odes act as a mode of communication between men and the
gods. In Chapter 2, I will examine Pythian 8, written for an Aiginetan victor in a period
when Aigina was subject to Athenian rule. In this poem, Pindar reminds the gods of their
role as arbiters of justice and highlights the inherit qualities of the Aiginetan people in
order to persuade the gods to redress the injustice done by men in stripping Aigina of its
autonomy. In Chapter 3 I will look at Isthmian 6, one of three of Pindar’s surviving
poems dedicated to a son of Lampon, in which Pindar negotiates for continued success
for Lampon’s family, and the permanence of the fame the family has already accrued.
Chapter 4 focuses on Nemean 9, composed for Khromios, the governor of Aitna, and uses
the qualities of both ruler and city to persuade the gods to grant the city their favor and

protection. In Chapter 5 I turn to Olympian 13, a poem that stresses the excellence of the
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victor’s family and community while asking the gods to allow that excellence to continue
in future generations. Through these four studies, I hope to show that Pindar mediates
between the mortal worshippers and divine audiences, communicating messages to each

party and negotiating for the status of the future relationship between them.
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Gracious-minded Hesychia, O daughter

of Dike, you who makes cities great,

holding the highest keys

of counsel and war,

receive this Pythian honor for Aristomenes.

For you know when to perform gentle deeds

and when to suffer, with certain timing.

Whenever someone holds

relentless anger in his heart,

you, harsh to your enemies,

meeting him with strength set

his insolence into the flood, you whom Porphyrion did not perceive
angering beyond measure. Gain is dearest,

if one carries it from the home of a willing giver.

Violence overcomes the arrogant in time.

Cilician Typhos, the hundred-headed, did not evade it,

nor the king of the Giants; they were subdued by the lightning-bolt,
and by the arrows of Apollo; Apollo who, with a favorable mind,
received from Kirrha the son of Xenarkes crowned

with Parnassian grass and a Dorian song.

Not far from the Charites falls

the island with her just cities,

touching upon the famed virtues

of the Aiakidai; it holds a perfect

reputation from its beginning. It is sung of by many,

having nourished heroes mighty in the prize-bearing contests
and in swift battles;

and it is also distinguished in these matters for its men.

But | am without leisure to dedicate
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the whole long-winded account

with lyre and soft voice,

lest satiety coming on irritate. But let my debt to you,

O youth, the latest of your victories, which runs at my feet,
go forth winged by my skill.

In wrestling you follow your mother’s brothers,

and do not shame Theognetos at Olympia,

nor the strong-limbed victory of Kleitomachos at Isthmia.
Exalting the Meidylid clan you prove the saying,

which once the son of Oikles, looking upon seven-gated
Thebes at the sons standing by their spears, riddled,

when the Epigonoi came

from Argos, a second campaign.

Thus he spoke while they fought,

“The inborn will of their fathers

is clear by nature in the sons. | see clearly

Alkmeon wielding the mottled serpent on his shining shield,
first at the gates of Kadmos.

And the hero Adrastos,

suffering from the previous misfortune,

now meets with the message

of a better omen; but at home

he will endure the opposite. He alone of the army of the Danaans
will gather the bones of his dead son, and by the will of the gods
will return with his army unharmed

to the broad streets of Abas.” Amphiaraos

said such things. | myself rejoicing

cast crowns upon Alkmeon, and | shower him with hymns;

as he, my neighbor and the guardian of my possessions,
appeared to me going to the famous navel of the earth,

and spoke prophesies with his inborn talents.

And you, Far-shooter, who is lord

of the well-famed temple receiving all
in the vale of Pytho,

there you granted this greatest of joys,
and again at home you led forth to him
an alluring gift for the pentathlon at your festival;
Lord, I pray to you, with willing mind
oversee some harmony

in each step as | go.

Dike stands by

the sweet-singing chorus. | ask
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that the regard of the gods be without envy, Xenarkes, toward your fortunes.

For if someone achieves noble deeds without great toil,

53



he seems to many to be a wise man among fools,

arming his life with right-counseling devices. 75
But these things do not rest with men; a god grants them;

casting up now one man and then another, another down under his hands,

he enters the contests in proportion; you hold a prize at Megara,

and in the valley of Marathon, and at Hera’s local contest

you gained mastery in the action, O Aristomenes, with three victories. 80

from above you fell upon four

bodies, thinking grim thoughts,

nor is a sweet homecoming is judged

for them at Pythia, as for you,

nor will sweet laughter rouse joy when they returned 85
to their mothers; along alleyways apart from their enemies

they cower, bitten by misfortune.

But he who was allotted some new fortune

in his great splendor

flies beyond hope 90
on the wings of his prowess, having

a pursuit greater than wealth. In a short time the pleasure

of mortals grows; and thus it falls to the ground,

shaken by an averting thought.

Creatures of a day; what is someone? what is no one? 95
Man is the dream of a shadow. But when a god-given gleam comes,

there is for men a shining light and a sweet lifetime.

Aigina, dear mother, guide this city

on a free course, with Zeus and lordly Aiakos,

and Peleus and brave Telamon and Achilles. 100

I. Overview

54

Pythian 8 has long captured the attention of scholars, thanks both to its apparent

connection with political developments of the period, composed as it was for an

Aiginetan victor at a period when Aigina was suffering under Athenian hegemony, and to

what are arguably the most famous lines in all of Pindar (95-96):

gnapepot: ti 0€ TiG; Ti 6’00 TIG; oKdg dvap
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avOpwmog

197 Carne-Ross (1985) 183 calls the lines “the greatest perhaps in Greek”.
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No study of the ode has focused exclusively on its prayers, however, and I hope in this
chapter to provide a reading that illustrates how Pindar mediates with the gods on behalf
of the victor and his community in response to the political situation affecting these
people, creating a program of negotiation visible not only in the prayers themselves but
throughout the ode. | do not intend to suggest that this is the only possible reading of the
prayers or the ode: Pindar may allude to various themes in his compositions, weaving
together themes of praise, warning, thanksgiving, and other concerns along with thoughts
of the future. Rather, by uncovering Pindar’s program of negotiation, | want to show that
epinician odes are capable of religious value as a medium for communicating with the
gods.

In order to analyze the ode, | have broken it into six sections. In the Prayer to
Hesychia (1-18), | show how Pindar establishes the problem of injustice as a theme for
the ode through an invocation of Hesychia, the personification of civic peace, that recalls
the injustices that Aigina has suffered at the hands of Athens. The gnome that follows
establishes that Aigina, represented by Aristomenes, earns its gains, while others, such as
Athens, take their gains by force, a rule seen in the struggles of Typhoeus and
Porphyrion; it lies with the gods, moreover, to oppose the latter kind, as Hesychia and
Apollo have done. In the Warning about Unearned Gains (18-20), Pindar promises the
audience that the gains of violent men are fleeting, and reminds both men and gods that
the time will come for Athens to fall. In a lengthy section on Inherited Excellence (21-
60), Pindar establishes the qualities of the Aiginetans, ones they have espoused from the
beginning of their line to its latest representative, ones that both earn the favor of the

gods, and prove that they are favored by them. In the Prayer to Apollo (61-71), Pindar
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asks the god to ensure that his praise of the victor is proper so that he does not offend the
gods. Pindar then spends much of the final triad considering the Role of the Gods in
Mortal Life (71-97). He counsels the audience on the vicissitudes of mortal life, as all
fortune and success that men enjoy lie ultimately with the gods to grant and withdraw.
With the gods’ role and the Aiginetans’ quality well established, Pindar ends with a
Prayer to Zeus and Aigina (98-100), calling on the gods to grant Aigina its freedom once
more, opposing hubris and allowing the wheel of fortune to continue to turn, moving
back toward a cosmically ordained station. Politics is in the mind of Pindar and his
audience, and by linking those circumstances to the universal truths that he as a poet is
privy to, Pindar can assert the prayers of the victor and his community and assure them

that those requests are worthy of the gods’ favor.

I1. The Circumstances of the Ode

The date of Pythian 8 has been the focus of much debate. A scholiast provides us
with a precise date: Aristomenes’ victory was in the A¢', or 35", Pythian Games, those
held in 446 BCE. Most scholars accept this date,'® not just because of the scholiast’s
note but also because it accords with the victory of Theognetos, Aristomenes’ uncle.
Theognetos won an Olympic victory in wrestling in 476 BCE,'® and it is reasonable to
believe that thirty years might pass before his nephew could compete in the games.
Scholars also point to historical events to support the date. In the closing prayer, Pindar

prays to Aigina, along with Zeus and the Aiakid heroes, that she might éAev0ép® oTOA®

198 The date has been accepted by Bornemann (1891) 230-247 and Gaspar (1900) 165-167, Farnell (1932)
192, Burton (1962) 174, Lefkowitz (1977) 209, Kirkwood (1982) 201, Cole (1992) 101, Gentili et al.
(1995) 211, and Mosshammer (1982) 15-30.

199 Robert (1900) 141-95 restored Theognetos’ name in the Olympian victor list (P.Oxy. IT 222.10), setting
him in the 76™ Olympiad, or 476 BCE.
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oA Tavde kOle, ‘guide this city on a free course’ (98-99). In order to understand the
implications of this phrase, let us consider the political situation of Athens and Aigina at
the time.

The relationship between Athens and Aigina was historically hostile. A period of
peace did follow the Persian War, but that ended with the growing power of Athens,
especially at sea, and the beginning of the “First Peloponnesian War” in 459/8 BCE.
After Megara left the Peloponnesian League for the Delian League, war soon broke out
between Athens and Corinth. Aigina feared that an Athenian victory over Corinth would
give the city control over the Saronic Gulf, and Athens engaged Aigina at sea near the
island of Kekryphaleia. There Athens won a major naval victory, and followed it by
besieging Aigina itself."*° In 457 BCE Aligina capitulated, and the city was forced to
remove its walls, give up its fleet, and pay a yearly tribute to Athens.*** These conditions
were hard on the Aiginetans, who surely resented being under the control of their ancient
enemy.

In 447 BCE Athens’ power showed signs of weakening as Boiotia, which had
fallen to Athenian leadership after the Battle of Oinophyta in 457 BCE, was the scene of
an Athenian defeat at the Battle of Koroneia and regained its independence, an event that
was soon followed by the revolts of Euboia and Megara.'? A Spartan expeditionary
force had reached Eleusis before it retreated. Athens was induced to seek peace, and it

entered into negotiations that resulted in the Thirty Years’ Peace, a treaty struck in 446

10 Thye. 1.105.2.
1 Thyc. 1.108.4.
Y2 Thye. 1.114.1.
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BCE. Under the terms of the treaty, Aigina remained subject to Athens.**® I

Aristomenes’ victory belongs to that same year, then we may interpret the prayer at the
end of the ode as referring to the hopes of Aigina, and Aristomenes’ family in particular,
to be free from Athenian subjugation. Whether the ode came before or after the outcome
of the treaty was known is difficult to determine, but either suits the closing prayer: if
before, then the ode may look to the treaty with the hope that it will reinstate Aigina’s
freedom,* and, if after, it prays for the freedom Aigina deserved but was denied. While
both sentiments are equally able to account for the closing prayer, | prefer the second
interpretation.™> The ode, as we will see, deals heavily with the themes of justice and the
influence of the gods in the lives of men, and so suggests a moment when Aigina, denied
justice by men, turned to the gods to distribute it.**®

The ode may also deal with internal strife at Aigina. Following Athens’

subjugation of Aigina in 457 BCE, it no doubt installed pro-Athenians in power to secure

its influence. With the Athenian defeat at Koroneia, however, the traditional elite that

3 Under the Thirty Years’ Peace Aigina did admittedly preserve its autonomy (owtovopia), but the
precise implication of that term is difficult to understand: it certainly did not preclude the loss of its walls
and fleet and the burden of paying tribute to Athens, and indeed Aigina complains to Sparta in 432 BCE
that Athens has violated the condition of autonomy anyway. For a fuller explanation, see Figueira (1990 ~
1993, 255-88).

Brown (1951) 5 believes that the mood of the ode is better suited to prior composition, as there is
throughout anxiety about ‘the uncertain future’; similarly, Mullen (1973-74) 476 argues that it preceded the
treaty given the prayer for Aigina’s freedom, a hope which would be more understandable while awaiting
the outcome of the discussions.

15 The second interpretation is favored as well by Figueira (1993) 216: “although the victory of the
honorand Aristomenes is dated to 446, it is sensible to conclude that the terms of the Thirty Years’ Peace
were already known at the time of the performance.”

1% Some scholars, reading koie as ‘preserve’ rather than ‘restore,” posit an earlier date for the ode,
pushing it back to a period when Aigina’s freedom was merely threatened, not lost. Miiller (1817) 177
emends the scholiast to read Ay' for a date of 458 BCE, around the time of the battle of Kekryphaleia, and
Fennell (1883) 235 emends to A", 32", for 462 BCE, a period when Athens’ subjugation of Thasos had
roused fears of its growing power. A funerary monument discovered on Aigina for an Aristouchos, son of
Aristomenes, may disqualify these earlier dates: Polinskaya (2002) 403-05 suggests the Aristomenes may
be the victor of Pythian 8 (but concedes that such an identification is impossible to be certain of) and as the
monument is dated to the 4" ¢. BCE it becomes a stretch to set Aristomenes alive as early as 478 BCE,
even as a youth.
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previously held power may have been able to regain some of that control. Aristomenes’
victory comes at this time, and, if he is indeed a member of a family that participated in
the previous oligarchy, as | suggest below, provides the traditional elite with an
achievement symbolic of their former glory and power. At the same time, however, such
a moment would be dangerous to the island, as the traditional rulers and the pro-Athenian
elements would now be in conflict. Thus Pfeijffer argues that Pindar’s references to
Diké, whom he describes as, “often invoked in justification of maintaining the existing

situation or of returning to a previous status quo,”*"’

suggest that Pindar uses the ode to
pray for a restoration of the previous order in which the traditional elite ruled Aigina.
Some scholars have tried to divest Pythian 8 of any political significance;
Lefkowitz, for instance, writes, “I think it is a mistake...to see in the ode a sense of
despair, either because the poet supposedly senses that aristocratic values are decaying, or
because he resents Aegina’s subjection to Athens...In fact he does not place any
emphasis on any of these matters, but rather on the nature of heroism”."*® Lefkowitz’s
position likely arises as a reaction to historical readings of Pindar, in which scholars used
the epinician odes as evidence attesting to the historical circumstances surrounding the
poet, the victor, or the community.*® Yet while this approach has yielded poor results,
we should not hasten to the opposite extreme and declare that ancient Greek poetry was
unconcerned with current affairs, especially when the poetry so strongly suggests

otherwise. Pythian 8 contains a number of signs of interest in the current circumstances

of the victor and his community: the references to hubristic powers such as Typhoeus and

17 pfejjffer 1995b 1509.

18 | efkowitz (1977) 219.

9 This is, for instance, the approach of the ancient scholiasts, whose analytical efforts resulted in
conjectures that are today rejected; see Lefkowitz (1985), in which she dismantles this approach.
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Porphyrion suggest allusions to Athens, and the closing prayer, which appeals to Zeus,
Aigina, and the Aiakid heroes to restore Aigina’s freedom (98-100), clearly is in touch
with the present concerns of the Aiginetans. Indeed, many scholars have read the poem

.. .. . . 120
as a commentary on Aigina’s troubles, or a denunciation of Athenian actions.

We may
look instead to the approach of Carne-Ross, who advocates a middle-ground, as a guide
to reading the poem. For him, we cannot read Pythian 8 as simply encoding political
issues, but neither should we preclude references to the ‘issues of the day’; instead, we
should see how Pindar refers to immediate problems and links them to universal laws of
the world by juxtaposing them with gnomic statements or myths that illustrate legendary
examples of these problems.'?

The victor of Pythian 8 is Aristomenes, the son of Xenarkes, a member of the
Meidylid clan of Aigina. The scholiasts tell us only that the Meidylids were a clan'?? on
Aiigina named after an early hero Meidylos,'* and we do not possess other evidence for
the family, its members, or its activities. Scholars have argued generally that athletes
participating in the crown games must come from aristocratic families as laborers and

farmers could hardly afford either the time necessary to train for and attend the games,

nor could they afford lavish celebrations to mark a victory such as a Pindaric epinician

120 Notable are the studies of Farnell (1932), Brown (1951), Mullen (1973-1974), Figueira (1993) 216-217
and Pfeijffer (1999).

12! Carne-Ross (1985), 185-189. As he puts it (189): “If Pindar praised men and their communities in a
way never done before or since...he did not do so by tying one hand behind his back and excluding much
of what most deeply concerned them.”

122 The Meidylids were an Aiginetan patra. The term patra has come under scrutiny, with various
suggestions offered as to its true scope. Burnett (2005) 15 has suggested they were akin to tribes, and that
Aigina had ten ruling patrai. Better, however, is the idea described by Morrison (2011) 318-21, that the
patra includes a patrilineal group larger than the oikos, but smaller than the tribes suggested by Burnett.
123 5 Pind. Pyth. 8 53a.
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ode.™® The Meidylid clan must have been wealthy, then, and one could infer that they
were one of the merchant families of Aigina that prospered through trade. It is even
possible that the Meidylids participated in the oligarchy that ruled the island before it fell
to Athens in 457 BCE. If these suppositions are correct, then at the time of the
composition of Pythian 8 the Meidylid clan would especially have been affected by the
reaffirmation of Athenian hegemony over Aigina, as it would have confirmed the loss of
their traditional political power.

The performance of a Pindaric ode, as | have noted, is difficult to reconstruct, but
Pythian 8 provides us with certain clues to its circumstances, suggesting that the ode was
performed in Aigina by a chorus of Aiginetan citizens. That Pythian 8 was performed in
Aigina rather than Delphi at the conclusion of the Pythian Games is obvious from the
text. In the first triad Pindar explains how Apollo received Aristomenes when he was
crowned for his victory (18-20):

Og eOUEVET VO
Eevapkeov €dekto Kippabev éotepavouévov
viov moig [Mapvacsidt Aoplel 1€ KOU®.
who, with a favorable mind,
received from Kirrha the son of Xenarkes crowned
with Parnassian grass and a Dorian song.
Here Pindar describes the celebration of Aristomenes’ victory that took place when the
victor accepted his crown at Apollo’s temple in Delphi: thus Apollo himself receives

Aristomenes, and the victor wears a crown woven from the grass of Parnassos, one of the

two peaks overlooking Delphi. The current ode is the epinician composed for

124 pritchard (2003) 293-349 and Kyle (1987) 102-23, (2007) 209, though others, especially Young (2004)
92-101, suggest that the idea that athletics were reserved for a leisured upper-class is a Victorian
development (championed especially by Gardiner [1910]) and that athletes of all social classes participated
in the games. Nevertheless, given the need to commission a poem and hire and train a chorus to perform,
celebrations of athletic victories such as Pindaric epinician must have been costly.
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Aristomenes’ homecoming. Indeed, Pindar takes care in Pythian 8 to praise the island,
calling Aigina a city favored by the Charites and filled with men valiant in athletics and

war.1%®

The emphasis on Aigina’s excellence suits a performance on the island with an
audience of Aiginetans, where the lavish praise can unify the victor and the viewers in
shared pride of the city glorified anew by Aristomenes’ achievement.

The performers of the ode were most likely a chorus of Aiginetan citizens. Pindar

refers to a kdpog in lines 70-71.:

KOU® PEV AOVUELET
Aiko TopECTAKE.

Dike stands by
the sweet-singing chorus.

Pindar has just prayed to Apollo for assistance in composing the song, asking that the god
assure its harmony, and now thinks of those performing the ode; the k®pog must then
refer to the performers.’® That the k@pog comprised Aiginetan citizens is also suggested
by the ode. Kurke has suggested that epinician odes performed in a victor’s hometown
would naturally be performed by a citizen chorus, given that epinician functions in part
by allowing citizens to recognize and receive the glory the victor has earned.*?” At the

very least, even if Pindar or the patron hired some professional singers, the chorus was

1% See wv. 21-27.

126 pythian 8 has been nominated for solo performance by Lefkowitz (1988) 10n.35, who points to a
passage in which the speaker protests that he cannot recount all the glories of Aigina, adding Avpq € kot
@Béypatt porbaxd (P.8.31). Lefkowitz supposes that this speaker, therefore, plays the lyre and sings the
epinician along with it. Carey (1989) 552, however, identified this same passage as an example of ‘oral
subterfuge,” the process wherein Pindar speaks as though he is in the process of composing the song,
though the composition will have been completed by the time of the performance. Pindar inserts this
lament not because it reflects reality, but to heighten the praise of Aigina. Indeed, Carey argues for a
technique he calls ‘scene-setting,” in which the fictive composition stresses a point, such as the difficulty of
praising a patron adequately. Alternatively, one may follow Morgan (1993), and consider this passage as
an example of Pindar removing himself from the song so that it has value in its performances, both the
original and any future reperformance: “It is Pindar’s personal presence that guarantees the victor’s, and he
must continue to be master of the revel” (13).

127 Kurke (1991) 102.
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certainly meant to represent the community as it worked through the reception of the
victory. There is an emphasis upon the excellence of Aigina and its men, as | discussed
above, an attitude that befits an ode performed by and for Aiginetans. The strongest
evidence for a citizen chorus, however, comes in the final lines of the ode when the
chorus calls upon Aiywa ik pdtep, ‘Aigina, dear mother’ (98). Such an address is
natural for performers native to Aigina who consider either the island itself, or the nymph

who began the line of Aiakid heroes and who gave the island its name, a mother to them.

I11. The Prayer to Hesychia

Pythian 8 opens with an invocation and prayer to Hesychia. Ancient evidence for
the deity is limited; the only other references to her in Greek literature occur twice
elsewhere in Pindar’s corpus (at O. 4.16 and r.109), and once in Aristophanes (Birds
1321-21). These passages suggest that Hesychia was a deified concept who represented
the virtue of civic peace, the quality of a city free from stasis.'*® By calling upon
Hesychia in the opening line of the ode, Pindar is establishing the idea of the island’s
former civic peace as a theme. Throughout the ode, Pindar will point to the ways in
which Aigina’s peace has been disturbed, either through the violence of Athens in
subjugating the island, or the conflict between pro- and anti-Athenian parties, and will
ask the gods to redress these problems.

The prayer follows a very traditional format, with an invocation in the vocative
along with epithets and the goddess’ lineage, a description of her powers, and finally the

request. Starting with an invocation, Pindar calls upon Hesychia and describes her

128 The concept of fiouyia. was in use in the vernacular of the day to signify a city enjoying internal peace:
see Wade-Gery (1932) 224, Mullen (1973-1974) 479, and Carne-Ross (1985) 170.
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qualities, as well as the circumstances under which a city might enjoy them. The goddess
is called peyiotonolic, ‘you makes cities great’ (2), an adjective suggesting that when a
city is free of otdotc, and instead enjoys civic peace, it will prosper.?® Pindar also refers
to Hesychia by the epithet pixoppov®, ‘gracious-minded’ (1),*** which suggests that
Hesychia is a positive quality associated with divine favor, or arising from it. The epithet
also subtly reminds the goddess that the Aiginetans have experience of her gracious
mind: before, when the Aiginetans maintained their traditional government, they enjoyed
political tranquillity and the city thrived. In this way Pindar establishes that Aigina has
previously received divine favor, a favor that manifested itself as civic peace.

Pindar goes on to describe Hesychia’s lineage, another common device in prayer.
Hesychia is the daughter of Dike, ‘Justice’ (1-2); elsewhere in Pindar we learn that Dike
is the sister of Eunomia and Eirene, and all three are the daughters of Themis, ‘Law’.**
The inclusion of Hesychia’s pedigree helps him to show why the Aiginetans’ concerns

fall into her sphere. Dike, like her mother Themis, establishes what is right, in the sense

of what is owed to each person; Pindar suggests that Hesychia too is connected with

129 The scholiasts render peytoténoiic in two ways. T Pind. Pyth. 8 3b reads it as meaning that Hesychia is
considered the highest virtue by cities, while X Pind. Pyth. 8 3c interprets it as meaning that when cities are
rid of otdoig, and enjoying novyia, they are then great. Pindar may in fact have had both senses in mind,
but the latter fits strongly with the theme of the disruption to civic order that Aigina has suffered which
runs throughout the ode.

130 The word is echoed later with other gods: Apollo is described as having a edpevsi voe during the
celebration of Aristomenes’ victory at Delphi (18) and a éxévti voe for Pindar’s later request (19) (though
scholars disagree over whether the éxdvt voe applies to Apollo or Pindar; see below, n. 154). These
reminders of the favorable dispositions of the gods help not only to remind them of times when they were
gracious before, but also to suggest that they should be gracious again in the future.

31 The sense of this epithet is recalled in the other instances of Hesychia in Greek literature: in O. 4.16
Pindar refers to her as gi\émoiwv, and in Aristophanes Av.1321 she is called dyovoepovoc.

32 0. 13.6-8: év 1 yap Edvopio vaiet kaotyvita te, Padpov moriov dogaléc, | Aika kol OpOTPoeoC
Eipfva, tap’ avdpdot mhovtov, | ypoceot moideg evfodrov Oéutog. Pindar borrows this lineage from
Hesiod, Theog. 901-06; see above n. 18.
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justice, arising when each person receives what he deserves.*** Athens in subjugating
Aigina and the Thirty Years Peace in upholding what must have seemed to the Aiginetans
an unfair allotment of their island to Athens failed to respect Diké. At the same time
Athens has brought about stasis on Aigina, as the people split into pro- and anti-Athenian
factions, and so destroyed their hesychia. The civic peace that Aigina had previously
enjoyed has been lost, and it falls to the gods to restore it.

Pindar asks Hesychia to receive the tiud, ‘honor,” (5) due to Aristomenes from his
victory. The request is traditional: asking a god to receive a victor is a common feature
of opening prayers in epinician, and the use of a form of 6¢yopow — here the imperative
Séxev — is characteristic of these prayers.™* The reception motif may function by asking
the god to accept the victor’s achievement, and not to become jealous of the praise and

135

honor bestowed on a mortal athlete.™ When the god invoked is representative of the

community — some kind of patron, such as a nymph associated with the area™*®

- the god
may also, by receiving the victor, offer the audience an example, directing them to
recognize and praise the victory, lest they become jealous of the glory he has accrued.*®
If a god shows that he or she is pleased with the victor and not jealous of his
accomplishment, then the god may signal to the audience that they need not fear or envy

the victor either. The invocation of Hesychia in particular may hold further significance.

The goddess, as we will soon learn, knows when to perform gentle deeds and when to

133 As Gildersleeve (1885) 328 observes, “Hovyia, domestic tranquility, is eminently the daughter of right
between man and man.” See also Pfeijffer (1995a) 160-62.

340.4.1-10, 0.5.1-8, 0. 8.1-11, 0. 14.1-17, P. 12.1-6, N. 4.9-13 and N. 11.1-7 all display an opening
prayer with a reception motif; of these all but N. 4 use a form of 6¢yopa.

135 Mackie (2003) 23-24 warns that “there is a danger that the gods, if provoked by the celebration and
magnification of the victor, may even out the balance and reverse the victor’s success by inflicting a bout of
ill-fortune.”

138 Kamarina in Olympian 5, Syracuse in Pythian 2, the daughter of Kadmos in Pythian 11, Ortygia in
Nemean 1, and Theba in Isthmian 1 and 7 are such patrons.

137 See Bulman (1992) 13 and 20, and Mackie (2003) 18 for the envy that a victor’s community may feel.



66

stand strong (6-7); specifically, she stands strong against violent and hubristic men (8-
12). By receiving Aristomenes’ tiud,™*® Hesychia may signal to the audience that
Aristomenes is not a hybristic man, seizing what is not his by force — he has earned his
gains rightfully through competition. He (and his family and peers, presumably) receives
what is allotted to him by the gods, and this very quality of respecting the gods’ role in
meting out fortunes proves to the gods that he is worthy of their favor. Aristomenes is,
moreover, representative of his patra, and to a certain extent the traditional elite of
Aigina, and his victory both shows that he and his peers embody the virtues favored by
the gods, and suggests that the gods may well favor them again.

The warning against seizing gains by force rather than earning them or being
allotted them is expanded through a gnomic passage. Pindar uses gnomai not only in
order to provide advice to his victor and audience, but also to assert the universality of
certain situations and thus predict consequences.™® He warns that gains accrued through
force are fleeting (13-15):

K€POOG 0¢ PiktaToV,
EKOVTOG €1 TIG €K dOUWV PEPOL.
Bia 8¢ kol peydrovyov EoQaiev &v ypov®.
Gain is dearest,

if one carries it from the home of a willing giver.
Violence overcomes the arrogant in time.

138 This word, as Pfeijffer rightly notes, can refer to any external evidence of the victory, and as such could
apply to a crown as well as to the celebration. Because there is no evidence for a temple or shrine to
Hesychia, Aristomenes can hardly dedicate his crown to her, and as such tipa is better understood as the
celebration surrounding the victor’s return. This is the only instance in a reception prayer where Pindar
asks the god to receive tipa specifically; elsewhere he asks the god to receive the kapog (0. 4.9, 0. 8.10,
0. 14.16), the @dog (O. 4.10 — referring to the song), the Gotov/ddpa (O. 5.1-3, presumably referring to the
honor of victory), the ctepavapopiav (O. 8.10, referring to the crown), and the victor himself (Aristagoras
inN. 11.3).

139 As Carne-Ross (1985) 19 explains, “gnomic sentences...are a means of understanding the local and
particular in the timeless terms of general truths.” Mackie (2003) 88 thus likens Pindar to a prophet, “...the
prophet understands the way the cosmos works. He knows what actions performed by mortals are likely to
cause what kinds of response from the gods.”
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He then provides mythical exempla to provide proof that the maxim has always been
true, in the stories of Porphyrion, one of the Giants who sought to overthrow the

Olympian gods,**°

and Typhoeus, the beast that nearly overcame Zeus early in his reign.
Both desired sovereignty in the world, but Zeus alone had the right to it, and when they
attempted to take it by force both were overcome. For an Aiginetan audience, the idea of
violent gain would likely have led them to think of Athens,*** especially as Pindar’s
mythical exempla are rooted in the idea of rightful sovereignty being disrupted. The
gnome, by asserting that such gains are always lost, offers an assurance to the Aiginetans
that Athens’ actions will someday be reversed.

At the same time, the gnomic passage also addresses the divine audience of the
gods. While they, as gods, already know the laws that govern the world, Pindar gently
reminds them that it is in their hands to uphold those laws. Aristomenes achieved his
victory at the games because of his own talents and the favor of the gods; his gains must
therefore be protected. We might also think of Aigina’s conflict with Athens, of course:
Athens did not take what the gods granted to them, but seized Aigina by brute force. The
gnome reminds the gods that such gains are not lasting, and suggests to them that they

should oppose Athens, which flouted not only wisdom but the gods in using hybris to

gain its ends.

140 porphyrion is here identified as the king of the Giants, but nowhere else is called this, and was
traditionally simply one of the Giants involved in the Gigantomachy, albeit one who has been depicted
locked in combat with Zeus on Berlin F2531, a kylix dated to around 410-405 BCE. In [Apoll.] Biblio.
1.6.2 Porphyrion attacked Heracles and Hera and, overcome with lust for Hera, tried to rape her, at which
point Zeus struck him with a lightning bolt and Herakles shot him with an arrow; Tzetzes Lycophr.63
agrees in this.

141 pfeijffer (1999) 433 suggests that the hybristic man is representative of Athens — after all, Athens seized
its power from unwilling sources such as Aigina — and considers the possibility that Koroneia stood as an
example of Hesychia standing against Athens.
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IV. A Warning about Unearned Gains

The gnomic passage (13-15) serves a structural function as well by shifting the
focus of the poem from Hesychia, whose invocation allowed Pindar to set out the
problem of the civic peace that Aigina had lost, and mark the dichotomy Athens as
overreaching and Aigina as accepting of the gods’ will, to Apollo, an Olympian god
whom the Aiginetans regularly worshipped (as is evidenced by the existence of a temple
to Apollo at Cape Kolonna). Apollo, Pindar reminds the audience, has also opposed
violent men and restoring order. Pindar names him and Zeus as the ones who defeated
Typhoeus and Porphyrion, and thus as being concerned with opposing violence and
preserving traditional power structures.**> Through this brief mythical account, then,
Pindar not only reminds Apollo of his previous actions, but suggests that he will always
act in situations of injustice. He then reminds Apollo of a more recent act, for it was that
god who gave to Aristomenes the strength to overcome his opponents; as Aristomenes
competed in the Pythian Games at Delphi, where Apollo presides, it must be Apollo who
grants his favor and ensures victory. It was Apollo too who received the crowned boy
victor at his temple in Delphi (18-19):

0G e0UEVET VOO
Eevapkeov €dekto Kippabev éotepavouévoy. ..

who, with a favorable mind,
received from Kirrha the son of Xenarkes crowned...

2 The line has in fact caused some confusion: it seems to say that both Typhoeus and Porphyrion were
destroyed by Apollo, one by the bolt and one by the bow. Of course, the bolt belongs rightly to Zeus, and
in myth Typhoeus is felled by Zeus, Porphyrion by Zeus and Herakles, with Pindar being the only source
who substitutes Apollo for Herakles. The line indicates this division, although in a cramped way. Both
were overcome, the former by the lightning bolt of Zeus, the latter by the bow of Apollo. Zeus, like much
of the myth, has been elided, while Apollo is named, and perhaps set down as Porphyrion’s killer, in order
to effect the transition to the next thought.
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Apollo has granted his favor to Aristomenes before — indeed, more than once before, as
Pindar recalls that (65-66):

oikot 8¢ mpochev apmaréav dOcLV
nevtaedAiov oLV £0pTaic VUOTG Emdyaysc.

and again at home you led forth to him
an alluring gift for the pentathlon at your festival.

These repeated instances of divine favor show that Aristomenes is well-regarded by
Apollo, and worthy of his favor again.

The description of the earlier reception mirrors to an extent the prayer for
reception that opened the triad. Apollo, we are told, acted with eduevel vow, ‘a gracious
mind’ (18), for he had favored Aristomenes in the games, allowing him to reach the
crowning ceremony, while Hesychia is similarly iAéppwv, ‘gracious-minded’ (1).
Aristomenes is named in the opening prayer, and here Pindar refers to Zgvdpketov...viov,
‘the son of Xenarkes’ (19-20)."** Pindar uses £¢xto (19) for Apollo’s reception of
Aristomenes, another form of déyouat. The description of the Delphic ceremony most
likely resembles the current rites: at Delphi, Aristomenes came up from Kirrha to the
temple, adorned in his crown and accompanied by a k@®pog celebrating his victory, while
in Aigina Aristomenes returns from his long journey to Kirrha, wearing his victory crown
and accompanied by a chorus that sings his praises. By inserting these details in the
description of the Delphic ceremony, Pindar emphasizes the similarity between the two
rites, and the justness of bestowing favor upon the victor again in the course of the ode —
after all, Apollo has given his approval to the victor already in nearly identical

circumstances.

143 pindar may choose to refer to Aristomenes by way of his father’s name because he wants to emphasize
Aristomenes’ family relations who share in his honor, especially given that Aristomenes was still a youth,
and his father and family were paying for the celebration.
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V. Inherited Excellence

Pindar has established that Aristomenes is worthy of the continued favor of the
gods, as he has already won that favor in the form of the victories granted to him by
Apollo; now he will extend that judgment of Aristomenes to his peers. By showing that
Aristomenes’ community shares in his virtues, Pindar provides a hypomnesis for the
prayer: the people of Aigina have been favored by the gods before and deserve their favor
still. The second triad opens, then, with abundant praise of Aigina. Pindar writes that the

island &neoe & o0 Xapitmv £kdg ‘not far from the Charites falls’ (21),**

referring to the
goddesses who imbue song with its pleasing aspect.**> This suggests that Aiginetans are
often sung of in praise, and therefore that they often achieve feats worthy of being sung,
and indeed Pindar specifies that the people of Aigina are often the subjects for song
because of their victories in athletics, and their legendary heroes, the Aiakids. In fact the

island, we learn (24-25):

teAéav O Eyel
d0&av an’ apyag.

holds a perfect
reputation from its beginning.**°

144 The image behind &rnecs 5’00 Xopitov ékdg has frequently been described as that of casting lots; cf.
Gildersleeve (1885) 329, Kirkwood (1982) 209, Burton (1962) 180. Pfeijffer (1999) 504, however, has
observed that the specification of ¢ékdg would be unnecessary, as it did not matter where the lot fell, and
suggests that the phrase simply means to ‘fall into.” Even so, the idea of the 1ot also suggests the role of the
gods in Aigina’s fortunes, an idea that will play a major role later in the ode.

5 Mullen (1982) 83-84 notes the distinction between the Muses and the Kharites in Pindar: while the
Muses provide the content of a song, the Kharites imbue the song with its beauty and persuasive power.

1% pfeijffer (1999) 505 suggests that there is a link between the claim of a perfect reputation for Aigina and
approval of the traditional aristocratic government that traces its lineage back to Aiakos. The political
overtone is perhaps there, but more important is the idea that Aigina has had a long line of prestigious
citizens as exemplars, an idea that carries on throughout the ode.
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For its entire history, Aigina has produced men worthy of praise in song, of which
Aristomenes is merely the latest example. Not only does Pindar offer praise to the island
and its people — his current audience — but he also suggests to the gods that they have
long given their favor to the Aiginetans, and therefore that those people are worthy of
their favor and protection again.

In the next lines Pindar effects a transition from his praise of Aigina in general to
his praise of Aristomenes in particular, both in order to continue his praise of the victor
and in order to illustrate how Aristomenes’ victory can stand as proof of the excellence of
his patra (and thus, perhaps, of the traditional elite to which that patra belongs). Pindar
indicates that Aristomenes’ Pythian victory is only the latest in a line when he refers to it
as vemtoatov KaAdv, ‘latest of your victories’ (33). He then turns to Aristomenes’ patra,
and shows how this victory is also the latest in a line of the Meidylids’ many athletic
successes. Aristomenes’ uncles, Theognetos and Kleitomachos, were distinguished
athletes, having both won victories in wrestling: Theognetos won his victory in the
Olympic Games,**’ Kleitomachos in the Isthmian Games. The victory of Aristomenes
carries the excellence displayed by his uncles forward, reasserting the glory of the
Meidylid family in a new generation. At the same time, it may suggest the worthiness of
the traditional elite, for the victory proves that at least this patra retains their own
excellence and the favor of the gods, qualities some might have believed to be diminished
with a loss in political influence.

While the catalogue of Meidylid victors suggests that excellence is passed from
generation to generation in the present day, Pindar will now emphasize that point by

providing a parallel from myth, and draws from the story of the Epigonoi, the sons of the

147 Cf. above, n. 109.
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Seven against Thebes who attacked Thebes in order to avenge their fathers’ deaths and
the shame of their defeat. While there is not an absolute equivalency between the
situation of the Epigonoi and that of Aristomenes, there are strong similarities. The
Seven agaisnt Thebes were aggressors, but they sought to restore a previous political
order. Eteocles and Polyneikes, the sons of Oedipus, had agreed to share the rule of
Thebes, exchanging the throne every year; when Eteocles’ first year had ended, however,
he refused to yield his power to his brother, and exiled Polyneikes from Thebes.**® Like
Polyneikes and his Argive force, the Meidylids sought to redress a disruption to previous
accepted order, when pro-Athenian elements drove them from power. When the Seven
fail, the Epigonoi take up their cause and win a victory that erases the shame that had
fallen upon their fathers; similarly, Aristomenes’ victory proves the excellence of his
family, though it may have fallen upon hard times.

The idea of the succession of virtue within a family is crystallized by the words of
Amphiaraos. Amphiaraos, we learn, was looking upon Thebes when he spoke,*°
watching the fighting of the viovg (40). As he watched his own son Alkmeon fighting

bravely before the gates of Thebes, he explained (44-45):

@LQ TO Yevvaiov EmmpEnel
€K TOTEP®V TOUGT ATLLOL.

The inborn will of their fathers
is clear by nature in the sons.

8 TApollod.] Bibliotheca 3.6.1, Diod. Sic. 4.65.1-2.

19 The context for Amphiaraos’ utterance has in fact been much debated among scholars, as the lines are
ambiguous. Amphiaraos, we know, was swallowed up by the earth during the first siege of Thebes, and
thus could hardly be present at the attack of the Epigonoi. It has been suggested, then, that we should
understand the words as part of a prophecy (Pfeijffer (1999) 528 argues that aivi€ato can be rendered
‘prophesy’ (sic)) given by Amphiaraos as an oracle after his death; cf. Gildersleeve (1885) 330, Kirkwood
(1982) 210.
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Here then is the idea we have seen in the Meidylid family, that each generation inherits
the excellence of the preceding one. The Epigonoi not only achieve what their fathers
could not and redress the misfortune of the earlier defeat, but by the display of their own
valor they prove that the Seven were in fact valorous. While Aristomenes’ predecessors
in his family were successful in their trials in athletic competition, his patra undoubtedly
suffered a setback in Aigina’s defeat by Athens. His victory in the Pythian Games proves
not only his own worth, but that of his patra and their peers. Pindar*>® pushes the parallel
when he announces he will honor Alkmeon (56-57):

yoipov 8¢ Kol avTog
Alkpava ote@dvolst BAAL®, paive o8¢ kol Duve.

I myself rejoicing
cast crowns upon Alkmeon, and I shower him with hymns.

Both Alkmeon and Aristomenes have lived up to the virtues of their family, and both
have proven their family’s excellence after a setback; as such, both are honored for their
achievements with crowns and songs.

The material of the second and third triads flows neatly as it fulfills Pindar’s
program of negotiation: Pindar describes how Aigina is a city of the Charites, a place
where men are frequently praised in song for their deeds; he acknowledges Aristomenes’
contribution to this tradition, and specifically to his patra’s tradition of victorious

athletes. Aristomenes’ deed proves the words of Amphiaraos true, when he said that sons

150 There has been disagreement about who exactly is speaking in these and the following lines. Some
scholars suggest that Pindar is speaking, which would mean that Alkmaeon must have had some shrine near
Thebes for Pindar to characterize him as his yeitwv (58). He would then, according to vv. 59-60, have met
Alkmaeon on the road from Thebes to Delphi and received a prophecy. Other scholars believe that the
speaker here is the chorus representing the victor, which suggests that Alkmaeon had a shrine on Aigina.

In this scenario, Alkmaeon would have appeared to Aristomenes and prophecied to him, perhaps about his
victory. Yet this latter scenario would have Aristomenes meet Alkmeon on the road to Delphi, when his
shrine, presumably, is on Aigina; worse, it would demand that the chorus speak for the victor, a
phenomenon without parallel in the rest of the epinician odes. For a fuller discussion, see Pfeijffer (1999).
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carry on the qualities of their fathers, and as Alkmeon proved the valor of his father and
righted the wrong of his defeat, so, we may understand, Aristomenes proves the virtue of
the Meidylids and stands as a sign that the wrongs they suffered can be overturned. The
material is woven together tightly, and from it we can draw out not only the particular
intricacies of epinician style, but also the program of negotiation, as Pindar emphasizes
that Aigina is a place that, though its people have suffered a setback, still produces men

of virtue such as the gods traditionally favor.

V1. A Prayer to Apollo

With the opening of the fourth triad Pindar begins a new prayer to Apollo. By
setting it immediately at the beginning of the triad, Pindar makes the prayer fulfill an
important and common rhetorical function as a break-off that ends the previous material

and creates a platform from which to begin a new section or theme.***

We turn away
now from the myth and its implications, and enter the final section of the ode in which
Pindar closely examines the nature of mortal life, specifically the way the gods direct
men’s lives, as Apollo himself directed Aristomenes’ when he granted him a Pythian
victory. By acknowledging the gods’ role in Aristomenes’ success Pindar offers the gods
their due portion of praise to ward off their envy, reminds them of the favors they
previously granted to indicate Aristomenes’ virtue, and suggests that the fate of Aigina
lies, as it should, with the gods to decide, a complex of thought that sets up the final
prayer of this ode, in which Pindar asks the gods to give aid to Aigina.

Pindar’s prayer to Apollo follows a traditional course. He opens with an

invocation in which he addresses the god as ‘Exatafo)e, ‘Far-shooter’ (61), a standard

151 Race (1986) 29 and (1990) 129.
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epithet, and one that recalls his role in the Gigantomachy mentioned above. Pindar then
localizes Apollo, tying him to the vale of Pytho, by which he means Delphi (61-63):
névookov
VOOV EDKAEN SLOVEUWDV
[MuB&Vog &v yvdroig. ..
who is lord
of the well-famed temple receiving all

in the vale of Pytho...
References to a god’s regular haunts are meant to seek the god out in his realm and call
him to attention.™ This identification serves not only to call the god forth, however, but
also to remind him of his ties to Aristomenes, which draw him into a relationship of favor
and reciprocation that requires his attention. After all, the verb used, dwavépwv, indicates
not only that Apollo dwells in Delphi but that it is his domain, in that the functions
typically associated with Delphi such as prophecy and the Pythian Games are part of his
sphere. Aristomenes’ Pythian victory is the basis for both the celebration and the prayer,
proof of Apollo’s favor which Pindar again recalls in the next line when he reminds us
that Apollo granted Aristomenes his victory, calling it 70...uéyiotov...xapudrtov, ‘the
greatest of joys’ (64).153 Nor was this the only instance of Apollo’s favor to the boy, for
Aristomenes, as Pindar tells us, had won a victory in the pentathlon of the Delphinian
games held on Aigina, games that were also dedicated to Apollo (65-66), and provide a
second example of the god’s favor. Within this invocation, then, we see Pindar

repeatedly reminding Apollo that he has granted his favor to Aristomenes, and thus

suggests that the boy is worthy of favor again.

152 Bremer and Furley (2001) 54-55.
153 The epinician praise of the victory is emphasized by the use of superlatives, as here and v. 33.
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The request itself follows. Pindar begins by renewing his invocation of Apollo,
then using a verb of request, ebyoupat (67) He qualifies his request by addressing Apollo
as having a £ékovrt..vow, ‘willing mind’ (67),">* a phrase that recalls the earlier Delphic
ceremony at which Aristomenes received his victory crown, where Apollo received
Aristomenes gdpevel vowm, ‘with a favorable mind’ (18). The idea of willingness has
occurred earlier in the poem: in the gnome of the first triad, Pindar showed us that the
best gain comes from a source that is éxov (14), for those gains are lasting. For Pindar to
pray that Apollo give out his favors willingly signals that Pindar (and, presumably,
Aristomenes) wants to receive only what the gods allot, so that those gains will be both
just and lasting.

The next lines contain the complement to ebyopat: PAérev, along with a

participial phrase qualifying the infinitive (68).">> Here Pindar sets out the actual request,

154 Scholars have long debated whether this phrase describes Pindar as he prays or Apollo as he watches
over the song. Hubbard (1983) 287, for instance, argues that the phrase more likely goes with ebyopou, as
it surrounds the word, while Kirkwood (1982) 211-212 notes that it had been used of a first person speaker
before (O. 13.96), where its meaning was closer to earnestness, and Pfeijffer (1999) 554-55 adds that the
phrase is a self-contained unit, and anyone hearing the poem being performed would naturally take the
three words together. Yet one wonders if position was such a determining factor for Pindar or for his
audience, as elsewhere they have held out before being able to understand fully Pindar’s intent in a
sentence or phrase. Furthermore, while the phrase brackets ebyouau, it also closely follows dvag, so that
one might assign the phrase to the lord who is here invoked — ‘O Lord Apollo, to your willing mind I pray’.
One wonders too why the person praying would need a willing mind — if someone is making a request, then
he is certainly willing, or else he would not be praying.

5This line has also produced a great deal of debate. First, there is the question of whether Apollo or
Pindar is the subject of the infinitive. Scholars have often attributed the infinitive to Pindar on the grounds
that the infinitive should have the same subject as the finite verb (cf. Hubbard (1983) 287, Gildersleeve
(1885) 331, Farnell (1932) 196), but Pfeijffer (1999) 556-57 points out that in prayers, a deity has been
invoked in order to ask him or her to carry out a specific action, so in this context it makes sense to
interpret the infinitive as specifying the action being prayed for, and notes that Aicoopat, another indicative
verb of praying consistently displays this syntactical structure in Pindar (O. 12.1, P. 1.71, N. 3.1). Scholars
also disagree over the precise connotation of the word appovia. The word has a technical musical sense,
referring to a melodic progression of high and low notes, that appears elsewhere in Pindar (N. 44-45, fr.
140b.2). That meaning may certainly be at play here, as Pindar is praying to Apollo, whose sphere includes
music, for aid in his composition; nevertheless, | would prefer to think of it in a more general way.
Appovia can simply mean ‘harmony,’ in the sense that the song is pleasing (not grating, as Pindar feared in
P. 8.32) to its audience, both mortal and divine. As Burton (1962) 186 notes, “This need not, however,
imply that all metaphorical overtones should be rigidly excluded, especially those which are inherent in the
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asking Apollo to ensure that each step forward Pindar takes is carried out in harmony.
We may have here an example of choral self-reference, as the chorus comments on its
own dancing and prays that Apollo ensure they move with harmony.**® At the same time,
there is a metaphorical aspect to this request, as the composition of the song also moves
forward, hopefully in harmony.®’ The precise meaning of that metaphorical harmony is
perhaps better understood by considering the next line, in which Pindar declares that Diké
stands with the kdpog (70-71). The k®dpog sings the praise of Aristomenes justly,
providing to the victor what he is due: Aristomenes has earned his victory through his
own effort and the favor of the gods, and his feat is great enough to be worthy of song, so
the chorus is right in singing his praise. Apollo must ensure that Pindar’s ode properly
fulfills this task of praise and does not threaten to irritate in its excesses — in other words,
that Pindar does not praise the victor too highly, for that would suggest he is not properly
acknowledging the role of the gods. Given the emphasis upon hybris earlier in the ode,
and the concern with those who overreach rather than accept what a god ordains, it is

important that Pindar avoid this in his praise of the victor.

VII. The Role of the Gods in Mortal Life

The ode now spends some time considering the basic condition of human life,
especially its mutability. This idea is repeated not only in Pindar’s poetry elsewhere, but

throughout archaic Greek thought generally; one can see in multiple places that the

derivation of the word; and there is no reason why ti¢ appovio should not convey such ideas as rightness,
suitability of tone or mode to the subject-matter”.

58 For the concept of choral self-reference see Heinrichs (1994-1995), especially 56-59.

" The composition, of course, is already complete; this is an example of oral subterfuge (cf. Carey (1981)
5 and (1989) 552). It is comparable to Bundy (1962) 21-22, where he delineates a category of future verbs
used by Pindar to refer to present action, as when in Olympian 11 Pindar says keAadfiow, ‘I will praise’
(14) while referring to praise that is ongoing.
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fortunes of men were not stable, so that a person who enjoyed success and riches needed
to beware a fall into destitution, while a person suffering hardships might hope that time
would improve his lot.**® Central to this idea are the gods, for people cannot hope to
make significant changes in their fortunes through their own efforts and powers; rather,
the gods grant these favors and take them away.™ Men are at the mercy of the gods, and
must appeal to them to bring about changes in their fortune. This idea is obviously of
importance to the negotiation we have been tracing throughout Pythian 8, in which
Pindar hints at Aigina’s current political situation, its freedom taken away by Athens’
violence, and tries to persuade the gods to grant their favors once more to Aigina. By
acknowledging that these matters lie ultimately with the gods, Pindar reminds them of
their power to grant their favor to a people who have proven their worthiness.

The request to Apollo ends the prayer proper, and in the next lines Pindar turns
his attentions to the victor’s family, specifically Aristomenes’ father Xenarkes. He
makes a request on behalf of Xenarkes, but this request does not take the form of a proper
prayer. Rather than calling upon Apollo or some other god and making a request with the

imperative or even optative, Pindar here announces his intention to ask the gods for a

158 Numerous formulations of this idea can be found in Greek literature. In the lliad, Achilles tells Priam
that Zeus has a jar of blessings and a jar of misfortunes, and that pév «” aupei€ac ddn Zevg tepriképavvog |
dAlote pév te Kak® 6 ye kopetal, dAlote 6 é60AD, ‘if Zeus who delights in thunder mixing these should
give them out, then this man at one time is granted evil, and at another time good’ (24.529-30). Odysseus
describes the changing lot of men in the Odyssey: o0 pev yap moté enot kaxov neicecbon dnicow, |
Spp’apetnv Tapéymaot Beol...aAl’ dte 61 kai Auypa Oeol pdkapeg TeEAécwot, | kol Ta Pépel dexalOpevog
1eTANOTL Bop®, ‘he does not think he will ever afterward suffer evil, so long as the gods provide him with
success...but when the blessed gods decree sorrow, then he unwilling bears it with a suffering heart’
(18.132-135). Archilochus provides an early example in lyric poetry, when he describes the woes men
encounter in life: &\hote GAlog &xel T0de: vOv pev £¢ uéoag...£Eadtic & £tépoug Emapeiyetal, ‘one man,
then another, has it; now it falls on us...it will pass back to others’ (13 (West) 5-9). The idea even appears
in prose; in Herodotos, Solon explains to Croesus that v £oti GvOpwmog coppopn, ‘man is entirely a
being of chance’ (1.32.4).

9 Two famous examples include the aforementioned passages at Iliad 24.525-530 where Priam describes
how Zeus allots goods and evils to men in turn, and at Hdt. 1.32, where Solon explains to Croesus that the
gods can ruin a fortunate man, and give happiness to a suffering man.
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boon for Xenarkes. In the sense that it has a marked audience (here the general 6e®v)
and request, it is a kind of prayer, but because it does not call upon the gods directly it is
of a type I have termed ‘indirect prayer.” Pindar speaks not to the gods but to Xenarkes,
and tells him that he will ask that the gods look favorably upon the fortunes of his

family.'®

We see again that the ode is concerned primarily with Aristomenes, but not
solely with him: his victory creates a moment when the concerns of both the victor and
his family can be communicated to the gods, for their attention is upon the victor and
their favor to these parties has been proven.

The indirect prayer leads Pindar to a new thought about how men earn their
fortunes. He opens the next line with &i yap tig, “for if someone’ (73), indicating that this
passage will explain some aspect of the preceding prayer. People often, we learn, believe
that a man who enjoys success does so because of his own wisdom, but that is not true:
10 8’ 0VK €n” Avdpaot keltal daipwv 6& mapioyet, ‘But these things do not rest with men;

a god grants them’ (76).'%*

Those who hear about Aristomenes’ victory may think that he
is himself to credit, or his father who raised him. In these lines, Pindar reminds
Aristomenes and Xenarkes that they must not take credit for their success but
acknowledge that fortune ultimately lies in the power of the gods.'®® At the same time

the statement also assures the gods that Pindar has passed on this wisdom to the victor, so

that they need not be jealous nor fear that Aristomenes will later fall prey to this kind of

180 That Pindar is concerned with the fortunes of the larger Meidylid family and not just Xenarkes is clear
from his use of duetépoug. It is even conceivable that he means to include not just Xenarkes’ family but his
community, for it too has suffered a loss of fortune.

181 pindar goes on to describe the daipwv tossing up first one then another man, and throwing another down
(77-78). The image suggests the fortunes of mortal men: someone who has suffered misfortune, as for
instance Aigina has, will, will in time be thrown back up, while someone on top, such as Athens, will
inevitably fall. The image has been seen as deriving from wrestling: thus Kirkwood (1982) 212, Burton
(1962) 188 and Pfeijffer (1999) 572-75, though Gildersleeve (1885) 332 and Farnell (1932) 198-99 instead
interpret the image as one of a man tossing balls.

' This idea is common in Pindar: cf. O. 9.100-04, O. 10.20-21, P. 1.41, N. 9.45, 1. 3.4-5, I. 5.11.
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thought; rather, they should feel safe in providing their favor to the Meidylids as they
have done before. In this way the passage relates back to the prayer, providing reasons
for the gods to favor the family by assuring them that those asking acknowledge the
gods’ power and their own limits.

Pindar now considers Aristomenes’ other successes by providing a catalogue of
his athletic victories.’®® He had, of course, previously mentioned a victory at the
Delphinian Games on Aigina during his prayer to Apollo; as | have discussed, that was
mentioned within the prayer because the Delphinian Games were dedicated to Apollo,
and, as such, a victory there stood as proof of Apollo’s previous favors to Aristomenes.
Now Pindar produces three others, and at first glance the catalogue is hardly related to the
previous passage - indeed, Pfeijffer calls it a “substantial incision in the train of
thought”.*®* The topic shifts from the gods’ role in mortal lives to Aristomenes’ personal
victories, the subject shifts from the daipwv to the victor (marked by the introduction of
&yelg, which emphasizes the switch to the second person addressing the victor), and yet
the inclusion of &’ indicates that Pindar is here continuing a sequence of thought.’®® By

citing these victories, Pindar is supplying an example of the concept he has just

discussed. It is the gods who provide good fortune to men, fortune such as the victories

183 Three sets of games are named. The first occurred in Megara, and Pfeijffer (1999) 577 suggests that
these were the Pythian Games held there, for which reason Pindar did not feel the need to specify the name
of the games or the god honored by them, as they were the same in nature as those held at Delphi. While
this is possible, and while Pindar often specifically names the games at which his victories have previously
had successes, he also fails to name the games at Marathon. There are at least four other Megarian athletic
festivals of which we know and which may be the games in question, but no way to determine which of
these five are correct. The second victory was at Marathon, and the scholiast writes that this refers to the
Panathenaia, but this identification is problematic, as we have no record that any events of the great
Athenian games were held outside of the city itself. The Herakleia, however, are well attested as being
held at Marathon, and are therefore more likely. Finally Pindar mentions a triple victory in a local, that is
Aiginetan, game held in honor of Hera. The scholiast tells us that these Heraia were held in imitation of
games held in Argos, as the original Aiginetan colonists were Argive.

164 pfeijffer (1999) 577.

165 Cf. Pfeijffer (1999) 577.
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he has listed. Pindar both illustrates the observation he has just made in the preceding
lines, and again assures the gods that he and the victor alike recognize the part they
played in those victories.

Pindar now describes the benefits that Aristomenes garners from his victories.
The passage recalls lines 32-34, as Pindar employs similar language and images to
describe the victory and its celebration. Aristomenes, who is once more the subject, is
first described as having been Aaymv, ‘allotted’ (88) his victory, a word which reminds
the audience that the gods granted him his victory. He has been allotted kaAdv 11 véov,
‘some new fortune’ (88) which recalls how Aristomenes holds the veotdtov kaAdv, the
‘latest of victories’ (33). The victory is the good thing, and Pindar next describes how,
by means of this good thing, Aristomenes nétatat, ‘flies’ (90). In this action he may be
contrasted with the losers, who we have just seen tt@cocovtt, ‘cower’ (87) as they slink
back to their homes. Aristomenes has been lifted up in his success, as the daipwv is
described as tossing up those who have good fortune. As Aristomenes is representative
of his patra, his success provides a model for the fortune they hope to enjoy: just as the
victory the gods provided to Aristomenes rose him up into success, so does Pindar pray
they will raise up the rest of his family. The victory is also called kpéooova TAovToVL
uépyvay, ‘greater than wealth’ (92). Wealth can be accumulated and used to provide
luxuries, but wealth is open to the vagaries of fortune: wealth can be lost, and the delight
derived from it cannot provide any lasting service to those who once commanded it. The
victory, on the other hand, is lasting: it was granted to him by the gods and his own

effort, and so it can never be taken away from him, never stolen by another or lost
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through misfortune; even many years later, long after the victory, it will endure as a mark
of his excellence.

The contrast between wealth and athletic victory leads Pindar to a related line of
thought, and so we arrive at the most famous passage in Pythian 8, and perhaps in all of
Pindar’s poetry (95-97):

gnapepot: i 8¢ Tig; i 0’ 0D TIG; oK dvop
avOpomoc. aAL’ dtav aiyia d10cd0tog EAOY,
AopTpOV PEYYOC EmesTy AvOpdV Kol HEIAMYOG aidV.
Creatures of a day; what is someone? what is no one?
Man is the dream of a shadow. But when a god-given gleam comes,
there is for men a shining light and a sweet lifetime.
The lines have come under a great deal of scrutiny by scholars attempting to discern their
precise meaning and their precise relation to the overall themes of the odes, and here |
want only to discuss their significance as it relates to the process of interaction that
Pindar carries out in the ode. With énduepot, Pindar makes clear the changeable nature
of mortal life: Friankel defined the word as pertaining to “our thoughts and feelings, our
attitude and behavior, our ways and actions — in short, our entire personality is shifting
and at the mercy of the day”.'®® Most scholars have accepted Frinkel’s definition and
have seen Pindar emphasizing how the changing of fortunes central to life — a theme he
has discussed at length in the ode — means a man can be a different person every day, one
day happy in his success and the next day miserable in his failure.*®” Pindar judges men
to be ‘beings of a day,’ then puts it to the audience to think through why this is so.

Pindar now provides a counter to this mutable mode of life. To be a mortal man

is to be impermanent, but there is a way to counteract that condition: one may achieve

1% Erankel (1946) 133.
1" Dickie (1976) 7-14 has questioned this definition, interpreting the word literally to mean ‘lasting a day’
and so emphasizing the fleeting nature of life.
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something of sufficient glory that will exist in a state of permanence, not subject to
change every day, to loss or misuse. This achievement is described as an aiyia
dtvoo0t0G, a ‘god-given gleam’ (96) for no man could attain such honor by himself, but
must wait for the gods to endorse it. Segal has described it as “the metaphorical

»168 and has shown

illumination associated with the eternity and brilliance of the gods,
how Pindar creates this image in response to Mimnermus’ musings on old age: 6 v’

aioy POV OUAS Kol Kakov dvopa TIOET...008° aydg Tpocop®dv Tépmetal ieAiov, ‘which
makes a man both shameful and ugly...nor does he take pleasure in seeing the rays of the
sun’.®® The ‘god-given gleam’ saves a man from this fate; the hand of the god elevates
him above the cycle of fortune and hardship by providing him with an enhancement that
cannot be lost. A man so favored by the gods is also granted a peilyog ai®v, ‘sweet
lifetime (97). The word peiAiyog puts us in mind of the beginning of the ode, where
Hesychia is set against the man with aueilyyov...kotov, ‘relentless anger (8-9). A person
who nurses harsh anger is overthrown, as Porphyrion was overcome by Apollo.

These lines ultimately describe not just the condition of mortal men in general,
but the victor in particular. We are first of all reminded that fortune is mutable, changing
from day to day. This idea may be discouraging, as the success of no person is assured,
but for a family that has suffered losses as the Meidylids did, the thought may well be
heartening, reminding them that those who have suffered hardship may be brought back
into happiness. The victory of Aristomenes, moreover, corresponds to that god-given

light that dispels shadowy existence. An athletic victory is a lasting good, more

permanent than wealth, and may symbolize to the family the god-given fortune that they

168 Segal (1998) 152.
159 Mimnermus 1 (West) 6-8.
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desire, their restoration to power. The Meidylids have acknowledged the role of the gods
in mortal affairs, and have waited for the gods to grant them fortune; in return they have

received an athletic victory that emphasizes their excellence and the success they crave.

VIII. The Prayer To Zeus and Aigina

Pythian 8 closes with a third and final prayer, one that looks not to the present
moment of composition or performance, as the prayer to Hesychia or the prayer to Apollo
did, but to the future.*’”® The chorus prays to Aigina, the nymph for whom the island is
named, along with Zeus, their son Aiakos, his children Peleus and Telamon, and his
grandchild Achilles, and asks these gods and the Aiakidai heroes to restore the city to
freedom. Aigina comes first, as both a subject and object of the prayer — after all, the
word can refer both to the island whose freedom is being sought and to the nymph who
lent the island its name.'”* She is called gika pétep, ‘dear mother’ (98), just as Pindar in
Isthmian 1 refers to Thebes as patep éud, ‘my mother’ (1). It seems that a city could be
conceived of as a kind of mother to its people. patep is not used simply as an epithet for
Aigina, then, but serves a much more fundamental purpose in the prayer. While
descriptions of a god’s lineage elsewhere proves the worshippers’ attentiveness to the
god, as they know his or her relationships among the divine realm, here the lineage
proves the god’s relationship with the worshippers themselves. That Aigina is a kind of
mother to them implies that she has certain responsibilities towards them, that she owes

them a certain measure of attention and care, and so the relationship between worshipper

170 prayers for the future often occur at the end of an ode: 0. 1, 0.6, 0.7,0.8,0.13,P.2,P.3,P.5, N. 7,
I. Land I. 7 all contain such a prayer. See Hamilton (1974) 17.

"1 The island was, of course, previously named Oenone, but when Zeus took the nymph Aigina, the
daughter of the river god Asopos, there to rape her, the name was changed. Cf. [Apollod.] Bibliotheca
3.112, Pindar N. 8, 1.8.
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and god upon which the prayer’s strength is predicated is distilled into a single word. No
further argument is needed, for the basis for favoring these people has simply and
efficiently been established.

The rest of the Aiakid heroes are mentioned along with Aigina in this prayer.
None of these other deities are addressed directly, but rather are added on to her through
a series of datives, some with ovv, naming them as assistants to her in carrying out the
request. Zeus is mentioned first, not only as he is the king of all gods and the ultimate
arbiter of the fortune of mortals, but as he is of the same generation as Aigina, for he
kidnapped and raped her. Following Zeus is the son whom he sired, Aiakos, who is here
called kpéovt, ‘lord’ (99), a term that emphasizes his role as the first king of Aigina.

The next generation follows, Peleus and Telamon, the sons of Aiakos, and the prayer
ends by naming Peleus’ son Achilles, the most famous Aiakid hero.'"?

The request itself is simple: preserve the city on a course of freedom. As |
discussed at the beginning of this chapter, the request undoubtedly refers to the political
circumstances in which Aigina currently suffered. While technically autonomous, the
island was nevertheless subject to Athens, and its freedom was at the moment either a
topic of debate among the city-states of Greece or a matter that had been settled
(unsatisfactorily to the minds of the Aiginetans and their friends). If the former, then the
prayer is meant to guide the negotiations toward an end of freedom. If the latter, then the

prayer may be seen as a last appeal: Aigina looked to men to resolve its situation justly,

172 None of their epithets, attributes, or deeds are discussed in this condensed prayer, nor would this
absence be noteworthy if the ode made any other reference to the deeds of the Aiakidai. Every other
Aiginetan ode contains some myth or catalogue that recounts the legends associated with the Aiakid heroes,
and while earlier in the ode Pindar praised Aigina for its vreptdrovg fipwag, he confesses that he has no
time to go through their deeds, and decides instead to tell a story involving the heroes of Argos. Thus this
tiny catalogue, devoid of any praise or narrative, stands as the only acknowledgement of the Aiakids in an
ode for an island that Pindar calls o0 Xopitov £kdg...apetais | kKhewoicw Aiakidav.
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as the city itself has always acted justly, but in that it failed. Now it turns to the gods, for
they, as we have been reminded again and again throughout the poem, grant fortune. It is

on them that the hopes of Aigina rest.

Conclusion

Pythian 8 contains a program of negotiation, the goal of which is to persuade the
gods to restore the previous political order and peace that Aigina once enjoyed. Pindar
weaves together multiple elements in formulating and building up to his ultimate request.
His invocation to Hesychia evokes a time when Aigina, ruled by its traditional elite
(including, perhaps, the Meidylid patra), enjoyed civic peace; such peace, we may
understand, was broken by Athenian subjugation and the introduction of pro-Athenian
elements into power, displacing the old order. The victor Aristomenes is shown to be a
successor to his family’s earlier excellence, and as such his victory renews his patra’s
claim to both virtue and the favor of the gods. Aristomenes’ position is made clear not
only through a catalogue of the Meidylid victory, but especially through a mythical
parallel. The lot of the Epigonoi, who avenge their fathers’ losses at Thebes and prove
the valor of their family, recalls Aristomenes’ own position as a member of a family that
has suffered political losses, and now looks to have their power and position renewed.
The victory, provided as it was by the gods, creates a moment for the victor and his
family to look to the future and pray for that favor to be extended. Aristomenes’ victory
represents a renewal of Meidylid glory, and the family hopes that glory will continue

with a restoration of their former fortunes. Thus Pindar prays for a free course for
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Aigina, which suggests freedom from Athens’ rule, as well as freedom from the internal

strife between the old elite and the pro-Athenian elements.
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Just as at a flourishing symposium of men,
we mix a second krater of the Muses’ songs
on behalf of the athletic offspring of Lampon, first
at Nemea, O Zeus,
receiving from you the fairest of crowns,
and now again from the lord of the Isthmus
and the fifty Nereids, as the youngest son
Phylakidas is victorious. May it be for us to prepare a third
libation with sweet-voiced song
to pour out over Aigina
to the Olympian savior.
For if someone of men rejoicing in expense
and toil achieves god-built virtues,
and also a god sows for him a lovely reputation,
and already he being honored by the gods
casts his anchor upon the farthest shore.
The son of Kleonikos prays that
with such feelings he meet Hades and welcome
gray old age; I call upon
lofty-throned KIlo6tho and her sister
Moirai to heed the noble
prayers of my dear friend.
And you, O Aiakids in your golden chariots,
| say it is the clearest law for me
coming to this island to shower you with praise.
Countless paths of great deeds
a hundred-feet wide have been cut, one after another,

beyond the sources of the Nile and through the Hyperborean lands;

nor is there a city so barbaric
or of such foreign tongue,

that it does not know the fame of the hero
Peleus, blessed son-in-law of the gods,

nor of Ajax, son of Telamon,
or his father; whom the son of Alcmene

led with the Tyrinthians into bronze-loving war, an eager ally,
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to Troy, the toil of heroes,
because of the treacheries of Laomedon,
aboard ships.
He took Pergamos, and with him he slew the tribes
of the Meropes and the ox-herder equal to a mountain,
Alcyoneus whom he found at Phlegra,
nor did Herakles use sparingly
the loud-sounding bowstring in his hands
But when he came to call the descendant of Aiakos
to sail he found them feasting.
Mighty Telamon bid him, standing in his lion-skin,
the strong-speared son of Amphitryon,
to begin the honeyed libations,,
and gave to him the wine-bearing
bowl bristling with gold.
And he, stretching out his undefeated hands towards heaven
spoke such words:
“If ever, O father Zeus
you have heard my prayers with willing heart,
now, now with prayers to the gods I supplicate you,
bring about a mighty son from Eriboia,
destined to be my guest friend, for this man;
give him an unbreakable nature, just like
the skin of the beast that now wraps around me,
which | killed at Nemea, first of my deeds;
let him have this spirit.” The god
sent to him speaking these words
a great eagle, king of birds; and
a sweet joy thrilled him within,

and he said, speaking just as a prophet,
“There will be to you the son for which you asked, O Telamon;
call him after the bird that appeared,
mighty Ajax, wonder
among the people in the toils of Enyalios.”
Saying these things he
sat immediately. It is a long deed for me to go through all these glories;
| have come, O Muse, as the steward of song
for Phylakidas and for Pytheas and Euthymenes;
It will be spoken in the Argive
manner, with few words.
They have won victories in the pankration,
three from the Isthmos, and others from well-wooded Nemea,
the illustrious children and their maternal uncle. Such a share
of songs they have led into the light;
they water the clan of the Psalychiadai
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with the sweetest dew of the Charites,
and they holding up the house of Themistios inhabit 65
this city beloved by the gods; and Lampon giving care
to work honors
this saying of Hesiod,
and telling it he recommends it to his sons;
bringing forth shared glory for his city
he is loved by strangers for his benefaction; 70
following measure in his thought, and achieving measure;
his speech is never outside his thoughts; you would say
that he, as a man, is among athletes
the bronze-subduing Naxian whetstone among other rocks.
| give to them'” to drink the sacred water
of Dirke, which the deep-girdled daughters
of golden-robed Mnemosyne have drawn up 75
by the well-walled gates of Cadmus.

I. Overview

Isthmian 6 draws our attention to another Aiginetan victor, Phylakidas of Aigina.
Scholars have pointed out ways that this ode references the political atmosphere at the
time of composition: given the accepted date of 480 BCE, one might look for some
reference to the ongoing hostilities with Persia, and some sign that the victor and his
community were anxious about them. Yet the program of prayer that runs throughout the
ode is not concerned with those events, nor indeed with the welfare of the Aiginetan
community as a whole. Instead, Pindar uses Isthmian 6 as a platform for praying not for
Phylakidas alone but for his whole family, especially his brother Pytheas and father
Lampon. The goal of these prayers is not simply to secure the god’s favor so that the

family may enjoy prosperity despite the good fortune they have already experienced, but

173 There is some debate as to whether Lampon, or the whole family, is meant. The pronoun cge is usually
plural, so the scholiasts, and the majority of scholars, have rendered it as ‘them’ (thus Bury [1892] 118-19,
Kirkwood [1982] 297, Carne-Ross [1985] 48, Race [1997]). Others see the natural antecedent of the
pronoun as Lampon and therefore render the word as singular (thus Myers [1892], Nisetich [1980] 319,
Cole [1992] 64, Faraone [2002] 259ff). | choose to follow the latter school of thought that, while violating
the usual sense of the word, better preserves the sense of the passage.
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specifically to secure future victories that bring honor to the victor and his father alike.
Lampon was not himself an athlete, but he respects the glory that falls to athletic
victories, and he has raised two sons who have won at the Nemean and Isthmian Games.
Pindar uses Phylakidas’ victory as an opportunity to ask the gods to favor Pytheas and
Phylakidas not only so that they may accrue further victories, but also so that their father
(and the community) will enjoy the reflected glory of their success.

| have broken the poem into three major sections. In the Opening Prayers (1-18),
Pindar opens the ode with a metaphor comparing the victories of Lampon’s sons with
libations given during the course of a symposium. There are traditionally three libations
offered at a symposium, but the sons of Lampon have only earned two victories; in order
to complete the run, Pindar prays for a further victory. This request gets unpacked in the
antistrophe, where Pindar extends the force of the prayer from Phylakidas and Pytheas to
their father Lampon and asks that the fortunes of the sons affect the life of their father. In
the following section, the Myth of Herakles and Telamon (19-56), Pindar moves rather
abruptly to the Aiakidai and uses them to transition into a myth that provides a close
parallel to the situation of the victor and his own family. Herakles and Telamon act as
models for Pindar and Lampon: Herakles’ prayer for Telamon’s son recalls Pindar’s own
prayers and provides a template for how the situation will be resolved, with Lampon’s
son, like Telamon’s, being mighty and knowing victory. This myth provides a precedent
to both Lampon, offering him evidence that such a request has been granted before
among the Aiginetans, and to the gods, reminding them of Ajax in order to help them
understand what Lampon desires. Following the myth, in the Catalogue and Closing (56-

76), Pindar turns once more to the Aiakidai to provide a transition back to the victor and
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his family in the present. He continues his praise of the Psalychiadai and ends the ode
with the image of a drink offered to the family, a promise of favor that recalls the hoped-
for drink in the libation metaphor at the opening of the ode. There is, then, a clear motion
in the ode from the victor to his mythic exemplar (via the Aiakidai, his mythic forebears)
and back again. This movement not only allows Pindar to suggest a legendary parallel
for the family and so immortalize their deeds, but also energizes Pindar’s prayer for
Phylakidas and his family by echoing them through the divine figure of Herakles, and

creates a promise of favor based on the outcome of the mythic alter-egos.

1. Date and Circumstances

The date of Isthmian 6 is traditionally set to 480 BCE. While the scholia to
Isthmian 6 do not provide a date for the poem, certain external factors help us to set a
date. The ode is the second in a series of poems that Pindar composed for Lampon’s sons
— a series that also includes Nemean 5, celebrating a victory of Pytheas, and Isthmian 5,
celebrating a second victory of Phylakidas. It is clear that Isthmian 6 follows Nemean 5
as it mentions that earlier victory; it is equally clear that the ode precedes Isthmian 5, as
the latter poem mentions both Pytheas’ Nemean victory and Phylakidas’ first Isthmian
victory. Isthmian 5 also makes clear reference to the battle of Salamis'’; as such it is
dated to a victory in the first Isthmian Games following the Battle of Salamis, those of
478 BCE. Isthmian 6 is then ascribed to a victory in the preceding Isthmian Games,

those held in 480 BCE.*"®

1741 5.48-50: koi viv &v Apet paptopficat kev moMe Afovtog dpOmbeico vavtaic | &v molveddpm Tatopic
A0¢ SuPpo | avapibpwv avdpdv yalaldevit eOve.

175 Alternate reconstructions have also been forwarded. Bury (1892) 173-75 suggests that the victory of
Isthmian 5 occurred in the Isthmian Games held in the spring of 480 BCE, while the ode itself was not
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Some scholars have suggested that Isthmian 6 contains internal clues to its date as
well in the form of references to contemporary events. The main myth in Isthmian 6
concerns Heracles arriving at the house of Telamon and making a prophecy about
Telamon’s son. As we will see later in this chapter, this moment from legend provides a
neat parallel to the victor’s family, for as Lampon hopes that his sons will know athletic
success and bring their family glory, so does Telamon hope he will have a mighty son
who will bring glory to his family. Cole has argued that another theme runs through the
myth, however, as Herakles has come to Telamon to call him to war against Laomedon,
king of Troy; similarly, Pindar has arrived in Aigina on the eve of war, when the island
was preparing a military retinue to participate in the campaign against the Persians.*"
Both Telamon and Lampon face war, the former against the Trojans, the latter against the
Persians (Greek enemies who are both representative of the hostile east). It is unlikely,
however, that there was enough time between the victory and the mobilization of the

Aeginetan fleet for the epinician ode to be prepared and performed.*’’

performed until the winter, following the Battle of Salamis, which occurred in the fall; in this case Isthmian
6 would belong to the previous Isthmian Games, those of 482 BCE. In support of this reconstruction Bury
points out that the pankration victor of the Isthmian Games of 478 BCE was probably Cleander of Aigina,
the victor of Isthmian 8, not Phylakidas. This problem is resolved if we understand Phylakidas as the victor
in the men’s division and Cleander as the victor in the boys’, as seems likely given Isthmian 8’s emphasis
on youth (consider, for instance, 1.8.70: fifav yap ovk Greipov VIO eI KAADY SAPACEY).

178 Cole (1992) 66-67 concedes that the prophecy Herakles makes is more appropriate to a wedding feast,
and suggests that Pindar changed the traditional setting for the myth in order to create a close parallel
between it and current events. He takes his political reading even further, arguing that Pindar is making a
claim of allegiance to Aigina and its cause, and acting as representative of an anti-Persian faction of
Thebans. That belief derives from the lines at the end of the ode, in which Pindar offers Lampon a drink
from Dirke’s waters (vv. 74-75), but, as we will see, the drink signifies not a pledge of Pindar’s personal
support but the gifts which poetry bestows; moreover, it is hazardous to guess at Pindar’s personal beliefs
from his epinician poems.

177 Jebb (1882) 177-78 suggested that Pindar chose this myth because its aftermath — Herakles® war against
Troy — was depicted on the east pediment of the recently reconstructed Temple of Aphaia on Aigina, where
he believes Isthmian 6 was performed. The pedimental figures may have been completed around the time
of Phylakidas’ victory (Bankel [1993] 170 suggests a date of around 485 BCE for the pedimental
sculptures; for a review of recent scholarship on the dating of the temple, see Burnett [2005] 25 n. 29) and
were certainly a point of pride for the Aiginetans. Given the emphasis on family over community
throughout the ode, however, | will argue that the performance was more likely at the victor’s home than
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The ode celebrates Phylakidas’ victory in the boys’ pankration. The pankration
was, it seems, a specialty of Phylakidas’ family: the boy himself goes on to win a second
such victory at the Isthmian Games (the subject of Isthmian 5), his brother Pytheas and
his uncle Euthymenes have already won pankration victories at the Nemean Games, and
his grandfather Themistios won a pankration (and boxing) victory at Epidauros.*’
Pindar also suggests the family’s affinity for the pankration through the myth of Herakles
and Telamon: the Aiakid hero Ajax, the son of Telamon whom Herakles prays for, was a
regular archetype for pankratists given his nature as a mighty warrior.*"

The victor and his family deserve closer scrutiny, as the victor’s family is of
central importance in this ode. Our evidence for the family comes entirely from the three
Pindaric poems that celebrate their victories. The victor of Isthmian 6 is, as | have noted,
Phylakidas of Aigina, a member of the Psalychiad clan.®® His older brother is Pytheas:
that Pytheas is older is obvious not simply as his victory occurred earlier, but as he
himself trained Phylakidas in the pankration,'®! and in Isthmian 6 Phylakidas is described
as omhotdrov (6).2¥ The father of Phylakidas and Pytheas is Lampon, a man named in
all three odes. In the catalogues of the athletic accomplishments of the family Pindar
makes no mention of Lampon, so either he was not himself an athlete, or at least he was

not successful in athletics. Lampon is instead praised as a man who spurs others on to

the temple. In that case the link between the temple sculptures and the myth may be coincidental This
myth was already an established story of an Aiakid hero, so Pindar could have chosen it for other reasons.
178 For Pytheas’ victory see N. 5.5-6; for Euthymenes, N. 5.42-44; for Themistios, N. 5.51-54.

179 Race (1986) 94-95.

180 The identification of Phylakidas with the Psalychiad clan comes at . 6.64-65. For the idea of the patra
at Aigina, see above, n. 122.

181 See 1. 5.59-61: aivéw kai [TuBéav év yoiodapalg | Pviakide mhaydy Spopov edbumopiioat,

xepol deE16V, vOm avtimolov.

182 Despite this rather firm indication, Bury (1892) 174 argues that we cannot be certain which of the
brothers was the elder.
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victory; this idea is seen most clearly when Pindar likens him to a whetstone who hones
the skills of others (72-73):
oai-
NG K& vv vop’év debAntoiow Eupev
No&iov métparg &v dAloig yorkoddpovt’ akdvay.
you would say
that he, as a man, is among athletes
the bronze-subduing Naxian whetstone among other rocks.

Lampon is perhaps not entirely without distinction, however: Herodotos mentions a
Lampon, a leading man of Aigina, who counsels Pausanias to impale Mardonios as a sign
to others who considered invading Greece.'®® This Lampon is called the son of Pytheas,
however, and Pindar refers to Lampon as the son of Kleonikos.'®** How and Wells have
suggested that Kleonikos may be a more remote ancestor, or even a title given to

185 the suggestion, while attractive, stretches the

Lampon’s father for his achievements;
evidence in Pindar and Herodotos in order to merge the two figures into a single man,
and must be deemed a possibility rather than historical actuality.

Two more relatives of the victors are mentioned in the odes, Euthymenes and
Themistios. Euthymenes, as | have mentioned, is another victorious pankratiast in the
family, and is clearly identified as the patpwg, the maternal uncle of Phylakidas and
Pytheas in the odes.'®® Themistios is named in Nemean 5 as a relative who took victories

at Epidauros in boxing,*®” and in Isthmian 6 Pindar speaks of Phylakidas, Pytheas, and

Euthymenes as glorifying his house. The scholia identify him as the grandfather of

183 Herod. 9.78-79; see also Paus. 3.4.10.
1841, 6.16: 6 Kheovikov naic; while in I. 5.55 he refers to Phylakidas and Pytheas as belonging to the
veveav KAieovikov.
% How and Wells (1990 v.2) 321.
188 In Nemean 5, Pindar first describes Euthymenes’ victories at the Aiginetan games, and then describes
him as Pytheas’ patpwg (43); likewise in Isthmian 6 Pindar announces that he has come to sing of
1F;P;ylakidas, Pytheas, and Euthymenes, and then refers to them as aylaoi maideg te kai patpag (62).

N. 5.50-53.
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Phylakidas and Pytheas and father of Euthymenes, and this is the general consensus
among scholars.'®® These relatives, moreover, are described as belonging to the
Psalychiad clan, the clan with which Pindar identifies Phylakidas and Pytheas. While it
may seem natural to assume that Pindar would call the victors after their father’s clan,
and that Lampon is thus a Psalychiad, Fenno has made a convincing argument that the
boys are in fact Psalychiads through their mother. In Isthmian 6 Pindar speaks of
Phylakidas, Pytheas, and Euthymenes as glorifying the Psalychiadai;*® it is difficult to
believe that Euthymenes’ victory would glorify the clan of his brother-in-law, and so it is
more natural to assign him, and thus the boys’ maternal line, to the Psalychiadai.'*® Of
course, there is no reason why both Lampon and his wife could not belong to the same
patra, so that Pytheas and Phylakidas are Psalychiadai through both their mother and
father. No matter what the precise genealogy of the boys, it is through the Psalychiadali
that the trait of athletic excellence runs down to Pytheas and Phylakidas, a fact that
Pindar seems to recognize in associating them consistently with that clan.

Clues about the victor and the date of composition are readily available in the text
of Isthmian 6 and its partner odes. When we consider performance, however, we find no
obvious markers for the nature of the performance of the ode, neither its setting nor its
mode. Pindar does not open with an invocation of a deity, nor does he refer to any kind
of dedication or rite, nor even directly acknowledge the aid of a god in Phylakidas’
victory; as such it is difficult to join the performance of the ode to a rite at a temple.
Indeed, the imagery of Isthmian 6, rather than relating to a temple or rites, is sympotic:

the poem opens with a description of libations offered throughout the course of a

188 ¥ Pind. Isth. 6 95, with which Bury (1892) 110, Farnell (1932) 362 and Kirkwood (1982) 296 agree.
1891, 6.63-64: oy Pahvyraddv 82 marpay Xopitwv | Gpdovt korriotg pdco.
1% Fenno (2005) 295.
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symposium (1-7), its myth recounts a domestic scene in which Herakles attends a feast at
the house of Telamon and makes a libation (35-36), and at the end of the ode Pindar
praises Lampon for his hospitality and offers a further drink (69). Given the repetition of
feasting imagery, one could easily imagine a sympotic setting for the performance of the
ode, perhaps at the house of Lampon, the father of the victor and surely the commissioner
of the ode.™ This feast could follow a rite of thanksgiving at a temple, or, given the
emphasis on the Psalychiadai clan, rites at a cult place associated with the patra;
alternately, the victor may have eschewed a public rite at a temple in favor of a
celebration localized to his home, attended by select family, friends, and peers.'*? Surely
the victor (or his patron) could decide on the nature and arrangement of the celebration,
and could order its location and manner.

We are similarly lacking evidence about the mode of performance. There is no
clear reference to choral performance in the ode, neither a mention of a chorus
celebrating the victory nor a sense of a voice emanating from the Aiginetan community
as a whole, as in Pythian 8 where the poetic voice reflects a shared interest in Aigina.
The concern of Isthmian 6 is primarily with the family of Lampon rather than the
Aiginetan community, so it is not surprising to find the choral voice suppressed, but
whether we can deduce from this stylistic feature that the ode was performed by a solo

artist is less clear. Lacking positive evidence we are better off reserving judgment.

L Clay (1999) argues that Pindar’s epinician poems could be performed in a sympotic context, but Carey
(2007) 205, argues against attaching an epinician performance to an informal setting, “It is inherently
implausible that a grand song of praise like this one [Olympian 1] was squandered on an informal
gathering. Pindar’s feasts are probably grand affairs, and his representation of them as informal symposia
is a fiction.” Thus, while epinician performances may have occurred at feasts, it is unlikely they would
have occurred at the intimate and informal setting assumed by a symposium.

192 This may explain why the Aiakids receive less praise and attention in the ode. If the audience of
Isthmian 6 was composed of people with a personal relationship to the victor and his family, then there is
no pressing need for Pindar to appeal to a shared nationality, as he did in Pythian 8, in order to render the
victory a common good for victor and audience alike.
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111. The Opening Prayers

The ode opens immediately with a prayer, not one that follows the traditional
format seen in the prayer to Hesychia in Pythian 8, but one that is folded into the imagery
of a series of libations. As it contains definite invocations and a request, it qualifies for
inclusion in this study. Pindar describes a symposium at which two libations are offered,
and then hopes to be able to offer a third.**®* These libations represent the victories of
Pytheas and Phylakidas — a libation acknowledges a god’s aid and thanks him for it, and
an athletic victory, arising through the favor of a god, demands recognition and thanks to
the god or gods who bestowed it. The first libation corresponds to Pytheas’ Nemean
victory, and Pindar first directs his words to Zeus with a simple invocation: & Zed, ‘O
Zeus’ (3). He thus calls Zeus to attention, and though he does not provide explicit
epithets or descriptions of the lineage or powers of the god, he nevertheless hints at them:
after all, this first libation represents a victory at the Nemean Games, over which Zeus
presides.’® The people celebrating now receive the victory crown tiv, ‘from you® (4),*®

referring here to Zeus and indicating clearly to the audience Zeus’ role in awarding

victory to Pytheas. Pindar thus not only provides the acknowledgment due to the god,

193 The scholia tell us that symposia traditionally had a series of three libations: the first was offered to
Olympian Zeus (citing Aiskhylos’ Epigonoi, fr.54 Nauck), the second to G& and the heroes, and the third to
Zeus Soter (citing Sophokles’ Nauplion, fr. 389 Nauck). Bury (1892) 105 suggests that the second libation
was in fact variable, decided not by tradition but rather by the needs of the occasion, thus allowing Pindar
to call on Poseidon and the Nereids.

19 In this way Pindar deviates from what the scholia present as the traditional invocation for the first
libation, calling on Zeus as Nemean lord rather than Zeus Olympios. He does call him Olympios in
describing the third libation he hopes will be poured out in honor of an Olympian victor (v. 7). Pindar
plays on traditional forms and makes the epithet significant of the games, carrying this idea through the rest
of the libations.

195 Bury (1982) 105-106 and Farnell (1932) 358-58 both argue that tiv must be parallel to 8condta and
Nnpetdeoot, and note that éyopon is only used with dative of the giver when the dative is a personal
pronoun. Kirkwood (1982) 29, however, renders tiv ‘at your hands,’ in conjunction with de&dpevor, and in
this agrees with Privitera (1982).



101

but also uses the victory as a hypomnesis, reminding Zeus of a time when he assisted the
sons of Lampon. Pytheas has already received the favor of Zeus, and Pindar will soon
ask the god to grant such favor again.

In the next lines (5-7) Pindar turns his attention to the second victory of Lampon’s
sons, the Isthmian victory of Phylakidas which is the central focus of the current ode. In
doing so, however, he avoids any direct invocation of Poseidon, the patron god of the
Isthmian Games; this is perhaps because the actual request will be directed to Zeus, and
Pindar wants him singled out as the audience for this prayer. Pindar extends the
grammatical construction that recognized Zeus as the bestower of the first victory to
Poseidon, making him the agent of the second (5), and so offering him credit for his part
in Phylakidas’ achievement. Poseidon, unlike Zeus, is linked directly to the Isthmian
Games when he is called Te0pod deomdtq, ‘the lord of the Isthmus’ (5), making clear his
connection with Phylakidas’ victory and again reminding the gods of the favors they have
shown the sons of Lampon. By acknowledging the role of the gods in Pytheas’ and
Phylakidas’ victories, moreover, Pindar is suggesting that the gods need not fear to
extend their favor again, as the sons of Lampon always recognize the thanks they owe the
gods, and would do so again if they received more favors in the form of future victories.

The third libation brings us to the request of the prayer. Traditionally a
symposium had three libations throughout the night, but Lampon’s sons have achieved
only two victories, so a third must be obtained to complete the run. The request, then,
focuses on attaining this third victory, though it is expressed in a roundabout manner. On

a superficial level, the request merely hopes that those people now offering libations for
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the first two victories of Lampon’s sons will also be able to celebrate a future victory for
them (7-9):
€in 6¢ tpitov
owtipt Tpocaivovtag O-
Aoumio Alywav kdrto
omévoey ueAMeOdyyolg dotdaic.
May it be for us to prepare a third
libation with sweet-voiced song

to pour out over Aigina

to the Olympian savior.
The indirect format of the prayer may be compared with the request at the end of
Olympian 1 in which Pindar hopes to be called upon to celebrate a future victory of
Hieron.'® In both cases the main intention, of course, is to pray for a future victory for
the current victor, though Pindar couches the request in terms of fulfilling a future act, be
it the libation or his own song (a device that also allows him to mitigate his presumption
in naming himself the composer of those future odes). That the act of thanksgiving is
emphasized over the actual victory also adds to the image Pindar is building of Lampon’s
sons, for it reminds the gods that Pytheas and Phylakidas recognize that they will only
achieve a victory with the gods’ help.

Pindar prays that the sons of Lampon may win victory at the Olympian Games,

the most prestigious of the four crown games. Since Zeus is the patron of the Olympian
Games, he is named in the prayer as the god who can grant the request, called now

‘O)oumip not only because Olympian Zeus traditionally receives one of the libations at a

symposium,*®” but also because he is the appropriate god to address for such a request.

1960, 1.115-116: £in o¢ 1€ ToUTOV VYO YPOVOV TOTELY, | £pé TE T00GESE ViKapopolg | dSpkelv TpdeavTov
copig kab’ "EAlavag 6vta mavtd.

97 Olympian Zeus traditionally receives the first libation (see above n. 22); the change of lineup reflects
Pindar’s desire to cast the libations in an epinician mold.
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Zeus is also here called swtip (8), again not only because Zeus Soter is the usual
recipient of the third libation, but because he is being called upon to give his aid to the
sons of Lampon.

The prayer, as we have seen, follows a non-traditional format, down to the use of
an optative, €in. The imperative is used in the majority of prayers in Pindar’s epinician
odes, while the optative appears in only six instances,'*® being generally reserved for
what | have termed ‘religious wishes’. Nevertheless, the optative is a valid form that
appears in more traditional prayers as well. Despite its atypical composition and the
presence of layers of intent, we may discern in this prayer a sincere desire to negotiate for
a future victory, by calling upon the gods, thanking them for their previous favor,
reminding them that the sons of Lampon are worthy of that favor again, and asking for an
Olympian victory.

Pindar follows the metaphor of the libations with a gnomeé that describes how the
man who puts money and expense into a work can achieve virtue and happiness (10-13):

€l Yap TIG AvOpOTOV damavy T€ YopElg
Kol IOV mpdocel BeoddTovs ApeTdG
oLV T€ 01 daipmv eutedel d6&av Emnpatov, &-
oyatoic 1on tpog dABov
Bairet’ dryopov BedTILOG EDV.
For if someone of men rejoicing in expense
and toil achieves god-built virtue,
and a god sows for him a lovely reputation,
already he being honored by the gods
casts his anchor upon the farthest shore.

As we saw in Pythian 8, the gnomé is a piece of wisdom that Pindar, in his role as a poet

and thus a mediator between men and gods, offers men to guide them to a life that will

19 The optative is used in O. 8.84-88 (8¢hot and o), O. 13.24-30 (yévoro), P. 1.29-32 (gin), P. 5.117-21
(8woir’), N. 7.94-101 (&yotev), and N. 8.35-37 (&in).
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earn the favor of the gods. Pindar here reminds Lampon and his sons how exactly they
have attained their fortune, as they put great effort and, presumably, money, into training
and preparing for the games, and that effort has paid off with two victories so far. Pindar
does not mean to suggest that men can achieve success on their own, however. He
describes the virtue that the people described by the ode cultivate as 6sodudtovg, ‘god-
built’ (11), referring to the fact that the gods ultimately grant the virtues for which men
strive. The role of the gods is further emphasized when Pindar adds a further condition in
the gnomeé beyond labor and expenditure: cOv 1€ ol daipmv evtedel d6Eav Emmpatov, ‘and
also a god sows for him a lovely reputation’ (12). Without the help of a god, a man’s
efforts still bear no fruit. By understanding what is necessary for success, and what
brought about their previous successes, Lampon and his sons are better able to secure
their desired Olympian victory, by combining their own efforts with a respect for the
gods.

The gnome contains an important message Lampon and his sons, but it also
appeals to a divine audience, both showing the gods that the victor already understands
the wisdom contained in the ode, to the point that his past behavior exemplifies it, and
assuring the gods that the victor and his family will continue to practice the virtues
necessary for earning divine favor. In this way Pindar attempts to assuage the potential
anxieties of the gods: even if the gods grant Lampon and his sons more favors, even if
they grant a glorious victory at Olympia, Lampon and his sons will continue to show due
respect to the gods. The gnomé thus becomes integral to the program of negotiation in
the ode, both preparing those making the request to earn the favor of the gods and

convincing the gods themselves to grant that favor.
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After the gnome, Pindar announces a new ‘prayer’, this one focusing on the desire
of Lampon rather than his sons, or at least on how he may profit from a future Olympian
victory earned by his sons. This is not a true prayer according to the definition of this
study: it has no addressee, and rather than make a request it describes a request Lampon
hopes the gods will heed. As such it is an indirect prayer rather than a prayer proper.
Lampon hopes, we learn, to reach death and old age having achieved happiness (14-16):

tolouotv Opyaig ebyetan
avtidoarg Aldav yiipdg te déEacBat moAdv
0 KAeovikov moic.
The son of Kleonikos prays that
with such feelings he meet Hades and welcome
gray old age.
Given the request in the opening prayer (7-9), it is clear that Lampon believes he achieves
the happiness described in the gnomeé when his sons, through their efforts and the favor of
the gods, earn victories. Since Lampon’s request to enjoy further happiness is tied
directly to the prayer for his sons’ success, Pindar may have felt no need to insert a new
prayer just for Lampon; if the gods grant Pytheas and Phylakidas future victories,
especially prestigious victories at the Olympian Games, then they also grant Lampon his
future happiness.

Immediately after announcing Lampon’s wish, however, Pindar himself prays for

the fulfillment of that wish (16-18):
€Y® &° Vyibpovov
Khobo kactyvitag te mpoc-
eVEN® £omécOon KALTOIG
avopoc pidov Moipag EpeTpais.
| call upon

lofty-throned Klotho and her sister
Moirai to heed the noble
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prayers of my dear friend.
Pindar begins his prayer with £y®, emphasizing the change of subject from Lampon to
himself and identifying him as the speaker of the prayer. He then makes an invocation,
the formal feature lacking in Pindar’s description of Lampon’s prayer, to K16tho and her
sister Moirai, granting KI16tho the epithet OyiBpovov, ‘lofty throned,” and noting her
identity as one of the Moirai, the trio of sister deities who allot people’s fates. They are
the goddesses who control the length and quality of one’s life, and are well suited to
respond to Lampon’s desires. Pindar does not repeat Lampon’s request, nor even
reformulate it, but rather directs the gods to listen to it, suggesting that he is in a special
position to facilitate communication between Lampon and the gods.

In taking Lampon’s desires and translating them into a prayer, Pindar fulfills the
poet’s role as an intermediary between god and worshipper, someone who makes
possible successful communication between the two parties. In line 18, avdpog @itov is
juxtaposed directly with Moipag, perhaps indicating that Pindar, who stands at the
beginning of the sentence in £y®, has brought together Lampon and the Fates in order to
facilitate Lampon’s prayer, both by making Lampon’s desire known to the Fates and by
urging the Fates to heed it. This desire for glory such as will arise from the athletic
achievements of his sons, and will carry him in happiness to old age, must reach the ears
of the Fates, the goddesses who are best disposed to grant it. Pindar is an o1d6g, and as
such he has powers beyond simply composing and perhaps performing songs. He stands

199

between men and gods,™ aiding communication between them. Pindar acts as a source

199 Mackie (2003) 78-92 examines how the poet, like a prophet, acts as an intermediary between gods and
men: “This task of mediating or interceding between the gods and his fellow mortals is one more feature
that aligns the epinician poet with the prophet. Like poets in other archaic Greek genres, the epinician poet
is portrayed as a figure who facilitates communication between gods and men” (91). Murray (1981) 92, 97,
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of knowledge for the victor, as he uses gnomai to explain the nature of the relationship
between men and gods, and so point out the qualities expected of men if they wish to
maintain the favor of the gods.”®® At the same time Pindar communicates the wishes of
his patrons to the gods through his songs, especially through the prayers in his songs; as
an aodog he is able to express those desires in a mode that is specifically suited to calling
upon the gods, and therefore can better ensure that those requests are heeded. Here in
this ode Pindar takes Lampon’s wish and directs the gods to hear it; as the prayer is made
by an doddg, it better captures the attention of the gods and so strengthens the power of

the prayer.

IV. The Myth of Herakles and Telamon

In the opening lines of the ode Pindar establishes the athletic history of the
brothers Phylakidas and Pytheas and looks to a future in which their success continues.
With the fortunes and hopes of the Psalychiads laid out he turns now to a myth that
mirrors the present circumstances of the victor and his family quite closely. Following
the opening prayer Pindar shifts from the victor and his family to the Aiakidai heroes,
who provide the mythical counterparts to the victor and his family. An Aiginetan victor
would naturally look to the deeds of Aiginetan heroes to find a legendary model for their

present situation as they are the cultural heroes for the Aiginetan people: they stand at the

also discusses Pindar’s conception of his profession, and refers to him both as a ‘prophet of the Muses’ and
an ‘intermediary between gods and men,’ claiming for him a special position among men in his interaction
with the gods. The idea is found earlier as well in Bowra (1964), who discusses Pindar’s conception of
poetry at length and concludes that Pindar views his song as deriving from the Muses, and thus himself as
standing as, again, ‘an intermediary between gods and men’ (8).

2 5ee Boeke (2007). At 191-92 she explains, using Olympian 13 as an example: “His success in praising
[the family] demonstrates to the Oligaithidai the attitudes towards god and man they should follow in their
pursuit of further victories.” While, as Boeke notes (194), Pindar can manipulate the gnomai in order to
emphasize the virtues of his victor, they nevertheless do express an important truth that will help them,
especially in securing the favor of the gods.
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beginning of Aiginetan history, and their deeds hold significance for the lives of later
Aiginetans. They are proof of the excellence that Aigina can achieve.

The particular myth of the Aiakidai that Pindar describes is Herakles calling
Telamon to war. Herakles’ wrath was roused against Troy when its king, Laomedon,
failed to pay Herakles for killing the sea monster sent by Poseidon to ravage the town —a
sea monster sent when Laomedon denied Poseidon his payment for building the walls of
Troy. Deciding to go to war against Laomedon, Herakles seeks out allies and comes to
Aigina to enlist the aid of the hero Telamon. When Herakles reaches the home of
Telamon, however, he finds him holding a feast. Already the reader may be struck by the
similarity between the myth, in which a Theban man, Herakles, comes to the home of his
Aiginetan friend, Telamon, during a feast or celebration, and the performance, in which a
Theban man, here Pindar, has either himself come to the home of his Aiginetan friend
Lampon, or come symbolically through his song. The similarity between the two events
is strong enough as to suggest that Pindar intended it, and chose this particular mythic
moment because of its resonance with the circumstances of the victor and his family**;
we may therefore feel justified in exploring the myth more deeply in order to find further
points of comparison with the ode that can expand our understanding of its significance.

The connection between Herakles and Pindar is deeper than a shared Theban
origin. At the feast of Telamon, Herakles makes a prayer to Zeus on behalf of his host
Telamon and his family. In the context of the epinician ode, Pindar, at a feast held by
Lampon, prays on his host’s behalf that his son will be mighty by continuing his athletic

success. Herakles is no mere mortal: he is the son of Zeus, an affiliation he emphasizes

21 Cole (1992) 63 lists three examples of overlap between the performance and the myth: Pindar and
Herakles are both Theban guests, Lampon and Telamon are both Aiginetan hosts, and both Pindar and
Herakles make a prayer on behalf of the host’s son.
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when he calls upon Zeus as natep, ‘father’ (42). As such he holds a special position
between man and god, and is better able to call the gods to attention. Pindar of course
makes no claim on the gods because of a familial relation, but, as I have discussed, he
does make a claim because of his profession, that of the do1806g, the poet. Pindar, like
Herakles, stands between men and gods and acts as a mediator between the two, so he,
like Herakles, is uniquely able create an effective prayer to the gods. The gods will heed
his words just as Zeus will heed the prayer of his own son, for the poet effects
communication between men and the gods.

The prayer of Herakles shows marked similarities to Pindar’s own prayers in
Isthmian 6. Telamon, upon Herakles’ arrival, asks his guests to make a libation, and
Pindar opened the ode by describing a series of three libations that might be made by the
victor at the celebration. Herakles then makes a prayer following a traditional pattern,
beginning by invoking the god with his name and epithets that establish a relationship
between the god and the worshipper, then reminding that god of previous times the
relationship between the two was established, and finally making a request. Herakles
first stretches his arms to the sky, then calls upon Zeus: & Zed ndrep, ‘father Zeus’ (42).
The epithet natep is used generally of Zeus because of his role as lord of gods and
men,?% but here it also refers to the personal relationship between Zeus and Herakles, as
Zeus was Herakles’ actual father. Interwoven with the invocation is the hypomnesis, as
Herakles recalls those previous times when Zeus heard and granted his prayers (42-43):

Ei mot’ éudv, @ Zed mdtep,
Boud B @V apdv dkovoag...

If ever, O father Zeus

292 pindar uses métep in two other instances, N. 8.35 and N. 9.53, both of which are spoken by the
performer.
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you have heard my prayers with willing heart...
By recalling those instances, Herakles establishes that he and Zeus are bound in a yépig
relationship in which the two parties exchange worship and favor. Pindar likewise joins a
prayer to his metaphorical libations (2-9) though, as | have shown, the prayer lacks the
strict form of its mythical counterpart. Nevertheless, Pindar first invokes Zeus (3), and
later uses his epithet OAvpurio (8) to clarify the relationship between worshipper and god,
as the worshipper hopes that Zeus will favor him in his role as patron of the Olympian
Games. Pindar also establishes the existing relationship between Pytheas and the gods
when he recalls the victories of Pytheas and his brother, providing evidence of the favor
that the gods have already shown them. As Herakles prays himself on behalf of his host,
invoking his own relationship with Zeus to create goodwill for Telamon, so does Pindar
when he utters Lampon’s desire as his own prayer.

The requests of Herakles and Pindar are also similar. Herakles prays to Zeus that
Telamon might sire a mighty son, one who will grow up to be a man whose strength is
comparable to that of the Nemean Lion (45-47):

Mooopat moido Opaciv €€ Epipoiag
avopi T@de E€Tvov apov popidtov teléoat

TOV HEV ApPNKTOV PLAV, OG-
TEP TOOE OEPLAL e VOV TEPTAAVATOL
onpocg...
| supplicate you,
bring about a mighty son from Eriboia,
destined to be my guest friend, for this man;
give him an unbreakable nature, just like
the skin of the beast that now wraps around me...

Telamon hopes to have a mighty son because such a child will bring him honor and thus

happiness. Pindar, likewise, prays that Pytheas and Phylakidas, the sons of Lampon,
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Pindar’s patron and the likely host of the victory celebration, might gain another victory,
this time at Olympia. While the parallel with Herakles’ prayer is not exact, as Lampon’s
sons are already young men who have proven themselves in competition, the general
sense and imagery of the two requests have certain correspondences. Herakles, who is
elsewhere in Pindar named as the founder of the Olympic Games and thus stands as one
of its patrons,?® hopes that Telamon’s son will be as mighty as the Nemean Lion, the
beast whom Herakles overcame as one of his labors; Olympia and Nemea are joined in
the figure of Herakles, and these pass on into Ajax, images suggestive of Herakles’
current and Ajax’s future strength. Pindar looks back to the first victory awarded to
Lampon’s sons, that of Pytheas at Nemea, and forward to a hoped-for Olympian victory,
so that in his prayer as well the realms of Olympia and Nemea become joined together as
a representation of the strength Pytheas and Phylakidas have already proven through their
victories and the strength they still hope to achieve.

The close parallel between the myth and the epinician performance not only
heightens the praise and immortalizes the deeds of Pytheas and his family, but also offers
them hope that their own prayers may be received as the prayers of Herakles for Telamon
and Ajax were. When Herakles finishes his prayer Zeus sends down an eagle: 6pviyog
pavévtoc, ‘the bird that appeared’ (53).%%* Herakles interprets this omen as a sign that
Zeus has both heard the prayer and is willing to grant it; Eriboia will give birth to a son,
Ajax, who will be a mighty warrior among the Greeks. In his prayer Pindar seeks a
similar assurance from the gods that Zeus will heed the prayers of Lampon and his sons

and grant the victories for which they hope. The mythic exemplum also provides a

203 5ee 0. 3. 33-34 and 10. 43-59 for myths about Herakles founding the Olympic Games.
24 That it is an eagle in particular is made clear insofar as Herakles, on seeing the bird, bids Telamon to
name his future son Ajax after the omen — Aiag from aietoc.
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second kind of assurance: by looking back to this particular moment, Pindar shows how
the people of Aigina have enjoyed the favor of the gods from the very beginning. As
Carne-Ross observes, “The epiphany of the eagle heralding the birth of the ancestral hero
Aias was a mark of divine favor granted to the Aiakidai, a favor still at work in their
descendants; it is...the cause of Phylakidas’ triumph today, the seed from which it
sprang”.?®® Lampon and his sons may take comfort in the myth, knowing that they face a
situation like that of their ancestors, and knowing too that they enjoy the same favor that
those ancestors did; as such they may safely hope that Zeus will grant their prayers.?®

The prayer of Herakles is not the only example of an embedded prayer in Pindar;
two others occur within his epinician corpus, in Olympian 1 and Nemean 10. These two
prayers, like the prayer under discussion here, provide mythic parallels to the prayers
Pindar makes on behalf of the victor in the respective odes. In Olympian 1, Pelops prays
to Poseidon for aid in beating Oinomaos in the chariot race that he has ordained for
suitors of his daughter Hippodameia (75-78, 85):

ot Sdpa Kompiag dy’ €l 11, [Tooeidaov, &g yapv

téAletar, médacov Eyxog Otvopdov ydAkeov,
gue &’ éml TouTATOV TOPELGOV APUATOV

205 Carne-Ross (1985) 46.

206 Cole has suggested that another parallel between the myth and the epinician ode itself may be found in
their context, for both seem to occur on the eve of war. Herakles in this ode comes to Telamon to call him
to war against Troy; if the date of 480 BCE, between the Isthmian Games and the departure of the
Aiginetan fleet for war, is correct, then Lampon too would stand on the eve of battle. Cole (1992) 66-67
argues that the celebration of the victory occurred just before the departure of the Aiginetan forces, and that
Pindar chose the eve of the first Trojan War as his setting to strengthen the similarity between the two
myths, even changing the traditional setting of this mythic episode from a wedding banquet, a more logical
venue for such a prophecy — one thinks of the much later Catullus 64 and the prophecy about Peleus and
Thetis’ future child — in order to strengthen the similarities between the two situations. If this is so, Pindar
may also be making a prediction: Herakles and Telamon are successful at Troy, and Lampon and the
Aiginetans, Pindar may be suggesting, will likewise be successful against Persia. While this is an attractive
possibility, Pindar does not elsewhere in the ode pray for the fate of Lampon and Aigina in regards to their
upcoming military campaigns, which itself suggests that they did not have pressing anxiety over a coming
war. As | noted above, pp. 8-9, there probably was not enough time between the games and the departure
of the fleet for an ode to be prepared and performed, rendering Cole’s argument moot. If Pindar is hinting
at the campaign in which Aigina is involved, it is far more likely to be retrospective.
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8¢ Ahwv, kpdtel 8¢ méLasov...
TV 0¢ Tpa&v eilav 6idot.

Come, if the dear gifts of the Kyprian goddess bring me into your favor,
Poseidon, bind the bronze spear of Oinomaos,
bring me on the swiftest chariot
to Elis, and draw me near to power...
Grant me this dear accomplishment.

As Gerber notes, “this prayer is the high point of the myth and provides the main analogy
between Pelops and Hieron”.?*" Both Pelops and Hieron desire to compete in and win a
chariot race, Pelops against Oinomaos and Hieron at Olympia, as suggested by Pindar’s

words (109-111):

&L yAukutépav Kev EAopat
ovv dppott Bod KAel-
Cewv...

still I hope to celebrate
an even sweeter moment with the
swift chariot...

Pelops receives from Poseidon a special team of horses that allows him to succeed in his
venture; so too, we may understand, will Hieron’s prayer be granted.
A similar embedded prayer appears in Nemean 10 when, after the death of Kastor,
Polydeukes asks his father Zeus to let him share his brother’s fate (76-79):
[Tarep Kpovimv, tig o1 Avoig
gocetal meviEmv; Kai pot Bavatov cOV TMS’ Emitetlov, Avas.
ofyeTon TILA PIA®V TATOUEVE OTI TODPOL O’ €V TOVE TGTOL BPOTdV
KopdTov petalappavery.
Father, son of Kronos, what release
is there from pain? Set death upon me along with him, lord.

Honor leaves the man deprived of his loved ones. Amid labor few mortal men are
trustworthy to share the struggle.

27 Gerber (1982) 177.
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The connection with the victor’s desires is perhaps less obvious in this example — after
all, Polydeukes seems to pray for death. The victor, Theaios, does not want to die, but
there are, nevertheless, important parallels between the victor and the hero in regards to
their prayers. Theaios desires the favor of Zed ndtep, ‘Father Zeus’ (29), as Polydeukes
does. He wants, specifically, future victories, achievements that Pindar has described
earlier in the poem as AdOav novav, ‘forgetfulness of labors’ (24); similarly Polydeukes
seeks death as a release from the pain of the loss of his brother.?*® Both hero and victor
have undertaken great toil, and both now seek the ultimate reward for their labor.
Polydeukes receives this reward, as Zeus shares his immortality with Kastor; the
audience may hope that Theaios will likewise be favored.

We can see that Pindar’s embedded prayers act as mythic parallels for the prayers
of the epinician odes in which they are contained. In all three cases the desire of the
victor and hero intersect, and by portraying a moment in which a hero prays to the gods
and receives the object of his request Pindar suggests that the victor’s desire is equally
likely to be granted. In each prayer, moreover, the person praying has a special position
in relation to the god invoked: Herakles is Zeus’ son, as is Polydeukes, and Pelops was
Poseidon’s lover. Pindar aligns himself with these figures, recalling his position as
ao136¢, an intermediary between gods and men who, like the heroes, facilitates
communication between the divine and mortal world. The prayer of Isthmian 6

nevertheless stands out, as Herakles prays on behalf of a man whose relationship with the

2% Bury (1890) 193 describes the parallel between the two requests slightly differently: “The heart’s desire
of Polydeukes was that he and his brother should share Olympos together, even though this implied a
mixture of hardship with happiness. The heart’s desire of Theaeus was a victory at Olympia, for which he
was prepared to endure travail.” The victor and the hero both show that they are willing to suffer in order
to gain their desires. Yet Pindar implies that Theaios already had undergone toil: 008’ audyde xapdia
TpoceéPmV TOAUY, ‘nor bearing the boldness of a heart free from trouble’ (30), likely in the form of his
training, and now only seeks the release of victory.
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gods is less direct (Telamon is a grandson, not son, of Zeus), and who therefore needs the
aid of an intermediary to lend strength to his prayers. Pindar prays on behalf of Lampon
and other victors and their families because his vocation and therefore his song are able

to call the gods to attention in a way that a man alone cannot.

V. Catalogue and Closing

Following the myth of Herakles and Telamon, Pindar turns back to the present
moment and the particular subject of the ode. He not only praises the victor Pytheas,
however, but his entire family, proving a history of athletic success and, in the case of
Lampon, a history of spurring others on to success. Through the catalogue and praise of
the Psalychiads Pindar provides more reasons for Lampon and his sons to receive the
favor of the gods, reminding the gods of favors already given, and showing them how
these three live up to the qualities expected of men who would enjoy lasting happiness
such as Lampon desires. In his final lines Pindar continues the water imagery of the ode
with a drink from the spring Dirke that he offers to the Psalychiads, a drink that
completes the trio of libations that open the ode. In this way the end of the ode mirrors
the beginning: the focus now moves out from the Aiakids and forward to the Psalychiads
and returns to the imagery of drinking: whereas the libations of the opening lines
represented the victories earned, however, the drink of the closing lines represents a
victory and happiness yet to come.

With the mythic narrative completed Pindar returns to the broader theme of
Aiakid deeds that was originally set up in lines 20-22, but only to declare his inability to

do justice to the task. This recusatio is, of course, a common device for enhancing
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praise, but here it serves a secondary purpose in allowing Pindar to transition from the
deeds of the Aiakids back to those of the Psalychiadai. The myth stands at the center of
the ode, providing a parallel to the victor and his family, and Pindar moves into it and out
of it through the Aiakidai, who provide the link between a contemporary Aiginetan
family and a particular legendary instance of prayer and divine favor that occurred in that
heroic line. As soon as he has excused himself from recounting every Aiakid deed Pindar
turns back to the victor and his family, indicating that rather than list every achievement
of the Aiginetan heroes he will focus only on the most recent, those of Phylakidas, his
brother, and uncle; thus Pindar transitions back to the present and the praise of the victor.
There follows a catalogue of the family’s athletic victories. Such a device is not
uncommon in Pindar’s epinician odes, and the Aiginetan odes especially favor it. Pindar
names victories for the family at Isthmia and Nemea,?*® focusing on the crown games to
the exclusion of other, local victories.”*® The catalogue allows Pindar to emphasize once
again the family of the victor. Isthmian 6 intends, by Pindar’s own admission, to praise
not only the victory of Phylakidas, but the victories of his brother and uncle as well (57-

58):

209 The number and locations of the victories of Phylakidas, Pytheas, and Euthymenes are the subject of
scholarly debate. In Nemean 5, we have Pytheas’ victory at the Nemean Games; Euthymenes’ two
victories at Aigina, one victory at Megara, one victory at Nemea and one victory at Delphi (if that is the
meaning of v.44: a Nepéa pev Gpapev peic t° Emympiog, 6v oiAnoe’ AmdAiwv). Later, in Isthmian 5, Pindar
tells us that, with Phylakidas’ new Isthmian victory, he had two Isthmian victories, while he and Pytheas
each had a Nemean victory. The catalogue in Isthmian 6 tells us: dpavto yop vikag dmd moykpotiov | Tpeic
an’ ToBuod, tag &’ an’ evevAlov Nepéac, | dylaol naidég te ko patpwg (60-62). Some scholars, such as
Bury (1892) 117, have put a comma after tpeic, and interpreted the line as saying that Pytheas, Phylakidas,
and Euthymenes have earned three victories in total, this victory of Phylakidas at the Isthmian Games,
Pytheas’ Nemean win, and another Nemean win for Euthymenes; in this, Bury is followed by Thummer
(1968-69) 109 and Cole (1987) 554. Pfjeiffer (1995) 321, however, argues that tpeig is balanced by tag, so
we should instead understand that the family had three wins at Isthmia, and one or more at Nemea; his is
the reading | adopt.

219 For instance, in Nemean 5 we learn of Euthymenes’ two victories at Aigina (N. 5.41) and Themistios’
two victories at Epidauros (N. 5.52-53). This is likely to keep the list compressed: Pindar focuses on the
most prestigious victories, those that have brought the most glory to the family.
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Dorakidg yop nA0ov, ® Moioa, tapiog
[MvuBEq te kduwv EvOupéver te

| have come, O Muse, as the steward of song
for Phylakidas and for Pytheas and Euthymenes.

The Psalychiad family is interlinked, so that the glory of one is reflected on all. This idea
is made explicit when Pindar describes how the victors bring glory to their family line
(63-65):
tav Yohvytaddy o0& mhtpav Xapitmv
dpoovtt KaAloTq Sp(')cscp~

oV 1€ Ogpuatiov OpOMGAVTEG OIKOV. ..

they water the clan of the Psalychiadai

with the sweetest dew of the Charites,

and they holding up the house of Themistios...
We once more find Pindar using the image of water to represent the glory of victory: just
as the libations in the opening of the ode represent the victories earned or to be earned by
the sons of Lampon, so does this dew. While the libations connected the victories with
the gods, offering thanks for them and hoping the gods would grant more, the dew
connects the victories with the family, showing how the victory of one reflects on all.
This connection is important to Pindar because, as we have seen, Lampon prays to
achieve happiness through the victories of his children. Since glory can be spread from
one family member to another, Lampon’s hopes are valid.
The focus upon the victor’s family continues past the catalogue as Pindar shifts

his attention in the final lines to Lampon. It was Lampon’s desires that dominated the
opening complex of prayers, and it is Pindar’s praise of him that will now close it. As

Lampon makes prayers along with his sons, Pindar must make some claim for his

worthiness to receive the gods’ favor. There is no evidence that Lampon was ever an
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athletic victor, however, so that Pindar cannot simply include him among the family’s
athletes whose victories have brought glory to the family, not having such success to
provide a source of the happiness he seeks. Pindar explains how Lampon upholds the

advice of Hesiod, !

that a person should work hard to achieve success. This idea recalls
the gnomeé we saw in the opening triad which showed that the hard-working man will
achieve lasting happiness. Lampon has also passed his work ethic onto his sons: his drive
has pushed them to achieve the feats that have netted them victories. Though not a victor
himself, Lampon nevertheless creates victors (72-73):
oai-
NG k€ vv vop’ &v debAntaioty Eupev
No&iov métporg &v dAloic yorkoddpoavt’ akdvay.
you would say
that he, as a man, is among athletes
the bronze-subduing Naxian whetstone among other rocks.
In other words, Lampon hones men into athletes, training them in the pankration. He has
already proven his success, too, as his son Pytheas has won a victory at Nemea. Pindar
not only praises Lampon, then, but also establishes some grounds for Lampon to attain
his desires.?? By repeating the promise contained within the earlier gnome, and positing
Lampon as an example of that gnome, he suggests to Lampon — and to the gods — that
Lampon can and will attain his desire. As the force behind his sons’ athletic

achievements, moreover, Lampon deserves the reflected glory of victory, more directly

even than is implied by the image of the watering dew.

211

) By this Pindar is perhaps referring to Hesiod’s Works and Days 412, uekétn 8¢ tot £pyov d@éAAeL.
1

2 pindar also praises Lampon along more traditional epinician lines for his qualities as a host (70).
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In the final two lines of the ode Pindar states that he will give to Lampon a drink
from the waters of Dirke, the famed spring of Thebes.”*® Faraone has interpreted this
passage as a reference to Orphic cult. He compares the spring of Dirke, which is here
guarded by the daughters of Mnemosyne, with the waters of Mnemosyne that the Orphic
initiate will encounter in the afterlife. Among the surviving Orphic tablets we find the
following instructions for the dead soul: “Further on you will find chill water flowing
from the pool of Memory; over this stand guardians...Say, ‘...give me quickly the chill
water flowing from the pool of Memory”.?** In this rite the Orphic initiate can regain his
memory in the afterlife, and the happiness the initiate knew in life can continue to bring
him or her joy after death. Similarly the victories of Lampon’s children bring about a
happiness that Lampon can enjoy even after his death. While there is a similarity in the
imagery of these two passages, this resemblance alone does not prove, as Faraone
believes, that Lampon was an Orphic initiate, or that Pindar was playing to such beliefs,
promising him glory in the afterlife. After all, the Orphic tablets all derive from periods
later than this poem, most of them much later,**® and were discovered far from Aigina,
largely in Crete and Southern Italy.?*® There is no positive evidence for an Orphic cult on
Aigina, nor is there any hint elsewhere in this poem, or in the earlier Nemean 5 or later
Isthmian 5, written for the same family and likely all commissioned by Lampon, that
Lampon subscribes to Orphic ideas and wants them expressed in the odes, or seeks from

Pindar such gifts as an Orphic initiate might desire. As such, we as scholars can hardly

213 See above, n. 164.

214 Faraone (2002) 266, using the translation of Janko (1984), which is itself based on his composite fifth-
century archetype Q, compiled from five different texts dating between 400 and 240 BCE.

215 The tablets range in date from as early as the end of the 5" ¢. BC, for which there is one example, to as
late as the 2™ c. AD. The largest part date from the 4™ through the 2™ ¢. BC; see Graf 1993.

218 The tablets come from ten different locations, including Thurii, Rome, Petelia, Pharsalus, Eleutherna,
Mylopetra, Strathatos, Thessaly, Hippanium, and Pelinna; see Graf 1993.
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posit Lampon’s Orphism as a historical fact, especially when the drink is easily
interpreted in a different manner that aligns with the ideas in the rest of the ode without
any forced suppositions about Lampon’s religious belief.

This drink of Dirke clearly continues the complex of images that connect water
and victory that we have seen throughout the ode. In the opening lines, libations were
poured in honor of the victories of Pytheas and Phylakidas (an act described by the verb
Kipvapev, which signifies the act of mixing water into wine), and after the Psalychiad
catalogue the dew of victory watered the family line; the drink of Dirke suggests the song
that immortalizes a victory.?!” The water is of Dirke as that is the famed spring of
Thebes and Pindar is a Theban man, and it is guarded by the Muses as they are patrons of
song (they are called here the daughters of Mnemosyne to emphasize the way the song
creates a lasting memory of the deed).?'® Athletic victory brings glory to the victor, but it
is song that renders that glory everlasting, and this particular ode will immortalize not
only the glory of Phylakidas but also of Lampon, who has now been singled out as a
driving force of this victory (besides being likely the patron of the ode); similarly, a
future victory will warrant a future song that will achieve the same ends. Lampon will
receive Pindar’s song, he will drink of the waters of Dirke, and in this way his reputation,
as well as that of his son, will live on, and the happiness he prayed for comes to him now,

and will come again when his sons achieve their hoped-for victory.

Conclusion

21 Kirkwood (1982) 297 says, “The waters, the gift of the Muses, here symbolize Pindar’s song.”
Similarly, Berman (2007) 25 explains, “The water of Dirce is divinely inspired, and drinking it can bring
health and poetic inspiration.”

218 This must be the reason for the link, as the Muses are not elsewhere connected with Dirke in surviving
local legend.
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We see in Isthmian 6, then, a complex of prayers that acts upon the entire family
of the victor, treating them as a single unit capable of receiving the continuing favor of
the gods. The prayer for a future Olympic victory applies to either son of Lampon, and
the previous accomplishments of both are offered up as proof of previous grace. Those
victories, moreover, engender Lampon’s own desires for glory and happiness. After a
myth illustrating a legendary example of a Theban man ensuring the gods’ favor for his
Aiginetan friend, which acts as a template for the current celebration, Pindar returns to
praise of the victor’s family, first through a catalogue and then through a description of
the virtues of Lampon, the instigator of those victories. He ends then with a metaphorical
drink for Lampon, the gift of that song which will imbue the glory of the victories with
the eternal, a sign of the favor of the gods that will come to Lampon in fulfillment of his

prayer.
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apyvp€aict 68 VOUAT® elaAoict Platdy
aumélov waid’, ¢ mob’ inmotl ktnoaueval Xpopiom
TERY OV OeITAEKTOLS OUaL
Aatoida oTeQAvolg
€K T0G iepdg Zikv®dvoc. Zed mitep,
gbyopot TaNTaV APETOV KEAUOT|GOL
oLV Xopiteooty, VIEP TOALDY TE TILAAPETY AOYOLC
vikav, axovtilov okomol’ dyylota Molsav. 55

Let us go forth from the shrine of Apollo in Sikyon, Muses,
to newly-founded Aitna, where the thrown-open
doors are overcome by guests,
to the happy home
of Khromios. Make a sweet hymn of words.
He mounting his strong-horsed chariot
bids us proclaim the mother and her twin children,
joint overseers of steep Pytho. 5

There is a certain saying among men, not to hide a noble deed
which has been accomplished silent in the ground. Godly
song is fitting for boasting.
But let us rouse the noiseful
lyre, and the flute for this
pinnacle of horse contests, which Adrastos
established for Phoibos on the banks of the Asopus; and |
recalling these things will adorn the hero with glorious honor. 10

Adrastos who, ruling here then, with new festivals,
and contests of men’s strength and hollow chariots,
glorified his city.
For he once fled from bold-thinking
Amphiaraos and terrible strife,
from his home in Argos; the sons
of Talaos were no longer rulers, having been overcome by sedition.
The stronger man ends the previous order. 15

But giving man-conquering Eriphyle as a trusty pledge,
a wife to the son of Qikles, they were then the greatest
of the yellow-haired Danaans.
They led an army of noble
men to seven-gated Thebes,
not along a well-omened road; the son of Kronos did not
whirling his lightning-bolt urge those eager men
to go, but to refrain from the journey. 20
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That host hastened to arrive at manifest doom,
with their bronze arms and horse tackle; on the banks
of the Ismenos they yielding
sweet return
fattened the white-blooming smoke with their corpses.
Seven pyres feasted on young-limbed
men. But for Amphiareos Zeus, with his all-powerful
bolt, divided the deep-breasted earth, and hid him along with his horses, 25

before his warrior spirit could be shamed, struck in the back
by the spear of Periklymenes. Amid god-sent fear
even the children of the gods flee.
If you are able, son of Kronos,
| would put off as long as possible
this fierce life and death trial of Phoenician
spears, and | pray to you to grant
a long, well-ordered fate to the children of Aitna, 30

father Zeus, and to join the people in shining
celebrations. There are horse-lovers here and men
with souls greater
than wealth. The words are hard to believe;
reverence, which brings renown,
is hidden in secret by love of gain. If you were a shield-bearer
to Khromios among the foot-soldiers and horses and in the battles
at sea, you would judge the danger of the sharp battle-cry, 35

when in battle that goddess armed him
with a warrior spirit to ward off the ruin of Enyalios.
Few keep counsel amid
the cloud of bloodshed,
able with hand and spirit to turn away
the lines of hostile men. It is said
that fame bloomed for Hektor at the streams of Skamander,
and along the deep banks of the Heloros, 40

which men call the passage of Areia, a light
shone for the son of Hagesidamos in his first
prime; | will make known
many other deeds from other days
on dusty land and nearby sea.
From these labors, which are done with youth
and justice, a gentle life heads to old age.
Let him know he has been alloted wondrous happiness from the gods. 45

If someone with many possessions wins glorious
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renown, he cannot, being mortal, set foot upon

another peak.
Peace loves

the symposium. New-flowering victory
is glorified by gentle song;

the voice becomes bold by the wine bowl.
Let someone mix it, sweet prophet of revelry, 50
and dispense the powerful child of the vine
in the silver cups which once Khromios’ horses won

and sent along with the rightly-woven
crowns of the son of Leto

from the sanctuary at Sikyon. Father Zeus,
| pray that | will celebrate this excellent deed

with the Charites, and honor the victory greatly
with my words, casting my javelin nearest to the Muses. 55
I. Overview

Nemean 9 was composed to commemorate the victory of Khromios, son of

Hagesidamos and regent of the city of Aitna on Sicily, in the chariot race of the Pythian
Games held at Sikyon. While the ode celebrates an athletic victory, Pindar is concerned
not only with praising the victor and glorifying his achievement, but also with
highlighting the fortunes of the city of Aitna that Khromios currently governs, creating a
poem which deals as much with the virtues and desires of Khromios as those of Aitna.
The city of Aitna had been newly re-founded by Hieron shortly before the composition of
Nemean 9, and the concerns of the young city are a driving force in the ode. We see
repeated throughout a desire for the city to avoid both external and internal strife, and for
it to have a sturdy foundation so that it can enjoy a long and prosperous history. Such
requests are of obvious benefit to both Khromios as ruler and to the people of Aitna as

citizens. Pindar uses Khromios’ victory, a moment of glory that demands the attention of

the gods, to appeal to those gods: Khromios has through his accomplishment provided
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Aitna with a foundation of glory, one that Pindar now hopes to extend into the future
through his negotiations with the gods. Within the ode he appeals to the gods on behalf
of victor and city alike, proving to the gods that both are worthy of their favor by naming
their virtues directly and by juxtaposing them with mythical exempla and gnomai that
prove their excellence, a technique that also simultaneously offers warnings to Khromios
and Aitna on how to behave in order to attain the gods’ favor. Through this mediation he
secures the gods’ goodwill towards victor and city alike.

For the purpose of examining this ode | have broken it into five sections. In An
Invocation of the Muses (1-10) Pindar calls on the Muses, calling on them to join in
leaving Sikyon and moving to the current celebration Aitna. In so doing he immediately
provides the audience with the name of the victor and the name of his homeland, and
establishes these entities as the twin foci of the ode. Myths of Adrastos (11-27) follows,
in which Pindar describes the internal strife that once erupted in the city of Argos, as well
as the attack of the Argives on Thebes. The myth highlights the tumult of war, and
allows Pindar to transition smoothly into the Triple Prayer to Zeus (28-34), in which he
makes a tripartite prayer on behalf of the city of Aitna, asking first that it avoid war, then
that it have good order, and finally that it enjoy festivities. The Triple Prayer then ends
with a hypomnesis proving the worthiness of the people of Aitna to receive the favor of
the gods. Pindar next turns away from the city generally and to the victor Khromios
specifically in a section of Victor Praise (34-47), in which he recounts Khromios’ martial
achievements. This section allows Pindar to extend his praise of Khromios to military
feats and prove that Khromios is not only an athlete, but a warrior who is worthy of Zeus’

favor. The ode ends with a Closing Prayer (48-55) in which Pindar draws together the
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twin audiences, Khromios and the Aitnaian people, by invoking the symposium, an
image embodied in the ongoing celebration of Khromios’ victory, and by praying that the

song, which has expressed the hopes of the entwined parties, will be successful.

Il. Date and Circumstances

The city of Aitna, the hometown named for Khromios in Nemean 9, only came
into existence in 476/5 BCE through the hegemonic maneuvers of Hieron. After
transplanting the inhabitants of Katana and Naxos to the city of Leontini, Hieron filled
the city of Katana with 10,000 new settlers, half drawn from Sicily and half drawn from
the Peloponnese. Diodorus Siculus tells us that Hieron’s purpose in this was to create for
himself a ready supply of loyal fighting men close at hand, and, perhaps more
importantly, to found a city so that he might receive the honors due to an oikist — honors
which he did receive after his death.?** Khromios, the victor of Nemean 9, was a brother-
in-law of Gelon, the brother of Hieron, and was appointed regent of the city until
Hieron’s son Deinomenes was of an age to take up rule.

Khromios is known to us only through the poems Pindar wrote for him,??° but
despite this dearth of sources, we can still say a good deal about him and his career. We
know that he was the son of a Hagesidamos,??* and that he had a long political and
military career in Sicily under the Deinomenid family. He fought at the battle of the
Heloros in 492 BCE?? in the army of Hippokrates, tyrant of Gela, serving under Gelon,

who was Hippokrates’ cavalry commander. After Hippokrates’ death Khromios seems to

2% Djod. 11.49. See also Dougherty (1993) 84-85.

220 Nemeans 1 and 9.

2N, 1.29, N. 9.42.

22 5ee N. 9.42. X Pind. Nem. 9 95a also mentions Khromios® service, citing lost works of the historians
Didymos and Timaios.
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have served under his successor Gelon, following him to Syracuse when Gelon became
tyrant of the city in 485 BCE, for Gelon gave Khromios one of his sisters as a wife.?®
After Gelon’s death Khromios served his brother and successor Hieron, and, as noted
above, came to be appointed epitropos, ‘regent,” of Aitna on behalf of Hieron’s son,

Deinomenes.??*

The victor’s fortunes and prosperity, which are the usual concerns of
epinician odes, are, because of his position as regent, inextricably bound with those of the
young city.

Khromios’ victory was in the chariot race of the Pythian Games of Sikyon,
athletic games held in honor of Apollo, Artemis, and Leto.?”®> Pindar attributes the
foundation of these games to the hero Adrastos, though historically their establishment
was credited to Kleisthenes, the tyrant of Sikyon.??® Kleisthenes likely appropriated an
earlier festival for Adrastos, however: Robertson, for instance, suggests that Kleisthenes
renamed and modified an older celebration of Apollo associated with Adrastos.??” This
idea finds support in Herodotos, who tells us that Adrastos was celebrated at Sikyon with
sacrifices, festivals, and tragic choruses until Kleisthenes, attempting to diminish the pro-
Argive cultural elements at Sikyon, transferred these honors to the hero Melanippos and
the god Dionysos.??® Scholars struck by Pindar’s choice to highlight Adrastos’ role in the
games over that of Melanippos have put forth various reasons to explain it. The

scholiasts simply say that Adrastos is évSo&otepoc, ‘more esteemed,??° suggesting that

Pindar is attempting to inflate the value of a victory at these local games by referencing

2223 Pind. Nem. 9 95a.

224’y Pind. Nem. 9 95a.

22> pindar mentions Apollo alone at N. 9.1 and 9, but all three gods at N. 9.4.
226 3 pind. Nem. 9 20.

22T Robertson (1991) 28.

228 Hdt. 5.67.5.

#2937 Pind. Nem. 9 20.
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their legendary foundation by the well-known hero. We may recall that Adrastos as a
member of the Seven against Thebes was also involved in establishing the Isthmian
Games,?*® a parallel that should reflect favorably on other games sharing him as a
founder.

Hubbard has suggested a more political explanation of Pindar’s use of the
foundation story. The city of Aitna had recently been reestablished by Hieron at the site
of Katana after displacing its original population; he repopulated the city through an
influx of thousands of Dorian settlers from Syracus and the Peloponnese. Hubbard
argues that Pindar, in recalling Adrastos’ foundation of the Sikyonian Pythian Games, is
trying to create links between the native Sicilian people and the Dorians of the
Peloponnese.?®! Such a proposition is far from certain, however: as Braswell points out,
the Syracusans were also (ostensibly) of Dorian origins.?*> Given the common
background of the two groups, the need to acclimate the Peloponnesian settlers does not
seem pressing. The choice of Adrastos over Melanippos may, moreover, simply have fit
Pindar’s plans for the ode better, as the figure of Adrastos allowed him to discuss stasis
and war, two important themes of Nemean 9.

While Pindar attempts to make the Sikyonian Pythian Games a prestigious venue,
scholars have nevertheless wondered what drove Khromios, a wealthy and influential
figure, to participate in these smaller local games. Morrison has suggested that Hieron’s
subordinates were barred from competing in the crown games so that, it seems, they

could not rival the tyrant in glory and praise.?®®* There is certainly no ancient evidence

20 1Apoll.] Biblio. 3.6.4.
! Hubbard (1992) 80-81.
232 Braswell (1998) 60.
253 Morrison (2007) 105.
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that Hieron made any such restriction, nor does a hypothetical ban on participation
explain Nemean 1, in which Khromios celebrates a chariot victory from the Nemean
Games.?** Hubbard, concerned as he is with the political significance of the ode,
suggests that: “Khromios’ whole purpose in entering the contest at Sicyon and then
commissioning an ode to celebrate his victory may have been to help solidify his links
with the Dorians of the Peloponnese, who formed half of Aetna’s new population”.”®® As
with the reassignment of the foundation of the games to Adrastos, Hubbard conceives of
Khromios’ participation as an act of integration meant to appeal to Aitna’s new, non-
Sicilian settlers. The same objection applies here, that the need for integration in Aitna is
not as clear as Hubbard suggests.

The real question is not why Khromios should choose to participate in the
Sikyonian games. Multiple reasons are possible: Khromios may simply have believed
that he had the best chance of winning at these games, or he may have had some pre-
existing connection through his family or as a proxenos. We should instead ask why
Khromios would choose to celebrate a minor victory in what seems a grand fashion. |
would suggest that Khromios has celebrated this local victory in order to have an
occasion to celebrate the young city of Aitna. Given Hieron’s concern with earning the
honors of a city founder, it is sensible that he would want to commemorate that
foundation, especially through public performances. Epinician odes often seek to
disperse the glory of the victor among the members of his community; this process is at
play in Nemean 9, but does not merely create a shared moment for the Aitnaian

community. Rather, the ode makes a claim about the city, celebrating its existence and

2% One might, of course, argue that Khromios had retired from political life when he earned his Nemean
victory, as Braswell (1992) 26 does.
%5 Hubbard (1992) 80.
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establishing Khromios’ achievement as an example of the excellence of the Aitnaian
people as a whole. Pindar, as we will see, will use Khromios as a reason for the gods to
heed his prayers, and grant peace and prosperity to the city in the years to come.

The date of the ode is difficult to determine precisely. We have no victor’s list for
the Sikyonian Pythian Games to help us pinpoint a year. Within the ode itself Pindar
mentions two dateable events, the battle of the Heloros, dated to around 492 BCE, which
is presented as having occurred much earlier; and the founding of Aitna, which is dated to
476/475 BCE, and which must be a relatively recent event given the city’s epithet of
veoktiotav.?®® To fix a more precise date we must consider Nemean 9 in relation to
Pythian 1, which celebrates Hieron’s victory at the Pythian Games and focuses on the
city of Aitna using similar imagery. Wilamowitz suggested that Pythian 1, with its
emphasis upon Aitna and its references to Hieron’s son Deinomenes,?*” was written not
just in honor of Hieron’s victory, but also in honor of the installation of Deinomenes as
the regent of Aitna in 470 BCE, thus signaling the retirement of Khromios. The question
then becomes whether Nemean 9 should be seen as preceding or following Pythian 1.
Carey has argued that it followed Pythian 1, as the themes which Pindar presented in that
ode were continued in Nemean 9.*® Yet Nemean 9 strongly suggests that Khromios was
still in power when it was celebrated, given the emphasis on governance in the ode (thus
the prayer in v. 29 for poipav 8 etvopov).”*® That Pindar uses the same imagery in an

ode to Hieron as he did previously in an ode to Hieron’s lieutenant need not worry us;

28N, 9.2: v veoktiotav &g Aftvay.

%7 We see, for instance, Pindar calling for the Muses to sing at Deinomenes’ side (58), and calling for, in

reference to Deinomenes, Aitvag Bactiel @iliov...Duvov (60).

%8 Carey (1993) 107 suggests that it is odd to have no mention of Hieron in Nemean 9, given his ultimate
lordship over Khromios, and that such an oversight is only possible if there had already been a celebration
of Aitna in connection with Hieron in Pythian 1.

9 See Braswell (1992) 26.
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Morrison suggests that Hieron heard Nemean 9 and wanted “a similar, but grander ode”
after his Pythian victory.?*

We may tentatively suggest dates: as Pythian 1, with its suggestion of
Deinomenes’ installation as ruler of Aitna, belongs to 470 BCE, Nemean 9 must belong
just before 470 BCE.**" As Nemean 9 sits so close to the refounding of Aitna, it is
natural for Khromios to want the ode to address the hopes of the city and its people for
the future, and to use his moment of athletic glory to call the gods to attention to listen to
those hopes.

When we consider the problem of performance, we find ourselves, as usual,
without much evidence on which to stand. Given the stress on Aitna itself, the

performance surely occurred in that city,?*?

while the poem itself suggests a sympotic
atmosphere.?”®* The ode opens by calling the kGmos to come not just to Aitna but to the
home of Khromios specifically, a home that is described as being &v0’avanentapévorl
Eeivav vevikavtor Ovpat, ‘where the thrown-open doors are overcome by guests’ (2).
This home welcomes all people, a sign of Khromios’ hospitality. The poem ends by
invoking the symposium overtly, bidding someone mix and distribute wine to those
gathered for the celebration (50-52). While the image of the symposium occurs

elsewhere in Pindar’s epinician odes,** in Nemean 9 it also allows him to hint at the

prize for victory at the Sikyonian Pythian Games, a silver cup, and indeed he refers to

20 Morrison (2007) 105.

21 Alternate dates have been suggested, of course. Bury (1890) 159 proposes 472 BCE, in line with a
supposed trip of Pindar’s to Sicily, and Snell (1959) 152 tentatively suggests 474 BCE.

2 Ajtna is named as the destination of the k6mos in N. 9.2, though that is part of a strategy to name the
victor and his homeland in the opening lines; Pindar prays on behalf of the naisiv...Aitvaiov, the people of
Aitna, in N. 9.30; and he praises those people in N. 9.32-33 for their virtues.

23 Currie (2005) 17 refers to this ode as an example of a sympotic setting.

24 The symposium is suggested, for instance, in O. 1.10-11, 14-17; O. 6.96-99; 0.7.1-10; N. 1.19-24; I.
6.1-9.
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those prize cups specifically in the line. Given the strong use of themes of celebration
and hospitality in the opening of the ode, we may take him as linking the victory to the
mode of celebration through the cups. This mode of performance before an audience of
citizens, combined with the victor’s connection to the city and the date around the time of
its refounding, strongly suggest that the ode was concerned not just with celebrating the
victor Khromios, but with showing how his victory bespoke the qualities of the entire
community, and thus how Aitna is a well-founded city — a point that Hieron, though he is

absent from this particular ode, seemed at pains to make.?*

I11. An Invocation of the Muses

The ode opens with an invocation of the Muses, a gesture not reducible to the
traditional epic call for assistance but the epinician call to join the festivities.?*® The verb
kopdoopev?’ not only tells the audience that the singers are celebrating Khromios’
victory, but also suggests that the Muses, addressed at the end of the line, should join
them in commemorating the deed, both by favoring the performance and by helping to
craft the song.?*® This first sentence does more than just draw the Muses into the
performances; Pindar uses these opening lines to mark locations and orient the audience.
The komos goes Zikvwvobe, ‘from Sikyon’ (1), the site of the games where Khromios

won his victory, and from there both tav veoktiotav £€¢ Aitvav, ‘to newly-founded Aitna’

% Dougherty (1993) 85 observes, “Hieron also takes full advantage of the many representational strategies
available to celebrate and consolidate a colonial foundation, especially poetry.” She has in mind both the
current ode and Pythian 1, both of which celebrate the victories of rulers of Aitna and attest to the glory of
the new city, as well as Aiskhylos” Women of Aitna, which sought to give the city a foundation myth in line
with that of other, older cities.
8 For other instances of Pindar opening an epinician ode by calling upon deities to join the celebration, see
ZF:1.7 11.1-6, where he calls on the daughters of Kadmos, and N. 3.1-12, where he calls on a Muse.

N. 9.1.
248 Thus Pindar bids them in v. 3 énéwv yAvkbdv Buvov mpacoete. Similarly in N. 3.3-5 he suggested that
the chorus received its 6ma, ‘voice,” from the Muses.
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(2), the city of Khromios where the celebration will occur (in fact, is now occurring), and
OAPov €¢ Xpopiov ddp’, ‘to the happy home of Khromios’ (3), the victor’s own home
and the likely setting, if not for the epinician performance, at least for the symposium that
IS envisaged as happening. Pindar here establishes a double setting, the general and the
particular, which correlates to a doubling of object (the audience to whom the poem is
directed) and subject (the people being discussed in the poem, either by being praised or
by expressing their hopes through prayer). Khromios has commissioned the ode, and the
citizenry of Aitna witness the performance, so Pindar may address both, praising both
parties and voicing their preoccupations. The praise that Pindar bestows on Khromios
because of his athletic victory naturally reflects upon the city as a whole, as a city gains
renown when any of its citizens achieves a deed worthy of note.

Kurke has suggested that the epinician ode seeks to share the victor’s glory with
his community in order to diffuse the envy that threatens to arise from the victor’s fellow
citizens: “The poet’s strategy to allay the envy of the victor’s fellow citizens is to include
them emphatically”.?*® Pindar may also be using the glory of the victory as evidence
supporting Khromios’ right to rule, reminding the citizens of Aitna of the superior wealth
and excellence that makes him a worthy ruler. Alternately, and tying into Kurke’s idea,
Pindar may be diffusing Khromios’ glory by establishing him as an example of the
excellence that he hopes will become the model for other Aitnaians, and that he will pray
to the gods to preserve. Khromios and the citizens of Aitna are in these opening liness
connected, as they will be throughout the ode: Khromios brings glory to the entire young

city, and prays for a future that will serve not only him but the Aitnaians.

9 Kurke (1991) 196; see generally 195-209.
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IV. Myths of Adrastos

The mythic section of Nemean 9 can be divided into three connected episodes: the
founding of the Pythian Games in Sikyon by Adrastos, the civil strife in Argos that drove
Adrastos to Sikyon and the reconciliation that followed, and the campaign of the Seven
against Thebes. Pindar does not respect chronological order in telling these stories, but
that is hardly unusual: consider, for instance, Olympian 7, in which the founding of
Rhodes is broken into three main events, which are presented in reverse order.”® The
audience was surely familiar with the story of Adrastos, and by observing the poet’s
choices of what to relate and what to omit, as well as the arrangement of the material,
they could gain clues as to the themes and connections he wanted to emphasize. In the
case of this ode the arrangement of the myth connects the occasion of the victory
(Adrastos first founds the Pythian Games of Sikyon) to the main mythic event (the death
of Amphiaraos), while all three mythological moments play into the themes of the ode.

The figure of Adrastos dominates the first two mythical vignettes, paving the way
for the third, extended section on the Seven against Thebes by acting as a link between
Sikyon, the site of the games where Khromios won his victory, and the Argive myth
which he wants to highlight. Pindar first mentions the foundation of the Sikyonian
Pythian Games, then moves back in time to the period of civil strife in Argos that first
drove Adrastos to Sikyon. We learn that the sons of Talaos (the family to which

251

Adrastos himself belonged) were forced out of Argos by Amphiaraos.””" Pindar’s

2% |n Olympian 7, Pindar first describes how Tlepolemos settled the isle of Rhodes (vv. 20-33), then how,
when Athena was born, Helios told his children to build a shrine in her honor, which led the goddess to
bless Rhodes with art and skill (vv. 34-53), and finally how Helios, having been passed over in the
allotment of the world, received Rhodes, which had not yet risen above the sea (vv. 54-68). In this way he
moves in backward order from the settlement of the island to a time before the island even existed.

1 The scholia fill in other details, though they relate two versions of the story. In  Pind. Nem. 9 30b, rule
in Argos was once divided between three families, the family of Melampos, the family of Bias, and the
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attitude toward this mythical example of stasis is ultimately ambivalent:**? he neither
condemns nor applauds either party. The gnomeé that follows, in which Pindar tells us
that kpéoomv 8¢ koammavel dikav tav Tpdcbev avnp, ‘The stronger man ends the previous
order’ (15), may at first seem to be a condemnation of Amphiaraos’ action,” but given
that this ode, as | have noted, is celebrating not only Khromios but the city of Aitna,
recently re-founded by Hieron, we would be better not to take it negatively. The stronger
man may put an end to the previous order of things, but that does not mean he destroys
all order; instead, he may replace it with a different, even better one. The transition from
Sikyon to Argos through the figure of Adrastos does not simply allow Pindar to discuss
the Argive civil strife, but also allows him to make a comparison between Argos and
Aitna, insofar as both underwent changes of regime through the workings of strong men
— Amphiaraos for Argos, and Hieron for Aitna.

The stasis in Argos is ultimately settled when Adrastos gives his sister Eriphyla in
marriage to Amphiaraos. The comparison between Argos and Aitna is still in Pindar’s
mind, as he shows that civil strife may be settled amicably. Amphiaraos and Adrastos
move past their previous conflict and establish an accord, using Adrastos’ sister to
establish a common link of family between them. Similarly, the overturn that has
occurred at Aitna, as the original population was driven out and two new groups brought
in, has a peaceful resolution. The Syracusans and Peloponnesians join together, bound by

the link of citizenship as all are now Aitnaians.

family of Proitos. Amphiaraos, the heir of Melampos, and Adrastos, the heir of Bias, fought, and
Amphiaraos slew Adrastos’ father Talaos; Adrastos then fled to Sikyon where he married the daughter of
Polybos, the king of Sikyon, and became king after Polybos’ death. In another version in X Pind. Nem. 9
30a, which the scholiast attributes to Menaichmos, the Sikyonian historian (FGrHist 131 F10), Pronax,
Adrastos’ brother, was ruling Argos but was overthrown and killed by the Melampodidai and the
Anaxagoridai, and Adrastos himself fled to Sikyon, where his grandfather Polybos was king.

%52 Thus Braswell (1998) 67 says, “Pindar’s account of the strife in Argos is basically neutral and realistic”.
%53 Braswell (1998) 65.
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Pindar moves now to the campaign of the Argive leaders against Thebes. Aitna
has not partaken in any kind of military campaign that may be seen as a parallel to the
Seven’s attack on Thebes, and Pindar does not in fact extend the comparison between
Aitna and Argos any further. Instead, he uses the myth to illustrate the effects that war
can have upon the city, leaving an audience with an image that will allow him to
transition smoothly into a prayer to keep war from Aitna, fearing for the future of the
young city if it were to become embroiled in a conflict such as that the Argives and the
Thebans suffered.

The campaign is doomed from the beginning. Pindar observes that the Argive
army set out with bad omens, as Zeus sent a strike of lightning warning them against
setting out on the endeavor (19-20):

006¢ Kpoviwv
dotepomav ELeAEng olkoBev papyovpévoug
oteiyey EndTpLV’, AALL PeicacBot kehevbov.
the son of Kronos did not
whirling his lightning-bolt urge those eager men
to go, but to refrain from the journey.

Scholars have interpreted these lines in two ways. Farnell and Braswell take ové¢ as
negating both the participle and the finite verb:*** Zeus does not throw a lightning bolt,
and this lack of an omen indicates that he does not support the army in its mission. If, as
they argue, Zeus had sent a lightning bolt, the Argive army would have interpreted it as a

favorable omen, as it occurs elsewhere in Greek literature.”® There are, however,

instances in Greek literature where a lightning bolt could indicate the gods’

4 Farnell (1932) 312-13 and Braswell (1998) 83.

% Within Pindar we have the example at P. 4.23; other examples include Hom. 11. 2.353 and 9.236 (both
instances citing specifically lightning bolts appearing on the right), Xen. Cyr. 1.6.1, and Paus. 4.21.7
(again, specifically lightning appearing on the right).
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displeasure.?® If we see the current lines as an example of a negative lightning bolt, then
we can take ovd¢ as negating only the finite verb, so that Zeus sends a lightning bolt, but

257 \While the lines are

it signals his condemnation, not favor, of the Argive expedition.
not clear, the absence of a lightning bolt is not necessarily a bad omen, while its presence
always indicates that the gods are trying to communicate their will —a will that, in these
lines, is made clear by Pindar with the clause aALa peicacOot keAevBov. Despite the
difficulties presented by this line we may understand the general significance of the
moment: the gods communicated their will to the Argive captains, and that will was
opposed to their mission.

The battle itself is largely passed over. Pindar explains how the army gaiwvouévav
3’ Gp’ €g dtav omevdev, hastened to arrive at manifest doom’ (21), emphasizing the
devastation of war. The ill-fortune that it brought to the Argive army is stressed when
Pindar describes how the leaders died at Thebes (22-23):

To-
unvod 6’ €n’ dyboaist yAukdv
vOoTOV £pELodpievol

AevkovOéa cOUACL Tiovay KOTVOV.

on the banks

256 At Hom. 1. 8.133 Zeus’ lightning bolt strikes as a warning to Diomedes, while in Ap. Rhodes 4.510
Hera sends a lightning bolt as a warning.

T This is the reading of Carey (1993) 100.

%8 |t is perhaps possible to go a step further in the interpretation of the myth by recalling aspects that Pindar
elides. As Cole (1992) 118 reminds us, the story of the Seven against Thebes is equally about stasis, this
time as Polyneikes and Eteokles fight over the right to rule Thebes. In this case, however, Polyneikes is the
wronged party, as Eteokles refused to give him his share of rule, but his expedition is unsuccessful.
Pressing those points would change the themes of the myth so that they no longer were in accord with the
ideas Pindar attempts to convey in the rest of the ode.

Others see specific political messages in the choice of the myth. Fraccaroli (1894) 614-16 saw the
marriage of Eriphyle and Amphiaraos as recalling the marriage of Theron’s niece to Hieron, and Cole
suggests that the absent figures of Eteokles and Polyneikes could recall Hieron and Polyzelos. We can
hardly expect Pindar to be critical of his patrons, however, especially wealthy and influential ones, nor
should we expect Pindar to make a strong point through figures he has left out (one may argue that the
absence of these figures in a recounting of the Seven against Thebes is telling, but not when one of the
seven Argive leaders has already been singled out for emphasis).
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of the Ismenos they yielding
sweet return
fattened the white-blooming smoke with their corpses.
Of the Argive leaders only one, Adrastos, returned to Argos; the rest died in battle,
though Amphiaraos, by virtue of Zeus’ favor of him, was saved from the ignominy of
being killed by a blow to the back, and was instead swallowed up by the earth. The city
of Argos is devastated by this campaign, deprived of its leaders and warriors. Pindar
presses the idea of the terror of war again as he comments that év yap dayovioiot eoporg
eevyovtt kal maidec Oedv, ‘Amid god-sent fear even the children of the gods flee’ (27).
The image of war that Pindar has crafted is one of destruction and shame, where even
great men from noble lines, men who enjoy the favor of the gods, can suffer disgrace in
defeat and, ultimately, death.

The myth of the Seven against Thebes sets up two later parts of the ode. More
immediately, the description of war provokes Pindar to pray that Aitna may avoid
conflict, tying in with his program of appealing to the gods to preserve Aitna and to let it
flourish. Later, the implicit warnings about the fear that men, even the children of the
gods, fall prey to in battle, will allow Pindar to enhance his praise of Khromios; in
cataloguing his military exploits, Pindar will claim that aidos, the fear of being shamed,
helped Khromios to overcome the terror of battle (36-37):

obvekev &v moAEU® Keiva Oedc EvTvey avToD
Bopov alypatay auovew Aoryov Evvoiiov.

when in battle that goddess [Aidos] armed him
with a warrior spirit to ward off the ruin of Enyalios.

Such a claim, of course, helps Pindar to achieve his main objective in the ode, to praise

Khromios, but it also plays into his argument as to the worthiness of Khromios who has
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enjoyed the favor of the gods before, continues to enjoy it, as seen through his athletic
victory, and prays to enjoy it, not simply as an individual but as representative of the city

of Aitna, for all time.

V. A Triple Prayer to Zeus

The myth of the Argive heroes gives way to a prayer that can be broken into three
sections according to the three particular requests that Pindar makes. The first request,
expressed through an indirect prayer, concerns the desire to ward off hostilities between
Aitna and the Phoinicians. The second request hopes that the city of Aitna will enjoy
good order. The third request, which operates in conjunction with the second, hopes that
the people of Aitna will enjoy celebrations. While Khromios as the regent of Aitna
would benefit either directly or indirectly from each of these requests, they are more
relevant to the welfare of the citizens of Aitna. Peace, both external and internal, may
mark Khromios as a competent ruler worthy of praise, but for the people of Aitna it offers
a chance to live their lives without interference from foreign invaders or civil strife. The
requests in this prayer are indicative of the double audience, whose desires are entwined.

The prayer begins in a rather unusual way, one which differs radically from the
traditional forms of prayer we have seen elsewhere in Pindar, and even from other
indirect prayers in the epinician corpus; despite this, it is clear that Pindar is making a
request of a god. He first addresses Zeus directly, naming him as Kpoviov, ‘son of
Kronos’ (28), but he does not command him or ask him for a boon. Rather, he states that,
if it is possible, he will cast off the threat of the Phoinicians. The verb used for the actual

action of the request is avafdariouar (29), a form that at first seems to suggest the poet
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himself would do the work of averting the threat of war, but it depends upon the
impersonal opening &i duvatov, ‘if it is possible’ (28). This construction, juxtaposed with
Kpovimv, shows us that Zeus could make possible the action — after all, the outcome of
human activity depends upon the gods. The uncertainty expressed by &i dvvatov should
not, however, be taken as an admission that certain events are beyond the gods’ ability to
control; it would be better to say that, while Pindar would prefer that Aitna avoid the
conflict, he believes that Khromios and the Aitnaians would be equal to the task of
meeting the Phoinicians in battle, given that he soon turns to the theme of Khromios’
martial exploits. While this prayer does not employ a traditional structure, it nevertheless
manages to convey the basic aspects of a prayer: a god is positioned as the intended
audience, (here Zeus called upon in the vocative) and a request is made of him (indicated
in the phrase €i duvatov). Pindar is unsure whether it is possible for war to be avoided
but acknowledges that Zeus does know, and that he ultimately has the power to avert the
Phoenician threat.

The request of this first part of the prayer is to ward off the threat of an attack by
the Phoinicians. We have just heard about the terrible war of the Argives against Thebes,
and Pindar now hopes the young city can avoid such hostilities and instead enjoy peace.
Sicily had been in conflict with the Carthaginians before”® and feared that hostilities

might arise again,?®°

threatening the peace and security of the island. The specificity of
the request is interesting, for it both breaks from the general requests seen frequently in

other odes,?" and provides strong evidence that the performance of an epinician ode was

% Most recently in 480 CE at the battle of Himera, when Gelon defeated the Carthaginian forces.

20 Consider the prayer at P. 1.71-72, which expresses the same desire to avoid war with the Phoinicians.
%1 gee Appendix. Most future requests in prayers in Pindaric epinician are general, asking for non-specific
boons such as prosperity.
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truly an opportunity not simply to praise the victor with traditional forms, but to create a
moment of communication with the gods in which the patron and the celebrants could tell
the gods their concerns.

It is perhaps for this very reason, that specific requests are generally uncommon in
Pindar, that scholars have doubted the passage. While commenters on the ode have
agreed that the fear of a Phoenician invasion ultimately drives this first request, they
disagree as to whether or not Pindar was direct in forming it. The debate hinges on the
word ®owikootolwv: much has been written on it, but the division can be boiled down
into two camps. One set of scholars argues that Pindar would not make a specific
request, and so renders the word ‘purple’ or ‘purple-clad’, a poetic phrase for ‘bloody’,
which suggests only that Aitna hopes to avoid enemies and war generally.?®> Against this
interpretation is the more obvious one, in which the word is rendered as ‘Phoenician,’
referring specifically and primarily to the Carthaginians who had already been involved
in battles with the Greek people of Sicily, and remained a threat to them.?®® The evidence
of the odes favors the latter interpretation. While the first camp may claim that a direct

reference would be artless and unlike Pindar,?%

they offer no support for their critique,
and ignore references elsewhere in the prayers of the epinician corpus to specific people
and events. Most prayers make broad requests, but that does not mean Pindar cannot be

specific: prayers for future victories can specify the games and even events, as in

Olympian 1, where Pindar prays that Hieron will win a victory at the next Olympics in

%2 The suggestion that the word referred to bloody battle generally rather than the Phoinicians specifically
begins with Mezger (1880) ad. loc., who took the word as meaning essentially ‘mit Blut iiberzogen.” It was
adopted by Bury (1890) 177, Lendrum (1908) 242, Sandys (1915) 409 (‘enpurpled’), and Slater (1969) ad.
loc. (‘with blood red spears’). Admittedly, scholars who have taken this approach allow that Pindar likely
had the Phoenician threat in mind, though he did not intend it as the primary meaning.

%83 This group includes the scholia (Sch. 73c), Farnell (1932) 314, Braswell (1998) 100, and Morrison
(2007) 105.

4 Bury (1890) 165.
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the chariot race.”® Even more relevant is Pythian 1, wherein Pindar prays to Zeus to
ward off war with the Phoinicians for Aitna,?®® a traditionally formatted prayer over
which there has been no disagreement on interpretation by scholars. Furthermore, what
the former camp suggests is that we must interpret the Greek by ignoring the obvious
meaning of the word ®owwkootolwv and accepting a less clear secondary meaning. The
translation of ‘purple-clad’ has no parallel elsewhere in Pindar’s corpus or Greek
literature, not in itself or as a metaphor for ‘bloody’. Given the recent history of Sicily,
the Phoinicians would surely leap to mind as the intended referent, so that in order for the
first reading to prevail the audience would have to shelve the obvious sense of the word
and accept a secondary, artistic one, while remembering the primary sense as a hidden
secondary meaning. It is a complicated process for someone to undertake in the middle
of the song, and surely more confusing than using the word to refer directly to the
Phoenician armies.

The second section of the prayer adopts a far more traditional form than the first
section, a form that we have seen elsewhere in Pindar’s epinician prayers. Pindar uses a
verb of request in the indicative, aitéwm, ‘I ask’,?®” and completes it with a request in the
infinitive, here onalew (30), a verb simply meaning ‘grant’ that is found in Pindar’s
prayers, used, like forms of 8idwp, in asking the gods to provide some boon.?®® Zeus is
firmly retained as the explicit intended audience through o¢ (30), referring back to the
god who was properly invoked two lines earlier. While this section begins a more formal

prayer, it, nevertheless, represents a continuation which builds upon the preceding

%%50.1.108-11.

26 p 1.71-72: Mooopat vedoov, Kpoviav, fiuepov | epa kot olikov 6 @oivié 6 Tupoavdv T dhohatdg &xm
%7 gitéw occurs at P. 12.1 in the prayers, and once in a religious wish, at P. 8.72.

%8 Here and at N. 3.9.
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section, a movement signaled by the &’ of line 29: the granting of this current request (the
desire for a well-ordered city, as we will see) will come about hand in hand with the
previous request (the desire to avoid war), in that by avoiding war the people of Aitna
also avoid the disruption to their peace, and by praying for well-ordered peace they
necessarily also hope for freedom from war.

The request that Pindar makes is for Aitna to have a poipav gbvopov, ‘well-
ordered fate’ (29), a virtue appropriate to a young city. Aitna has no long tradition of
laws and rule to fall back upon that provide a stable base for its future; as such it is only
natural to hope to establish a lasting order. We might think of Pythian 1, in which Pindar
declares that Hieron founded the city of Aitna in accordance with the traditions of Dorian
law: “YAAidog otabpoag Tépmv €v vouorig ékticoe, ‘Hieron established the rule of Hyllis in
the law’ (Pyth 1.62). In this passage Pindar suggests that Hieron has ordered or
administered Aitna well, structuring it in accordance with a law that has an established
tradition in order to provide the city with a sturdy foundation; in the passage in Nemean
9, Pindar asks Zeus to ensure that the order remains in place. This second prayer also
guards against upheaval, bringing to mind the earlier gnomeé of line 15, that a strong man
destroys the order that is in place: Zeus should not only grant good order to the city in the
form of just laws, but preserve it against any change such as it recently underwent, and so
allow Aitna in its current configuration to continue.”®®

The third and final request concerns festivities. The construction follows that of

the previous request, built around a second infinitive dependent on aitéw (31-32). Pindar

%9 Thus Braswell (1998) 103 notes that the form of the prayer is “asking for a state which is to continue for
an indefinite length of time.” See also Bakker (1966) 116-18.
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requests that Zeus, who is invoked anew in Ze® ndrep’, “father Zeus® (31),2”° join the
people, meaning the citizens of Aitna, in festivities that are dstovopoig (31). The LSJI
translates the word in this instance as ‘public’.?’* In other contexts, however, it offers
different meanings: in Aiskhylos, for instance, it is rendered as “protecting the city,’*"*
while in Sophokles it is ‘law-abiding,’?"® definitions that play on the —vopoc element of
the word, which derives from the verb vépw, ‘to deal out,” or, more generally, ‘to
manage.” The word suggests, then the management of a city: in the Aeschylean example,
the gods manage and thus protect the city, while in Sophokles it describes feelings in
accordance with the law, as such feelings will maintain the city. Such meanings are
pertinent here as well. Pindar has already presented us with the picture of the Aitnaian
society he prays for, one that is at peace, free from foreign enemies like the Phoinicians;
one that is orderly, free from civil strife as Argos underwent; and now one that has
orderly celebrations, festivals that are ordained by the gods. Indeed, the current
celebration of Khromios’ victory surely represents such a celebration, festivities that are
appropriate and even necessary given his achievement. The third request thus acts to
ensure the other two, as the ongoing festivities suggest the likelihood that peace, external
and internal, can exist in Aitna as well.

With the requests laid out, requests pertaining as much to the citizenry of Aitna as
to the victor, Pindar now characterizes those people in a line that sets up a delayed

hypomnesis. Khromios will soon be praised on his own, but at this point in the ode he is

almost out of place: the god addressed is not the god of the games where he earned his

1% naep appears as an epithet elsewhere in prayers: O. 7.87, N. 8.35, N. 9.53, and 1. 6.42.

2 S s.v. dotuvopoc.

22 pesch. Ag. 88-91: névtov 8¢ Oedv TV doTuvopwv...fopoi. Braswell (1998) 104-05 renders the word in
this passage as ‘dwelling in the city,” and applies the same meaning to the word as it appears in Nemean 9.
23 Soph. Ant. 355-56: doTuvopovG | dpYeC.
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victory and the requests are not for his fortune or prosperity, except insofar as the
prosperity of Aitna reflects upon him, so that the reasons for heeding these requests are
related first to the Aitnaians rather than to him. The people of Aitna are described as
eilrot, ‘horse-loving’ (32), a quality that relates them to the chariot victory that spurred
this ode. The Aitnaian people also have souls ktedvmv...kpéocovag, ‘greater than wealth’
(32). The gnome that follows clarifies the importance of this quality. As Pindar explains
(33-34):

aidG Yap VIO KPLPO, KEPEL KAETTETOLL,
a pépet 00&av.

reverence, which brings renown,
is hidden in secret by love of gain.

If the citizens of Aitna reject greed and the pursuit of profit by any means, then they
continue to be guided by aidés. Aidos is a difficult word. It is generally translated as
‘shame,’ but Cairns, in his study of the word, provided a much more rounded explanation
of the concept as “a prospective, inhibitory emotion focusing on one’s idea of oneself,
especially as that idea is affected by or comes into contact with others,” and adds that it is
“concerned not only with one’s own prestige, but also with the concepts of moderation
and appropriateness in the pursuit of prestige”.?’* If the people of Aitna do not value
profit, then they are abiding by aidas, and they are pursuing their honor without excess or
hubris. Knowing this, the gods may be assured that the Aitnaians are worthy of their
favor. Indeed, Pindar highlights that this quality is both unique and respectable when he
calls it Gmotov, ‘unbelievable’ (33).

In the main prayer of the ode the figure of Khromios is largely absent, and the

focus is rather Aitna, the city and its people, whose interests intertwine with those of

274 Cairns (1993) 432.
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Khromios, but who stand out as the dominant personalities of that section. Khromios will
be treated in the next section, his accomplishments praised and his virtues shown to the
gods in order to win him favor. Within this prayer, however, Pindar has concentrated his
attention upon the cares of the Aitnaian people, voicing hopes that represent them even
more than they represent Khromios (indeed, that represent his circumstances only insofar
as he is the ruler of these people and, therefore, responsible in some measure for their
welfare), and characterizing them as worthy of the favor of the gods. The prayer truly
acts as a reflection of the particular cares of the community, and strongly suggests that
the epinician ode can act as a medium for communicating the pressing concerns of the

victor or his community to the gods.

VI. Victor Praise

The next section shifts the focus of the ode away from Aitna in general and back
to the particular subject, the victor Khromios. The Main Prayer, as we saw, was followed
by a hypomnesis of praise and a gnomé that worked together to provide the gods with
proof of the worthiness of the broad audience of Aitnaian citizens, one of the two parties
to which the requests of the prayer pertain. Now Pindar focuses on the virtues of the
victor that make him, the second party, worthy of the attention and favor of the gods. He
accomplishes this first by listing the martial feats of Khromios, and then by using a
gnomeé to assure the gods that Khromios will respect their part in his success and not act
in such a way as to rouse their jealousy. The pattern of the hypomnesis is thus repeated

with our second subject, drawing the prayer to completion.
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We may find it odd that Pindar chose to focus on Khromios’ martial feats rather
than other qualities, especially athletic victories. It is of course possible that Khromios
had no other athletic victories to speak of: he had not yet won his Nemean victory, and
there is no mention in either this ode or Nemean 1 of any other victories at crown or local
games, either for himself or for members of his family (other than related to Hieron).
Nevertheless, while it is certainly not unheard of to mention military achievements in the

praise of victors in epinician odes,?”

Pindar’s focus here does stand out. We cannot say
that Pindar distinguishes Khromios as a ruler, a man whose main accomplishments are on
the battlefield, as rulers such as Hieron and Theron do not focus on their military
achievements.?’® As we have seen in the prayer, war was a major concern for the young
city, and is an important theme of the ode. At the same time, Pindar may also be
concerned with entreating Zeus in particular. The god invoked in a prayer in an epinician
ode may be the patron of the athletic games where the victory occurred,?’’ so that a
precedent for favor granted to the victor is obvious?’® as the god must have favored the
victor before when he granted victory. As the patrons of the Pythian Games were Apollo,
Artemis, and Leto, Pindar must find another way to prove to Zeus a history of favor, and
Khromios’ successful military career provides a precedent. The martial praise allows
Pindar to draw together a driving concern of the ode, the desire to put off war with the

Phoinicians, by recalling the myth of the Seven against Thebes and displaying the virtues

of the victor in the same context.

2" We hear of Hieron’s military accomplishments in P. 1.50-57, 71-75, and 79-80. In I. 7.31-36 Pindar
praises the military might of the victor’s uncle, and in I. 5.48-50 he praises the military achievements of
Aigina generally.

27® The exception is Pythian1, where Pindar describes Hieron’s military achievements at 47-50, and in
detail at 72-75.

" Mullen (1982) 87.

278 Examples include O. 2.12-15, 4.1-10, 5.17-22, 7.1-11, 8.84-88, 12.114-15, P. 1.39-40, 8.61-69, and N.
8.35-37.
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In the description of his military achievements, Pindar describes Khromios as
receiving the tacit approval of the gods. When Pindar begins his praise of Khromios, he
starts by stating that someone who served with Khromios would judge his value (34-35).
Zeus, who was previously invoked and addressed in the prayer, is still in mind as the
addressee for this statement. The prayer was made to him, and just as the flattering
description of the Aitnaian people was meant to persuade him to grant his favor, here the
description of Khromios’ valor is directed to him, as further evidence to convince Zeus to
heed the requests of the prayers in which the victor and the community are both
concerned. The line implies that Zeus himself would approve of Khromios’ conduct in
battle, contrasting the earlier description of the Argive army setting out without omens
assuring them of the will of the gods: in this way Pindar assures the gods that the victor’s
behavior is in accordance with the will of the gods. Pindar also describes how the
goddess Aidos armed Khromios for battle (36). As we have seen, aidos refers to the fear
of shame that drives men to act nobly, and the image of her arming Khromios for battle
suggests his bravery and prowess, while also establishing him as an example of the
Aitnaian people, whose aidos was discussed in the earlier gnome (33-34). There is also
some resonance with the myth of the Seven against Thebes, in which Pindar lamented
that the terror of war can disturb even the children of the gods (27). That Khromios,
aided by Aidos, could aubdvew Aoryov ‘Evvahriov, ‘ward off the ruin of Enyalios’ (37),
marks again how great he is.

While the comparison between Khromios and the heroes of the Seven is hinted at,
Pindar picks another mythological figure to act as an explicit parallel to the victor. He

chooses Hektor, a hero who was lauded by the ancients for acting bravely in defense of
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his country. Some scholars have criticized this comparison, given that the battle at the
Heloros River in which Khromios first won renown was Hippokrates’ attempt to seize
Syracuse.?” Indeed, the most obvious point of comparison for the two in this passage is
that both fought next to rivers, Hektor by the Skamander and Khromios by the Heloros.
Pindar here clearly manipulates the information given to his audience: he chooses a
mythological parallel for Khromios based on one notable but superficial trait, battle by a
river,®® and allows the audience to conjecture a deeper parallel between the two, viewing
Khromios as a brave defender who enters battle in accordance with the will of the
gods.?!

Pindar does not simply list Khromios’ martial accomplishments in this section; he
also assures him that the deeds he has accomplished represent all a mortal man can hope
to attain. The idea appears in vv. 44-47, in a gnomic passage that plays out in three steps.
First Pindar states that a man who has achieved great deeds in his youth reaches a gentle
old age, comforted by the fortune and glory those deeds have brought: éx tovev 8°, ot
oLV VEOTOTL YEVOVTOL UV T€ diKQ TeAE0EL TPOG Yiipag aiwv Huépa, ‘From these labors,
which are done with youth and justice, a gentle life heads to old age’ (44). This assertion
also works to some degree to excuse Pindar for drawing in Khromios’ older
accomplishments, such as his participation in the battle by the Heloros, to praise the man.

Such inclusions are relevant, we learn, because they establish the quality of a man’s later

life. The youthful feats of Khromios prove him to be worthy of the status and fortune he

279 Braswell (1998) 121 observes that the battle was against the Syracusans, not foreign invaders like the
Carthaginians. At 121-22, he suggests that the parallel between Khromios and Hektor comes not simply
from defending their homes from invaders, but from acting as the pillar of the army, and cites O. 2.81f.

280 Carey (1993) 104 notes as well that the Argive leaders fell on the banks of the Ismenos: Topnvod &° én’
Oybouct yAvkov | vootov Epetcdpevol Aevkoviéo codpaot Tiavay kamvov (N.9.22-23).

%1 The scholia seem fooled: = Pind. Nem. 9 93b recalls this battle as having been waged against the
Carthaginians.
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now enjoys. Pindar next proclaims that a man such as the one described in the gnomé has
been blessed by the gods: iot® Aoydv mpog dopudvav Bavpactov SABov, ‘Let him know
he has been alloted wondrous happiness from the gods’ (45), and finally he warns that
such a man, who has gained both wealth and glory, cannot hope for anything more (46-
47).

el yap Quo KTedvolg ToALolg Emido&ov dpnroat

K0O0¢, 00K E6TL TPOo®OEV Ovatov £TL GKOTIAG

aALog payacOot Todoiv.
If someone with many possessions wins glorious
renown, he cannot, being mortal, set foot upon
another peak.

In writing this gnome, Pindar has in fact two addressees in mind — not the victor and the
citizens of Aitna, as I have previously discussed, but the victor, who is the obvious
addressee in the third-person imperative ioto, and Zeus who, though last addressed in
line 34, is still held in mind while the explanation of Khromios’ value, directed to the
god, is ongoing. For Khromios, the passage acts as a warning. The fortune he has
enjoyed is, first of all, not due simply to his own efforts, but is rather a gift of the gods; as
we have seen, this is an important idea in Pindar’s epinicians, one that we examined in
Pythian 8 and Isthmian 6.”** Khromios is also warned against hoping to achieve anything
greater, for he has reached the limits of glory allotted to mortal men, and to transgress
that boundary would be to become a threat to the gods and to risk punishment. At the
same time, these warnings serve to ward off the jealousy of the gods, especially Zeus, and
thus ensure their favor. If the gods are listening, as Zeus has been called to do, they will

see that Khromios understands the limits of his mortal condition, and they can expect that

he will abide for the rest of his life within those restrictions. Such assurance may ease the

%2 See above pp. 81 and 103-04.
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potential jealousy of the gods toward a man receiving praise, and dispose them to heed
the prayers of the victor and bestow their favor upon him.

The Victor Praise section provides Pindar with a space in which to highlight the
achievements of Khromios’ victory and thereby prove to the gods his worthiness to
receive their favor. Pindar constructs a hypomnesis for Khromios similar to that for the
Aitnaian citizens, in which a description of their virtue is followed by a gnomé. Here the
discussion of Khromios’ military accomplishments is followed by a gnomé telling us that
the deeds a man performs in his youth pave the way for a peaceful old age. Khromios
must be himself reaching old age by the time of this ode, and as the ruler of a city that is
free of both internal and external conflict, the peaceful quality of his old age proves the
virtue of his earlier deeds, while his earlier deeds have earned him his quiet old age. The
ruler of Aitna, like its people, has virtues that should ensure the favor of the gods,

expressed through civil and foreign peace.

VII. Closing Prayer

The end of the ode is marked heavily by the imagery of the symposium. In a way
it mirrors the opening lines, though the opening lines merely alluded to the symposium
by describing the arrival of the komos at the home of Khromios, and his generous
hospitality, whose doors welcome all guests. Here at the end we have more traditional
and explicit markers of the symposium. Pindar begins by stating fjovyia 6& @ulel pev
ovumdotov, ‘Peace loves the symposium’ (48), a statement suggesting that Khromios’
accomplishment has already created a peaceful environment within the city that can give

way to celebration in the symposium. Given the promises latent in the prayers and
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gnomai of the ode, moreover, the audience may hope that this peace will extend for years
to come.

Pindar goes on to bid someone to distribute wine in silver cups (51), an image
serving to draw together the twin audiences once more. Throughout the ode the Aitnaian
people and Khromios acted as together as the subject and object of the ode, insofar as
both their desires were communicated, and both their virtues were described. Though
their desires intertwined, however, the prayers and the praise of the two parties were kept
separate. Now in the symposium Pindar brings them together once more, an artistic
movement that likely reflected the actuality of the first performance, an ongoing
celebration at which the victor and the Aitnaian people were present. The silver cups

were the prizes given out to victors at the Sikyonian Pythian Games,”®®

the physical
manifestation of Khromios’ glorious moment. As they are distributed throughout the
gathered company, that glory is passed on to all the people present, an act that helps to
diffuse the envy of Khromios’ community. The victor brings home glory and shares it
with his homeland and its people, adding to the great store of honor: Khromios’ victory
brings glory to Aitna, an act that is expressed through the image of the shared wine.
Ruler and people are drawn together as a single unit once more.

The final lines of the ode comprise a secondary prayer, one which is structured
with a much more traditional format and request than we saw in the main prayer. The

intended audience is clearly delimited, as Pindar begins by addressing Zeb natep, ‘father

Zeus’ (53). The grammatical construction is straightforward: €byopou is completed with

%33 Pind. Nem. 9 121. This idea is seen in Steiner (1993) 175 n. 56.
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an infinitive, kehadfjoon (54). While this construction is far more common®* than the
one we saw in the beginning of the main prayer, there is a certain similarity in their
rhythm, as both call on Zeus and hope that the speaker may perform some act that cannot
be successful without the aid or favor of the gods. Before it was turning away the
Phoenician hosts, and now it is honoring the victory well in song; while the former may
seem impossible without the aid of the gods and the latter more attainable, each act does
in fact require divine aid. The request itself, the desire to praise the victor and his
achievement well, is a common one found throughout the epinician corpus.?®® When it

occurs at the end of the poem,?®®

it sets a seal on the ode, validating all that has passed
before it by calling on the gods to acknowledge and favor the song.

Pindar demonstrates how his ode forms part of the larger celebration of the
symposium, a symposium filled with the peace that he has prayed for the community to
enjoy. Brought together in celebration of the glory bestowed on their city through their
ruler, the people of Aitna are enjoying good order and festivities, as the main prayer
hoped (31-32), and this current celebration becomes a sign and promise for continued
peace and prosperity. The song must then be a success, pleasing to the gods, speaking
truths (such as the nature of the citizens and Khromios as Pindar represented them to the
gods), and honoring Khromios (for his glory will extend to them all). The prayer ends
the poem but also looks forward to the future, hoping that by the success of the

celebration they are currently enjoying they may hope for the continuation of the feeling

the poet has attempted to extend by rendering it in song.

41t is found elsewhere in the epinician odes at O. 3.2, P. 8.67 and I. 6.14, and in the paians at 7b.15 and
16.2.

25 0. 6.103-105, 7.87-94, 13.24-30, P. 8.61-69, N. 3.1-12, and 9.1-3.

26 As at 0. 6.103-10, 7.87-94, and here.
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VIII. Conclusion

Throughout Nemean 9 Pindar mediates between Aitna and the gods. The young
city is concerned about the future, and hopes to establish an order that will carry it in
peace and prosperity for many years. Khromios’ victory represents the first step in that
tradition, a moment of glory that the people of Aitna can build upon for years to come.
Pindar uses that moment to negotiate with the gods. He calls upon the gods and offers
them overwhelming evidence of the virtues of Khromios and the people of Aitna,
evidence that should persuade the gods that these people are worthy of divine blessings;
at the same time, he uses mythical figures and gnomic statements to remind the Aitnaians
of the behaviors needed to secure the favor of the gods and achieve the city that they
hope for. In this way he reminds both parties of the demands of the other and brings the

two into an agreement about the future.
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Praising a house
with three Olympian victories, gentle to her citizens,
hospitable to strangers, | will make known
fortunate Corinth, the gates
of the Isthmos of Poseidon, glorious in its youth.
Eunomia dwells in it and her sisters,
sure foundation of cities,
Dike and Eiréne raised with her,
steward of the wealth of men,
the golden children of well-counseling Themis;
They wish to ward off
Hubris, mother of bold-speaking Koros.
| have good things to speak, and straightforward
boldness bids my tongue to speak.
It is impossible to conceal one’s inborn nature;
to you, children of Aletes, often
the many-flowered Horai have given
victorious splendor for the height of virtue which you won
in the sacred games,
and often they have cast in the
hearts of men ancient
wisdom. Every deed has its inventor.
From where did the graces of Dionysos
appear with the ox-driving dithyramb?
Who set the bridle among the horse’s gear,
and who the double king of the birds on the temples
of the gods? Here the sweet-breathing Muse
and Ares, with the deadly spears of young men, blossom.

Father Zeus, mighty, wide-ruling
lord of Olympia, be not envious
against my words at any time,
guide this people unharmed,
and direct the wind of Xenophon’s fortune;
receive the ordained praise
for his crowns, who comes from the plains of Pisa,
having won the pentathlon along with
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the stadion race; he attained
what no other mortal man ever did before.
Two wreaths of wild celery
crowned him appearing
at the Isthmian games; nor does Nemea oppose this;
his father Thessalos at the streams
of the Alpheos laid up glory for his feet,
and he holds at Pytho honor for the stadion
and diaulos in a single day, and in the same
month at rocky Athens
three times a swift-footed
day set a great prize about his locks,
and Hellotia did so seven times; in
the sea-girt rites of Poseidon
the songs are too long for Terpsios and
Eritimos and their father Ptoiodoros,
as often as you were excellent at Delphi,
or in the pastures of the lion - I will contend with many
concerning the number of these good deeds; so would | not
know clearly how to say the number of pebbles in the sea.

Measure follows in each
matter; to know propriety is best.
| alone set sail in common,
singing the cunning of the ancients
and the battles of heroic excellence
will not lie about Corinth, about Sisyphos
shrewd in his devising like a god,
and Medea setting her marriage
against her father,
savior of the Argo and its crew;
and these people, in the battle
before the walls of Dardanus, seemed
to decide the outcome of the battle on both sides,
some with the dear race of Atreus
trying to recover Helen, others working
wholly against them. The Danaans trembled
before Glaukos, coming from Lycia. To them
he boasted that the rule of his father
lay in the city of Peirene,
and that his hall and estate were abundant.
His father who once
by the spring suffered much desiring
to yoke Pegasos, son of the snaky Gorgon,
before the maiden Pallas Athena brought to him the
bridle with golden cheek-pieces, and appeared to him

35

40

45

50

55

60

65

161



in a dream which was then real. “Why do you sleep, Aiolian king?
Come and receive this horse charm,
and sacrificing a white bull show it to your father Damaios.”

The maiden goddes of the dark aegis
seemed to say such things to him sleeping
in the dark. And he leapt straight to his feet.
Seizing the wonder lying beside him,
he gladly sought out a local seer,
and showed to the son of Koiranos all
of the matter, how, because of the oracle,
he slept by the altar of the goddess all night,
how the daughter of Zeus
of the lightning-bolt spears gave to him
the spirit-subduing bronze.
He bid him as swiftly as possible to obey
the dream, and when he had sacrificed
a strong-footed bull to the wide-ruling Earth-Shaker,
at once to erect an altar to Athena Hippia.
The power of the gods accomplishes lightly that achievement
which is beyond hope or promise.
Strong Bellerophon hastening to
stretch the gentle charm
along its cheeks seized
the winged horse; and he climbing on him
at once, armed in bronze, played with his weapons.
With him he slew the Amazons,
from the cold bosom of the empty air,
casting his arrows at the army of women,
as well as the fire-breathing Chimera and the Solymoi.
I will keep silent on his fate;
the ancient stables of Zeus received Pegasos into Olympos.

It is necessary for me casting the whirling

of the javelins straight not to exceed the mark,

throwing strongly many shafts with my hands.

I have come a willing ally to the Muses

on their shining thrones and to the Oligaithidai.

I will make clear in few words their many victories
at Isthmia and Nemea: sixty

times at each, and a truthful witness to me

is the sweet-tongued voice of the noble herald.

Their victories at Olympia

seemed already to have been spoken;

those to come | would make clear then.

Now | hope, but the end
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lies with a god. If their good fortune continues, 105
we will leave it to Zeus and Enyalios
to accomplish. Six victories under the brow of Parnassos,
as many again at Argos
and in Thebes. The royal altar ruling
the Arkadians testifies to so many;
Pellana and Sikyon,
Megara and the well-enclosed grove of the Aiakidai,
Eleusis and splendid Marathon, 110
the wealthy cities under lofty Aitna
and Euboia: you seeking
all through Greece would find more than one can see.
Come and swim out with light feet.
Zeus the Accomplisher, grant reverence and the sweet fortune of delight. 115

I. Overview

Olympian 13 has not fared well under the scrutiny of scholars. Bowra accuses it
of being inartistic, “lack[ing] subtlety and suppleness”.?®” The most common complaint
concerns the perceived relationship between Pindar and his patrons, a strained one if we
are to believe modern scholars. There is, it is believed, a greater emphasis upon the
family than the current victor, and upon the city than the patrons, which suggests that
Pindar cared little for Xenophon and the Oligaithidai (indeed, Xenophon is not named
until the second triad, and is mentioned by name only once in the entire poem).”® At the
end of the first catalogue of Oligaithidai victories, moreover, Pindar describes himself
contending with the sheer number of achievements to name and thus breaks off; Méautis
scolds the family, “a leur exigence d'indiquer les victoires les plus infimes”.”®® Finally,

the general emphasis in the poem on restraint, seen in gnomic lines such as 47-48:

87 Bowra (1964) 351.

88 Bowra (1964) 352, Schadewaldt (1966) 12, and Norwood (1945) 20 who declares, ‘He did not love
Xenophon’; but Gildersleeve (1885) 228 describes the distribution of praise to various parties in the ode as
normal.

289 Méautis (1962) 399; similarly, Farnell (1932) 373 suggests that “Pindar evidently found [the catalogue]
a weary task, and broke down under the effort”.



164

gneton O v EKACTQ
HETPOV: VOTjoal € KoupOg Gp1oToc.

Measure follows in each
matter; to know propriety is best.

It is also seen in the ending prayer which asks Zeus to grant aid®, ‘modesty’ (115), is
interpreted as Pindar’s attempt to correct the ignoble ways of the Oligaithidai.?*

The modern view of Olympian 13 outlined above is hardly favorable, but this is
perhaps not because of inherent defects in the poem but to a misunderstanding of the
epinician genre and possibly a certain measure of prudishness. Today we would hardly
take a line like vv. 44-45:

onpilopon ToAéoty
mepl TANOEL KOADY

I will contend with many
concerning the number of these good deeds

as indicative of Pindar’s exasperation with his victor; instead we identify this as a type of
break-off, a mechanism that Pindar uses to increase the glorification of his subject by
implying that they have achieved glories beyond telling.?** The persistence of the theme
of restraint is also a traditional epinician device rather than a condemnation of the
behavior of the victor and his family; after all, Pindar has warned many victors of the
importance of not transgressing the limits set upon mortal men as their achievement has

elevated them so high that they are in danger of the gods’ jealousy, and not because of

2% Norwood (1945) 19, Méautis (1962) 390-92.

! Hubbard (1986) 40-41 takes this precise reading. The interpretation of the break-off formula by
scholars like Méautis and Norwood represents an older view, one which takes the formula at face value and
claims Pindar switched subjects either because of a lack of artistic skill or disapproval of a particular topic.
The formula has since been rehabilitated. Bundy (1962) 40 demonstrated how it is a conventional
rhetorical strategy that serves as a “means of amplification”. As Kyriakou (1996) 17 explains: “When
Pindar uses break-offs, they function in a meaningful and elegant way and are not to be taken at face value
as expressions of genuine dunyavio on the poet’s part or recognition of a problem in the composition.” See
further Bundy (1962) 40-42, Kyriakou (1996) 17 n.2, Race (1990) 41-57, and Mackie (2003) 9-37.
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any personal faults in the victors’ character.”®* The accusation of marginalizing the victor
and his family is perhaps more credible, but the family’s victories actually take up much
of the poem, with triads B and E largely dedicated to two separate catalogues of
Oligaithidai victories.

The problems that early scholars had with this ode derive perhaps not from
Olympian 13 itself but from another of Pindar’s poems, fr. 122 S-M. This fragment
comes from a skolion that Pindar wrote for Xenophon to commemorate, it seems, his
dedication of one hundred “courtesans” to the temple of Aphrodite in fulfillment of a vow
made to the goddess in return for his Olympian victory.?** Some scholars seem to have
found the idea of a dedication of temple prostitutes distasteful and projected the same
aversion to Pindar, citing his line cov 8’ avaykq mav kadov, ‘with necessity, everything is
beautiful’ (fr. 122.9) as indicative not only of the lot of the courtesans, but also Pindar
himself, who has been paid for a shameful commission.”* It is difficult, however, to be
sure that this is the correct translation of this phrase, especially given that the text breaks
off immediately after. Further, Budin has argued strongly that Pindar is not describing
the dedication of courtesans at a temple of Aphrodite, but is instead speaking
metaphorically, and referring to the presence of prostitutes at a symposium.?®® We have
no actual evidence of Pindar’s feelings about Xenophon or his family, and we cannot
reasonably posit that a poet would express antipathy towards a patron in an epinician ode,

which is after all a form of praise poetry. It is better, therefore, to approach the ode

%2 See 0.1.114, 0. 3.44-45, 0. 5.24, P. 2.34, P. 3.59-62, N. 9.47, 1. 5.14, 1. 7.42-47.

2% Athen. Deipnosophists 13.573e-f. See also Kurke (1996).

% Norwood (1945) 20, Svenbro (1976) 182.

2% Budin (2008) 140: “Although the poem addresses Aphrodite, there is nothing in the text that affirms that
the prostitutes were a dedication of any sort to this goddess. The sacrifice is symbolic, just as the alsos is
not really a grove or sanctuary...the alsos was an andron, the recipients were mortals, and the overall tone
festive and tongue-in-cheek.”
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without assuming any preconceived bias against the victor — indeed, one may more safely
suppose that Pindar is actively trying to cultivate the Oligaithidai, a wealthy, elite family,
as patrons and establish himself at Corinth as he has at Aigina, than believe he is trying to
offend them.

In the following discussion of Olympian 13, I will, as before, examine how Pindar
works with prayers within the ode, and | hope to show that some of these tropes that have
caused vexation to earlier scholars, such as the continued emphasis upon restraint,
actually play into his negotiations between Xenophon and his family and the gods. In
looking at Olympian 13, I break the ode down into four sections. The structure of the
poem can be seen as a series of crescendoes of praise that are deflated by a reminder of
the need for restraint in a mortal life, a check that may be expressed in various ways. In
each case Pindar selects a particular group for praise, describes their accomplishments,
and then rounds the section out with a sentiment that balances that glorification. In the
opening section, Corinthian Ingenuity (1-23), though Pindar first recalls the achievements
of the Oligaithidai in particular, he quickly gives over to the praise of the people of
Corinth in general, noting especially their cleverness and ingenuity as seen in three
Corinthian inventions. With the opening of the second triad, Pindar makes a Tripartite
Prayer to Zeus (24-29) to guide these people, suggesting that they are in danger of erring.
The second section, The Greatness of the Oligaithidai (29-48), contains a catalogue of the
crown game victories of the Oligaithidai follows, and praises the family for its frequent
and notable athletic achievements, but the first two lines of the third triad contain a
gnome that warns of the need for measure and restraint. In the third and fourth triads, in

the section on Corinthian Heroics (49-92), Pindar takes up mythical themes, describing
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the great deeds of various Corinthian heroes including Sisyphos, Medea, Glaukos, and
especially Bellerophon, whose capture of Pegasos is described in detail. At the end of the
fourth triad, however, Pindar indirectly recalls Bellerophon’s end, cast down because of
his attempt to reach Olympos, suggesting by silence the end that comes to those who
overstep their bounds (91). With the final section, the Second Oligaithidai Catalogue
(93-115), Pindar begins the fifth triad comprises a stronger check, as Pindar invokes the
metaphor of the poet as athlete, here one whose javelin is missing the mark (93-95),
indicating that he has gone off course and needs to be checked. The remainder of the
poem is devoted to a second catalogue of Oligaithidai victories, the scope now expanded
to smaller local games as well, both those which have been won and those which they
hope future members of their family will win. The poem ends with a brief prayer that
asks Zeus to grant aido® (114-115); this word can have multiple connotations, but
suggests the need for restraint in order to earn the favor of the gods and, by that favor,
future victories.

What will become clear in studying this ode is that Pindar does not use
Xenophon’s victory simply as a moment to praise his accomplishment, but also as an
occasion to negotiate with the gods in order to gain future favors for the Oligaithidai.
The family has a long tradition of athletic success that stands as a mark of the gods’
earlier favor, and Pindar wants to look not only at the past and present to recount these
successes, but also to the future to secure continued prosperity. He catalogues the
Oligaithidai’s victories in order to recall the previous favors that the gods have given the
family, and repeatedly acknowledges the gods as the ultimate source of this fortune.

Restraint becomes a theme of the ode as the Oligaithidai must prove themselves able



168

stewards of the gods’ gifts; Pindar articulates the gods’ concern that such a family will,
given outstanding fortune, bow to hubris and transgress the limits set on mortal men.
Pindar also speaks on behalf of the family to assure the gods that that is not the case, as
he has transmitted the gods’ conditions to the Oligaithidai in the form of gnomic
warnings about excess and myths that illustrate the consequences of transgression. The
actual requests for further success are expressed in two prayers and a religious wish: the
first prayer asks Zeus to guide the people and Xenophon in particular, the religious wish
hopes for future victories, and the second prayer asks that the Oligaithidai continue to
behave with reverence towards the gods and enjoy good fortune as a result. The
epinician ode acts as a clear moment of religious communication in which Pindar
becomes a nexus between divine and mortal, communicating the messages of each party
to the other in the hopes of a successful negotiation of the relationship between the

Oligaithidai and the gods.

1. Date and Circumstances

The victor of Olympian 13 is Xenophon, a man of the Oligaithidai family of
Corinth. By virtue of their victories and obvious wealth (seen not only by their epinician
celebrations, but much more by the lavish dedication recorded in fr. 122 S-M), the
Oligaithidai must have been among the Corinthian elite. The family certainly has a long
tradition of athletic victory: Pindar says they have earned sixty victories at Nemea and
Isthmia each, and many others beside (99). The current ode celebrates a double Olympic
victory of Xenophon, and Pindar attributes earlier victories at Isthmia and Nemea to him

(32-34). Xenophon’s father Thessalos won victories at the Olympian and Pythian games,
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as well as at local games (35-40). Other family members, Ptoiodoros, Terpsios, and

29 \while a scholiast

Eritimos, are identified as victors at Isthmia and Nemea (40-42),
names two further Oligaithidai, Namertidas and Autolykos, who may have had victories
as well.?" This tradition of athletic achievement figures largely in the ode: Pindar
produces two catalogues of victories earned by the Oligaithidai, and the number of
victories awarded to the family over generations acts as proof of the gods’ continuing
favor. Nothing is known of the Oligaithidai outside of the clues found in this ode, but
their frequent involvement in games suggests a wealthy, aristocratic family that can
afford the leisure and expense needed to train for and enter so many contests. The
supposition is bolstered by Xenophon’s dedication of one hundred prostitutes to the
temple of Aphrodite in acknowledgment of his Olympian victory. Given not only the
wealth of the family but also the references in the ode to the Horai, goddesses of political
order, Boeke concluded that the Oligaithidai were part of the ruling Corinthian

oligarchy.*®

While we have no independent evidence for this assertion, it is certainly
possible.

Xenophon’s victory was in fact two victories achieved on the same day, in the
stadion race and the pentathlon. Running may have been his family’s specialty, given

that his father won both the stadion and diaulos races at Pythia (37) and races at Athens

(37-39); while the final image of the ode urges us kovgoicv Ekvedoat Tooiv, ‘to run

2% The family tree of Xenophon has caused some confusion: the ‘natural interpretation’ of the text suggests
that Ptoiodoros is the father of Terpsios and Eritimos, but X Pind. Ol. 13 58b explains instead that
Ptoiodoros and Terpsios are brothers: Ptoiodoros sired Thessalos, who sired Xenophon, while Terpsios
sired Eritimos and Namertidas. Barrett (1978) 4 attempted to reconcile the accounts by positing that
IMro0ddpe ovv mozpi refers back to Thessalos who, given his accomplishments elsewhere, was surely an
Isthmian victor, as was his father Ptoiodoros.

27y pind. Ol. 13 58b and c. Barrett (1978) 5 suggests that other poems were written to celebrate the
victories of other members of the family, and these odes could inform the scholiasts as to family relations.
2% Boeke (2007) 139.
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away on light feet’ (114).?*® The attainment of multiple victories is a recurrent theme
with his family: the opening word of the entire ode is tpicoAvpmovikay. ..otkov, ‘house
with three Olympian victories’ (1-2), referring to the three Olympian victories earned by
Xenophon and Thessalos together; Thessalos is described as having won two events at
the Pythian games on the same day (37), and three victories at Athens in one month (37-
39); and the family as a whole has been announced as victorious sixty times (99).
Though foot-racing does not have the same association with wealth and social status as
equestrian events, Pindar’s focus on numbers highlights the grandeur of the family’s

achievements, and the uniqueness of their achievements,*®

an important idea in an ode
that praises Corinth above all for its innovation.

The date of the ode is not at all in doubt. The scholia tell us that the victory
belongs to the 79™ Olympiad, which puts it at 464 BCE,*** and no scholars have raised
any arguments against the given date. The ode does not seem interested in circumstances
beyond the athletic victory, insofar as it does not seem to refer to current political or
military events. Even the mention of the Horai, goddesses who govern political order,

does not lead the audience to think deeply about Corinthian politics or their value. Bowra

tentatively suggested that the Horai are invoked as a response to anxiety in the city

% The verb ékvéo is often associated with swimming: the LSJ gives as its primary definition ‘swim out,
swim to land’, and numerous translations reflect this (thus, for instance, Nisetich [1980] renders the line
‘swim out with agile strokes’, and Svarlien [1990] ‘swim away with agile feet’). Pearson (1924) 151-52
argued that the imagery is not of swimming but of racing, given the scholiasts’ glosses of dnooctivon (X
Pind. Ol. 13 163b) and drodpapeiv (X Pind. Ol. 13 163a). The word may very well be a technical term for
running, which makes better sense in this ode.

%0 Consider vv. 30-31: avieBornoey | tdv avilp Bvatdg odmo tic tpdtepov. As Race (1986) 110 says,
“[Xenophon] exemplifies Corinthian inventiveness with this ‘first-ever’ achievement.”

%% This is confirmed by Diodorus Siculus 11.70 (O\vpmag 8 fixon £Bdounkootd kai évétn, ko’ fv évika
otadov Eevopdv Kopivbrog) and Dionysius of Halicarnassus Ant. Rom. 9.61 (Exi d¢ tiig évatng xai
éBdounrootii Ohvpmadog, fiv Evika Eevoedv Kopiviog dpyovrog Abnvnow Apyednpidov).
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arising from the earthquake at Sparta and subsequent helot revolt,** but there is no
evidence for any such tension in the ode.

While the dating of the ode may be on firm ground, we have as usual little
evidence to inform us about the performance of the ode. The emphasis upon the
Oligaithidai suggests that the performance occurred at the victor’s family home, with an
audience composed of the victor’s family and aristocratic peers. While the sole direct

reference to the audience only tells us that they were Corinthians,**

the opening line
declares that Pindar will celebrate not a victorious man but a tpisoivpmiovikay...olkov,
‘house with three Olympic victories’ (1-2), and goes on to praise the family’s hospitality
to fellow citizens and to guests alike (2-3), implying that the family has gathered together
such a group to witness the celebration of their latest victory.*® There are no indications
in the ode that suggest monodic or choral performance, so either is possible, but one may

imagine that a chorus composed of members of the Oligaithidai clan and their friends

seems suitable for the occasion.

I11. Corinthian Ingenuity

In the opening lines of the ode Pindar focuses on the city of Corinth, indicating
from the outset that the ode, while celebrating the victory of a single Corinthian, will be
used as a medium for communicating the needs of a larger community. Admittedly, the
very first words name the tpicolvpmiovikav...oikov, ‘house with three Olympian

victories’ (1-2), referring to the Oligaithidai family which has earned three Olympic

%02 Bowra (1964) 145.

%08 1. maidec Ahdra (14), referring to Aletes, a Herakleid king of Corinth.

%04 Fenno (2003) 344 argues that Xenophon held a triumphal parade to dedicate his crown to Zeus, given
the reference to Zeus receiving the song (v. 29 6¢&at € ol oTe@avOV £YKOUIOV TEOUOV).
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victories through Xenophon and his father Thessalos; but the ode turns quickly to the city
in general, declaring that the poet will make known oABiav KopwOov, ‘fortunate Corinth’
(4).3® The greatness of Corinth is subsequently expounded upon by describing the
inborn qualities of Corinthians. Pindar feels compelled to describe the achievements of
the Corinthians, implying that their excellence cannot be hidden because they are born
with it: dpayov 88 kpOyar To cvyyevic n0og, ‘It is impossible to conceal one’s inborn
nature’ (13). This cvyyevég 0o, ‘inborn nature,’ is the quality of ingenuity, an
inventiveness that is illustrated by three discoveries credited to the Corinthians: the

dithyramb, 3%

the horse’s bit, and the eagle pediment. While Pindar says that dmov &’
evpovtog Epyov, ‘Every deed has its inventor’ (17), and suggests that all the works derive
from Corinthians, he does not ascribe any of these inventions to a particular person,*®’
probably so that he does not have to extend the focus of his praise beyond the victor and
his family. He treats Corinth in this first triad as a general entity, the characteristics of
which will be demonstrated in a particular instance, the Oligaithidai; in other words,

Corinth’s excellence provides the context by which the audience may understand the

success of the victor and his family.

%95 There has been some dispute among scholars as to whether Pindar means by yvaoopon ‘I will make
known’ or ‘I will get to know’. Gildersleeve (1895) 229 and Farnell (1932) 89 support the latter reading,
arguing that Pindar has never before been to Corinth and intends to learn more about it; yet Schol. 1b
explains that gig yvdow d&m, and LSJ s.v. yiyviooke adopts that meaning. Hubbard (1986) 47 suggests that
Pindar may have intended both meanings, while Wasserstein (1982) 278-79 finds neither reading plausible,
and emends to ayyvaoopot. | follow the scholiast: the concept of making a subject known corresponds
well with epinician poetry, and though | agree, as Wasserstein argued, that it would be ridiculous to think
Corinth was not well known, | would argue that Pindar only means he will proclaim Corinth because of this
latest proof of its greatness.

%% Admittedly, = Pind. Ol. 13 25c¢ tells us that Pindar credited Naxos with the dithyramb in a hyporchema
(fr. 115) and Thebes with it in a dithyramb (fr. 71). Farnell (1932) 91suggests that Pindar simply followed
local traditions as he needed, while Adams (1955) 171 credits Athens with the dithyramb, and argues that
in this passage Pindar is manipulating tradition in order to praise the city of Corinth.

%07 pliny NH 35.43 credits Boutades of Sikyon, while working at Corinth, with adorning temple-roofs with
akroteria, an innovation perhaps connected to the eagle-pediments that Pindar describes.
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The Corinthian people themselves are framed within an ancient tradition of
ingenuity, a tradition that provides a firm foundation for continuing success. Pindar tells
us that the Horai live in Corinth: Eunomia (Good Order), Diké (Justice) and Eiréne
(Peace) (6-7). These goddesses are connected with the political sphere,*®® and their
presence in the city suggests that Corinth is a stable land. Eunomia, for instance, is
described as the BaOpov morimv doparéc, ‘sure foundation of cities’ (6).3 Not only do
the Horai provide a moral foundation for the city, they also protect it from the anger and
punishment of the gods by guarding its citizens from hubris (9-10):

€0€AovTL O° ahEEey
“YBprv, Kopov patépa Opacvpvbov.

They wish to ward off
Hubris, mother of bold-speaking Koros.*'°

With a people committed to eunomia and dike, and free of koros, Corinth has been able to
cultivate a long tradition of outstanding citizens. The city also has another set of
antecedents, these non-divine, that contribute to its legacy. Pindar refers to the
Corinthians as the maidec Ardta, ‘children of Aletes’ (14). Aletes was a Herakleid who

did not found the city, but who expelled the original Aiolian Sisyphid kings and seized

%% |n the Theogony, Hesiod tells us of the Horai: ai &py’ dpevovet katabvntoiot Bpotoiot (901), referring,
it seems, to the work of the field. They are often found in the ancient world connected with the Kharites in
dancing and celebration (h.Ap. 194, Hes. Op. 75, Pind. O. 4.1-2), while, much later, Pausanias (9.35.2) tells
us that they were in Attica named Thallo and Karpo, and were connected to the growth of crops. Bowra
(1958) 238 argues that, while originally goddesses governing the seasons, they later became connected to
the political realm as stable government was related to successful harvests, a position echoed by West
(1966) 406. Certainly there seems to have been some consensus that they had political significance, as
Thallo appears in the ephebic oath (Tod, GHI 204.16-19), and both Pindar (O. 9.15-16) and Bacchylides
(13.186-89, 15.53-55) discuss Eunomia and Dikeé in political context. It may simply be that the concepts of
eunomia and diké had become key political terms and so effected a politicization of the goddesses; as
Bowra (1958) 239 notes, aristocrats championed eunomia (consider Tyrtaeus’ Eunomia, mentioned in
Arist. Politics 1306b).

% Thys X Pind. Ol. 13 6a explains the goddesses as &¢’ Gv naca TOAS doPUADS PEBNKEV.

%19 See Boeke (2007) 140. It may simply be that Koros, a name suggesting a degree of satiety that threatens
to irritate, may be avoided by possessing a quality like Diké or Eunomia, terms that suggest fair
apportionment.
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rule for himself;*'* he represents the beginning of Corinth’s Dorian constitutional
tradition. Indeed, both the Horai and the Herakleids uphold an aristocratic, oligarchic
political order, one that has become synonymous with innovation and achievement. If
indeed the Oligaithidai are members of that aristocracy, praise of the political order that
fostered Corinth’s excellence acts as indirect praise of those involved with that order.
The family represents a continuation of that line of rulers who are upheld by the very
precepts of justice and good order, suggesting that they are well-established and will
continue in their prosperity.

The praise of Corinth in this first triad threatens to grow to excess, but Pindar
checks it by recognizing the gods’ role in fostering Corinth’s greatness. The political
stability of the city derives not just from the actions of its citizens, but ultimately from the
presence of the Horai, who, as noted, both provide a stable basis for the city and hold it
back from transgression. The ingenuity of the Corinthians may be called to cvyyevec
n0oc, ‘the inborn characteristic’ (13), but it was originally provided to them by these
same Horai (16-17):

moALOL &7 &v kapdiong avopdv Efaiov
‘Qpot torlvdvOepot ap-
yoio copicpad’.
and often they [the many-flowered Horai] have cast in the
hearts of men ancient
wisdom.
Pindar also describes the Muses and Ares as flourishing in the city (22-23), suggesting

that Corinthian achievements in art and war are due to the presence of the gods in their

lives. Even the discoveries that were earlier named as evidence of Corinthian

11 Thuc. 4.42.2: ¢’ bv Awptiic 10 méhat iBpvOvTeg Toic &v Tij moret Kopviog émorépovy odoty
AloAedotv; see also Paus. 2.3.4, Strabo 8.8.5.
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inventiveness show the hand of the gods in their design. The dithyramb belongs to
Dionysos, and was created in order to praise him, while Pindar’s use of the word yéptreg
to describe the song suggests the influence of the Charites, the goddesses who add beauty

312 The horse’s bit was given to Bellerophon by Athena, as we will learn in the

to poetry.
mythic narrative of this ode (65-66). While no god is named directly in connection with
the pediment, Pindar is referring to an architectural feature found on the temples of the
gods (21); this not only sets the invention in the sphere of the gods, but suggests that the
worship of the gods spurred the Corinthians to create the eagle pediment in their honor.

Whatever innovation or talent the Corinthians may be credited with, the ultimate

accomplishment lies with the gods.

IV. A Tripartite Prayer to Zeus

Pindar opens the second triad with an even stronger check, a prayer that rounds
off the preceding praise of Corinth by connecting it once more to the gods. The prayer
follows a very common formula: Zeus is invoked with multiple epithets that remind the
god of his pre-existing relationship with the victor, and requests are made with
imperatives. Zeus is an obvious choice here, both because he is the lord of the Olympian
games at which Xenophon has just won his victories, and because he is the highest arbiter
of men’s fortunes. Given that the Oligaithidai are seeking to continue their tradition of
athletic success, it is appropriate to petition a god who deals in both fates and games, and
who has already shown favor to the family. The god’s mastery over all aspects of mortal
men’s life is recognized by the invocative epithet that opens the prayer (24-25):

Uat’ €0pL AVACCMV

%12 See Mullen (1982) 83.
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‘Olopmiag...

mighty, wide-ruling
lord of Olympia...

While the word €0p0 often implies ‘mighty’, as in the compounds gdpvcbevrg and
sﬁpnBia,?’l?’ here the word has its original meaning of ‘wide’ in reference to the extent of
Zeus’ rule, which covers all the world and all of life — we may recall what Pindar is
already making obvious, that the achievement of men’s desires lies in the gods’ powers.
The word ‘OAvumriag locates us, setting focus upon Olympia in particular because here
Zeus has already shown his favor to the Oligaithidai when he granted victories to
Xenophon and Thessalos. After the first request, Zeus is named directly and coupled
with mdtep, ‘father’ (26), another word suggesting the god’s control over the lives of the
worshipper.

The prayer contains three requests which are interrelated. First Pindar asks that
Zeus not be jealous of his words (25-26):

apBovntog Enecotv
Y€VO10...

be not envious
against my words...%*

The possibility of the gods becoming jealous because of the words of the ode can be
found elsewhere in Pindar’s corpus.®®® After all, epinician odes celebrate the
achievements of a mortal man, offering him the kind of praise that is otherwise reserved

for the gods, and the gods may feel that the victor and the poet have transgressed the

%13 See Farnell (1932) 93.

% Farnell (1932) 93 argues that Pindar does not fear the gods’ envy, but rather asks them to “be
ungrudging”. In other words, Pindar wants the gods to “grant me an abundant flow of poetic speech”, and
thus grant their favors freely. Farnell offers N. 3.9 as a parallel. This interpretation is less obvious,
however; it is more likely that Pindar, having already celebrated Corinth and the Oligaithidai, and knowing
he will continue to do so in the ode, prays to avoid the envy of the gods for praising mortal men so highly.
$15p 8.71-72, P. 10.19-21, I. 7.39. See also Bulman (1992) 11-12.



177

limits set on men in this celebration, the victor in performing a feat that sets him above
his fellow men, and the poet in celebrating him in song. The poet employs various
strategies in order to prevent the epinician ode itself from bringing down the jealousy of
the gods upon the victor, and a prayer such as this is one of them. Of course, while the
prayer is addressed to Zeus, Pindar may also intend for the audience to heed this request.
Mortal men are as likely to be jealous of victors as th gods, since victors distinguish
themselves. The Oligaithidai have known many victories, and Xenophon’s current
achievement of a double Olympian victory is especially worthy of note; Pindar would
surely be wary of the threat of jealousy, and so opens his prayer by averting this outcome,
paving the way for the gods to grant their favor.

In the second request Pindar combines the concerns of the victor and the city,
asking Zeus to favor both. The first section of this request, which is subordinated to the
main verb through a participial phrase, asks Zeus to guide the people, meaning here the
people of Corinth®'®: 16vde Aadv aPrapii vépov, ‘guide this people unharmed’ (27). The
idea here is general, hoping simply that the Corinthians know a life without harm and
injury, perhaps suggesting an existence that avoids the damage of both external strife and
internal stasis. Corinth has enjoyed such a life since the Horai inhabit the city, and now
Pindar hopes to extend that stability into the future. Pindar may also be hinting at the
political leadership of the Oligaithidai who, the audience may understand, have led the
people ably, following the dictates of Zeus; the victory confirms that they enjoy the favor

of the gods and so are fit to rule, and as their fortune continues so will the fortune of the

%1% Farnell (1932) 93 suggests that Aaov should be taken with Zevoedvrtoc, which would indicate the
Oligaithidai particularly rather than the Corinthians generally. Given that the previous lines were devoted
to the character and achievements of the Corinthians, it seems more natural to associate the word with
them.
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city. In the second section, Pindar similarly bids Zeus to guide Xenophon: Egvopdvtog
gbBuve daipovog obpov, ‘direct the wind of Xenophon’s fortune’ (28). Again the prayer
is general, suggesting a desire for Xenophon to know prosperity in the future. The fact of
his Olympian victories, already announced at the opening of the ode, recalls that the gods
have previously granted such favor, and, as with Corinth, Pindar hopes to negotiate a
continuation of the victor’s prosperity with the gods.

The final request is one that we have seen elsewhere in introductory prayers, the
request to receive the victory. Here Pindar asks Zeus to accept specifically the otepdvaov
gykopiov 1eBudv, ‘the ordained praise for his crowns’ (29), referring to the praise which
has been given to the victor by virtue of the crown he won - that is, to the epinician ode
itself. Zeus’ acceptance of the ode would indicate that he does not begrudge the victor
his praise: in other words, that he is not envious of the praise inherent in the ode, as the
first request asks, and that consequently he will continue to favor the victor, as the second
request asks. The three requests of the prayer function together to remind the god of the
favors he has already bestowed, ask for that favor to be extended, and assure him that the

recipients will not abuse the favor given.

V. The Greatness of the Oligaithidai

After the prayer to Zeus, Pindar narrows his focus, settling on the Oligaithidai
family of Corinth in particular as the subject of praise. The prayer aids in this transition
as it combines the needs of the city with the needs of the victor, and then uses this
reference to the victor to begin a new strain of thought centering on him and his family

(29-30). Pindar now offers the audience a catalogue of Oligaithidai victories, one of two
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in the poem. This first catalogue focuses on victories in the crown games of Olympia,
Pythia, Isthmia and Nemea, victories which were considered in the ancient world the
most prestigious as these games involved more and better trained competitors than local
ones and took place during important festivals at major Panhellenic sanctuaries. We
learn that Xenophon not only enjoyed a victory at Olympia, the most esteemed of the
games, but that his victory was of a nature unparalleled in the history of the games, as he
won both the stadion race and the pentathlon (30-31). To this victory can be added two at
Isthmia, and one at Nemea (32-34).3"" Pindar turns then to Xenophon’s father Thessalos,
who had an Olympian victory of his own (35-36) and, like his son, had a remarkable
victory at Pythia, winning both the stadion and diaulos races in the same day (37).
Remarkable too are Thessalos’ feats in Athens,**® wherein he received three victories for
racing in the same month (37-39). The victories of three more members of the family are
mentioned, but they are moved over more quickly, until at last Pindar declares (44-46)”
onplopat oAy
nepl TANOEL KAADV: O LAV GOPES
0VK (v €10V Aéyetv TOVTIAY YaQ®V ApOuodv.
I will contend with many
concerning the number of these good deeds; so would | not
know clearly how to say the number of pebbles in the sea.**°

suggesting that the number of Oligaithidai victories is so great as to be beyond the scope

of the poet to recount.

17 While Pindar does not explicitly state the number of victories at Nemea, he does for Isthmia, suggesting
that any number greater than one would be mentioned.

%18 presumably at the Panathenaia. While the Panathenaia was not technically a crown game, it was
nevertheless respectable: “in terms of finances, fans, and fanfare, the Panathenaia was by far the greatest of
the so-called ‘chrematitic’ athletic festivals” (Kyle (2007) 150).

%19 The translation of the first phrase is debated. Traditionally scholars have suggested that Pindar is
declaring he will contend with many people as to the number (thus, for instance, Sandys (1915) 137). |
prefer to follow Farnell (1932) 94, who sees the image as Pindar fighting against the sheer number of
victories. The image of counting grains of sand is found in O. 2.99, of Theron’s achievements.
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The praise of the Oligaithidai is swelling: Pindar has recalled numerous
prestigious victories - a number beyond the ability of men to count - some of which are
otherwise unparalleled among men. The threat of transgression is consequently high: as
the men of this family distinguish themselves from all other mortal men, they draw
themselves nearer to the state of the gods. Pindar begins the third triad by checking this
movement, this time with a gnomic utterance (47-48):

gneton O’ v EKAGTQ
pétpov: vofioat 6& Kapog dptoTtoc.

Measure follows in each
matter; to know propriety is best.

This gnome urges restraint, a theme that runs throughout the ode,*?°

and suggests that
matters such as praise are best not when they become excessive but when they are kept in
due proportion. The warning is not just a warning to the poet himself, nor does it apply
to praise alone. After all, while Pindar is prone to admonish himself, as when he is about
to speak ill of the gods,** he is not the primary audience for the ode; the audience is
instead the victor, his family, his community, and the gods. Keeping this in mind, we can
read the gnomé as not only a modulation in the praise of the victor and his family, but a
reminder to them that there are limits on all things, including fortune and success.

This emphasis on restraint is not because, as early modern scholars suggested,
Pindar is shaming the Oligaithidai, telling them that gods will not grant their favor to a
family that has already shown great achievement. Rather, he is reminding them that such

a family must take care not to misuse their achievements as grounds for pushing beyond

the limits set on mortal men. The gods demand that the gap between them and mortal

29 Gildersleeve (1885) 232 calls it “The central thought of the poem™; see also Hubbard (1986) 27, Boeke
(2007) 140.
¥10.1.52,0.9.35-37, N. 5.14-16.
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men be observed, and they have set down limits on men which they make clear in various
ways: examples may be made of men who transgress these limits — as when Bellerophon
meets an untimely end — or an intermediary may relate the message of the gods to men, as
here Pindar, privileged in his position as an aoidos, enjoins his audience to observe
measure in all matters. The will of the gods is communicated in this gnomé, so that the
gods may be assured that the victor and his family, even if granted still further success,

will continue to respect the natural relationship between men and gods.*%

V1. Corinthian Heroics

Pindar has provided us with a catalogue of Corinthian inventions and a catalogue
of Oligaithidai athletic victories, both of which attested to the inborn prowess of the
Corinthian people, a gift that was bestowed upon them by the gods. Now he begins a
third catalogue with the same objective, this time listing specific Corinthian heroes whose
feats in wit and strength also demonstrate the excellence of the city and its people. While
this catalogue praises the Corinthians for their legendary achievements, the heroic acts
the poet recalls have, in some cases, a negative outcome. Though Pindar may not
explicitly describe these outcomes, the audience would surely think of them, as these
myths are important cultural stories for the Corinthians. The catalogue itself becomes an
example of the alternation of praise and restraint that Pindar uses throughout Olympian
13, and myth now functions as a way to communicate the gods’ will to the victor and his
family. Just as the Oligaithidai cite their earlier victories as the basis for the gods to act a

certain way — granting favor to men who have already known that favor and treated it

%22 At the same time, of course, the mortal audience is assured that the Oligaithidai will also respect the
relationships between men, and not by virtue of their god-given success try to extend their power, a fear
commonly associated with athletic victory; see Kurke (1991) 195-209.
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with respect — so too does Pindar cite the example of other men who knew the favor of
the gods to call the family to act a certain way, in this case to accept the aid of the gods
and not attempt to act beyond the scope of that aid. If we map the movement of this ode
on the pattern for gnomic exempla that | have outlined in other odes,*** moreover, this
catalogue provides a negative exemplum that balances the positive one Pindar has already
posited: measure is needed in all things; the Oligaithidai have enjoyed great success
because they have not transgressed their limits; the Corinthian heroes did transgress those
limits and were punished. The lesson is clear, that the Oligaithidai should keep the
Corinthian heroes in mind and observe moderation in order to avoid punishment.

Four heroes are named in this catalogue: Sisyphos, Medea, Glaukos, and
Bellerophon, whom Pindar selects for embellishment.®** He begins with Sisyphos,
describing him as mvkvotatov morapaig og Ogdv, ‘shrewd in his devisings like a god’
(52). The phrasing suggests that Sisyphos had qualities that set him close to the gods,
pushing the highest limits of mortal achievement. Yet Pindar does not name Sisyphos’
feats nor his end: in fact, Sisyphos was not only as clever as a god, but set his wits to
work against the gods when he tried to cheat death. In one tale he bound Thanatos so that
no one could die; later, when the god was released by Ares and sought out Sisyphos, he
instructed his wife not to conduct proper funerary rites for him after his death, and on

reaching the underworld complained to Hades until he was allowed to return to the upper

%23 See, for instance, above, pp. 66-67 on the gnomé using the mythological figures of Porphyrion and
Typhoeus as a negative exemplum, and the victor and his family as a positive.

%24 Another Corinthian is referred to, though not named explicitly. When Pindar mentions that Corinthians
fought on both sides of the Trojan War, he names Glaukos, a Trojan ally, but omits the ally of the Atreidai:
this must be Euchenor, the son of Polyidos the seer (Il. 2.570, 13.663). There are no great exploits attached
to him, though he does choose death in battle over death by disease, and is killed by Paris.
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world to redress the situation, but then refused to return.**® Through his wits Sisyphos
attempts to achieve for himself the deathless condition of the gods, and he is punished for
his hubris, sent to Tartaros after his death and tormented.*?°

Pindar turns next to Medea, who is called voi coteipav Apyol kai tpomdrorC,
‘savior of the Argo and its crew’ (54). Her ingenuity allowed the Greek heroes of the
Argo to escape Kolchis with the Golden Fleece, for she aided Jason in overcoming the
tasks set by her father King Aeetes, and in dealing with the usurper Pelias back in lolcos.
Indeed, we may wonder why Pindar has named her as a Corinthian hero, as, in the most
popular tellings of her story, she spends a brief period of time in Corinth, where she
murders king Creon and his daughter Glauke.**" The scholiasts remind us that this was
not the only version of Medea’s life, however, and in fact she had close associations with
the city. Eumelos, an 8" century epic poet whose Korinthiaka is preserved only in a two
paragraph summary in Pausanias,*?® said that Helios gave Corinth to his son Aeetes, who
then left it in the care of a deputy while he founded Kolchis;*?° later the Corinthians
called on Medea (currently in residence at lolcos with Jason) to return and take up rule.®*
She bore children to Jason and hid them in the temple of Hera in order to make them

immortal; when this failed, Jason grew angry and returned to lolcos.**! There was, it

seems, a Corinthian Medea, a local figure who became at some point merged with the

%25 Alc. fr. 38a.5ff, Theog. 1.701-12, Schol. Od. 11.593, [Apollod.] Biblio. 1.9.3, Paus. 2.5.1, £ Pind. Ol. 1
97.

%26 Odysseus sees Sisyphos in Hades (Od. 11.593-600), charged with pushing a boulder up a hill but never
succeeding.

%27 Eur. Medea 1136-1221.

%% paus. 2.3.10-11.

%29 Aeetes was either displeased with his lot (2 Pind. Ol. 13 74f,, following Eumelos) or obeying an oracle
(X Pind. Ol. 13 74d).

%03 Pind. OI. 13 74d and f.

%1% Pind. OI. 13 74g adds another detail not found elsewhere: Zeus attempted to seduce Medea but the girl
refused, and Hera rewarded her by promising to make her children immortal.
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epic figure associated with the Argonauts.®*? Pindar is clearly referring to the epic
version of Medea, as he cites the aid she gave the Argonauts, but the audience would
surely be familiar enough with her Corinthian pedigree to accept Pindar’s identification
of her as a Corinthian. Though Pindar does not explicitly spell out the artifices of Medea,
he mentions how she privileged her lover over her father to save the Argo, suggesting the
help she gave to Jason in stealing the Golden Fleece from her father: her potions made
Jason resistant to the breath of the fire-breathing bulls, and her spells put to sleep the
dragon which guarded the fleece.*** Medea, like Sisyphos, displays a cunning beyond
that of other mortals.

Having used Sisyphos and Medea to illustrate Corinth’s predisposition to
ingenuity, Pindar now focuses on another talent of Corinthians, their prowess in war (a
quality already suggested in v. 23: év 8’ "Apng avOel vémv odAoig aiypoiow avopdv,
‘Ares, with the deadly spears of young men, blossom[s]’). He explains that Corinthians
fought on both sides of the Trojan War, and that they £d6xnocav...poyav téuvew télog,
‘seemed to decide the outcome of the battle’ (57). This is a grand boast, given that
Pindar will soon declare telel 8¢ Osdv dOvapg, ‘the power of the gods accomplishes’
(83), and (104-105):

&v Be® ye pav
TENOG.

%32 Graf (1997) 35 explains, “The Corinthian Medea had little to do with the Medea whom epic located in
Colchis and lolcos. Herbal magic was not her concern — and far less magic of any other kind. Just the
opposite: whereas the Medea we meet in lolcos could rejuvenate Aeson, the Corinthian Medea failed to
immortalize her own children.” Scholars suggest that there were two separate figures who became joined
at some point in the archaic period: thus Johnston (1997) 64 describes “the ‘Medea’ of epic with whom
Corinthian Medea became identified during the early archaic period”. For an earlier discussion of this split,
see Will (1955) 88, 118-21. Nevertheless, Pindar is here appealing to the epic Medea, the user of
pharmaka; thus Detienne and Vernant (1978) 189 see Medea as showing “the importance of the part played
in the technical intelligence”.

%33 Apollonius of Rhodes 3.1026-1062, 4.123-61.
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the end
lies with a god.

Already, then, we have the suggestion that these feats tested the boundaries set on mortal
men. Among the “Corinthians” who fought on the Trojan side, Glaukos is easily the
most famous.*** He fought boldly in many battles, including the battle over Sarpedon’s

bOdy,335

and Pindar describes the Danaans trembling before him (60). Glaukos is not
renowned for his cunning,®*® but for his valor in battle, an example of how, as Pindar
earlier claimed, Ares blossoms in the city. With examples of cunning and strength
established in the city’s legendary past, Pindar may now transition easily into his main
myth, that of Bellerophon, his ancestor.

Pindar’s last example of a Corinthian hero is Bellerophon. He tells the story of
the hero’s capture of Pegasos in detail over many lines, as it illustrates well two main
themes of the ode, the role of the gods in human achievement and the need for
moderation. This myth has captured the attention of many modern scholars, and four
studies of it have appeared in the last thirty-five years.**” 1 do not here want to repeat
their work, only to discuss how the myth touches upon these themes and forwards the

program of the ode in communicating with the gods and securing their favor.

Bellerophon provides an important example to the Oligaithidai, with the myth as a whole

%4 His relationship with Corinth is, like Medea’s, not wholly straightforward. Pindar has him boast that his
father’s halls lie at Peirene (60-62), but in the Iliad he explains his genealogy in an extended narrative
(6.155-203): when Bellerophon, son of the king of Corinth, was sent into Lycia by Proitos, he distinguished
himself so much that the Lykian king gave his daughter to the hero, and Bellerophon sired a son
Hippolochos who was Glaukos’ father. Thus, while Glaukos was born and raised in Lykia, and headed a
Lykian contingent in the Trojan War, he was Corinthian through his grandfather Bellerophon.

%51, 7.13, 12.102, 12.309, 14.426, 16.492, 17.140.

%% Indeed, scholars have argued that Glaukos is rather lacking in wits, based on his exchange of gold armor
for bronze, as described in lliad 6.234-236: &0’ adte T'Aavke Kpovidng gpévag éEéheto Zebe, | 6 mpodg
Tudeidnv Atopndea tevye’ dusiPe | ypdosa yarksiov, éxotopfor” évveaBoinv. Hubbard (1986) 35
comments, “in fact, Homeric tradition makes...Glaucus...the victim of metis”.

%7 Detienne and Vernant (1978), Dickson (1986), Hubbard (1986), and Jouan (1995) all write about
Olympian 13 strictly or largely in reference to the myth of Bellerophon and Pegasos.
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acting as a template for how they want their own interactions with the gods to proceed,
and including a warning on how to ensure that the interaction is successful.

This myth clearly illustrates that men depend upon the aid of the gods to succeed in their
efforts. Dickson uses the plight of Bellerophon to discuss the ancient Greek conception
of the divide between men and gods. For the gods, to desire something is the same as to
realize it, while for men, desires cannot simply by virtue of their will be transformed into
reality; indeed, this is the defining difference between mortal and divine life. As Dickson
explains, “mortal dunamis...is fundamentally incapable of enacting the aims urged upon
it by its most vital desires”.**® This basic condition of mortal life is seen clearly when
Bellerophon, despite his efforts, is unable to tame Pegasos. According to Pindar,
Bellerophon ITéyacov (edEan mobéwv Enabdev, ‘suffered much desiring to yoke Pegasos’
(64), suggesting that he had gone to great pains in trying to tame the horse. He only
succeeds, however, when he receives the help of the gods. Athena appears to
Bellerophon while he sleeps and presents him with the gift of the bridle, with which the
hero can at last tame Pegasos. As Pindar explains, teAel 8¢ Oedv duvaug kai tav mop’
dprov kai mapa Ermida kovgav ktictv, ‘“The power of the gods accomplishes lightly that
achievement which is beyond hope or promise’ (83). In the myth, too, the need to
acknowledge the aid of the gods is important. The seer Polyidos instructs Bellerophon
not only to carry out the sacrifices to Poseidon that Athena enjoined upon the hero (69,

80-81),%* but also to construct an altar to Athena Hippia (82).

%8 Dickson (1986) 122.

%9 See Hubbard (1986) 40. Why Bellerophon acknowledges Poseidon is debated. He had no hand in
creating the bit, it seems. In Hesiod fr. 43a M-W, Poseidon gives Pegasos to Bellerophon, and Schol. ad.
Hom. I1. 6.155 tells us that Bellerophon was secretly Poseidon’s son. Hubbard (1986) 30 sees a reference
to this tradition in Pindar’s use of Aapaio matpi (69). This granting of the gift of horses might also remind
us of the similar favor done to Pelops in O. 1.86-87.
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We can easily draw the parallels between myth and present circumstance.
Xenophon (indeed, all of his family) is akin to Bellerophon, a man who hopes to succeed
at a particular task — here winning athletic victories — and has worked hard for success,
putting money and effort into training and participating in the games, but who
nevertheless cannot succeed without divine aid.**® In order to achieve their desires, the
Oligaithidai must gain and retain the help of the gods. The fact that the family was
favored is made clear by the fact of their successes. As Bellerophon must acknowledge
the gods, so too do the Oligaithidai, who surely carried out rites of thanks and who,
within this ode, acknowledge the role of the gods not only in their personal victories, but
in all mortal efforts. The work of Bellerophon parallels their own efforts, and provides
an example for them to follow as they look ahead to securing further victories.>*

Of note too is the role of the seer in Bellerophon’s achievements. There is a need
for a figure to act as intermediary between men, who have desires, and gods, who can
accomplish them, facilitating communication between them so that the gods learn of
men’s needs, and men learn of the gods’ conditions. When Bellerophon’s own efforts do
not result in the successful capture of Pegasos, he does not himself call on the gods for
aid but rather seeks out the help of the seer Polyidos to guide him. It is Polyidos who
bids him to sleep at the altar of Athena (75-76), and Polyidos who listens to the content of
his dream and instructs him on what next to do (79-82). The desire of Bellerophon and

the instructions of Athena need to be exchanged, and Polyidos facilitates this, using the

9 «The concept that man attains success through a combination of personal effort and divine benefaction
is...consistent with the general Weltanschaung of Pindaric poetry” (Hubbard [1986] 32). For other
examples in Pindar’s poetry, see O. 8.67, O. 9.100-104, P. 12.28-30, N. 1.8-9.

¥ Jouan (1995) 287 describes Bellerophon as “modéle aux Corinthiens un jeune héros solitaire, un ingénu
que seuls son courage et sa piété ont porté a la plus haute gloire”; while it is true that Pindar uses
Bellerophon as a model for behavior, Jouan misses the ways in which the hero is both exemplar and
warning.
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altar of Athena as a nexus point where the two parties come into contact, and then
explaining to Bellerophon how the gods expect him to act. Polyidos stands parallel to
Pindar, whose role in the epinician ode is similar.>** The desires of the victor and his
family need to reach the ears of the gods, and the conditions established by the gods need
to reach the mortal audience. The poet composes a song which, like the altar of Athena,
IS a sacred space where such communication can occur, and within that song Pindar not
only utters the desires of the Oligaithidai to continue in their victories and fortune, but
interprets for them the gods’ commands, translating the limits the gods have set on that
success into forms that men can understand, gnomai and myths.

With Pegasos tamed by the bit, Bellerophon is at last able to use the horse to
achieve mighty deeds that would otherwise have been impossible for a mere man.
Together the two defeat the Amazons (87-89), the beastly Chimaira (90), and the vicious
Solymoi (90).3** Like the victor, Bellerophon received the favor of the gods and through
it was able to accomplish grand feats. Yet Pindar does not end his narrative there, with
the peak of the hero’s glory, but continues and considers the end which Bellerophon met,
an end which emphasizes once more the need for restraint. He begins to speak, but then
refuses to elaborate: dtuocwndcoopai oi poépov Eym, ‘1 will keep silent on his fate’ (91).
Despite Pindar’s reticence, the audience would surely have known the whole tale:
Bellerophon decides to use Pegasos to fly up to Mount Olympos,*** an act that would
constitute a literal and physical crossing of the boundary laid down between men and

gods. Bellerophon no longer observes moderation in his actions but desires godhood for

2 Jouan (1995) 280-81 joins the two figures explicitly.

%3 The account of Bellerophon’s deeds that Glaukos gives to Diomedes in the lliad names these same
tasks: 6.179-186.

%441, 7.43-47. In Iliad 6.191-203, Bellerophon marries the daughter of the king of Lykia, but later becomes
hateful to the gods, and ends his days wandering alone over the plain of Aleios.
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himself, and for this reason the gods strike him down: Pegasos throws him, and he falls to
his death. Here then is the check which rounds off the myth: after a lengthy narrative
describing Bellerophon’s trials and successes, in one swift line Pindar brings him to an
end, a single gross transgression followed by death.

Pegasos admittedly fares better: he reaches Mount Olympos and is received into
the stables of Zeus: tov 8’ é&v OvAVOur® edtval Znvog apyoiot dékovtol, ‘the ancient
stables of Zeus received Pegasos into Olympos’ (92). Unlike Bellerophon, Pegasos did
not fly to Mount Olympos in defiance of the gods’ will; he was merely the tool of his
rider, and so not subject to the gods’ wrath. We may recall that Pindar asked Zeus to
receive the epinician ode as well (v. 29 6é&ou € o1 otepavmv Eykduov Tebuov, ‘receive
the ordained praise for his crowns’), which suggests a parallel between Pegasos and the
song. Both come about when a mortal man receives a favor from the gods that allows
them to surpass other men. Xenophon’s victory is the result of the gods’ favor, and it
allows him not only to beat all of his competitors, but to distinguish himself from all men,
especially as he has won a heretofore unknown double-victory; the song arises from the
victory, and singles him out again for praise. Similarly, Bellerophon receives the bit
from Athena, which allows him to tame Pegasos, and so be the first man not only to ride
a horse, presumably, but the only man to have a winged steed. Pegasos, moreover,
allows Bellerophon to continue to distinguish himself, as he helps him to achieve great
deeds such as the slaughter of the Chimera or the Solymoi. The parallel continues, as
both Pegasos and the song are capable of being misused in such a way as to offend the
gods. An epinician poet like Pindar, as we have seen, praises the deeds of a mortal man,

but must take care to remember the role of the gods in those deeds, and not to praise a
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man too greatly, lest he offend the gods by elevating a mere mortal above the gods.
Similarly, Bellerophon can use Pegasos as an instrument to achieve great deeds, but he
can also use the steed to fly to the home of the gods, a place that is normally forbidden
for mortals. Both the epinician song and Pegasos, if misused, can transgress the limits set
upon mankind, bringing a mortal man into a sphere reserved for the divine — be it the
literal sphere of Mount Olympos or the metaphorical sphere of high praise and glory —
and risking the anger of the gods.

Further, the song and Pegasos alike facilitate remembrance, insofar as the
epinician ode recalls a moment of godlike excellence and allows that moment to be
commemorated for all time, as the song is sung over and over even after the victor
himself is dead, while Pegasos makes possible for Bellerophon achievements that ensure
that men will remember him and tell the tale of his deeds long after his death. Both
Pegasos and the song thus function as meeting points between men and the gods: they are
not only favors of the gods, but symbols of the favors granted by the gods, be it aid in
athletics or in battle, and they must ultimately be dedicated to the gods in recognition of
that favor. This is a theme we may see elsewhere in ancient Greek thought, that the
physical manifestations of a gods’ favor must in some way be returned to the gods as acts
of thanksgiving. When Minos prays to Poseidon for a sign that the gods wish him to hold
the kingship of Crete, for instance, Poseidon sends a gleaming white bull, but when
Minos fails to sacrifice it to Poseidon, Poseidon’s wrath falls upon him.>** Bellerophon,
though unwittingly, returns Pegasos to the gods, and Pindar must do the same. The

manifestation of the gods’ favor is in this case the epinician ode, the ultimate result of the

%5 [Apollod.] Biblio. 3.1.3. Poseidon takes his vengeance on Minos by making Minos’ wife Pasiphae fall

in love with the bull.
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victory granted to Xenophon, and so Pindar seeks to some degree to dedicate it to the

gods, calling upon them to receive the song.

VII. The Second Oligaithidai Catalogue

The mythic narrative reaffirms the program of Olympian 13 by investigating the
nature of men and gods and the relationship between them, and by reminding the
audience that the gods are vital to all mortal achievement and must be respected. Now
the work of expressing the Oligaithidai’s desires is renewed, and Pindar weaves these
hopes into a second catalogue of the family’s athletic victories. He begins with the
Isthmian and Nemean Games, where the family has earned so many victories, recalls the
victories at Olympia and Delphi, and then expands into the plenitude of local victories
that the Oligaithidai have earned, emphasizing both the grandeur of the family’s success
by setting the crown games first, and the sheer amount by listing numerous local games.
Again the gods are reminded of the previous favors they have granted the family, and the
emphasis on amount suggests that the victors are well-equipped to handle even more
success without falling prey to hybris.

Before he begins the new catalogue, Pindar transitions from the mythic past to the
present moment of performance, and achieves this through the use of a metaphor likening
him to a javelin thrower. Metaphors likening Pindar to an athlete are common in the
epinician odes, and the javelin metaphor in particular occurs five times in his corpus.3°

Scholars have interpreted Pindar as suggesting that, like the athlete being celebrated, he

%® For Pindar as a javelin thrower, see P. 1.43-5, N. 7.70-2, 9.55, I. 2.35-37. He has recourse to a broad
range of athletic games in his metaphors: for the poet as an archer, see 0. 1.112, 2.91-100, 9.5-12, N. 1.18,
6.26-27, 1. 5.46-67; as a boxer O. 10.3-6, N. 10.20, 1. 4.19-21; as a broad-jumper, N. 5.19-20; as a wrestler,
N. 4.4-5, 93-96, N. 8.19. See further Simpson (1969) 437 and Crotty (1982) 7.
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has been successful, insofar as he has praised the victor well.**" This interpretation
perhaps misses a finer point of the javelin metaphor, which is that the athlete who casts a
javelin must hit a mark, and so requires accuracy. Pindar not only thinks of himself as a
man struggling for success, but as a man who must focus on a particular point, the praise
of the victor and his family.>*® In the preceding triads he has left the Oligaithidai behind
to discuss their mythological forebears, and now he must put himself back on track,
returning to the present occasion and the victor in need of praise. He tells us that he has
0 ToAG Bédea, ‘many shafts’ (95), enough to cover whatever themes demand attention
or people demand praise. The metaphor acts as a transitional device, and Pindar may
now move forward with the ode.

Pindar begins the second catalogue, but soon breaks off to express a wish to
celebrate future victories, the desire of the Oligaithidai which drives much of this ode.
He declares: td t° éo66peva. tot’ v @ainv capéc, ‘those to come | would make clear
then’ (103), meaning that, as he now recounts the previous victories the family has
earned, so he hopes to sing about future ones. Currently he is making known this feat
that Xenophon accomplished (cf. vv. 3-4, yvdocopat | tav OABiav KopvOov, 1 will make
known fortunate Corinth’), and when the Oligaithidai earn more victories he will likewise
sing of them in epinician odes, creating lasting memorials of their achievements.
Nevertheless, Pindar recognizes that the fulfillment of such a wish depends on the gods
(104-105):

VoV &” Ehmopan PV, v Be@® ye pav
TENOG.

7 |ee (1976) 72, in reference to the relevant passage in N.7.; see also Freeman (1939) 153-54.

%8 Instone (1986) 90 sees these kinds of metaphors as Pindar aiming for a balance in the different elements
of his odes. Floyd (1965) 139, in reference to the metaphor at N.7, suggests a similar interpretation, while
Farnell (1932) 98 applies it to the current passage.
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Now | hope, but the end
lies with a god.

Pindar expressed this idea before in the Bellerophon story, when he told us that teAei 8¢
Bedv dOvapug, ‘the power of the gods accomplishes’ (83), and now again we are
reminded that man alone cannot achieve his desires, but depends on the gods to realize
them. If the Oligaithidai are to add more victories to their catalogue, they will need the
gods’ favor. This notice not only acknowledges the need for the gods but subtly entreats
them, juxtaposed as it is with the wish for future victories, while at the same time
reminding the Oligaithidai of their limits, for they alone cannot prosper. The pattern of
the ode is again repeated: the desire for continued success is directed to the gods,
concomitant with the acknowledgment of their ultimate power and the limits by which
those entreating must abide.

Before expressing the family’s wish, Pindar announced that the Oligaithidai have
accrued sixty victories at Nemea and Isthmia (98-100). The hope for future athletic
success is sandwiched between this number, indicative of the extreme favor that the
family has received from the gods, and the specific instances, the sites of local games that
have borne witness to Oligaithidai excellence. The catalogue not only serves as grand
praise of the family’s many accomplishments, but also proves to the gods that they have
granted favor before, and that the Oligaithidai have handled it well; after all, they have
chosen to celebrate their latest victory with a song that recognizes the gods as well as the
victor. Like Bellerophon, this Corinthian family has accomplished great feats; unlike
their “national” hero they will not test the limits imposed by the gods, but instead will

move forward only with the sanction and aid of the gods.



194

This sanction is seen clearly in the very last line of the ode, which contains an
entire, albeit simple, ending prayer. Though a mere line long, the prayer contains both
invocation and two requests. Zeus is first invoked, this time as téielog, ‘accomplisher,’
(115), an epithet that recalls Pindar’s warnings that the télog of human activity lies with
the gods (83, 104-05); in this god’s hands is the key to achieving what the Oligaithidai
hope for. The request is uttered in the optative with a simple didot, and two objects are
listed. The first is aid®, a word that we have seen before, and seen to describe the
concept by which a person shows concern for his own honor.**® Some scholars have,
however, taken the word to mean something like ‘modesty,” suggesting that the
Oligaithidai have been shameful in flaunting their success, and Pindar now at the end of

the ode tries to put them in check;>*°

others have suggested something closer to
‘reverence’, such as other men may give the victor — in other words, that men look upon
the Oligaithidai with respect rather than envy.** 1 would suggest something closer to
‘modesty’, but without the pejorative connotation that scholars have attached to it.

Pindar does not mean to shame the Oligaithidai, but rather hopes that they will continue
to respect the gods, as that is requisite for divine favor. The second object of the prayer is
TOxav...yhvkelayv, ‘sweet fortune’ (115), which means not simply prosperity, but surely
refers to the victories that the Oligaithidai hope to have. The two objects are inextricably
bound together: in order to have fortune the family must also have respect, and so Pindar

prays for both. In the final line of the ode, in only a mere few words, the themes of this

ode are drawn together once more in a definitive moment of communication: the desire of

9 See above, Ch. 4 p. 26.
%0 Thus Gildersleeve (1885) 236 and Méautis (1962) 399.
%! Farnell (1932) 101.
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the family is communicated directly to Zeus as the accomplisher of deeds, a desire for

success tempered by reverence, which will ensure for them joy rather than punishment.

VIII. Conclusion

Throughout Olympian 13, Pindar has stressed excellence and restraint in turn.
The victor Xenophon is marked by an outstanding achievement in the games, a double
victory at Olympia, while his father and family have honors nearly as great, with multiple
victories accrued to the family name. They are Corinthians, a people that Pindar has
marked as having great ingenuity, able to achieve what no man before has, and the
present celebration focuses on athletic feats that set Xenophon apart from other men. The
gods are surely at attention, and Pindar uses this opportunity to engage in a dialogue with
them. The Oligaithidai are pleased with their latest victory and indeed with their long
tradition of athletic accomplishments, but they hope to see that tradition continued well
into the future. Pindar will communicate that desire to the gods, but it is not a simple
matter of including a prayer; rather, the poet brings the audiences of victor and gods into
communication. He speaks the Oligaithidai’s request and reminds the gods of the
family’s past victories, which serves both to remind the gods that they have shown their
favor to that family before, and to suggest that the Oligaithidai have been worthy
inheritors of the gods’ gift. At the same time, he has woven into the ode again and again
warnings to the Oligaithidai, telling them that they must exercise restraint in their lives in
order to merit the favor of the gods. As an aoidos, Pindar mediates between men and
gods, not only bringing the needs of men to the attention of the gods, but also instructing

men in the gods’ expectations, and here he does so by calling on the Oligaithidai to
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display due reverence and measure in respect to the gifts of the gods, and not be led
astray into hubris. The gods may indeed show them more favors, but they are at risk of
koros and must beware where it leads.

Mortal men, we learn, cannot achieve their desires by their will alone; such
realization lies only within the power of the gods. This is the cosmological basis for
Pindar’s message within the ode: after all, the Oligaithidai may only gain further victories
if they acknowledge this fact and entreat the gods. The restraint they show is not only the
measure in life that avoids hubris and punishment, but also the simple knowledge that
mortal life is, by its nature, limited. While such a message is perhaps important for men
in any circumstance, Pindar’s poetic program is more effective if we accept a secondary
set of addressees in the gods. It is they who hear the prayers, they who must be
persuaded with proofs and assurances. The epinician ode became here more than a
moment to praise Xenophon and immortalize his victory: it is a numinous moment that
draws the attention of the gods and makes use of the opportunity to establish a dialogue

between worshipper and deity.
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Conclusion

Pindar’s epinician odes are suffused with religious content. From mythical
narratives on the exploits of gods and heroes, to invocations of gods, goddesses, heroes
and nymphs, to prayers asking the gods to bestow their favor on the victor and his peers,
the divine world is a vital component of the odes. While scholars will readily admit to
the bevy of religious elements in the epinician poems, some see these elements as always
subservient to the major function of epinician poetry, the praise of the victor. Certainly
that praise is important, and indeed the primary goal of these odes, but that does not mean
that those elements could not also be performing a function in their own right. Indeed,
these elements are, as | show, capable of engaging the gods in communication with
mortal men.

There are multiple reasons to believe that Pindar’s epinician odes can achieve
such religious functionality. The odes are not, as some ancient scholarship suggests,
‘secular’ poems: while ancient eidographers such as Proclus and Didymus classified
epinician poetry as a genre whose focus was on men rather than on gods, these scholars
were more concerned with finding a system to organize the poetry they had preserved
than with uncovering the attitudes of the original composers and audiences towards the
poems. In the world of ancient Greece, where religion was embedded into society and
the gods were seen to have a role in every aspect of mortal life, it is difficult to believe
that a poem could be thought of as ignoring the gods entirely, or addressing them only as
a way to increase praise of a man.

Epinician odes also feature elements that are generally thought of as belonging to

hymnic genres such as paians and dithyrambs, those types of songs that were clearly
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intended to facilitate communication with the gods. The epinician odes were, at least in
their original runs, performed by a chorus, a mode of performance typically associated
with hymnic songs, as the joint effort of the performers in their song and dance was better
able to impart the feelings of the community to the gods. Pindar also regularly uses the
three basic components of cultic hymnic poetry — invocation, argument, and request — in
the epinician odes. Together, these three components create a program that calls a god to
attention, persuades him to favor those involved with the hymn, and grant their request,
and these functions are clearly at play in the epinician odes as well.

In order to demonstrate that Pindar’s epinician odes do have religious
functionality, | focused on one religious element in particular, prayer. A prayer, for me,
was an invocation of a god and a request. Prayers are well-suited to demonstrate
religious function in a poem, as they are the heart of communication between men and
gods: men need to make known their problems and consequent desires to the gods, in the
hopes that the gods will listen and act. If Pindar includes prayers in his epinician odes,
and not only makes requests of the gods but demonstrates a clear effort to get those
requests heard and answered, those prayers would show that the epinician odes are indeed
attempting to communicate with the gods, and so performing a religious function, a task
beyond the usual goal of praise of the victor. A close reading of four odes — Pythian 8,
Isthmian 6, Nemean 9 and Olympian 13 — allowed me to illustrate examples of sincere
prayers in the epinician odes.

In studying the four odes in question, | found that Pindar not only made requests
of the gods, but that he set up these requests in his odes with a program meant to

persuade the gods to act. Pindar may first call the necessary gods to attention through an
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invocation. Not only does an invocation ask the god to heed the performance so that he
or she will hear the prayers being made, but it can also, through the use of epithets and
brief descriptions of the god’s lineage and powers, show the god how he or she is the
most appropriate deity for granting the particular request. At the end of Pythian 8 Pindar
calls upon the nymph Aigina to grant a prayer on behalf of the Aiginetan people and so
calls her ‘dear mother’ (98) to remind her of the friendly relationship between her and
those people. In Olympian 13 Pindar calls upon Zeus, naming him ‘father’ to indicate his
power over all mortal men, and ‘lord of Olympia’ to recall his role as patron of the
Olympic games at which the victor Xenophon (and his father) has won, suggesting that
the family is historically favored by the god. An act as simple as an invocation, then, can
suggest that Pindar is actively trying to engage these gods in a moment of
communication.

As the relationship between men and gods is one of yéapic, in which each party
must give and receive favors, and as the athlete’s victory was the result of the favor of the
gods, he must repay that favor before he can hope successfully to make new requests.
Pindar, therefore, makes sure to offer thanks to the gods by acknowledging their role in
the victor’s success. He may do this either directly, citing the specific instance of favor,
or indirectly, merely commenting upon the role of the gods in determining the fortuens of
men. The former type of acknowledgment appears, for instance, in Isthmian 6, when
Pindar credits Zeus directly with Pytheas’ victory at Nemea (3-4), and Poseidon with
Phylakidas’ victory at Isthmia (5-7). In Pythian 8 Pindar names Apollo as the source of
Aristomenes’ Pythian victory (64). These particular gods are the patrons of the

respective games, so their favor is necessary for victory; by acknowleding their part,
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Pindar extends praise to them and so pays off the victor’s debt to the gods. In Nemean 9,
Pindar observes that all the fortune allotted to the victor Khromios comes from the gods
(45), another direct example of crediting the gods for the happiness of men. The latter
type of acknowledgment is often expressed through a gnome, a general statement of a
universal truth, focusing on how the gods allot all success and failure to men. In Pythian
8, Pindar describes how the man who gains success without effort is not wise, but rather
favored by the gods, as all mortal affairs lie with the gods to decide (73-76). Similarly, in
Olympian 13, Pindar recalls that the ultimate end of mortal affairs lies with the gods
(104-05). Even indirectly, Pindar assures the gods that the victor understands that his
success is not solely due to his own efforts, but that the gods themselves granted it to
him.

Once Pindar has settled the victor’s debt, he may ask the gods to renew their favor
to the victor. In order to achieve this, he must prove to the gods that the victor is worthy
of such favor, and again he has two main strategies. Frequently he recalls previous
favors that the gods have granted the victor as a way to remind them that they once
before knew the qualities of the victor and approved of them. These previous favors are
in the form of previous victories. In Pythian 8, for instance, we learn that Apollo not
only granted Aristomenes his victory at Pythia, but also at the Delphinian games in the
god’s honor at Aigina (65-66). As a family may benefit as a whole from the glory of a
victory or the favor of the gods, the victories of family members can often fulfill the same
function as the victor’s own athletic successes. Thus in Isthmian 6, performed in honor
of Phylakidas’ victory at Isthmia, we hear of his brother Pytheas’ victory at Nemea, as

well as the victories of his maternal uncle Euthymenes (57-62). Similarly, in Olympian
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13, the victories of Xenophon’s father (35-40) and his kinsmen Terpsios and Eritimos
(40-42) are highlighted. Through these catalogues and references to past victories, Pindar
reminds the gods that the victor and his family have previously been deemed worthy of
divine favor, and suggests that they still are.

Pindar may also prove the virtues of the victor through gnomai, which both
illustrate the virtues that the victor already possesses, assuring the gods of the victor’s
worth, and remind the victor of the qualities he must embrace in order to secure the gods’
favor. Thus in Isthmian 6, Pindar describes the man who exerts effort and money and
who therefore, along with the help of a god, achieves success (10-13). This gnomé serves
to show the gods that the victor Pytheas put his own effort into achieving his victory, but
that he also knew that the outcome was ultimately in the hands of the gods, proving not
only that he has the fortitude that is necessary for success, but that he is respectful of the
gods’s power, and therefore is worthy of their favor. At the same time, the statement
reminds Pytheas of the hard work and humility required of him in order to win the favor
of the gods anew. In Olympian 13, Pindar warns the audience of the importance of
moderation (47-48). As with the previous example, this gnomé both suggests to the gods
that the victor has shown moderation and not tried to surpass the limits set upon him as a
mortal man, making him worthy of favor, and reminds the victor to abide by moderation
so that he can retain that divine favor.

Finally, Pindar makes a request. These requests may be general, asking simply
that the victor avoid the ill effects of the envy of the gods and men alike, as when he asks
Zeus not to envy the words of praise given to the victor in Olympian 13 (24-26); or they

may be specific, asking that the victor receive a particular boon, as when he prays to Zeus
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in Nemean 9 to ward off war with the Carthaginians (28-29). They requests may concern
the victor himself, as in Olympian 13, when Pindar asks Zeus to grant Xenophon fortune
(28); the victor’s family, as when, in Isthmian 6, Pindar prays for an Olympic victory for
either the victor Phylakidas or his brother Pytheas (7-9), a victory that would bring their
father Lampon happiness (14-16); or the victor’s community, as the prayer of Nemean 9
mentioned above asked the gods to avert a war that would disturb all of Aitna, the city of
the victor Khromios. Whatever the request itself asks, and on behalf of whomever, the
requests clearly reflect concerns felt by the victor, his family, and his community, be it a
pressing matter of politics and war, or the general fear of the failure that may follow great
success.

The previous discussion does not exhaust the ways that Pindar sets up a program
of negotiation between the gods and men in order to secure favors for men, but it does
outline a general pattern that we may discern in the odes. The elements described above
do not always operate so neatly as suggested: some may fulfill multiple functions, as
when a reminder of a previous victory given by the gods both thanks the gods for their
previous favor, and suggests to the gods that the victor was and still is worthy of that
favor; they do not necessarily appear in the order given above; nor indeed do they all
always appear. Nevertheless, in each of the four poems | have examined, we may discern
Pindar weaving into the ode a program of negotiation with the gods that seeks to secure
the favor of the gods for the victor, his family, or his community. These prayers are acts
of communication, and as such are indicative of the religious functionality of which the

odes are capable.
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Appendix: Prayers in Pindar’s Epinician Corpus
There are forty prayers in Pindar’s forty-eight epinician odes, according to my

definition of the word>®?

—that is, a request addressed to a deity. (There are also twenty-
eight religious wishes, requests that are not directed to any particular deity.) 1 will
provide here a brief overview of the prayers, discussing the gods who are invoked, the
grammatical form of the request, the types of requests, and the placement of the prayer
within the ode. A table follows (Table 1) and summarizes my findings.

Before I analyze the features of the prayers in Pindar’s epinician odes, I first want
to consider two special types: indirect prayers and literary prayers. In indirect prayers,
the god being addressed is not directly invoked. Pindar instead expresses a hope that the
god will perform the action of the request. There are three examples of indirect prayer in
the corpus: in Olympian 3, a prayer to the Dioskouroi and Helen for the worshippers to
please the gods; in Olympian 8, a prayer to Zeus for future prosperity and honor for the
victor’s family; and in Pythian 5, a prayer to Zeus for a future victory. Besides the
indirect invocation, they tend to favor an indicative construction of gbyopou plus the
infinitive over the more common imperative in making their requests; otherwise, they are
structurally and thematically similar to regular prayers.

Literary prayers follow the regular structure of other prayers, but they are uttered
by characters within a mythological section, and as such are not part of the structure of
the ode. Three appear in Pindar’s epinician odes: the first is Pelops’ prayer to Poseidon
in Olympian 1; the second Polydeukes’ prayer to Zeus in Nemean 10; and the third is
Herakles’ prayer to Zeus in Isthmian 6. While they will not be included in this analysis

of Pindar’s prayers, they provide us with examples of traditional prayer such as Pindar

%2 See above, p. 46.
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conceives of it. Each prayer uses the traditional tripartite structure of prayers, with clear
invocations, hypomneses, and requests. Further, each prayer is spoken by a man with a
special connection to the god being invoked: Polydeukes and Herakles are both the sons
of Zeus, while Pelops was once the lover of Poseidon. In the case of Herakles the prayer
is also accompanied by ritual action, as Herakles pours a libation and raises his hands to

the sky.

Gods and Deities Invoked

A variety of deities are invoked in the prayers. While most prayers invoke a
single deity or set of deities (such as the Charites), some prayers invoke multiple ones:
the ending prayer of Pythian 8, for instance, calls upon Zeus, Aigina, and the Aiakid
heroes. The deities found in the prayers can be divided into five categories: Olympian
gods, minor deities, heroes, places and local nymphs, and abstractions.

The majority of prayers — nineteen — are directed to Olympian gods, but only a
small number of those gods are represented. Zeus is the most frequently invoked by far,
with fifteen prayers directed to him, and his epithets speak to his importance. He is
called ‘Father’ three times, ‘Accomplisher’ twice, and ‘Savior’ once, suggesting his role
as an arbiter of fate in ancient Greek life. He is also called the lord of Alpheos, Olympia,
and the Hill of Kronos, titles that recall his role as the patron of the Olympian Games.
Given his influence in these two spheres, it would be natural for prayers spoken on behalf
of athletic victors, dealing with their hopes for an uncertain future, to be directed to him.
Apollo is invoked in three prayers, an unsurprising figure given his connection with the

Pythian Games — he is called the lord of Parnassos and Pytho — and his role as a god of
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music. Poseidon appears once, again unsurprising given his role as the patron of the
Isthmian Games. Hestia also appears once, and while this may come as a surprise given
her limited role in Greek religion, the prayer to her appears in Nemean 11, an ode whose
status as an epinician has been debated given given that its ‘victor’ Aristagoras is not
celebrating an athletic victory, but rather his installation as president of the prytany in
Tenedos.

Nine prayers are directed to minor deities. Among these the Muses and Charites
dominate, with the Muses appearing in five prayers and the Charites in two. These two
sets of goddesses are, of course, closely connected to music, able to provide a song with
grandeur and beauty, and the requests of their prayers are accordingly for help with the
song. The Charites are in one instance asked to help make the song, and in the other to
receive the kdpog. The Muses are asked twice to join the celebration, twice to ensure the
success of the song, and once to sing; elsewhere they are asked to favor the victor’s
family and provide Pindar with redemption — both tasks which can only be accomplished
through the creation of a song. The Moirai are invoked in one prayer: as these goddesses
play a role in the course of men’s lives, they are an obvious choice in a prayer for the
victor’s good fortune. Eileithyia, the goddess of childbirth, also appears once.

Heroes are invoked in four prayers. Herakles appears once, as do the Dioskouroi
and Helen. In both cases, the heroes seem to be treated almost as gods — of course,
Herakles and the Dioskouroi were all welcomed among the gods after their deaths in
Greek mythological tradition, and thus were able to bestow favors and fortune upon
mortals. Helen and the Dioskouroi are invoked in Olympian 3, moreover, a poem that

may have been performed during a Theoxenia celebration in their honor, in which case
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they would have already been called to attention by the rite. Heroic families are invoked
in two prayers, appear not because of their ability to affect the course of men’s lives, but
because of their deep connection to a city and, by extension, a victor. Thus the daughters
of Kadmos appear in an ode for a Theban victor, while the Aiakids appear in an ode for
an Aiginetan victor. These heroes are are likely invoked because they serve some
tutelary function for the inhabitants of the cities.

Five prayers are directed to places, with one each for Delos, Akragas, Aigina,
Olympia, and Kamarina. Akragas, Aigina, and Kamarina could also arguably be the
nymphs after whom cities were named. Even if there is no nymph associated with a city,
each city is treated as a personified being whose tutelary influence extended to those
living there. Like the daughters of Kadmos and the Aiakids, they are invoked because
they can offer recognition and favor to victors within the community. The close
connection between these places and the worshippers is highlighted especially in the case
of Aigina, who is referred to as ‘mother,” suggesting that she and the people of Aigina
share an important relationship.

Four prayers are addressed to personified concepts: one to Hesychia, two to
Aletheia, and one to Tyché. They are not well attested in cult, but that does not mean that
they were not considered to be deities by the ancient Greeks. If they were not cult
figures, then Pindar may have invoked them for rhetorical reasons. For instance, Aletheia
in both instances appears along with the Muses, and is likely included to emphasize the
truthful aspect of the Muses, and by extension the song and the praise of the victor.
Tyche is called both ‘savior,” an epithet usually associated with Zeus, and ‘daughter of

Zeus,” emphasizing her close connection with the king of the gods in his function as the
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deity who controls men’s fortunes. Though Zeus himself is not invoked, Tyché becomes
an extension of one aspect of his power, much as Aletheia is one aspect of the Muses’
abilities.

The gods to whom prayers are directed are, by and large, those who have a
connection to the celebration at hand, either by their patronage of the athletic games in
which the victory was won, their connection to music and celebration generally, or their
connection to the victor and his community. Their concern with the present celebration

gives them a reason to heed the song and its message, and so answer the prayers.

Forms of the Request

The grammar and vocabulary of the requests reveal certain patterns. Some
prayers have multiple requests, whose grammatical forms do not all have to be the same.
The most common way to express a request is through the imperative, which occurs in
twenty-five instances. In eight prayers, there is what | call a verb of request in the
indicative, coupled with a complementary infinitive or imperative. These verbs of
request include ebyouau (five instances), Aicoouan (four instances), aitém (one instance),
and mpocevvénm (one instance). Seven prayers are expressed with the optative, and two
with the subjunctive.

Besides the verbs of request just listed, there is little in the way of a common
vocabulary for the prayers. The only possible example is 6¢€opon, which appears, in
some form, in eight prayers. All but one of these prayers requests that a god receive the

victor, his crown, his honor, or his k®dpoc.
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Request Types

The requests of the prayers could be organized according to various criteria, such
as time (when the request should be fulfilled, either at the moment of performance or
sometime in the future), subject (who the request pertains to, be it the victor, his family,
his community, or the singer), and content (what precisely the request asks for). | offer a
typology based on content, and divide the prayers into six major categories: Reception of
the k®dpoc, Join the Celebration, Success of Song, Prosperity, Future Victory, and Honor.
The first three are present requests, insofar as they ask for boons whose effects would be
immediate, while the other three are future requests, as they hope for boons that would
not come into effect until after the performance.

There are seven prayers requesting Reception of the kdpoc. | use kdpog for the
type name, but the prayers specify variously the k®dpog, victor, the victor’s honor, and the
victor’s crown. These all, as is likely, refer to the same thing, the victor’s procession to
dedicate his crown at a temple. These prayers are mostly directed to Olympian gods -
Zeus and Hestia each appear once - and to places, especially nymphs associated with
specific places - Olympia, Kamarina, and Akragas all appear, as do the Charites in a
poem for a victor of Orchomenos, a location they may have been worshipped at. As |
noted above, the most common way of expressng the request is with some form of the
verb 6éyopot. These requests only appear in prayers situated at the opening of an ode.

The request to Join a Celebration appears five times. | include those prayers that
call upon a deity to join in on the epinician performance, and those that ask a deity to
help make the song. Three of these prayers are directed to the Muses and one to the

Charites, whose presence would obviously enhance the quality of the song. The fifth
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prayer is directed to the daughters of Kadmos, whose connection to the victor’s city of
Thebes suggests they would have an interest in celebrating a man whose victory has
brought glory to their city. Generally (in four of the five cases) these prayers appear at
the opening of an ode.

Five prayers ask the gods to help ensure the Success of the Song. Two invoke the
Muses, and one each invokes Zeus, Apollo, and Poseidon. As before, the appearance of
the Muses is easy to explain, given their connection to music; similarly Apollo’s role as
the god of music would let him aid in the success of the performance. These prayers
show no patterns in their placement within the ode, appearing at the opening, middle, and
end of different poems.

| have interpreted fifteen prayers as requesting Prosperity for the victor, his
family, or his city. The request for prosperity can take various specific forms, including a
negative form in which Pindar hopes no ills fall upon the victor because of the jealousy of
the gods or men. Eight of these prayers are directed to Zeus, one to Poseidon, one to
Apollo, one to Herakles, one to the Fates, one to the Muses, one to Tyché, and one
generally to the children of Kronos; these deities are, generally, those capable of having
some effect upon the course of a man’s, or city’s, life. In four cases, the prayer asks for
prosperity for the victor, in four cases for the victor’s family, and in nine cases for the
community. This type of prayer rarely appears at the opening of an ode, with only one in
the opening, eight in the middle, and six at the end, unsurprising as it looks to the future
rather than to the moment of celebration.

Future Victory is perhaps best understood as a subset of the Prosperity type of

request; a victory, after all, suggests the continued prosperity of the victor. Only one
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prayer actually requests a future victory (those other instances in which Pindar thinks
about the victor’s future success are all religious wishes). It is directed to Apollo, and
stands at the end of its poem.

The final type of request asks for Honor. There are only three instances. All
three are directed at Zeus, all three appear at the end of their respective odes, and all three
ask that the honor lay upon the victor’s family (in one case, that honor is to extend to the
victor and song as well, and in another it is to extend to the victor’s city).

There are five more requests that do not fit neatly into one of the six types listed
above. Four of them may broadly be thought of as requesting that the god adopt a certain
disposition. In Isthmian 1, Pindar asks Delos not to be angry because he chose to
compose the current epinician ode rather than a paean for the island; in Pythian 1, Pindar
prays that Zeus may be pleased; and in Olympian 3, Pindar prays that Helen and the
Dioskouroi be pleased; while one prayer, in Nemean 7, asks Eileithyia to listen to the
song. The final prayer is that in Olympian 10 asking the Muses and Aletheia to grant

Pindar redemption.

Placement of the Prayer

The request type can be correlated with the placement of the prayer in the ode. |
have delineated three broad categories: opening (when the prayer forms part of the
opening of the ode), end (when the prayer forms part of the closing of the ode), and
medial (anything between these two). The prayers are fairly evenly distributed among
these three categories: there are fourteen at the opening of an ode, thirteen in the middle,

and ten at the end.
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The opening prayers by and large deal with present requests, with a special
concern in calling upon the gods to participate. Seven of these prayers are Reception of
the k@dpog, three are Join the Celebration, and one is Success of Song. Conversely,
prayers that appear at the end of an ode tend to ask a god for a future request, and eight of
these are Prosperity, Future Victory or Honor prayers. The medial prayers represent a

mix of request types, with eight Prosperity requests and two Success of Song.



Table 1: The Prayers of the Epinician Odes

Ode Lines  Placement™ Type God>* Epithets Verb Request
0.1 75-78 Literary Prayer  Poseidon Imperative (nedacov, mopsvoov,  Victory
TEAAGOV)
0.2 12-15 Medial Prayer  Zeus Son of Kronos and Imperative (k6picov) Prosperity
Rhea, Ruler of (community)
Olympia
03 14 Opening Prayer  Dioskouroi, Hospitable, Lovely- gbyopan + Infinitive (adeiv) Please the gods
Helen haired
04 1-10 Opening Prayer  Zeus Driver of thunder, Son  Imperative (3é&a) Reception (victor,
of Kronos, Ruler of komos)
Aitna
05 18 Opening Prayer  Kamarina Daughter of Oceanos  Imperative (dékgv) Reception (victor)
05 17-22 End Prayer  Zeus Savior, of Kronos' hill, Indicative (£pyopar) + Participle Prosperity (victor,
of Alpheos, of Ida (aithowv) + Infinitive community)
(Oa1ddAELy...pEPELY)
0.6 103-105 End Prayer  Poseidon Ruler of the sea, Imperative (didot, des") Prosperity
Husband of (community),
Amphitrite success of song
0.7 8794 End Prayer  Zeus Ruler of Mt. Atabyrian TImperative (tipa, didot, un Honor (song,
KkpvITE) man, family)
08 1-11 Opening Prayer  Olympia Mother of games, Imperative (6£Ea) Reception(komos)
Mistress of truth
0.8 84-88 End Prayer  Zeus Optative (6éhot) + Infinitive Prosperity
(60pev); Edyopan + Infinitive (ury  (family), Honor
Béuev); Optative (a€€ot) (family, city)

%3 As literary prayers are not part of the normal structure of an ode, | do not indicate their placement.
%4 Italics indicate a god who is invoked indirectly.
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1=iES

61-69

98-100

Medial
Opening

Medial

End
Opening
Medial
Medial

Medial

Medial

End
Opening
Medial

End

Prayer
Prayer

Prayer

Prayer
Prayer
Prayer
Prayer

Prayer

Prayer

Prayer
Prayer
Prayer

Prayer

Muse, Aletheia
Tyche

Zeus

Zeus
Graces
Zeus
Apollo

Muse, Truth

Zeus

Children of
Kronos

Hesychia
Apollo

Aigina, Zeus,
Aiakos, Peleus,
Telamon,

Zeus' daughter
Savior, Child of Zeus

Wide-ruling, Lord of
Olympia

Accomplisher
Of Kephisos, Queens
of Orchomenos

Ruler of the mountain

Lord of Lykia, Delos
and Parnassos

Accomplisher

Blessed
Daughter of Justice,
Makes cities great

Far-shooter, of Pytho

Mother

Imperative (€pvxeTov)

Moocopot + Imperative
(Gupumoret)

Optative (yévoto apBovntog,
déEan) + Participle (vépwv)

Imperative (Gye, Exvicoov, didot)

Imperative (KADT'...€moko0itE) +
Participle (idoioa)

Optative (gin) + Infinitive
(vdbvew)

Imperative (T10uev)

Imperative (mbeo) + Infinitive
(xelodfioar); Subjunctive
(e&evpopev)

Infinitive [as Imperative]
(draxpivev); AMocopon +
Imperative (veboov)

Optative (d100it")

Imperative (6€kegv)
gbyopon + Infinitive (Premev)

Imperative (kopile)

Redemption
(Pindar)

Prosperity
(community)

Prosperity (song,
victor,
community)
Honor (family)

Reception
(komos)

Please the gods

Prosperity
(community)

Join Celebration
Prosperity
(community)

Prosperity (victor)

Reception
(victor's honor)

Success of Song

Prosperity
(community)

eTe



P.11 1-6 Opening Prayer  Daughters of Imperative (it€) Join Celebration
Kadmos

N3 1-12 Opening Prayer ~ Muse Mistress, Mother Mooopan + Imperative (ikeo, Join Celebration,
Omale) Success of Song

N.7 1-8 Opening Prayer  Eleithuia Daughter of Hera, Imperative (xovoov) Listen
Companion of Fates

N.8  35-37 Medial Prayer  Zeus Father Optative (gin, Eépamtoipov) Prosperity
(Pindar)

N.9 28-32 Medial Prayer  Zeus Father aitéw + Infinitive (6nalew, Prosperity
Empei&on) (community)

N.10 1-2 Opening Prayer  Graces Imperative (Opvelte) Join Celebration

N.11 1-7 Opening Prayer  Hestia Daughter of Rhea, Imperative (3é&a) Reception (victor,
Sister of Zeus and komos)
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1.6

1.7

14-18

49-51

Medial

End

Prayer

Prayer

Fates

Apollo

Hera

Enthroned on high

Loxias

gbyetar + Infinitive (5e&acOon);
npooevveno + Infinitive
(¢omecBar)

Imperative (ndpe)

Prosperity
(family)

Future Victory

q1e
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